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From the Editor’s Desk . . .

Music is eternal - Music is a living art that has evolved, 
developed and changed with the times bringing in new forms and 
popularising a completely different range of ragas and talas. The 
Pallavi which seemed to be vanishing has survived, with age being 
no bar to its rendering - a challenge that has been accepted and 
overcome by the present generation of young musicians.

By a happy coicidence the papers chosen for this issue of the 
journal range from the ancient to the modem; from the Silappadigaram, 
Tevaram and Tiruppugazh to the modem kritis and composers in 
Sanskrit, Kannada, Telugu and Malayalam; from Karaikal Ammaiyar, 
Akkamahadevi of Karnataka to Patnam Subramania Iyer and 
Gayanapatu Keertanapatu Saraswati Bai and the lady musicians of 
the 20th Century. This is indeed a fascinating glimpse of the history 
and development of Carnatic Music. Reading some of the informative 
articles, gives one a feel of the past glory and nostalagia about recent 
events.

The theme of the 74th Conference was the contribution of 
women as composers, musicians and harikatha artistes etc., Several 
papers were presented at the Conference some of which find place. 
In addition, three papers which won prizes have also been included. 
An elaborate paper on 'Adapting Traditional themes in Dance Theatre’ 
by Natya Choodamani Anita Ratnam, Karaikal Ammaiyar’ by Sister 
Margaret Bastin and 'The rhythmic structure of Tiruppugazh and 
different Tiruvagauppus by Dr. E.Angayarkanni have been included. 
Lesser known composers of Andhra Pradesh and one from Kerala 
have also been included. Patnam Subramania Iyer who is a direct 
descendant in the Tyagaraja Sishya parampara seems to be yielding 
ground to modem compositions. We therefore thought it might be 
useful to recall his contribution. Prof. Janakiraman, a well known 
musicians cum musicologist has written an erudite article on 'Suddha



Vikruta theory of the past and the present’. Smt. Vidya Shankar who 
has long been associated with the Advisory Experts Committee has 
written a detailed illustrated paper on the fretting of the Vina based 
on -scientific principles.

The feature of Gayanapatu Kirtanapatu Smt. Saraswati Bai is 
a reflection of the status of women in her time. Another musicologist 
Sri. B.M. Sundaram in his usual inimitable style has covered nearly 
20 lady artistes from the last 2 centuries. Prof. Louis Rowell’s article 
takes us back to the Silappadigaram while the feature by Sister 
Margaret on Karikkal Ammaiyar recalls the women composers during 
the period of Tevaram and that she was known as Isaittamizhin Thai 
Karaikkal Ammaiyar.

We offer this collection hoping that it will be of interest to 
the connoisseurs, research scholars and the lay listener too as we 
feel there is something for every category. As usual we have included 
a fully notated ragamalika of Kesava Pillai on whom an article has 
been featured.

Even as one cannot separate the many drops of water that 
make the mighty ocean one can delve deep and yet not acquire 
complete knowledge. We hope that this issue will make you curious 
to learn more of this great art. O

-  Editor



THE 74th MADRAS MUSIC ACADEMY CONFERENCE 

OFFICIAL REPORT 

WELCOME SPEECH

Smt. Ranjana Kumar, Vidushi R. Vedavalli, members of the 
Academy’s Advisory Committee, Vidwans and Vidushis, distinguished 
invitees, ladies and gentlemen :

I have great pleasure in extending to all of you a warm welcome 
to the inauguration of the 74th Annual Conference of this Academy. 
It is a matter of gratification to all of us that this institution, started 
in 1927 by a handful of visionaries, has successfully completed 73 
years of meaningful service to the advancement of the arts and 
science of music and allied performing arts and has been fulfilling 
in a large measure the expectations of its founding fathers. Over 
the decades, dedicated bands of office bearers have laboured hard 
to achieve our ideals and we remember them with gratitude today.

It is a happy augury that cultural activities in the city of Chennai 
are increasing year after year and its annual music and dance festival 
in December has been hailed as the biggest of its kind in the world. 
Lavish sponsorship by business houses and indivduals enabled about 
70 organisations last year to present over 2000 performances and 
this year the number is expected to be more. The marathon event 
is, however, not without its problems to organisers and the public 
although it gives exposure to the ever-increasing number of performing 
artistes.

I extend a warm welcome to Smt. Ranjana Kumar who so 
readily agreed to inaugurate this Conference despite heavy demands 
on her time. Presently the Chairperson and Managing Director of 
Indian Bank, Smt. Ranjana Kumar has to her credit a distinguished 
record as a banker and financial expert. In her 34 years in the banking 
field she has held various responsible positions in India and abroad



and achieved excellent results. She is the recipient of the prestigious 
'National Banker Shiromani Award’ from the Conference of 
Intellectuals at Dehradun and the Vocational Excellence Award from 
the Rotary Bangalore City Centre. We are fortunate in having such 
a personality to inaugurate our Conference today.

I welcome Vidushi R. Vedavalli who will shortly be elected 
as the President of the 74th Conference. Her choice this year was 
widely welcomed by the music world for several reasons. She is 
a student of our Teachers’ College of Music, and the only alumna 
of the institution in its history to receive this distinction. She was 
groomed by Madurai Srirangam Iyengar and Mudicondon Venkatarama 
Iyer, both of whom were Sangita Kalanidhis.

Vedavalli was on the teaching staff of our music college for 
13 years from 1967 before joining the Tamilnadu Government Music 
College. For a short period she also served as staff artiste in All 
India Radio. She is the recipient of several Fellowships from the 
Government of India and the Sangeet Natak Akademi, New Delhi.

As a musician, Vedavalli is noted for her uncompromising 
adherence to traditional values in music, vast repertoire which includes 
rare compositions, and for her expertise in pallavi singing. She is also 
a musicologist of merit and her lecture-demonstrations are illuminating 
and educative. I am sure that with her close contact with this 
Academy in several capacities she will conduct the proceedings of 
this Conference in an exemplary manner. In addition to Vidushi 
Vedavalli, we shall be honouring four eminent persons in the 
performing arts and these include a vocalist, a vina artiste, a Tavil 
maestro and a Kanjira vidvvan.

Vidwan S. Ramachandran. known as Bombay Ramachandran, 
has had training under Chittoor Subramania Pillai, Tiruppamburam 
Swaminatha Pillai, Brinda and Mukta. He taught at the College of 
Music of the Shanmukhananda Sabha. Mumbai for 30 years and is
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THE 74th MADRAS MUSIC CONFERENCE 9

presently coaching students and publishing books at Chennai. His work 
comprising tala variants for the 35 talas and 32 vamams in rare ragas 
is a valuable publication. Vidwan Ramachandran will be receiving the 
title of Sangita Kala Acharya.

Vidushi Ranganayaki Rajagopalan, who will also be receiving 
the Sangita Kala Acharya title, is the chief disciple of the late 
Karaikudi Sambasiva Iyer and has taught Vina for 10 years at our 
College from 1978. She is a veteran vina artiste and a recipient of 
the Sangeet Natak Akademi Award.

Tavil vidwan Haridhwaramangalam A.K. Palanivel and Kanjira 
vidwan V. Nagarajan have been chosen to recive the the T.T.K. 
Memorial Award. Vidwan Palanivel is a boy prodigy in Tavil and 
is presently one of the most renowned and respected artistes in the 
field. His speciality is his handling of Thani Avartas for the Chanda 
Talas of Tiruppugazh.

Vidwan Nagarajan is the son of Violin vidwan Papa K.S. 
Venkataramayya and has undergone training in laya under Thanjavur 
Vaidyanatha Iyer and Palghat Mani Iyer. Nagarajan has served on 
the faculties of the Wesleyan and Berkeley Universities in U.S.A. 
and coached a number of visiting scholars with grants from the 
Fulbright foundation.

The Spirit of Youth Series, which was held during October last 
featuring 11 dancers and 30 musicians, was gratefully appreciated 
by the young and upcoming artistes who participated in it. The event’s 
popularity can be gauged from the fact that requests to participate 
in this festival are received from the Southern States in addition to 
Delhi and Mumbai and this year we had a participant in Dance who 
Hew all the way from USA just to participate in this festival. I am 
thankful to Mr. Suresh Krishna. Chairman and Managing Director, 
Sundram Fastemers Ltd., for sponsoring this programme for the tenth



year in succession, in memory of his mother, Smt. Ambujam Krishna, 
who was well known as a composer. Mythili Prakash won the MGR 
Award for the best dancer while Rajesh won the T.S. Parthasarathy 
award for the second best dancer. Smt. Viji Prakash won the P.Obul 
Reddy award for the Dance Guru. The awards in the music section 
were won by S. Saketaraman (Vocal-Gents), Sai Sisters, Sri Vidya 
and Krishna Priyadarsini and R. Anaga tied for the top slot in the 
Vocal section for ladies. The awards for instrumentalists were won 
by Ashwin (Veena), Amrita Murali (Violin), R. Sankara Narayanan 
(Mridangam).

You would have noticed that the interior of the Auditorium 
sports a new look. The ceiling and sidewall panelling have been 
engaging our attention for sometime now since they have not been 
changed for the last three decades. We were fortunate to have the 
services of a consultant, Prof. Natarajan, formerly of IIT, Chennai, 
who advised us to redesign the interior to improve the acoustics not 
only in the auditorium but also the stage. The Air conditioning 
equipment was also revamped with the commissioning of a new Air 
Handling Unit. The comfort of the senior citizens and physically 
disabled persons to reach the Kasturi Srinivasan Hall was also taken 
care of by our decision to install a lift. This facility will be 
commissioned before the end of the season. The entire renovation 
work posed a challenge not only to us but also the organisations 
entrusted with these works. I am particularly happy that M/s. Larsen 
and Toubro executed the jobs of interior within the time frame allotted 
to them. I particularly commend the L & T team, headed by the 
President of Operations, Mr.A. Ramakrishna, Assistant General 
Manager, Mr. S. Ramasubramaniam and Mr. L. Balakrishnan and 
Mr. Govind Tiwan of Premier Agencies who were totally involved 
in this renovation project. I also thank M/s. Blue Star for the speedy 
execution of work entrusted to them. Sri. G. Srinivasan, popularly
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THE 74th MADRAS MUSIC CONFERENCE 11

known as Aerocool Srinivasan, our honorary adviser for air 
conditioning matters, practically spent most of his time in the 
Academy and ensured that the air conditioning plant was commis­
sioned on time. The renovation work has been completed in a record 
time spanning six weeks and I thank profusely all those who made 
this stupendous task possible.

I will be failing in my duty if I do not take this opportunity 
to express our grateful thanks to Sri. T.S. Santhanam, Chairman, 
Sundaram Finance Ltd., for spontaneously donating a sum of Rs. 5 
lakhs towards the cost of the projects which were taken up during 
the centenary year of Sri. T.T. Krishnamachari, after whom this 
auditorium has been named. Incidentally, it is indeed a pity that my 
request to the Communications Ministry in New Delhi, made last year 
itself, for the release of a commemoration of stamp in memory of 
TTK during his birth centenary year, is yet to be acted upon.

Welcoming all of you once again, I request Ms. Ranjana Kumar 
to inaugurate our 74th Conference.

The 74th Annual Conference was inaugurated by Ms. Ranjana 
Kumar, Chairman, Indian Bank on Dec. 15, 2000. She said :

It is indeed a great privilege to be with you this evening in 
this august assembly of distinguished musicians and music lovers. I 
am overwhelmed by the honour given to me to inauguarate the 74th 
Conference of the Music Academy.

The Chennai Music Festival has always been a social event 
eagerly awaited by the millions of music lovers all over the world. 
As all of you are aware, Music Academy has been doing yeoman 
service to all forms of fine arts in general and Carnatic music in 
particular. As I could see from the Souvenir and the Photographs 
displayed outside, many stalwarts have been at the helm of affairs. 
These great souls have left an indelible mark in the annals of Carnatic



Music and the Academy can be rightfully proud of its illustrious 
leaders and the glorious service being rendered by it over the years. 
Many upcoming and talented youngsters are being encouraged by 
giving them opportunities to display their talent and also by awarding 
scholarships to deserving candidates, so as to preserve and nourish 
the rich heritage of Carnatic music.

At this juncture, I must appreciate the indomitable spirit 
displayed by Sri T.T. Vasu who has been making every effort to 
realise his illustrious father’s cherished dream towards music. Sri. 
T.T. Krishnamachari, popularly known as TTK was a diamond among 
men who shed brilliance, light and lustre into every one of his wide 
and varied interests in life. It would not be out of place to recall 
our Bank’s relationship with the TTK family for several decades. 
In the past our Bank has sponsored several programmes in the 
Academy and also various cultural festivals like Tiruppavai festival, 
Christmas Carols etc., in the City as well as other parts of the country.

Music is divine whether it is Western or Indian. It has neither 
language barrier nor any constraints like caste, creed, colour etc., 
A good music is always a pleasure to listen. It has a soothing effect 
on the listener as well as the singer. Besides, there will be a sure 
change-over of mind to nobler thoughts when you continue to listen 
to good music. Man who is constantly under pressure in this rat race 
of a life, finds solace when he plunges into relaxation mode through 
Music. You would have observed that when a melodious song 
caresses your ears, you forget yourself for a while and if you are 
a connoisseur of good music, you tend to pause a while savouring 
the moment. It brings out a tremendous amount of peace and 
tranquility which cannot be described in words. Music is a great stress 
reliever. I have found in my life that even when I am extremely 
busy, listening to music has eased my pressure.
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THE 74th MADRAS MUSIC CONFERENCE 13

Music is like a perennial river in which any number of people 
can quench their thirst and yet it would continue to overflow. Carnatic 
Music especially is divine music which takes one, a step nearer to 
God. It is essentially a music dedicated to God. If rendered with 
the requisite Bhakti and Bhava there is no match to Carnatic Music.

Music is nothing but an embodiment of melody and rhythm. 
And melodious music, sung with the heart and soul in it, can move 
the mountains. You would have experienced that an all-pervading 
peace descends on the performers as weil as the listeners. In fact, 
music is a means to communicate with God. Research has proved 
that good music can heal many ailments. Even rains can be brought 
by a soul-stirring rendition of the raga “Amirthavarshini”.

Like all other fields, the music world has also gone hitech. 
The internet has brought Carnatic Music lovers the world over 
together. Through several web pages, they can listen to music, talk 
music, learn music and interact with musicians. A concert in Chennai 
can be heard live in California. CD Roms have been brought out 
as teaching aids for Carnatic Music.

Even though all these developments augur well for propagating 
Carnatic Music, I am certain you would agree with me that nothing 
can replace the charm of a live concert before an appreciative 
audience. I appeal to the youngsters to attend these concerts in large 
numbers which will only ensure that the rich heritage of music, 
whether it is Carnatic or Hindustani, is perpetuated and nurtured.

Thus 1 can go on for hours together exclaiming the values of 
music and its divinity.

I learn that Sangita Kalanidhi award being conferred by the 
Music Academy is the ultimate an Artiste aspires for in his or her 
pursuit for excellence in Music. It is the highest honour being given 
by the foremost institution. It goes to prove that the title is being
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conferred on the most deserving person and there can’t be two 
opinions on that.

I heartily congratulate this year’s recipient, Smt. R. Vedavalli 
who has earned a name for herself as a rare musician who has 
been putting in tireless efforts to uphold the values of tradition. She 
is a well respected musician, musicologist, researcher, commentator, 
writer, teacher and presenter of innumerable expositions on cultural 
platforms. In short, she is an embodiment of pure and pristine music.

It is my pleasure to inaugurate this festival which marks the 
beginning of the music season which is being celebrated with great 
fervour in the City of Chennai, known for its great love for music 
and other arts. I take this opportunity to thank the Organisers for 
giving me this excellent opportunity to be with you all on this auspicious 
occasion.

I congratulate the Academy for its splendid contribution to 
promote music and other arts and wish them all success in their future 
endeavours in this regard.

The 74th Annual Conference was presided over by Smt. 
R. Vedavalli. In her presidential speech she said :
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ur^m l̂ I70ff6urrr ©ujrrrT 6̂urra>(6i5a>(aju), LDfbp(y)6rr6TT nSlsjOJirsorsiCTr, 
SlSlprO^adr, IjmSlftU Qu0LDffi«6TT cg>|«nOTT6U0«@Lb GT6ifTg)]6inL.UJ U6CUfl6UrT6UT 
ojfiOTrei&ajflnsj Q^rfl6iSl^pa Qau6Tr̂ l(SpGirr. j§lr5Sjj5nr6Tr 6T 6ot CTjj6mi_tu 
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Lurr6U0ii ^rtflrj^Gaj. ^6iirr ^lii^lguii, gn)LOgrû )00jii, Clâ gyrij® jB6nr@ 
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fglgugtflgruriî gj r£rri_ai ^arrQ^iiiluSlgu fellowship-gu grurii^ agurrarrmuir 

m£u)d£l (ipa^rr ^liiorr ^gufragiflLib, u^ii, ggrrgngrfl Lfljbpii ugu a0^1agrr 

arbpffi Qarrgrnjn_p {§)g5TgpQuirr0  urra^lujii ereirCn) Qairgu(Sgijg»r. urrgu 

rSlOT)CTT̂ prL©ib r̂ruSlgpii arTguuurflrBp’ GTCTrnQuip urflrsp 6T6ur«@ grureĵ ajatfingi 

(Surr^l^6U(T (Lp«5jrr ĵuaiurr ^gnrragrr. ^ g u rra^® ®  grgirgpginL.iu rBLDefuamrii.

lili^ rfla  ^arrQajtiiluSlgu Scholarship-gu avfhi&ffj agurrarnTiLirr 

urjJagugiSIginL-a^nfjla#) ujgyQrrGsjgii urraguairr ^gurragiflL-ii U6U fSan^rr 

a 0 l̂aCT)6Tru uuSl6ir(Sp6Br. ^ leu rfa^ a©  6T6Brgjj6mi_iu rBrngruanrirriiagTr. |§lp  
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MEETINGS OF THE ADVISORY COMMITTEE 

16th December 2000

The 74th Annual Conference sessions began at the Kasturi 
Srinivasan Hall with Vidushi R. Vedavalli who was elected the 
previous evening at the inaugural, in the Chair. Welcoming Vidushi 
Vedavalli, Sri. M.S. Venkataraman, Secretary and Convenor of the 
Conference, outlined the highlights of the morning sessions, the agenda 
for which was finalised by the Advisory Committee. He further 
mentioned that the focus of the current year’s sessions will be on 
the contribution of women for the promotion and propagation of 
Carnatic Music. He observed that four speakers will present this topic.

The devotionals began on 16th Dec with the rendering of 
Kulasekara Azhwar’s Ramayanam by Vijayashree Group led by 
P. Bhanumathi.

Vidvan B. Krishnamurthi made a presentation on the 
compositions of Mazhavarayanendal Sri Chidamabara Bharathi under 
the Chellammal Natarajan Endowment. The speaker said that 
Chidambara Bharati was bom in Mazhavarayanendal near Madurai. 
Chidambara Bharati was also known as Chinnaswamy; he was a 
contemporary of Kavikunjara Bharati. Sangita Kalanidhi 
Mazhavarayanendal Subbarama Bharathi was a grandson of 
Chidambara Bharati. Music Academy has brought out a publication
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in 1964 on songs of Chidambara Bharati. Mazhavai Chidambara 
Bharati has composed Charitams and was also rendering Sivakathas 
and Harikathas. B. Krishnamurthi demonstrated some of the com­
positions of the composer.

Dr. Padma Murthy gave a lecture on the compositions of 
Bidaram Krishnappa (1866-1931) who was a great Vidvan but little 
known outside Karnataka. Although he is credited with many 
compositions, only three are available. The three compositions are 
Amba Brovave (Raga Dharmavati), Dasarathi in Rishabhapriya 
(in Telugu) and a Dasavatara Ragamalika. Veena Seshanna, Veena 
Kuppanna and Bidaram Krishnappa are referred to as the Trinity 
of Karnataka region. The title of Bidaram was conferred on 
Krishnappa. A member of the Advisory Committee of the Music 
Academy in 1928, Bidaram Krisnappa has tuned several Devamamas. 
He used music for therapeutic treatments. Kolar Nagaratnamma, T. 
Chowdiah and Anandakrishna Sarma are some his disciples. Krishnappa 
was noted for his expertise in Pallavi singing. He paid importance 
to Swara Suddham. Padma Murthy rendered the compositions of 
Bidaram Krishnappa which she had learnt from the direct disciples 
of Krishnappa.

Dr. V.V. Srivatsa complimented the speaker and pointed out 
that the swarajati in Harikhamhoji attributed to Krishnappa was not 
composed by him but rendered by him since he was known for his 
exclusive skill of rendering of this particular raga.

17th D ecem b er 2000

Sunandha vinodhini, led by Savilri Bangaruswamy, rendered 
Devamamas of Purandaradasa and Kanakadasa, at the commence­
ment.

Dr. Lakshmi Poduval, Reader in Carnatic Music, Sri Sadguru 
Vrdyalaya, Madurai, made a comparative presentation on the
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compositions of Gopalakrishna Bharati and Nilakanta Sivan. Citing 
references, the speaker said that they both lived during the latter 
half of 19th Century and the first half of 20th Century and composed 
in Tamil on Lord Siva. Gopalakrishna Bharati had initiation to vedic 
studies from his spiritual guru Govinda Sivan. His compositions 
reflected philosophical themes. His Tamil Opera Nandanar Charitram, 
based on Seikizhar’s. Peria Puranam, made the holy place of 
Chidambaram popular among the masses. The composition 
Sabhapathikku in Raga Abhogi was scripted at the request of saint 
Tyagaraja. The Pancharatna kritis of Tyagaraja inspired him to 
compose five kirtanas in Ghana Panchaka Ragas. He has also 
composed narratives, on the lives of Saivaite Saints. These narrative 
compositions were enriched by including in them Ragamalikas, 
Viruttams, Dandakam etc.,

Nilakanta Sivan composed innumerable devotional songs. It is 
believed he had a vision of Siva and Parvati and this inspired him 
to compose his first poetry on Sri Neelakanta Swamy in ten stanzas 
and from then on he chose his name as Nilakanta Dasa. He 
composed, Sivancii Ninai Maname in Hcimirkalyani, in which he 
addresses his mind to meditate constantly upon Siva for protection 
from Samsara and lead to attainment of Moksha. His compositions 
include Nalvar Charitram comprising anecdotes about Appar, Sundarar 
and Sambandar and Manickavasakar.

Both Bharati and Sivan composed in Tamil on the life of 
Iyarpagai Nayanar. These two composers have composed kirtanas 
with the format of Pallavi, Anupallavi and Charanam with their 
signatures at the conclusion. Another similarity is the presence of 
Madhyamakala Sahitya in the compositions. Jatis and Sollukattus also 
figure in the compositions of these two composers. While Gopalakrishna 
Bharati made use of rare ragas like Maiiji, Navroj, Sivan mostly 
handled common ragas with a few exceptions like Dvijavanti and
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Nagcmandini. Both the composers adopted Swanama mudras in their 
compositions. Gopalakrishna Bharati’s tactful inclusion of proverbs 
interwoven in his compositions is another striking feature. Another 
commonality between these two composers is that they were elevated 
souls without any interest in the materialistic world.

Dr. S.A.K. Durga and Smt. P.L. Saraswati Ram (great grand 
daughter of Nilakanta Sivan) made their observations. President of 
the Conference, Vidushi Vedavalli observed that the Ghanaraga 
Panchaka quoted by the speaker as referring to Lord Siva actually 
refer to different deities, that have been chosen to form this group 
of five songs.

Thanjavur Rarnasubrahmanya Sarma gave a talk on the 
dramatic elements in Harikatha under the aegis of Rama Narayana 
Sarma endowment. The speaker at the outset observed that the 
Harikatha exponents, with a certain amount of exaggeration and 
imagination, extensively used the dramatic element in Harikatha. He 
demonstrated excerpts from Nandanar Charitram and the story of 
Bhadrachala Ramadas.

18th D ecem b er 2000

The Bhaktidhara Group rendered in Marathi, Ovyas of 
Samartha Ramdas, Abhangs of Saint Tukaram and two folk tunes, 
a Goulam in Praise of Goddess Bhavani.

Kumara Sambhavam of Kalidasa was presented by Smt. 
P. Vijayalakshmi, a lecturer in the Sarvaraya Harikatha Patashala at 
Kapileswarapuram under the endowment instituted by P.B. 
Sarvarayulugaru Sri. C.V. Narasimhan, chairman of the Conference 
Committee, complimented the artiste.

The Sukshma Srutis revealed as Ragachaya Svaras was the 
topic dealt by Sangita Kalanidhi B. Rajam Iyer. The speaker cited 
the definition Sangita Ratnakara has defined raga elaborately. He



analysed the ragas, Saveri, Begada, Nata, Varali, Sahana and 
Bhairavi and pointed out that raga swaroopas are established by the 
oscillations of specific svaras. The speaker clarified the points raised 
by Chingleput Ranganathan on the Arohana and Avarohana of raga 
Bhairavi and by Dr. N. Ramanathan whether the oscillations can 
be stressed upon. Smt. R. Vedavalli in her concluding remarks 
observed that the nomenclature of moorchanas for ragas during the 
18th Century did not have any relevance now.

19th December 2000

Led by Akhila Mani, Tiruppugazh Anbargal group rendered 
on Tiruppugazh songs on Panchabhootha Sthalas.

This was followed by an illustrated talk by Sri. C.S. Sundaram 
on the musical comments of Sri Tyagaraja Vijaya by Harikesanallur 
Sri Muthiah Bhagavatar and Sri Tyagaraja Charitram by T.S. 
Sundareswara Sarma. This lecture was presented under the auspices 
of the Dr. V. Raghavan Sashtiabdapurti Endowment.

Sri. Sundaram observed that according to Sanskrit rheotiricians, 
a kavya or maha kavya, should deal with the life of a noble hero 
and these two poems qualify as mahakavyas since they dealt with 
the compositions of Saint Tyagaraja. The speaker observed that the 
two kavyas described in detail the life history of Tyagaraja and several 
important incidents, which occured in his life and the occasions when 
they composed the songs. These kavyas also made references to 
ragas, musical terms like Alankara and Nada and forms of Bhakti. 
Muthiah Bhagavatar’s Tyagaraja Vijaya comprised seven cantos and 
references are made to Sarafoji Maharaja as a patron of fine arts. 
The saint is said to have picked up the nuances of music from Sonti 
Venkataramanayya. The saint, being initiated into the Tarakamantra, 
getting the manuscript of the Svaramava from Narada, meeting with 
Govinda Marar and Varanasi Ramadas, refusal to sing in praise of
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Sarafoji, Tyagaraja’s visit to kshetras are some of the events described 
in the Kavya. The concluding canto seven describes Saint Tyagaraja 
entering Samadhi.

Sundareswara Sarnia’s kavya Sri Tyagaraja Carita is in 15 
Sargams or Cantos. A Sanskrit Scholar, Sundareswara Sarma, has 
laid stress more on the legendary details such as the throwing away 
of the idols in the river Cauvery, the anguish suffered by him and 
his recovering the idols. His tutelage under Sonti Venkatanarayana 
is also described. Tyagaraja’s proficiency in vedas, Vedanta as well 
the religious and philosophical doctrines is described in detail in this 
kavya.

Muthiah Bhagavatar opens his kavya with a salutation to 
nadabrahmam and refers to the five varieties of Nada as sung by 
Tyagaraja. The vamas, four in number, and alankaras 33 in number 
are dealt with in detail. Tyagaraja Vijaya refers to festivals Ramanavami, 
Dolotsava and Vasantotsava. The speaker concluded by remarking 
that the two kavyas almost follow a similar format with both the 
authors dwelling in detail on the concept of music.

Dr. Angayarkanni, Head of the Dept, of Music in the Tamil 
University, Thanjavur spoke next on the rhythmic structure of 
Tiruppugazh and different Tiruvaguppus. The two texts are the 
foremost in metrical composition and they are responsible for the 
evolution of tala types for Carnatic music. The hymns of Tiruppugazh 
are distinctly different from the usual format of Carnatic music like 
Vamam, Kirtanas, Kriti, Padam etc., The speaker observed that 
although extensive research has been carried on Tiruppugazh, the 
metrical composition in Tiruvaguppu has not been taken up yet for 
any serious study and research. The speaker said that for her 
presentation she would deal in three aspects : 1) The grammar in 
talas of Tiruppugazh as revealed in the Tiruppugazh chandams.
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2) To discuss selected chandams. 3) A comparative study of the 
Tiruvagappu songs and the Tiruppugazh.

Tiruppugazh can be broadly divided into two parts. One dealing 
with wordly affairs and the other on the greatness of Lord Muruga. 
The Tamil word Chandam denotes beauty and is stated to have been 
derived from the Sanskrit word Chandas. Like Jayadeva’s Ashtapadi, 
the Tiruppugazh songs have eight divisions. All songs end with a 
Chandam, “Tana Tana’’, which is described as Tongal. The Tongal, 
which is distinct to Tiruppugazh, is like an ornament to Tiruppugazh. 
In camatic music, besides the universal rhythms of Tisram and 
Chatusram, the derivatives Misram, Jampa and Sankeernam form 
are known as Jati and Gati. Similarly the Tiruppugazh Chandas follow 
the above grammar exhaustively. Of the 24 Tiruvaguppu songs only 
18 are sung by Arunagirinathar while the remaining 8 are attributed 
to other composers. The speaker presented Seerpada Vaguppu, 
Devendra Sanga Vaguppu, Vel Vaguppu, Tiruvelaikkaran Vaguppu, 
Bhoota Vedala Vaguppu and demonstrated the various panns. 
However most of the Tiruvaguppu do not contain the Tongal and 
even in those songs where the Tongal is existent, the Chandam Tana 
Tana, is not to be seen. The speaker mentioned that currently 
Kausikam Pann is considered as corresponding to Bhairavi although 
in the 15th Century Bhairavi (Kaisiki) and Kausikam were 
considered as different ragas and the speaker cited references to 
support this view point.

Reacting to this, S.R. Janakiraman observed that Raga Kaisiki 
might have been mentioned instead of Pann Kausikam since there 
was already mention of Bhairavi. R. Vedavalli mentioned that Kaisiki 
pann is named after Nammazhvar. Chingleput Ranganathan observed 
that Tiruppugazh can be called as Tala Nool while S.Rajam said 
that Kachipuram Naina Pillai was mainly responsible for popularizing 
Tiruppugazh.
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20th December 2000

Songs composed by the Sringeri Acharya, His Holiness Bharati 
Teertha Swamy and Jagadguru Chandrasekara Bharati and tuned by 
Vidvan V. Subrahmanyam, were rendered by Bhakti Kusuma 
Manjari, led by Smt. Gayatri Venkataraghavan.

Smt. R. Ramani brought out exhaustively the techniques in 
Veena playing by the Karaikudi Veena tradition formulated by 
Karaikudi Sambasiva Iyer under whom Ranganayaki Rajagopalan had 
her tutelage. The special strings used, the method of playing swaras 
and varnams with sangatis were explained and they were 
demonstrated by Ranganayaki Rajagopalan. The perfect synchronisation 
between voice and veena playing and the madhyama kala adopted 
by this tradition was referred to by Chingleput Ranganathan and R. 
Vedavalli.

Premeela Gurumurthy in her lecture stated that Kalakshepam 
was performed in Tamilnadu even before the advent of the Harikatha, 
which was due to the influence of the Mahratta kings in Tanjore. 
After tracing the origin of Thanjavur Harikatha tradition formulated 
by Krishna Bhagavatar, Dr. Premeela Gurumurthy spoke about 
Saraswati Bai (1894-1974), who after initial training under T.B. 
Krishnachar came under the tutelage of Thanjavur Panchapakesa 
Bhagavatar, a disciple of Krishna Bhagavatar. Saraswati Bai was well 
versed in both camatic and Hindustani music. Nandanar Charitram, 
Valli Kalyanam, Bhadrachala Ramdas were some of the masterpieces 
of Harikatha rendition by Saraswati Bai. Digambar and Sri Bala 
Gangadar Tilak who conferred on her the title of Gayanapatu in 1916 
and Keertanapatu in 1920. Premeela Gurumurthy also spoke on the 
contribution by Banni Bai, Padmasini Bai, Tirukokamam Kanakambujam 
and Kamala Murthi and others.

Dr. T. Viswanathan made a suggestion that the speaker should 
analyse the methods of story techniques around the globe and make



a compilation. B.M. Sundaram complimented the speaker R. Vedavalli 
after complimenting the speaker observed that Harikatha expositions 
inculcated discipline.

21st December 2000

Periyasami Tooran’s songs were rendered by Soundary a 
Ladies Association, led by Mrs. Devaki Santhanam.

Dr. V.V. Srivatsa’s presentation was on Tiruneduntandagam, by 
Tirumangai Azhwar, was under the auspices of the endowment 
institued by Nachimuthu Rukmini Ammal Trust. Consisting of thirty 
pasurams, the first ten pasurams refer to the philosophical contents 
while in the second Padigam, Tirumangai Azhwar adorns the role 
of a mother who has lost her daughter, while in the last ten stanzas 
the Nayaki expresses her own state of mind. Dr. Srivatsa commenced 
his presentation with a rendering of the first pasuram “Minnuruvai” 
where the Lord makes his appearance in brief like a lightning. Just 
as one cannot make out the beginning or end for a lightning, the 
Lord’s origin and end cannot be determined. In all the pasurams of 
Tiruneduntandagam, the core meaning is brought out in the last stanza. 
This is the likely reason for Arayars to emphasize on the last stanza 
while rendering Seva to the Lord. The musical support to the 
presentation was provided by Sri. T.M. Krishna. R. Vedavalli 
remarked that Ariyakudi Ramanuja Iyengar was responsible for 
formulating the musical shape to the Pasurams.

Dr. Saskia Kersenboom demonstrated on Marabu, the text and 
context of Bharata Natyam. She said that the ongoing discussion in 
solo dance is whether to adhere to tradition or to change. If tradition, 
“what is tradition, its standards, norms and format” and if change, 
change into what, about what and formed by which qualitative 
principles?
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She said according to veterans in the field o f  Bharatanatyam, 

tradition is different from statis and different from change. She said 

that instead o f  change it could be said that tradition facilitates. It 

should be approached from the view point o f what tradition is capable 

of, its tenacity and vitality and where it draws its potential. This 

potential, the speaker said, can be considered as Marabu. In 

contemporary terms, Marabu equals a strategy for survival that 

combines solid structures with flexible processes o f  application in an 

even unique environment o f  time space users and their perspectives. 

In other words it denotes structure (Ilakkanam) process (Ilakkiyam) 

and environment. The contrast between Ilakkanam and Ilakiyam was 

substantiated by the example o f Bhairavi vamam 'Mohamana’. She 

concluded her demonstration by stating that Marabu in the text and 

context o f  Bharatanatyam should adhere to certain principles while 

communicating. These principles are abstract and at the same time 

pragmatic, the creative tension between form and content, between 

codification and structure and flexible dynamic application. The 

convenor M.S. Venkataraman complimented the speaker while B.M. 

Sundaram, Dr. T. Viswanathan and R. Vedavalli referred to those 

who had worked for the preservation o f tradition in dance and 

promotion o f Bharatanatyam in general.

22nd December 2000

Led by Smt. Shyamala Kumar, Abirami Andadi was rendered 

by Thiruvarul Tiruppani Mandram.

Sister Bastin in her presentation said that music was a vehicle 

by which bhakti was expressed and cited the famous expression 

where the Lord tells Sundarar that for him music was the archana. 

Karaikkal Ammayar stands foremost among the women composers 

o f the Tevaram era. Karaikal Ammayar was the only woman among 

the Saivite Saints in that period. Sekkizhar has mentioned that
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Karaikkal Ammayar was proficient in music, poetry. Researchers 
have found that Karikkal Ammayar belonged to the 4th or 5th Century. 
Bom as Punitavati, even at an young age, she was an ardent devotee 
of Lord Siva. Karaikkal Ammayar’s works include Arpuda Tiru 
Andadi and Tiru Rettai Mani Malai. Arpuda Tiru Andadi contains 
100 venbas and the 101st venba indicates the benefit one accrues 
by singing the Andadi. All these hymns reflect the deep devotion 
and divine experience of the Ammayar. The Rettai Mani Malai has 
twenty songs. Ammayar after reaching Tiruvalangadu composed two 
works which contain ten songs. These songs also make a reference 
to the musical instruments in vogue at that period. The Nattapadai 
Ragam of Ammayar is extensively sung in concerts and Harikatha 
and this raga is the first to be rendered before a deity is taken in 
procession in a temple festival. The Indala Pann corresponds to 
Mayamalavagowlci. She is aptly described as mother of the divine 
Tamil music.

Dr. N. Ramanathan, S. Rajam, B.M. Sundaram complimented 
the speaker S.R. Janakiraman mentioned that the Pratimadhyama 
Raga of Punitavati in the 72nd mela Ragamalika of Sri Maha 
Vaidyanatha Sivan is named after Karaikkal Ammayar.

Dr. S.A.K. Durga, began her presentation on the process of 
transformation of folk tunes to classical ragas by referring to the 
characteristic features of tunes or vamamettu and defining scale and 
raga. The speaker referred to the two types of ragas-the scale 
oriented-tune oriented and the sanchara based. She illustrated some 
ragas which have undergone a process of transformation from folk 
tune to a form of classical raga in Carnatic music. The speaker pointed 
out that similar transformation has taken place in the Hindustani music. 
Dr. M.B. Vedavalli, Dr. V.V. Srivatsa, S.V. Parthasarathy and 
R. Vedavalli complimented the speaker.
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23rd December 2000

Papanasam Sivan’s compositions were rendered by Nadamuni 
Bhajan, Group.

The Ramanataka kritis of Arunachala Kavirayar was the topic 
taken for presentation by Smt. Gomathy Viswanathan under the aegis 
of the Nachimuthu Gounder Rukmani Ammal Charitable Trust in 
memory of Chellammal Palani Gounder. Arunachala Kavirayar lived 
during 1711-1778 and was proficient in Tamil, Telugu and Sanskrit. 
Arunachala Kavirayar first launched his Rama Nataka Kirtanaigal 
at Srirangam before the presiding deity, Lord Ranganatha. 
Commencing with Todayam, Payiram, one line Ramaayana Kirtana 
and Vinayaga Stotram, the work is divided into six cantos. Viruttam, 
Dwipadi Dharu figure in these compositions which carry a number 
of proverbs and embellishments. Gomati Viswanathan’s disciples, 
Sushila Raman, Neeraja Tulasinath and B. Balakrishnan rendered 
some songs of Arunachala Kavirayar. The speaker mentioned that 
songs of Arunachalakavi do not have original vamamettu and the 
ragas used in the existing versions have been adopted to suit the 
emotions expressed in the compositions.

In the post lecture session, a question was raised whether the 
kriti Yaro Ivar Yaro was addressed to Lord Rama or Sita. It was 
pointed out that the Kriti Yaro Ivar Yaro in Bhairavi should be 
sung in Saveri as Aaro Ivar Aaro and it was addressed to Lord 
Rama.

How ragas come to be, some ideas on the principles behind 
the formation of ragas in Carnatic / Hindustani music - was the topic 
presented by Sriram Parasuram. Putting together a raga or melody 
is the basic idea of crafting a raga and he demonstrated a bit of 
Bilas Todi. He observed that while Carnatic music had a well 
structured system it was not the case in Hindustani system. The 
Carnatic system had the advantage of a blue print laid by down by



Venkatamakhin and the musician had to use his creativity to express 
his manodharma within that framework. Raga is combination o f  
swaras and vakra is used as a device to introduce an anya swara. 
The speaker cited examples o f how in Hindustani music many ragas 
have two names. He said that in Tyagaraja’s compositions one can 
see the raga in crystallized form. From Vedic times a structured basis 
for our system o f music was available and the assimilation and 
crafting helped in developing into a raga. In Hindustani music 
groupings o f ragas are done purely on the basis o f phrases. Misra 
is an important principle o f Raga. This introduction o f  anyaswara 
is a type o f mixing. He cited examples o f  Sivaboghi (a combination 
o f Sivaranjani, Abhogi, Dhanakoni Kalyan (avoidance o f  Deivata 
from Kalyani) and Swaanandi which have no scale concept.)

S.V. Parthasarathy said that the saptaswaras form the basis 
for formation o f ragas and it is the usage and transmission in the 
oral tradition that adds a new dimension to a raga.

24th December 2000
Kamalapriya group comprising the present and erstwhile staff 

o f Teacher’s College o f  Music trained by Smt. Revati Subrahmanyam 
and led by Smt. Rajeswari rendered Tiruvembavai.

Tyagaraja’s Geetharthamu and Sangeethanandamu was the 
topic taken by I. Kameswara Rao. He began by singing the Surati 
Raga Kirtana “Geetharthamu”. This kirtana is very significant in 
Tyagaraja’s life since it guided him in his progress as a Vaggeyakara. 
The message o f Bagavadgeetha and the bliss o f music flowed into 
his compositions like Ganga, Yamuna and Saraswati and made his 
songs a Triveni o f Bhava, Raga and Laya. The speaker mentioned 
that Tyagaraja was guided by Anjaneya who is an authority on Geetha 
and Sangeetha. Citing examples o f kirtanas with different modes o f 
bhakti, Tyagaraja’s confession o f the purpose o f  his birth is singing 
the glory o f Rama. (Epaniko in raga Asaveri). The content o f  
Vedanta and pure melody are revealed in compositions Sogasuga
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Mridanga, Sangeeta Sastragnamu and Ramakodandarama etc., 
Sangeethanandamu is a channel to salvation as sung by Tyagaraja 
in Ragasudharasa Panamu. The pancharatna kritis of the saint 
classifed the sublime and arrogant pursuit of music as Tyagaraja 
identified Rama with Nada and Raga in conformity of the Geetha 
sloka Vedanam Samavedosmi. The speaker rendered excerpts from 
several kirtanas and concluded that Anjaneya listening to the Geetha 
as he is on the flag of Arjuna is an indication of the authority of 
Anjaneya on devotion and music lore. The Hanumath Gana and 
Narada Gana are widely spoken as North and South Indian Schools 
of Gana.

Dr. Pappu Venugopala Rao commented that the word 'Sangita’ 
means “Samyak Gita” meaning creation or composing of music. The 
views expressed is one interpretation and that the other inference 
of Samyak gita is also in vogue.

Sulochana Pattabhiraman, who was chosen for the Bhodaka 
Award under the endowment instituted by Vainika Vidvan G.N. 
Dhandapani in memory of Sabesa Iyer, introduced the compositions 
of the Trinity which were rendered by Sarvashri Shyamala 
Venkateswaran, Prema Rangarajan, Bhagyalakshmi Suresh, Rekha 
Prasad, Hema Venkataraman, Sudha Raja and Nirmala Vaidyanathan- 
all students of Sulochana Pattabhiraman.

25th December 2000
Rama Charita Manas of Tulasidas was rendered by Gaana 

Lahari led by Soundarya Ranganathan.

Musicologist B.M. Sundaram in his lecture outlined the role 
played by women composers and musicians for the propagation of 
Carnatic music. Smt. Palani Anjugam is credited with having sung 
the pallavi for the first time. Deepambaram Mangalam was popularly 
referred to as Swara Mangalam since she adopted swaraprastharas 
in the concluding piece Mangalam. Kanchipuram Dhanakoti sisters 
and Coimbatore Tayammal extensively sang Tamil kirtanas in their
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cutcheris. Pandanainallur Rajayi Ammal and Veena Dhanammal’s 
family were mainly responsible for the singing of padams. Lalitangi 
Ammal was responsible for popularizing Dasa’s kritis. He traced the 
list of women musicians, which included legendary names of M.L. 
Vasantakumari, N.C. Vasantakokilam and K.B. Sundarambal among 
others.

The Harikatha medium was popularly employed to spread 
Carnatic music and the early pioneers were Ilayanar, Valur Saradambal, 
Saraswati Bai, Padmasini Bai, Banni Bai and others. Bangalore 
Nagaratnamma, Tiruvarur Rajayee, Thanjavur Balasarasvati and Sikkil 
Vedavalli were those who adorned the Carnatic music with their 
association in the dance field.

Vocalists apart, instrumentalists particularly Vainika vidushis 
Veena Dhanammal, Madurai Shanmugavadivu, Tanjore Saraswati, 
Srirangam Chokkammal will long be remembered for their contribution 
to Carnatic music. Other prominent women musicians that were 
mentioned were Mannargudi Savitri Ammal (Gottu Vadyam), Valadi 
Rukmini, Vedaranayam Kanakambujam (Flute), Tanjore Kamakshi 
Bai, Karaikudi Kanakambujam (Mridangam) Tanjore Ramu Ammal 
(Nadaswaram) and a host of others.

Dr. T. Viswanathan suggested that a compilation of women 
musicians be undertaken for future reference. R. Vedavalli mentioned 
that Savitri Ganesan was a prominent vocalist.

Dr. R. Kausalya, Head of Dept, of Music, Govt. College at 
Tiruvayaru, demonstrated the music content of Bhagavata Mela. The 
royal household of Tanjore nurtured Bhagavata Mela. This can be 
summed up as complete theatre. Melattur Venkatrama Sastry, 
Pancharatna Bhagavatar, among others had contributed to the growth 
of Bhagavata Mela. The Bhagavata Melas were held in Melattur, 
Saliya Mangalam, Soolamangalam, Oothukadu and Tepparumanallur 
although Narasimha Jayanthi is being observed now only in Melattur, 
Saliya Mangalam and Tepperumanallur.
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The music is woven around the characteristics of the story 
and characters. Folk tunes are introduced wherever necessary. The 
ragas employed bring out sringaram, pathos, bhakti etc., The jatis used 
are Muga jati and Artya jati while Ahiri and Ganta ragas are the 
special features of these dramas. The dramas begin with the Sutradari 
leading the drama accompanied by vocalists, violin, flute and 
mridangam. One can observe in these presentations the crafty 
employment of swaras, sahityas and bhajana sampradaya. In short, 
emphasis is on tradition in these Bhagavata Mela dance dramas. The 
speaker with the help of the accompanying musicians, representing 
the Melattur and Salyamangalam traditions, demonstrated excerpts 
from some of the popular dance dramas which are presented annually 
in the Bhagavata Mela festivals.

26th December 2000
Narayana Tirtha’s Tarangams were rendered by Sunadam

group.

The saint composer of the virasaiva cult in Karnataka, Akka 
Mahadevi, was the topic presented by Dr. M.B. Vedavalli. The 11th 
Century saw the emergence of Vachanas in Kannada literature. 
Vachanas are a blend of prose and poetry and this unique style was 
handled by the Vira Saiva saints. It was a spoken language and came 
spontaneously from the deep experience of the Vira Saiva saints. 
The Vachanakaras spread the message of equality, belief of one god 
head and strict morality at a juncture when amidst the tussle between 
the Hindus and Jains, the common people went after different gods 
and ignored the principles of life. Akka Mahadevi stands out as a 
great saint singer and though married into a royal household, she was 
a great devotee of Lord Chenna Mallikarjuna whom she considered 
as her true Lord. The speaker said Akka Mahadevi’s spiritual pursuit 
to win the Lord might be compared to Andal and Mira Bai. Eventually 
she was united with Lord Chenna Mallikarjuna at Srisaila. Dr. 
Vedavalli and Smt. Yamuna sang a couplet in Bauli and Vachanas



in Pantuvarali, Nadanamakriya and Bhairavi in which compositions, 
Akka Mahadevi pines for the Lord.

Bhakti as expressed by Saint Tyagaraja and Maharaja Swati 
Tirunal in their compositions formed the topic presented by V. 
Subrahmanyam. Among the four purushartas, Dharma, Artha, Kama 
and Moksha, Tyagaraja’s compositions reveal that the saint had no 
inclination for Artha and Kama. This similarly can be noticed in the 
compositions of Swati Tirunal. While Tyagaraja’s outpourings were 
on his ishta devata Lord Rama, Swati Tirunal sang in praise of his 
kula devata Lord Padmanabha. Tyagaraja revealed the various forms 
of bhakti in his compositions. Both composers resorted to Aartha 
bhakti seeking almighty’s help and protection at all times. The speaker 
illustrated with renditions on Aarsha Bhakti, Artharthi Bhakti and 
Jyansu Bhakti. The speaker also referred to Navaratnamela keertanams 
- the nine gems created by Swati Tirunal in his compositions. 
Tyagaraja’s Navavida bhakti was also mentioned in detail and 
Subrahmanyam and his daughter Meenakshi Lakshman rendered a 
few kirtanas of both composers.

27th December 2000
Led by Chinmayi K. Sripada, Nad Pravah rendered Hindustani 

Bhajans.

In his demonstration, T.V. Gopalakrishnan observed that layam 
in a restricted sense means the Tala system, its technique and the 
function in Indian music and it is most evolved in Carnatic music. 
The combination of rhythm and harmonious melodies form the basis 
for the evolution of musical scale. The speaker said that the Bijakshara 
OM (Omkara dhwani) syllable of 4 matras and the elongation of 
OM the muted sound for seven matras, making a total of 11 matras. 
The second part of dhwani involves the Nabhi, Hridaya and the 
Kantam. Talas been clearly defined by Dattilam Muni and the Tamil 
work Pancha Marabu. In Carnatic music Tala denotes rhythm, tempo, 
time measure etc., Sarangadeva in his Sangita Ratnakara attributes
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the origin of Tala to Dakshinamurthi. Layam manifests itself in 
Carnatic music as well as in dance. The Pancha Marabu describes 
that as the propensity of music and dance exceeds the parameters 
like the rivers, Talam acts as the riverbanks to control and direct 
the flow. The string of sangatis delineating a raga depend entirely 
on the underlying layam between the different swaras connected by 
vowels. The same swara combinations in a scale when rendered with 
an altered layam will give a different raga Chaya eg., Devagatidhari 
(Arabhi), Nayaki (Durbar) Yadukula Kambhoji (Kambhoji).

The Rakti ragas, depend on antharlaya between the swaras 
to bring out an aesthetic appeal in their delineation and they can be 
classified as 1) Vilamba Laya 2) between Vilamba and Madhya Laya 
3) those rendered in Madhya and druta laya and finally 4) druta laya. 
The term layam includes eduppu, gathi, aruthi and more significantly 
visranthi or viramam. Meaningful silences between sangatis in alapana, 
tanam, kriti rendition, niraval and prolonged swara prastaras form part 
of superlative art of performance in either vocal or instrumental music 
and also in the art of accompaniment. He illustrated by recorded 
excerpts from the concerts of Chembai Vaidyanatha Bhagavatar, Flute 
T.R. Mahalingam and M.D. Ramnathan. The role of layam is of vital 
importance in the rendition of vamams, kritis, tillanas, tanam, padam 
and javali and the Layam if properly presented will present a smooth 
flow of music.

Complimenting the speaker, Chingleput Ranganathan recited 
Konnakol to demonstrate the maintenance of speed. R. Vedavalli in 
her concluding remarks observed how the three speeds in our music 
system helped to maintain the tempo of a performance.

Anita Ratnam emphasized the fact that when one trains in the 
tradition of classical dance, one unconsciously shapes one’s body and 
mind into that of an actor. The word Natya itself denotes theatre 
and not dance which is qualified in Sanskrit as nritya. She presented 
three examples where dance and theatre unite in their approach. She
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demonstrated her choreographed versions of Gajanana, Daughters of 
the Ocean and Ahalya. In Gajanana the ensemble presented natural 
and stylised movements along with the traditional school of 
Bharatanatyam to visualize the physicalisation of the human Ganesa. 
Vedic chants rendered by the performers invested them the dual role 
of dancer and actpr. The second example was taken from a 
contemporary book. Deviating from the traditional presentation of the 
goddesses Durga, Lakshmi and Saraswati, normally depicted in 
Bharata Natyam, the ensemble presented the qualities of these three 
deities, strength, abundance and creativity respectively. The third 
example Ahalya, presented a stone moving and containing memories. 
The movements from Bharatanatyam and Mohiniattam were choreo­
graphed in slow motion like the Japanese style of Noh or the 
Kathakali. Anita Ratnam in her concluding remarks observed that 
the challenges facing the Indian dance theatre are the experimentation 
with the aesthetic possibilities inherent in the element of classical 
movement, thinking of time not as just beats and patterns but a 
dimension of movement that could be projected or diminished, 
acknowledging that movement itself has no traffic with morality and 
does not yield to logic. The mind is a vital muscle in this process 
and when a movement succeeds neither the mind nor the body is 
separate.

Nirmala Ramachandran complimented the artiste.

28th D ecem ber 2000
Devaganavali led by Chitra Vasudevan rendered Divyanamas 

in Sanskrit of Saint Tyagaraja.

M. Chandrasekaran, assisted by Smt. Sumitra Rangaswamy 
rendered compositions in different languages.

S.R. Janakiraman presented a paper on the Suddha and Vikruta 
swaras, as mentioned by the Lakshanakaras, Samga Deva (13th 
Century AD), Ramamatya (1550) Somanatha (1609), Venkatamakin 
(1635 AD), Ahobala (1660 AD), Govinda (18-19th Century) Sangita
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Sampradaya Pradarsini of Subbarama Dikshitar (1904-1906) and the 
current theory. He came out with suggestions in some respects. The 
speaker started by observing that the Shadja Grama was the 
fundamental and primordial scale in south Indian music. The Madhyama 
murchana of the Shadja Grama was the fundamental scale of the 
music of the ancient Tamils. The Saptaswaras that constituted the 
Shadja Grama were styled suddha swaras and the sruti sthanas 
wherein they were located were the Niyata Srutis. From the known 
Suddha Swaras, the unknown Vikruta swaras came to be known. 
The altered sruti interval between one and the other suddha swaras 
brought in the Vikruta swaras. A simple theory was that whatever 
was not Suddha swara was Vikruta swaras. The Prakruti swaras,
i.e, the self ordained notes were technically the Suddha swaras and 
all the swaras other than Suddha swaras were Vikruta swaras. The 
speaker went on to illustrate the varied stand taken by the 
lakshnakaras in regard to Suddha swaras and Vikruta swras. He later 
suggested that a new thought would emerge viz the swaras figuring 
in Kanakangi scale alone be regarded as the Suddha swaras and 
the rest to be regarded as Vikruta swaras. This will lead to a further 
thought that in all the rest of hundreds of scales even Shadja, Suddha 
ma and pa would become Vikruta. He concluded his lecture by stating 
that it will be worthwhile to revive the usage of the terms Ati Komala, 
Komala, Tivra, Tivara Tara and Tivra Tama to indicate unambiguously 
the varieties of the relative pitch values of the inherent of notes of 
the raga concerned. He further stated that the Hindustani musicians 
observed this theory. This he felt would suffice to mitigate the 
confusion and problem prevailing with regard to the usage of terms 
like Suddha and Vikruta.

29th December 2000
Kalikamba Suprabatham, composed by Sri. T.V. Anantharama 

Sarma was rendered by Shri Sarada Devi Bhajan Mandali under 
the leadership of Rajalakshmi Vaidyanathan.
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Fretting of Vina based on scientific principles was the topic 
presented by Smt. Vidya Shankar. The speaker observed that the 
Vina is an audio-visual instrument and the nuances of our classical 
music can be best understood by experiencing thoroughly the 
technique of Vina play and hence the importance of frets on the 
vina.

Vidya Shankar displayed a picture of Vina with 24 frets 
consisting two consecutive stayis Madhya and Tara. Each stayi 
represents 12 swarastanas. The sruti values were pictorially displayed. 
The speaker said that technicians or tuners relied on the ear test 
of twanging intermittently, individually or simulataneously the sruti 
and tala strings and it has its own limitation in the tonal perception. 
The suggested method of fretting the vina was to minimize this 
drawback by adopting scientific principles of checking the srutis. The 
speaker stressed that the placement of the frets for the swaras, the 
one with a lower frequency i.e, ekasruti rather than tisra sruti, is 
accepted as the higher sruti can be easily obtained by a slight stress 
or precise deflection on the string. By way of illustration, Smt. Vidya 
Shankar demonstrated Saveri which has Suddha Rishaba and Suddha 
Daivata and said that frets for these can be fixed at a higher sruti 
and also explained the actual fretting. She concluded her 
demonstration by fretting for R2.

R. Vedavalli, President of the Conference spoke on Vamams- 
the mother of Manodharma under the Brinda Varadarajan endowment. 
She began her presentation by citing that Vamam is unique to the 
Carnatic System of music and is the fountainhead for all musical 
intricacies. Tana Vamam has less usage of words while Pada Vamam 
abounds in words. She underscored the need for early intensive 
training in music. Vamam encompasses ragam, tanam, neraval, 
kalpanaswaras all of which are essential for manodharma in singing. 
Referring to Niraval the speaker pointed out that its beauty lies in 
placing it different positions and not in a fixed position. Tanam is 
always rendered in Chatusram. The speaker said that the Saveri
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Vamam is well structured while in Viriboni Vamam Tanam is 
manifested. She explained in detail the importance of voice training, 
the adaara, ekaara singing, the sancharas the special prayogas which 
can be effectively used while singing ragam, tanam, pallavi and gave 
some illustrations. She concluded by stating that separation of phrases 
will preserve the raga swarupa and lakshana.

B. Rajam Iyer, Chingleput Ranganathan and S.A.K. Durga 
complimented the speaker and made their observations on the 
importance of Vamam. B.M.Sundaram said that Chidambaram 
Vaidyanatha Pillai who has composed 126 vamams and this composer 
had remarked that Ethukkadai swara sections in vamam was the main 
source for his compositions.

30th December 2000
Skanda Priya, group led by Smt. Rajalakshmi rendered 

Kulasekara Azhwar’s Mukunda Mala.

Lesser known composers of Andhra Pradesh was the topic 
of Komanduri Seshadri, Principal, SC College of Music & Dance, 
Tirupati in his lecture under the auspices of Rama Narayana Sarnia 
Endowment. He cited the names of more than twenty five composers 
who had composed from swarajati to kritis. Some of them were also 
devoted teachers. Toomu Narsimhadasa (Guntur), Rallapalli Krishna 
Sarma (Tirupati), Prayaga Rangadasa, Kocherlakota Ramaraju 
(Thatipaka) Dhanuvakonda Subba Rao (Ongole), Parupudi Chalamaiah, 
(Rajmundry), Manuganti Venkata Rao (Kakinada), Hari Nagabushanam 
(Machillipatnam), Ogirala Veera Raghava Sharma (Kowuru), Piratla 
Sankar Sastry, Mulugu Sivananda Sastri (Tenali) Vinjamuri Varadaraja 
Iyengar (Guntur) were among the numerous composers referred to 
by the speaker. The living composers mentioned by the speaker were 
Dr. Sripada Pinakapani, S. Balasubramanya Sarma, Annavarapu 
Ramaswamy, Vasa Padmanabhan, Nookala Chinna Satyanarayana. 
The speaker mentioned that each composer had his own style of 
composition and different ragas talas and rare ragas were used by
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them in their compositions. The speaker lamented that in regard to 
some composers there were no records. Komanduri Seshadri rendered 
compositions of Thumu Narsimhadasa and a few others. Dr. Pappu 
Venugopala Rao complimented the speaker.

Bombay Ramachandran spoke on the importance of notations 
in learning Carnatic music. He said notation helps improve the 
knowledge of the swaras and identify the bani. He said that notation 
is very vital for preservation for posterity. He sang some of the notated 
versions of certain rare kritis Maha Ganapati - Nata Narayani, 
Kripa Juchutaku - Chaya Tarangini. Chidambaram Natarajam 
- Kedaram, Palayamam - Kanada. Chingleput Ranganathan and S.R. 
Janakiraman made their observations.

31st December 2000
Swati Tirunal’s compositions were rendered by Sruti Mandali, 

led by Mrs. Sharada Ramachandran.

A panel consisting of the President of the Conference, Vidushi 
Vedavalli, Sangita Kala Acharyas Dr. S.R. Janakiraman and S.Rajam, 
Dr. S.A.K. Durga and Sri. K.N. Srinivasan discussed the lakshanas 
of the Ragas Asaveri, Kannada, Abheri, Atana, Bhairavi and 
Kamavardhini. Vidushi Vedavalli acted as the moderator. The 
panelists in turn demonstrated the main features of the raga and 
summed up the prayoga of each raga.

1stJanuary 2001
The students of the Teacher’s College of Music of The Music 

Academy rendered select compositions on and around Tiruvarur 
Kshetram.

In the summing up session of the 74th Annual Conference, 
Convenor and Secretary M.S. Venkataraman highlighted the 
proceedings of the Conference and thanked the members of the 
Advisory Commitee and Vidushi R. Vedavalli for Chairing and 
conducting the Conference from 16th Dec onwards. The resolution
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brought before the Committee on the conclusions reached in the 
discussions on Raga Lakshanas were read out by Dr. S.A.K. Durga. 
The panelists were of the firm opinion that sampradaya or tradition 
should be known to the younger generation and also that sampradaya 
should be maintained by the musicians while rendering the kritis.

1. Asaveri shines in the Vakra Prayoga. R3 is not recommended 
in the Raga.

2. Kannada is the janya of Dheerashankarabharanam, 29th 
mela and the swaroopa of the raga brought by sancharis and 
is not a scale oriented raga.

3. Abheri is currently sung with Chaturssruthi Dhaivata which 
does not fit in with the sampradaya. It was sung traditionally 
with Suddha Daivata. In performing tradition the Chatusruthi 
Dhaivata is also used.

4. Atana is also one of the sanchara-based ragas and many 
vishesha prayogas are used such as p d n s and n s p g m 
r s. It is a Dvi anyaswara Bhashanga Raga. The raga is janya 
of Dheerashankarabharanam 29th Mela.

5. Bhairavi is a well known raga. Though it is a well known 
fact that Chatusruthi Dhaivata occurred in the arohana when 
the phrase goes up to Tara Shadja, many performers do not 
pay attention. It must be sung with Suddha Dhaivata in the 
descending and ascending phrase where it does not go up to 
Tara Shadja.

6. Kamavardhini and Ramakriya are the same. Pantuvarali is 
the name which has came later. The Pantuvarali is 
Subhapantuvarali and Pantuvarali is not synonymous with 
Kamavardhani.
The members of the Advisory Committee were not unanimous 

in accepting the recommendations made by the panelists particularly 
in respect of raga Asaveri. There were differing views and it was 
agreed that the recommendations be circulated to all the advisory 
committee members to enable them to express their opinion.



In the summing up sessions held on 1st Jan 2001, the following 
were the remarks offered by members of the Advisory Committee:

Dr. V.V. Srivatsa :
*  Commenting on Dr. Lakshmi PoduvaP presentation, Dr. 

V.V. Srivatsa observed that Sharman and Nama are to 
be viewed differently. For Syama Sastri, 
Venkatasubramanian was the Sharman and Syamakrishna 
was the nama i.e, the namne by which he was called. 
Therefore the word Syamakrishna used as a mudra or 
ankita by Syama Sastri is the svanama mudra. It is the 
Svanama Angita that matters and not itara nama mudra.

*  Commenting on Dr. Padma Murthy’s presentation, 
Dr. Srivatsaa observed that Bidaram Krishnappa has 
composed more than 3 compositions and there are 
documentary evidences available. A further study has to 
be made to locate these compositions.

*  On Dr. S.A.K. Durga’s presentation, he observed that 
the contention that folk form transformed into classical 
music is not valid. Perhaps the dilution of classical music 
could have led to folk form. There were three types in 
classical music, Dara, Naya and Desi. Folk music cannot 
be fitted into the Classical fold.

*  Adverting to a remark made in the panel discussion that 
in Dikshitar’s kriti the nomenclature was Pantuvarali and 
he has purposefully omitted the katapayadi prefixes, Dr. 
Srivatsa observed that Dikshitar has not cut off the 
katapayadi prefix in any song.

*  M.S. Sadasivam observed that in Saveri Raga the 
dhaivata is an important svara. Complimenting.

S.R. Janakiraman

^  In many compositions of Dikshitar, there were raga 
mudras like Tanatodi. In some compositions raga mudra 
is given in a subtle manner.
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$  Bidaram Krishnappa cannot be cited as a composer. He 
was a more of a performing artiste.

Dr. Pappu Venugopala Rao
♦  Tyagaraja sang spontaneously and he did not have 

Bhagavad Gita in mind when he sang. To attribute that 
Tyagaraja imported the essence o f Gita in his 
compositions is a later day attempt.

♦  Syama Sastri’s mudra is svanama mudra. Dikshitar never 
tried to omit any particular prefix to any particular raga 
in his compositibns.

♦  The panel discussion on raga lakshanas should come to 
a final conclusion.

♦  K.S. Mahadevan : The panel session on Raga lakshana 
should have ended with a definite conclusion. He 
regretted that even in earlier years despite the conclusions 
reached on raga lakshanas musicians failed to adhere to 
the conclusions and sang in their own way. Music 
Academy should lay down the rules for rendering any 
raga and the musicians should follow it atleast in the 
concerts at the Music Academy.

♦  SAK Durga : The sessions should be lecture- demon­
strations and not vice versa. Folk music transformed into 
classical music.
Chingleput Ranganathan : The accompanying artiste, 
particularly the mridanga vidvan should know how to 
accompany the vocalist and he should strictly adhere to 
the kalam adopted by the vocalist. There should be 
discussions on Tala Lakhanas like Raga Lakshana.

% B. Krishnamurthy : Any lecture on a composer should 
include singing of the compositions since it brings out the 
uniqueness of the composer.

$  S. Rajam : The session on Harikatha was more dramatic 
and there was hardly any Harikatha in it.



*  Gomathy Viswanathan : In Arunachala Kavirayar’s darn 
Aaro Ivar Aaro (not Yaro Ivar Yaro) the author reflects 
the mind of Rama not Sita. By way of substantiating 
her statement, Gomathy Viswanathan quoted a viruttam 
preceding the daru which expresses how Rama wondered 
as to who she (Sita) was.

*  M.B.Vedavalli : Bidaram Krishnappa was more a 
performer than a composer. Replying to an observation, 
Vedavalli observed that not that all sessions could be 
scholarly since there were many topics that dealt with 
analytical studies and these sessions obviously would be 
appear to be non scholarly.

*  Tradition advocates the usage of a particular svara in 
a particular raga. However judging by the manner in 
which currently many ragas have taken a different 
swarupa by introduction of an anyasvara, the question 
raises whether the lakshana of these ragas should be 
changed thereby giving importance to lakshya.

*  B.M. Sundaram : Commenting on Lakshmi Poduval’s 
presentation, B.M. Sundaram observed that Gopalakrishna 
Bharati was patronized by Amarasimhan who was ousted 
from his court and lived in Kumbakonam. Bidaram 
Krishnappa has to'his credit 16 compositions as revealed 
by T. Chowdiah.

*  There is a difference between Lay am and Kalam. Layam 
follows a uniform pattern while the performing artiste 
changes kalam according to the vocalist. The presentation 
by T.V. Gopalkrishnan was emphasise more on kalam 
than laya. He also stressed that musicians should practice 
along with a mridanga vidvan while practicing and this 
will ensure there is perfect coordination between the 
vocalist and the percussion artiste.
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B. Rajam Iyer : No lecture will be purposeful without 
any demonstration. Demonstration is illustration of a 
subject with all its subleties. Each Raga has a swarupam 
and the origin should be brought out vividly in the 
demonstration. Musician should stick to old patantharam 
and each raga should be demonstrated after understand­
ing its swarupa.

Sulochana Pattabhiraman : It is easy for presenter’s to 
lay down the do’s and don’ts But to make it acceptable 
by the younger generation it should be specifically stated 
with clear-cut reasoning how a kriti should be sung.

Comments on the resolution read out by the panelists: 

B. Rajam Iyer : How can one say with authority that 
Asaveri is not a Bashanga Raga?

S.R. Janakiraman : Chatusruti Rishaba need not be there 
as a well pronounced note. In the phrase PMGGRS,.G 
should be sung by deflecting chatusruti rishaba. This has 
also been mentioned in Sangita Sampradaya Pradarsini. 
He said that R used in Asaveri may be said to be 
equivalent to Ahoballas purva gandhara. i.e, R3. One 
should note the subtle difference between Lakshana 
Svaram and Chaya Svaram.

Sulochana Pattabhiraman : Is it Chatusruti Rishabam in 
the Avarohanam or Suddha Gandharam?

V.V. Srivatsa : Regarding Abheri, Dikshitar handled 
Karnataka Gandhara, Deva Gandhara and Abheri 
differently. Suddha Daivata should be the svara in Abheri 
and Dikshitar adapted this usage.

R. Vedavalli : Mysore Vasudevachar’s Bhajare Re 
Manasa was composed as a Karnataka Devagandhari 
but not as is being now sung as Abheri.

Sulochana Pattabhiraman :If Chatusruti Daivata is present, 
it should be called Karanataka Devagandhari.
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CVN : In Musiri Subramania Iyer’s tradition Abheri was 
sung with Chatusruti Daivatam, while traditionally it was 
sung with Suddha Daivatam.

Different views were expressed on Asaveri being declared in 
the resolution as not a Bashanga Raga. Calling a Raga as Bashanga 
was not derogatory to the Raga. In the Annual Conference of the 
Music Academy held in 1929, it was decided that Asaveri is not 
a Bashanga Raga. The presence of R3 in the svara has contributed 
to this confusion. It was conceded that the usage of R3 was also 
occasional. It was decided that the resolution be suitably amended 
taking into consideration the views expressed by the members. It was 
also decided to circulate the resolution again to all the members, 
including those who are not present and elicit their views before any 
conclusion is reached on the subject.

Answering a question from a rasika, who wanted to know 
whether tradition meant astaticism and should not raga undergo 
changes as a process of evolution over a period of time since 
performers were governed by popular appeal. It was decided that 
tradition should be maintained and performers should ensure this while 
singing.

The presence of Kakali Nishada in Kamas was the subject 
of detailed discussion. The Javali pattern has brought to fore the 
Kakali Nishadam and this should not be extended to other kritis. In 
Javali the anya svaram is brought in to embellish the song. But to 
extend it other compositions will run counter to the manodharma 
of the composer. It was however conceded that Vasudevachar himself 
used Kakali Nishadam in his compositions. The underlying score is 
that whatever may be the changes due to evolution it should be borne 
in mind that one should not swerve from tradition. The President 
of Conference observed that the usage of Kakali Nishadam was of 
recent origin and it has been used to reduce the heaviness of the 
composition.

The Asaveri has been quoted as a Bashanga raga only during 
the last 50 years or so and no reference could be found in earlier 
texts as a Bashnga Raga.
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To a query whether Tandakam in Tamil and Dhandakam in 
Sanskrit are one and the same, VV Srivatsa replied that Tandakam 
in Tamil, refers to the two types of verses, the Kuruntandakam with 
16 verses and Neduntandakam with more than 24 verses while 
Dandakam in Sanskrit refers to grammar.

Smt. R. Vedavalli thanked all members and Conference was 
declared as closed.

Sri. C.V. Narasimhan thanked Vidushi R. Vedavalli and the 
Advisory committee members. Vidushi R. Vedavalli thanked all the 
members for the cooperation extended to her during the Conference. 
Earlier there was an open house where the members of the audience 
sought clarifications on the presentations made during the Conference.

THE SADAS

The Sadas (Convocation) of the 74th Annual Conference was 
held at the T.T.K. Auditorium at 5 p.m. on Monday the 1st January 
2001 with Dr. R.V. Vaidyanatha Ayyar, Secretary, Department of 
Culture, New Delhi in the chair.

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

The function began with an invocation by the Lecturers of the 
Teachers’ College of Music of the Academy.

The Sadas was convoked by Sri. T.T. Vasu, President of the 
Academy. Welcoming all, Sri. Vasu said :

Dr. R.V. Vaidyanatha Iyer, Vidushi R. Vedavalli, Vidwan
S. Ramachandran, Vina Vidushi Ranganayaki Rajagopalan, Kanjira 
vidwan V. Nagarajan, Tavil maestro Haridhwaramangalam A.K. 
Palanivel, Vidwan Thanjavur Sankara Iyer, members of the Executive 
and Advisory Committees, distinguished invitees, ladies and gentlemen:

I extend to all of you a warm welcome to this Sadas, which 
is the annual Convocation of this Academy, and I wish you a happy 
New Year.
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This morning we concluded a 17-day long Annual Conference 
as well as a music and dance festival. Last year I mentioned that 
there was an unprecedented plethora of cultural activities in Chennai 
during December, but this year the proliferation was much more and 
touched a new peak. This marathon cultural gala created problems 
for both the organisers and the art-loving public, but this Academy 
continued to get the attendance of discerning lovers of performing 
arts who have been our patrons year after year.

During these 17 years, we provided a rich fare to our audiences 
by presenting 85 performances of vocal music, instrumental music, 
Hindustani music, Bharata Natyam and Kuchipudi besides a Harikatha 
performance on Andal. This evening after this Sadas, there will be 
a unique ensemble of 25 violins led by Vidushi A. Kanyakumari. Thes 
sessions of the Conference were conducted in the morning in the 
Kasturi Srinivasan Hall and this experiment proved a success. A life 
has also been provided for this Hall. Eminent musicians and 
musicolgists presented learned papers and demonstrations which were 
interesting and educative. As the President of this year’s conference 
is a woman, the accent was on the role of women in the promotion 
of camatic music. All the four sessions earmarked for this theme 
were well received by rasikas. The lakshanas of certain selected ragas 
were discussed in detail by a panel drawn from the Advisory 
Committee. The Conference proceedings in full will be published in 
our next Journal. The group singing of devotional songs at the 
beginning of each day’s meeting has come to stay and is one of 
the most popular items of the Conference. I thank Vidushi Vedavalli 
and members of the Advisory Committee for their involvement and 
participation in the morning sessions.

The Sadas this evening is presided over by Dr. R.V. Vaidyanatha 
Ayyar, Secretary Department of Culture of the Government of India. 
Dr. Ayyar is a distinguished member of the Indian Administrative 
Service with many achievements to his credit. After a brilliant
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academic career culminating in his securing a Ph.D. for Chemistry 
from the Andhra University, Dr. Ayyar joined the I.A.S. in 1966 and 
served in several key positions both in the Districts and at the Ministry 
level. He is the author of a number of authoritative papers, mainly 
on education which is his special field.

Dr. Ayyar is presently Secretary of Culture, Ministry of Tourism 
and Culture, Government of India, Principal Advisor on Cultural 
Affairs and Chief Executive of the Department of Culture. The 
Department of Culture is directly connected with the promotion of 
performing arts, literature and the visual arts and awards a very large 
number of junior fellowships, senior fellowshipss and Emeritus 
Fellowships, the last named being awarded to the most eminent artistes 
in the respective fields. I am happy to announce that our former 
Secretary, Mr. T.S. Parthasarathy, is the recipient of one of the 
Emeritus Fellowships for 1999-2000.

I take this opportunity of thanking our sponsors and advertisers 
who came forward generously to underwrite concerts and take space 
in our Souvenir.

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

As the curtains come down on this Festival in a few hours 
time from now, my thoughts are getting focused on the next annual 
conference to be held in December 2001. The Music Academy will 
be celebrating its 75th Conference, a momentous occasion in its annals 
and in the new millennium. We are looking forward to it and a few 
of my colleagues have already offered suggestions to make it a 
memorable event. They include a world music conference, a 
commemorative stamp, opening a web-site and the seeking of 
affiliation with the Chennai University for graduate courses in music.
I would welcome similar suggestions from our members and well- 
wishers. The joy and thrill of the celebration apart, it will be an
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occasion for us to reaffirm our solemn pledge to uphold the traditions 
of Indian music and fulfil the dreams of the founding fathers of this 
Academy.

Welcoming you once again, I request Dr. Ayyar, to preside 
over the Sadas and conduct the proceedings.

Welcoming all, Dr. R.V. Vaidyanatha Ayyar, said :

“Let me begin my expressing my gratitude to the President 
and members of the Executive Committee for inviting me to the Sadas 
of the 74th Annual Conference. It is indeed a great honour. When 
I recall the great stalwarts who presided over the Sadas in the 
distinguished history of the Academy I am just overawed.

Echoing that I can only say who am I and where is the Sadas 
of the Academy? I can only attribute this association to my 
Purvajanma Sukrita  or as Tyagaraja would say “Toli Ne Jesina  
Pooja Phalamu, Telisenu N d  Paali D eivam a"  or ‘Enati Nomu 
Phalamo, Ea Dana Phalamo

It would not be an exaggeration to say that the Music Academy 
is unique. There are other equally prestigious academies, say the 
Sangeet Natak Akademy or the Academy Francoise but almost all 
of them have been established by and if I may use the coarse term 
'managed’ by the Government. It is significant that the Music 
Academy was set up in the year 1927, the very year in which the 
Congress at the Madras Session declared complete independence as 
the goal of the national movement. The Founding Fathers of the 
Akademy, like their contemporaries, were no doubt motivated by the 
feeling that cultural resurgence has to be an important element of 
the freedom movement and that cultural resurgence is something that 
only the people themselves can bring about and not the Government, 
and that too a foreign Government. In a sense they were carrying 
forward the strong element in Carnatic of trusting in God and not 
in the King. Devorakshathu and not Rajorakshathu. There are
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examples galore of royal favours being spumed by the great 
composers. Annamacharya for example, sang “Manujudai putti 
manujuni sevimpa anu dinamu dukkha manda n e la ” Tyagaraja’s 
famous “Nidhi chaala sukhama ” is reported to have composed 
when he declined the invitation of King Serfoji. I have recently come 
across a lesser-known but equally profound example in a lecture by 
the famous Kannada writer and Jnanpith Award Winner, UR 
Ananthamurthy. One of a Purandaradasa’s devamamas has the lines:

“Uttama Prabhutva Lolalotte, Chatra Chamara Lolalotte”

Even if prabhutva  (Government) is Uttama (excellent) to think 
that it can solve all problems is Lolalotte, that is an absurd proposition. 
Don’t get me wrong. I am not saying that the Government is not 
duty bound to promote our culture. I am not shirking my responsibility 
as Secretary of the Department of Culture. Indeed in actuality in 
Independent India the Government has been striving to promote 
culture. For example, the popularity of the classical music today owes 
much to BV Keskar who as Information and Broadcasting Minister 
transformed with missionary zeal the All India Radio into a vehicle 
for the promotion of Classical Music. One hopes that this tradition 
would be rejuvenated. Or to give another example, it is not the formal 
education system but the Guru Shishya Parampara, which is the 
main mode by which our rich heritage in Performing Arts is being 
transmitted. This cultural transmission is being greatly supported by 
the Scholarships, Fellowships and Salary grants offered by the 
Department of Culture. But all said and done, Government can only 
play a catalytic and supporting role. The fountainhead of the promotion 
of cultural promotion and creativity has to bewhat in modem parlance 
is now called the civil society - the rasikas, the gurus, the shishyas 
and the cultural institutions. Let me illustrate with a lively anecdote. 
On the last Durgashtami day I was in Dattia, near Jhansi, a 
Shaktisthala. The Madhya Pradesh Government had begun this year 
a Dusserah Cultural Festival. I was on the stage along with the Dy. 
Chief Minister of Madhya Pradesh who invited me to the festival.
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So was Padma Sri Teejan Bai, a famous Pandwani singer from 
Chattisgarh. To her surprise she was called upon to speak. She began 
by saying that making speeches was the speciality of ministers but 
went on to make a forceful speech in which she said that we, artistes, 
need the support not so much of Government as of the Janata 
Janardhan. Janata, the people, are Janardhana himself and in Him 
we trust was her message. So if the Academy has done such 
distinguished service to Carnatic music in the last 75 years, it is, no 
doubt, not only due to the Graha Sthithi, the constellation of stars 
when it was found but also due to philosophical principles underlying 
its establishment as well. Given this genesis I have no doubt that 
the Akademy would go on for a long long time, past the forthcoming 
centenary, ceaselessly endeavouring for the advancement of both the 
science and art, the 'lakshana’ as well as 'lakshya' aspects of 
our music. For decades to come every aspiring musician would 
continue to consider, as in the past and present, an opportunity to 
perform at the Annual Conference a God-sent opportunity and the 
Sangita Kalanidi would continue to be the highest honour a Carnatic 
musician would, aspire for.

Let me elaborate a bit more on Janata Janardhan. I for one 
am not one of those pessimists who bemoan the advent of Kaliyuga, 
the decline of values, the erosion of refined tastes, the waywardness 
of youth and the imminent demise of classical music and standards. 
Every generation in the past had a similar feeling - there is an 
inscription to that effect in one of the tombs of the Pharaohs in ancient 
Egypt, three-to-four thousand years old. But the world has not come 
to an end. One has to only look at the carnival atmosphere of the 
December Season in Madras to come to the conclusion that there 
is no dearth of audience at least in Madras. Of course, a art critics 
would rightly expose the antics and shenanigans of the season. But 
as Dostoevsky has rightly counselled we should count not only our 
calamities but also our blessings. Where else in the world is there 
something like the December season in Madras? Not even very
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renowned festivals like the Edinburgh festival or Salzburg Festival 
are a patch on it. The intense competition and rivalry are strengths 
than a weakness.

I was happy to read a recent issue of The Hindu’s Folio that 
in the last few years that there is a remarkable change in the concert 
scenario and that for many of the performers music has become 
an economically viable proposition. We have in our midst eminent 
vidwans who bridge the present and the generation of stalwarts who 
dominated the Carnatic music .scene in early 1940s and 1950s. We 
are also fortunate to have a new crop of young vidwans highly 
educated who can relate themselves to the modem world, techno­
logically savvy. In the Hindu Folio issue I was referring to, I was 
delighted to read an article “Music.com” by Sanjay Subrahmanyan 
describing the beneficial impact of Internet on the Carnatic music 
scenario. Lest these youngsters should be considered wayward I 
would like this remind this audience that in those days Musiri Ayyarwal 
with his ICS and other professional friends, and Sri GN Balasuramanyan 
BA were acting as a sethu a bridge, between the past and present, 
tradition and contemporaneity. Our younger vidwans are only 
emulating those stalwarts.

Another very heartening feature, which further brightens my 
optimism, is the impact of the NRI community, particularly in the 
United States. The Gold rush in California in the 19th century led 
to great afffluence in the rest of the United States and even Europe. 
Likewise the Silicon rush of our NRI community has enormously 
boosted the opportunities for our artists. Many of them are giving 
coast-to-coast performances not by the grace of ICCR but of our 
community there. And even rasikas back home like me have a 
bonanza by way of excellent CDs of live performances. Recently 
I heard two CDs of Sudha Raghunathan - Sankarabharanam and 
Madhyamavati thanks to Smt. Sudha. If these are any indication 
the taste of the audience there is very refined and rigorous. A full
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66-minute rendering of Sankarabharanam, ragam, tanam and 
pallavi is something I can hardly get in the music stores even in 
Madras, not to speak in Delhi.

To elaborate a little further on the theme of Janata Janardhan 
the greatest challenge facing cultural institutions is the development 
of audience. Not merely numbers; not merely organizing events in 
colleges and schools and arousing interest, in regard to which Spic- 
Macay has been doing wonderful work during the last 25 years. But 
also deepening the interest and refining the appreciation of music. 
In this task I lay great hope on the younger generation of artists, 
the new technologies and the sabhas. Here again we owe thanks 
to NRI audience in the United States. For example Smt. Sowmya 
and Sri. Sashikiran have produced a VCD album for music learning. 
Similarly, Sri Nookala Chinna Satyanarayana has produced a set of 
CDs. A number of Carnatic Websites and Chat rooms have sprung 
up. If I may draw an example from the field of museums, earlier 
museums were regarded as musty storehouses of antiquities visited 
by wizened old scholars. The new museum movement had trans­
formed the very idea of what a museum is. A museum is now 
expected to be a lively place, a place for social gathering, reaching 
out to the community, drawing in the young and old to the museum 
precints, to have a cup of coffee, to browse the objects, to savour 
and chat art. The formal education system as of now, has no room 
for art and culture appreciation. Therefore this task has to be taken 
on by the music community itself. The Academy has to its credit 
several institutional innovations. I understand it is already cooperating 
with other institutions in conducting every summer a 'Spirit of Youth’ 
festival, specifically designed to promote young talent. May I appeal 
to the Academy, which in letter and spirit is the Academy as far 
as the Carnatic Music is concerned, to take on the task of audience 
development and set an example to other institutions. It goes without 
saying that when we have to work with youth we have to be receptive 
to new ideas and innovation. It is necessary to be indulgent and willing
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to tolerate dissent and a tendency to shock. It is in the interface 
between the old and new that one can locate new sources of 
creativity. In the Carnatic music itself there is a rich tradition of 
experimentation and fushion. In its time varnam was an innovation; 
so were the kriti, tillana and javali. From his long stay in Kashi 
Muthuswamy Dikshitar has introduced many Hindustani ragas in 
camatic music. He has also composed kritis in ragas modelled on 
Western tunes. Tyagaraja himself is reported to have adopted some 
of the tunes of the Company band at Thanjavur. Suffice to say music 
is universal. All music, be it Morgi or Desi, Indian, Western or Chinese, 
jazz or pop is derived from the Pranavanada. And as the Upanishad 
says ;

Purnamadah purnamidam purnat purnamudacyate
Purnasya purnamadaya purnamevavasisyate

The imperfect world of senses also is derived from the 
Absolute. If there could be a dialogue between civilizations, if there 
could be a dialogue between religions, there is no reason where they 
can be no dialogue between forms of music. Our classical tradition 
gets strengthened, and not attenuated by engaging with other forms. 
It is possible that as in the time of Dikshitar and Tyagaraja there 
would be innovations in the classical form itself; or there could be 
new forms of music drawing up on the elements of the classical 
tradition. In my view that is for the good for no art form can be 
frozen. A frozen tradition is an oxymoron, a contradiction for traditions 
are ongoing arguments meaning that they maintain continuity with the 
past while also changing in response to contemporary concerns.

I think I have said enough to shock. Let me conclude by 
congratulate the recipients of award winners. O
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Sri. M.S. Venkataraman, Secretary, presented Vidushi Smt. 
R. Vedavalli, President of the Conference.

CONFERENCE PRESIDENT

Vidushi Smt. R. Vedavalli

Bom on 9th November 1935 at Mannargudi, she was initiated 
into Carnatic Music by Sangita Kalanidhi Madurai Srirangam Iyengar. 
After studying at Teachers’ College of Music run by the Academy, 
she had advanced training under Sangita Kalanidhi Mudikondan 
Venkatarama Iyer, Smt. T. Muktha, Kallidaikurichi Mahadeva 
Bhagavatar and also studied Vina under Smt. Ranganayaki Rajagopalan.

Recipient of several fellowships from the Government of India, 
Sangeet Natak Akademi and Music Academy, Kalaimamani Vedavalli 
is an Emeritus Fellow of The Govt, of India. Has completed several 
prestigious projects for the archives of Sangeet Natak Akademi and 
participated in many seminars and workshops both in India and abroad. 
Known for her strict adherence to sampradaya and extensive 
patanthara, her music is notable for all aspects of Manodharma sangita 
including Pallavi rendition. She is the founder of Devaganavali Trust 
for the promotion and propagation of Carnatic Music. Student, 
Teacher. Performing Artiste, Advisory Committee Member and now
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the President of the Conference, Vidushi Vedavalli is the first alumna 
to receive this Birudu.

The President of the Sadas, Dr. R.V. Vaidyanatha Ayyar, 
Secretary, Dept, of Culture conferred the title of 'Sangita Kalanidhi’ 
on Vidushi R. Vedavalli, the Birudu Patra, Medallion of the title, the 
citation and a cash award from an endowment made by Sri. C.V. 
Narasimhan in the name of his Guru Sangita Kalanidhi Musiri 
Subrahmanya Iyer.

Sri. S.M. Sundaram, ‘Vice President, presented Vidwan 
Sri. S. Ramachandran.

SANGITA KALA ACHARYA

Vidvan Sri. S. Ramachandran

Bom in 1926, Vidwan S. Ramachandran, popularly known as 
Bombay Ramachandran, did gurkulavasam under Sangita Kalanidhi 
Chittoor Subrarhania Pillai for 12 years and later had private training 
from Tiruppamburam Swaminatha Pillai, Srimathis T. Brinda and T. 
Mukta. He has a wide repertoire which keeps growing with his 
research activites.
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He taught at the College of music attached to Shanmukhananda 
Sabha, Mumbai for 30 years and was also the director of the music 
college. Apart from that, he coached several private candidates, many 
of whom are graded artistes of A.I.R. and concert artistes.

Residing in Chennai for the past ten years, he continues to 
teach, publish books and compose music, for various musical 
compositions and a notative script for Sri Abhayamba Navavaranam 
of Sri Muttuswamy Dikshitar.

Dr. R.V. Vaidyanatha Ayyar conferred on Vidwan Ramachandran 
the title of Sangita Kala Acharya and presented him the Birudu Patra, 
medallion of the title, citation and a cash award.

Smt. Nandini Ramani, Secretary, presented Vidushi 
Smt. Ranganayaki Rajagopalan.

SANGITA KALA ACHARYA

Vidushi Smt. Ranganayaki Rajagopalan

Bom on 3rd May, 1932, Vidushi Ranganayaki Rajagopalan 
started training in the strict gurukula style from the age of two under 
Sangita Kalanidhi Late Karaikudi Sambasiva Iyer. Gave her first 
performance in Karaikudi. Her first broadcast for AIR was in 1940 
along with her guru; started giving solo performance from 1953. Has
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given many concerts in the Sangeet Sammelans over the years. Has 
been the recipient of many awards and titles including Kalaimamani. 
Has taught Veena in the Music Academy Madras for 10 years 
between 1978-88. Was also a member of the Southern Audition Board 
of AIR for many years. Ranganayaki is respected as a foremost 
torch bearer of the Karaikudi Veena Tradition.

Dr. R.V. Vaidyanatha Ayyar conferred on Vidushi Ranganayaki 
Rajagopalan the title of Sangita Kala Acharya and presented her the 
Birudu patra, the medallion of the title, citation and a cash award.

Vice President Ms. Lakshmi Viswanathan presented 
Haridhwaramangalam Sri. A.K. Palanivel.

T.T.K. MEMORIAL AWARD

Vidwan Haridhwaramangalam Sri. A.K. Palanivel

Bom on 10th April 1948, Tavil Vidwan Haridhwaramangalam 
A.K. Palanivel, started learning the art of Tavil playing from his father, 
S. Kumaravel Pillai and then came under the tutelage of Tavil Vidwan 
Tirucherai Sri. T.G. Muthukumarswami Pillai.

He has accompanied several leading Nagaswara Vidwans from 
the age of twelve and his virtuosity elevated him to the status of 
one of our most renowned Tavil artiste. He is a recipient of several 
awards and titles including Kalaimamani.
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Apart from accompanying Nagaswaram artists, he has accom­
panied other instruments like Violin, Flute, Clarionet, Mandolin and 
Saxophone besides vocal music.

A strict adherent to tradition, he has created a number of jatis 
and other rhythmically terse 'solfeggios’. His unique rhythmical 
accompaniment for the Chandatalas of Tiruppugazh deserve special 
mention.

Dr. R. Vaidyanatha Ayyar presented to Haridhwaramangalam 
A.K. Palanivel the T.T.K. Award with citation and a cash award.

Ms. Maithreyi Ramadurai, Secretary presented Sri. V. Nagarajan.

T.T.K. MEMORIAL AWARD

/

Vidwan Sri. V. Nagarajan

Bom on 30th July, 1930; V. Nagarajan is the son of Violin 
Vidwan Sangita Kalanidhi Sri Papa K.S. Venkatramiah. He had his 
early training under the illustrious mridanga Vidwan Thanjavur Sri. 
Vaidyanatha Iyer and continued further under mridangam maestro 
Sangita Kalanidhi Palghat T.S. Mani Iyer. He gave his first concert 
at Trichy with Sangita Kalanidhi Alathoor Bros., in 1950.
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He has served on the faculty of Wesleyan University as a 
visiting Professor in 1967; in 1974, he taught American students at 
the University of Berkely, California. He has also trained a number 
of visiting American “Full Bright” scholars.

Nagarajan has visited a number of countries on concert tours; 
has participated in the “Festival of India” held in the USSR; is one 
of our most renowned accompanists, in Carnatic music field.

Dr. R.V. Vaidyanatha Ayyar presented to V. Nagarajan the
T.T.K. Award with citation and a cash award.

Sangita Kalanidhi Smt. R. Vedavalli thanked the Academy for 
the honour conferred on her and also all the Vidwans and others 
who assisted her in conducting the conference successfully.

Ms. Maithreyi Ramadurai, Secretary proposed a vote of thanks.
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74th Annual Conference
at Kasturi Srinivasan Hall 
16.12.2000 to 01.01.2001  

Dally from 8 a.m . to 10.30 a.m.

Agenda for the Conferecne  

President : Vidushi Smt. R. Vedavallt

Saturday 16.12.2000
8.00 a.m. Vijayashri Group Kulasekara Azhwar’s Ramayanam
8.30 a.m. Sri. B. Krishnamurthy Contribution to carnatic music by 

composers of 18th century.
Compositions of Mazhavarayanendal 
Sri Chidambara Bharati 
(Chellammal Natarajan 
Endowment Lecture)

9.30 a.m. Dr. Padma Murthy Compositions of Sri Bidaram Krishnappa 
of Mysore.

Sunday 17.12.2000
8.00 a.m. Sunadhavinodhini group Devotional songs and Bhajans 

in Kannada
8.30 a.m. Dr. Lakshmi Podhuval Tamil composers of the 20th Century 

A comparative study of the 
compositions of Sri Neelakanta Sivan 
and Sri Gopalakrishna Bharati 
(Nachimuthu Gounder Rukmani Ammal 
Charitable Trust in memory of Rukmini 
Nachimuthu Gounder)

9.30 a.m. Thanjavur Mu. Rama Dramatic elements in Harikatha
Subramania Sarma (Alamelu Rama Narayana Sarma Award)

Monday 18.12.2000
8.00 a.m. Bhaktidhara Group Musical forms of 

Marathi Bhakti Sangeet
8.30 a.m. Smt. P. Vijayalakshmi 'Kumara Sambhavam’ -Harikatha in 

Sanskrit (P.B. Sarvarayulugara 
Endowment)

9.30 a.m. Sangita Kalanidhi The Sukshma Srutis revealed as
Sri.B. Rajam Iyer Ragachaya Svaras.

Tuesday 19.12.2000
8.00 a.m. Tiruppugazh Anbargal Tiruppugazh

group
8.30 a.m. Sri. C.S. Sundaram An illustrative analysis of the musical

contents of Sri Tyagaraja Vijaya of 
Sri Muthiah Bhagavatar and Sri 
Tyagaraja Carita of Sri. T.S. 
Sundaresvara Sarma. (Dr. V. Raghavan 
Shashtiabdapurthi Endowment)
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9.30 a.m. Dr. E. Angayarkanni The rhythmic structure of Tiruppugazh 
and different Tiruvaguppus 
(M. Ganesa Iyer Birth Centenary 
Memorial Award)

Wednesday 20.12.2000
8.00 a.m. Bhakti Kusuma Manjari Compositions of Sringeri Jagadguru

Group Mahaswamigal
8.30 a.m. Smt. The technique of Karaikudi style of

Ranganayaki Rajagopalan Vina playing

9.30 a.m. Dr. Prameela Gurumurthy Contribution of women to Harikatha 
with focus on Gayana Patu Kirtana 
Patu Smt. C. Saraswati Bai.

Thursday 21.12.2000
8.00 a.m. Soundarya Ladies 

Association group.
Songs of Periasami Thooran

8.30 a.m. Dr. V.V. Srivatsa Nalayira Divya Prabhandam 
(Nachimuthu Gounder Rukmini Ammal 
Charitable Trust in memory of 
K. Palani Gounder)

9.30 a.m. Dr. Saskia Kersenboom Dance lecture demonstration - Marapu 
text and context of Bharata Natyam

Friday 22.12.2000
8.00 a.m. Thiruvarul Thiruppani 

Manram Group
Abirami Andhadi

8.30 a.m. Sister Bastin Margaret Moovar Tevaram - Women composers 
during the period of Tevaram and 
pre-Tevaram period - Isaittamizhin 
Thaai, Karaikal Ammayar (Nachimuthu 
Gounder Rukmini Ammal Charitable 
Trust in memory of P. Nachimuthu 
Gounder)

9.30 a.m. Dr. S.A.K. Durga The process of transformation of folk 
tunes in classical ragas.

Saturday 23.12.2000
8.00 a.m. Nathamuni Bhajan 

Sangh Group
Songs of Papanasam Sivan

8.30 a.m. Smt. Gomati Viswanathan Sirkazhi Moovar - Ramanataka kritis 
of Arunachala Kavirayar, (Nachimuthu 
Gounder Rukmini Ammal Charitable 
Trust in memory of Chellammal Palani 
Gounder)

9.30 a.m. Sri Sriram Parasuram How ragas come to be - some ideas 
on the principles behind the 
formation of Ragas in Carnatic and 
Hindustani Music.
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Sunday 24.12.2000
8.00 a.m. Kamalapriya Group Tiruvembavai

8.30 a.m. Sri. I. Kameshwara Rao Tyagaraja Geetharthamu - 
Sangeethanandamu

9.30 a.m. Smt. Sulochana 
Pattabhiraman

Trinity compositions (T.S. Sabesa Iyer 
Endowment for Bodhaka Award.

Monday 25.12.2000
8.00 a.m. Gaana Laharj Group Ramacharitamaanas and song on 

Lord Hanuman

8.30 a.m. Tanjavur
Sri. B.M. Sundaram

Tamizhagathil Isai Valartha Penmanigal

9.30 a.m. Dr. R. Kausalya Music in Bhagavata Mela Natakas

Tuesday 26.12.2000

8.00 a.m. Sunadam Group Compositions of Sri Narayana Teerthar

8.30 a.m. Dr. M.B. Vedavalli Akkamahadevi as a saint composer 
of Virasaiva cult.

9.30 a.m. Sri. V. Subrahmaniam Bhakthi - as expressed by Tyagaraja 
and Svati Tirunal through their 
compositions

Wednesday 27.12.2000

8.00 a.m. Nad Pravah Group Hindustani Bhajans

8.30 a.m. Prof.
Dr. T.V. Gopalkrishnan

All pervasive concept of Layam’ in 
camatic music.

9.30 a.m. Smt. Anita R. Ratnam Dance lecture demonstration-Adapting 
traditional themes for Dance-Theatre.

Thursday 28.12.2000

8.00 a.m. Devaganavali Group Sanskrit kritis of Saint Tyagaraja

8.30 a.m. Sri. M. Chandrasekaran 
Vocal support by 
Sumitra Rangaswamy

Compositions in different languages

9.30 a.m. Sangita Kala Acharya 
Dr. S.R. Janakiraman

Suddha Vikruta theory of the past and 
the present

Friday 29.12.2000

8.00 a.m. Shri Sarada Devi 
Bhajan Mandali

Sri Kalikamba Suprabhatham

8.30 a.m. Smt. Vidya Shankar Fretting of the Vina based on 
Scientific principles

9.30 a.m. Smt. R. Vedavalli Varnams-The mother of Manodharma 
(Bripda Varadarajan memorial lecture)
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Saturday 30.12.2000
8.00 a.m. Skanda Priya Group Mukunda Mala

8.30 a.m. Sri Komanduri Seshadri Post Trinity Composers - Lesser 
known composers of Andhra Pradesh 
(Sri Rama Narayana Sarma 
Endowment)

9.30 a.m. Sri. S. Ramachandran Importance of notations in the learning 
process of music

Sunday 31.12.2000
8.00 a.m. Sruthi Mandali Svati Tirunal Compositions

8.30 a.m. Dr. S.R. Janakiraman Raga Lakshana -
to Sri. S. Rajam Lesser known ragas / Allied ragas

10.30 a.m. Sri. K.N. Srinivasan and 
Dr. S.A.K. Durga 
Moderator :
Smt. R. Vedavalli

Monday 01-01-2001

8.00 a.m. Students of Select compositions on and around
The Teachers’ College 
of Music,
The Music Academy

Tiruvarur kshetram

8.30 a.m. Summing up of
to Conference

10.30 a.m. Proceedings and 
open house
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c£]0UL_|a& y) -  ^ ] 0 a i ( § i j L j i J  U T L sfea& srflO T  

^ j b ^ i a a - p a B s r r  -  <g>T ^ u d ( 5

(̂ tpS3)6JT5If7 (S'1. ^{hJ3iUJ[j)ff)6MTSSSf

'(̂ jB̂ LJun-fiUfiu Qu([jiDiT6Br’ 6r6orp (SurrrbpuuQii ^06oor£liflr5rr<5 
« 6iim filsj6Tr ^ 0 6 iJ6W 6irarrru)6O)6ou51cb L51rrL|i_(o^6uiriTUJ6or «rr6Ug)£§l6b ud§)60)6ori5ffjiTii) 

rp'pprr6oorip.6u êusjiflgjfgeurr. (y^auQ u^unw  (Surfl6U @airr {gliupiViliLi 
U6i)(26up 6U6tn« f̂T6ua(6T56Tr, l̂0U4ffi(Lgii, l̂06u@LJi_ni ff]5̂ LJU(n_6b eurflanffuSleu
(Metrical Composition) (y)6flr6or6oof)u5l6b rglrbu6W6u. Qe^nfreufliĵ liLi {§l60)ffuSl60T

^«jfl^^6OT6B)Loa50« arrireoorLjDrra 2L_6TT6rr dgrrerr @6U)6u {§l6u«^luj

^^fnrrljaernra^ j£)at£u60>6iJ. (Sujgyii) 14,15 ^ ib  prfbnjfr6flbr(b)«6rf)6i) 6uyjs><£l6u 
{§|0 I5£ jglp-aih, r̂reTii, J§l6O)ffaa0 fl51« 6rr uppSliu ^rfluj @n5luLjaa60)6Tr 
a_6TT6Tri_a^llU6B)6U.

Q*560T60f]l5£§hLI {glflDff 2_0LJU1̂ ®(6TF,6TT 6UIT600rii), ^173)3)66)607, rfi)0<£l, U8)lh

(Suff6hpajigr&6iifl6hTQ)iib Lorrpuili- ^flnwuLSlfib a56jrf)ffrf)pugL_OTr *g)ay)U66)6u

f§l0ULjay)u urn_6ba6TTfr@ib.

g lflj6u«DLDug Q6ii6Tfluu@£5p ib  a  jh ^ riia ^ u ) ^rre rrija^ Lb  glflnff 

ss_6U0 ®@ ® <£)60)l_<56jj6TT6tt 6UfbjDr73) <°y,uj6ija  3>6i7riu3j6i7rr(5)ih.

<§l0ULj«y) utbftfl u6u(o6ijp G>s>r76607riusi6Tfl6u ^jjiij6ij«6Tr j5i_i5£§)0«(3)U)

l̂r5fBfT6rfl6u ^0flmr< l̂if) r̂r^ff @iufbn5)iL|6T76r7 ^)06u@uqu uf7i_6ba6Tf)607 &n,e,
<2)|66)LDL]L|8i6T7 g lp 6U6B)ITIi5l6U CT6UITnrgyii ^ U J61J«@ 2_ llu © ^ L lU I_ 6lSl6UOT)60.

<§)0 ULJ3il|) @ 0  {§l6U«£llLI 6U60)Si 67667{D l̂6tn6UuSl6U <£)0 UL|35(y)8i(Sj 

(Lp«rr(S6ffrrriy.LJj(T60T pT«y®(g5i i  *2>|6ijfbrt!jl66f)6fl7pu) *2>j0 6 Ofl7dilrf)i5r7<5i7 676)j6ui7p

(o6iipuil(5) ^ 6o f l^ 6OT60)iA 6urriuf5Sj(o)3)r70 urr sumaesnu 2L06Uf7«<£)u iS)p)arr6u 
fg)0 UL|3iy) ^ r f lr f liu rra ^ a ®  (y)6or(S6orrri£UJiTa 6)Sl6T7fcjdiliL|6T76T7i7(7 6T6orup 9 0  

£56of)uuiLi_ ^irnuiarfliLinraGeii ^ la i^ ^ l60T p p .

Qff6orp prfbfDf76wn̂ 6U J5L-15S) Qff6ij6iS)66>ff f̂Tr5J@a(6TT>6T7 ^l0uqaipu 
U(Tl_6Ua6iT Ur7L_uQufQtT^ @60)fflLII7f5J@ f£)60)fT]61J Glurr)rrp 67gJJli |̂6TT6lSl6U 

p a « i_ rr urrL_6u a6irr7a  ^soflaF^lpugu Qurbn5l0 f5^ 667. ^)0UL|aLp6or J§l60)ff 

6iny.6uii gloufQrfjlfb© @ 60)auj60)LD^p i51iju6ULDrra^liu Qurf)(SujinTa6TT

QfflLI^)«6TT 676U6Uf7lh £6ofluUlll_ ^l!J67ja(3)ffkl667. ^ a C e u
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1. <§)(5UL|ajy) ffi5«Brijffi6Tr Q6U6Tfluu(5l̂ gjii) f§l0un«y) r̂r«rrBja«fl6Br 
@6Uffia6irar Qjsn5l60)iLi Qa5&rfl6iju(Sl̂ gj6iigj.

2. 6^0 rfleu 6u@ugu LHTLfiuaflflfiir fffBfsrsjaflnsTT ^irrriij6ugj.

3. ^l06U@UL|U LHTl_6U®6Tfl6ffT ff^^rij«6lD6TT ^l0UL|a(oip[r© @6D)6BHr̂ §J 

^ ,ijfro j6u§|.

^ ^ liu  (Ipeorp J§l6®60«6lfl6U ^l0UH«6B)l^lL|li), $06ll©Ul5lOT)6IJnip J§la>eSL©6fl)IT 

^rrrriLi^leBrfDgj.

^(fF,uqa.£p -

'^^LiLiay?’ 6T6nrgyii) Glarra) {§l6mfD«j6itr naanyiu urr(5)sj6u stothd 

Qurrpajnm  Qurr0 «fl6U ^anLo^OTnop. jglana 2l«u^)6U ,£|0 flnfr£lif)t5rre5rr 

glujfbnJuj ffR)S)U urTLeuatai©©# rfljDuqu Quujijira 6̂rouj5giJ6Tr6irp. gloogj 
'$(T £̂5OT)60r’ CT6BTP QaH6b(S6UIT(S) 6£0j0> QuFr0OT>SnU|6B)L_lUgil.

^0uq*£^iS3T Qurtajjsunm &©$$/

f§l0ULjaLpu um_6ua6®)6rr ^siifbn5)6®r « 0 < b p  ^î uuwm-uSIfiu glirflrar© 

u@^1a6Trrrau i51rfl«a6uirii. (y}£jbu©<£l 2l.60^1iu6»6ulj ujbrfjliLifgira

|̂60)LD^gj6Trffrr6ijr. ^©ann^ifljErrairr LDrajanaLurr anumjGfflfiU 2L.Lp6®rp

p«OTUuu©^sjfr«6ip , ^ ^ 6jrrrr6U U6U (SfBfriij«6Tr ajihamu 6U0g>gj6iM5fr«flp

^^ajflO Trpu) ajiiOTnua a rra a  G>6U6Bbr(iJlii grn irp  (ip0 aLiQ u0 U)ir6O)6sr 

(o6U6OTT(5lffiĵ rra6HLi) 2_6iT6TTp. um_6ua>af)6flr i51rbu@<£)u5l6b Q uirpeurra CT6b6urru 

ufri_6ua(6T5i i  (Lp0 au  G)u0 mrr6flfl6Br ^ln)uqaa60)sirtL|ii), Qu0[ija06S)6usra6D)6TriL|ii) 

6T © ^ p a  Sh.p6ija5rra ^OT)U)j5gii6Tr6TrOTr.

^ © u q a fj;i a j ju q  :

^l0ugaip iurrui5l6m6BT Qurrp^unliy.pib J§Iot)6u 6U©, @0 eTeorguib 
Lunr̂ l̂fimiT ^ 6TT6in6>j(Sujrr(5l ai_i_ 6U6uaSlsoni, Qm«)ff6l6Brii ^ |,^ )uj s r^ ^ p a a n fle ir

6̂ 65)a (S6upurr©ffi6B)6TriL|ih Qairflinr© g l6urij@ ^6Brp6nr. {§l£56fl)6?rr gli76rori_rru51iru) 

^ a n n ^ a ^ a ©  (yjarratfl©)]© Qf5rT6uarrui51iLiiT 'aiCTOTaranh’ a m p  a i_p 6urriT. 

i51ji)aiT6\j j^aaraT^aar CT6Drguii Quiuifla) ©nflutflQ^larrrDaiT.

&{b8>LD

'aiBajii’ CT6OTJT) igifilij) 6urni©an0j ^ y )© ’, 'aaSluSlarr ajarorararii)’ a m apiu) 

Qurr06ifl6u Qarr6U6uairir̂ luSl6U ©nfjlaau Q urbpararp. J§|0°og] 'ffajL^au’
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CTCTTgjjm 6iii_GliDrrL )̂ G)0ir6bri>)6ffr ^ liflu rra^u) « i.p u u (5ld ilp p . fffEgjrijaanflrCuj 

Q<srr«ran^6Ufij(gii) urn_6ua>6Tr b o ,B)U urrL_6U«6Tr f i w p  3i»_p«ufru). J§)0>£>0 

ffppuLifrflS lp®  (ip^6\) £Lp6u ^rflrfliurrnra $ 0 (0 rr6OT-ffii>uj5«)ir fiflOTfaj(g>^6irprrir.

^(ftfUqa,ig ^ m to u q

QggwClpnjiflCTT ^ j6̂ L_u^l6mujLJ (ourrsirp g§)0 UL|aip ^flnuiutfleu  

Q u 0 ii)urr6Qr60)iDUjrr6sr urri_6u a 6Tr 6tlL(51lj i51rftaja>6B>«ra> Qe>ir6OTri_prre> ^jflniDiua 

a>rr6inin£l(Sprni). $ 0  (g>rjS)ui5liLi_ flj6\)a>g§)6i) a_«npu_|Lb (ip0 ftu  Q u0 LOfrOT)6ur 

stl1(51u d lrf)a|«6Tf)6ij L ia y p p  u irL u G lu p ii Lifgles’ Loirii)«o>6or |§Id§l6u arrArar 

(yn p ^ lp p . g la n p ij a 6OTrip.6m« CTOTrpii, ffijrarorriiaeir CTOTrpii flh_psurni. 

9rrprrir6issrLD[ra fig6iiQ airr0  iSliflaSlgyiii glirflror© ^sbsop  (tp e irp  6urfl«6rr 
^j«DLDpp6TTCTT6Hr. #)6U Um_6U «6Tfl6\) 6J6ilCl6UIT0  tSIfflflSIgUU) ^ p ,  6J6OTUp

LDfbpii U6BT60flir6WT@ 6U(fl«6TT ^>|6D)li)pp6TT6ir6Br.

^ ]0 UL|ai^u urrL_6u®6rfl6OT $ 6uG)njir0  iSltflftjib 9 0  (gjftfluiSlLL 

QpmQ} (\j)6mn) 6$Grr # irrrb> idi_r£jdi) f t jp p  @p$£)uS)fl) 'ajflfrpfljrrr’ CT6®rgjjii b^ b, 
^|CT)idul|6B)u u  p w flff Qffrr6ug}jL_6OT (t^if ojpeufgnrffi d flsrrrijg j^ lflirpp . ffrrw rp: 

,g>|06Bor^lfflrBrrprfl6Br (y>pp um_6u

iip3>ma>d) §>($ ufb$a> $0p<Kr>&
dlar>!D &$>$& a{j6umr

(ipa,$a> Qa>f i0  5 0 0 U ] j  -  simGsmajjw

@uufn_6lSl6u 'p p g jp  p«rr pflirpflnr’ s rw p  B jip ib  (Lp6&rp(yj6rop

n jjjg jj glp^lu5l6b 'e>OTrpnm’ srrarp b jB ^ ^p i_6 ir (y)i^6ijpd4lpp. 

{§l£5OT>rorp Q^rrrija6U ffrsiirp Jglanff miriSl6b eh-p£IC>pmb. (gloogi pr&jau 

ue&ai«p^l6u ^ 65)10(5^  @0 LDprr60Bfl (D o lla r) ggu (Surra) 6iSl6rrr5j@^l6irpp.

^ l0 UL|aiipu urri_6U«6if)6DT peuflLiULL. rflpui51fb@p 'Gl̂ rrriddBfl)’ Gran-gpii 

g l6ii«ii6a)iDu(ou ffirrr]-6OTrLDnr@Li). |§l6ija irrp n w  Qgjrrr£j«(S6i) <§l0 UL|a>OT)y) m p p ii 

glfiroa1 g leoa^liuu um_6b«ffrf)6BrpLi (S6upu© pd§) «nL_@dil6irrp p . 

Q a5frr&ja>6U «[T6TOruu©Lb {§li_fljOT)ej ansupCSsj uirLsbaaflOTr t51rf)6ija>6Tr

«sron’a^li_uu(S )^l6Brp6Br. ^ a jn jr rp  ffiOTOT« l̂(SUb(Surrgj ^ l0 un® i$6U 6tl.(S1li 

LAtflnjaG ar 6ii0(^l6iirp6ffr. Qu0munm6imjDiurr6Br um_6Uffi«r 'Qu0U)̂ ■Co6̂ T, Grrarp 

Q^rrr&jftgjjLgirr (jpip&jp^lttrrpOTT. @6B)ffUjrrr5J@«6Tfl6u ^ l0U L |«ipu  urri_6\3ffi6rr 

urri_uu(5)Lb(ourrp Qprrr5j«6U s\S}6br bi5̂  CT6rorflraf)a»6B)au51fljfl65rpii fti_© ajfl)ir«  

rgiliy.u u rru u Q u p ^ ls irp p .
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iga a ^ fh ia n ^ w ,  ^rrsrrfhiA^fb

^l0U L|ftipu urri_6uajffrfl6ir ffiB^raJ«6Tr, &>&>&>, Gfi&fb, 0jrri56&,

6ff)5jlU, ^SOTflir, SjlTSOT, €F)6STSST 6T6OTU6BTSUITfli Q j)6 irp  STbtiUI (NflAflDft ,§|(ITflSl(I)t)irA

Qarr«k(Slu) gggjggrr, ĵB r̂r, f&wujir,
giOTrranr, ^irssnr CT6oru6U6sr6un'a fbirwr® 6T6ffsr6irof)ffi6ina ^flraSlflnrorai 

Q0)(T6&9T@LD, ^6D T^rr, d56OTgjlLIUJ, f£68Tff)6BT6(ST, ^6BT8)6ttT[T, ^6UT[T^60T, 5jH6BT(F)66T 
ffT6ffru6OT6urr6ffr ggisp CTanrraniflafflna c5j6Trn51«n6m'a Qair6ovr@lu) ^laip^lssrngafr. 

gill) £y)60rp ĵ6Tr6I|ffi(6TT,U3 lDI7lil6U (Lpii)6U)L0 (£ l£ ljlj)), fBfT6BT60)LD (flFpiffflJli),

ggihanu) (®6rori_ii) 6 rw p  ajLpiijauu(5l<^]6irrii]Rn'. glii^Lpsorp 

<£)0(g>nw ffibujsajiflOTr $0nS lijfr«L i urn_6ua6Tflpii «irawruu©^l«®rp«jr.

$((f)ULfa>l4S'6V £f)(ISTT

« 0 rB iT L a  @6TOffu5l6irr a jn w  @6ue>«6OTT<5<§l6U (y ira rp , is i ra i r^  CTfisrepb 

e>rr6u ^j6TT6i|6i6rT QarrOTorL (yoaniD  (d§)ffijib) jB nw anm  (ffpijffijrm ) sr6oru60)6u(oULJ 

^lfU U 6ni_ a>rT6U ^ j6TT61jai6TTITft« ft0£UU(S)^6®Tp6flT. {§lflJ gllTflnir© a>I76U

^j6ir6i|«6Tr 6T6U6UIT /sm l© @6B)ffu51pii) «rr6iraruu(5luflD6ii (Universal rhythms). 

{glAirgitflftfr siS1rfl6i(«(5ffrT tSlro ^rr6Trrij«6Trrr@ii. @6b«!flir6OTr(iJI ^)|6TT6ij«6Tfl65l0^pii 

6j(Lg ffTffirarRnrflaflnffi QarrOTOTL. ot^ otjijo (Lfilffijii) gDjigiJ CT6OTr«nrf)s>6TO« Qa>fT6OTrL 

g)li)6B)L0 (fl66ffDTl_li), QOTTLip 6T6ffBT6Uof1a65)ffi Qa[T6Wn_ Q  6971317 ffffBTflDLD (ffr&jd)I76BB7lb) 

^^llLI6B)6U l51p«^l«irfDCTT. @6^69)613 l58j|U) «glT<£l, ««§l 676976pih QlJUJrrd>67f)6U 

a0jBrrLffi jglOTjffuSteu 6uiprijffiLJU©«̂ l6ffrp6Br. ^l0ug«L^)eu «rr6roruu©u) ff^rBi«6rr 

^CT)6BT^pib &IT61T gl6U««6BBr^^l6U (SlOJD«i.rt5)llJ «DJ5gi] g)I7l£la>69)6Tnip ^6Ufbn51fl(r 

6iSlfflfiI| ( l i l i r ^ r r t r i i )  a>69)6mLj(2lJ] 6l5l6Trai(gjflJ6ffr6UfT® ,£|69)UJI5g|6ir6Tr69r. @6ilflD6UJBP 

grr̂ l̂ 60)6TriLjib uin_6b«6TrrraC6ii 0*̂ 6997(5)617677697.

mmjQj&sn

rbrrssyistniDtb/rj sun a so

6J6lf 65)537 Q t̂isui§ 

jB!f(fiDUjq(fna,m 

0L_ft $6557 QlD6VTLf 

a,6va,(a,rij Qaita,n)

(ipibmu)

If) (763765) ID 

«> ID 63) ID 

sT̂ igmiD 

S£)65IUfI63765) LO

(garrib)

(aajpiafjib)

(/J>6337Lib)

(uS’affib)

(#fW^I76557lb)
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g(tf)ULJ0>l$<n> 3)l16TJ61J61ft8>a> ASDULfASJJ

(Sltj)«n_n51uj6urb6mfD^ {§l6iJOT>sui5g j ggrrrfileiflflOTr 0>6UUL|«6Tfl6U
t§)0UL|ay)LJ um_6uafiTr airanrra Î«o)i_â l6orn)6sr. {§lfljrbflnrr)a 'ffi60UL|ff 
ffjB^riia6Tfl6u ^sjnLorB^ um_6ua6Tr’ fT6wra (g>ri51ui51i_6urnh. gl6ii6UOT)«u5kb 

,»)jî uu«j)L_ 11, 13, 15, 17 ffrflssraroflaaoaaCTr Qafrflrar® )̂«jp̂ )6Brn36ur.
^jLiu[rL.6b«(6T5ab©ffluj ffn w p aflT  6U0 uorrp :

a Gn,a wiua,'£oysh 

(Sansoiurta, warn

GIsHimn&iu 

ussfuTssi sfftbfhierf'

3 3 5 = 11 timimf&ma,

5 5 3 = 13 simtmfa»me>

3 4 4 4 = 15 srsmmf£sins, 

3 4 5 5 =  17 ST«WT(flwf*(RD«

aeuuLiff ffjB^r&iafirfKDeuCuj ^jiy.uuwnLff f f ^ i i  6T6frn5)6U6Uiru)6U q Git 

eurfluSlsb Q^nT5J«gyi_6ir um_6ua(£^ti) U6U 2_6w r® . ffnw paj«Tr

ua, una Gltbnjbib -loa^smsin 5 + 3 + 3 + 6 = 17 

gad uT^arjsm Gfbai>G/f,6insii ajsmGtjGm 5+5+4+4+6=24 

a>n$ Gwn$ 6una,(i® thliso&ti) 3+3+5+4+6=21

Qurfliu ^6TT6^ ffijflju  unri_fib«(6T5i i  U6U ALaror®.

aiimrQj

<2H!W(gf fhJtftf ussfujsnmuj £$tu ejjsrf QuiftuQg,^
<^a imtfiGfunti LfiTsu ^uiotuu

5 5 5 5 3 5 3 5  =  3 6  x 3  +  1 0  =  1 1 8  

j§l6ii6unrp ^06wr r̂flrBrraj[T @n51ui51ili_ rfta) a=j58> ,°)|6roiDULja>a>fln6Tr 
6$(Srr 6iirf)u5l6\) Q^rrr&jag^ji_6ar <°)|6imj)<jj0 jjA arrili^u^Lb, 6iSlrf)6i|u(5)^^l £yj6«rp 

(Lpeinn) LDL-ff>(£\ff) Q̂ rrrijagyi_6Br ^groiDgjpas ®rrLî iL|Lb U6U 
g l 6JD6m ir ^ p  Glurfluj u m _ 6b « 6iTrrffi6̂ Lb i_|6JD6» r ^ p  'f f i je ju  urr6ii6uu  Q u 0 U)nmrr’a>aj 

^laip^lrarrDm T.

g>fisnib

«6uui_l ff̂ rbJ«6rfl6U ĵ6DHjDjBp6Tr6rr um_6ua(£5a(§rfluj &,[T6nri}&6rT 35, 
108 (ourr6ffTff) e,nen  a i« n « u  i51ffl6ijffi6Tfl6u aiT6OTruuL6iSl6U65)6U. ^Isurbsoj^ja1 ffiLajii 

(Suir^ln) (Suir«^l(S6u(Suj ^ r r 6TRJMTA« ^lrfl«mu G te w p  u itl  (S6iJ6iror($lLi).

@ 6UfbrtSl|b@ffliu e>n6Tr<56B)6j '^ l 0 LJ^Alpai^rT6m^), CT6«r(op Sh_fD6Ufrii. J§)6ijfljflnai
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^rrfftrred«(6T5 * @  {§luunri_6ua(S6Tr ^yia) @6ua>£lujri]a>6TrrT«£ *§la>yjdilOTrpOTr.

6T 6Qr(o6U *§)0LJL|a>y) £IT6fffija(6T5«(6jffllJJ J§lfiU*58>CTBT*5OT)g> j§IUU[TL.6U 

^j65)lDUL|a6D)6Tr« Q«(TfiTOr(Sl_ 6U60ITlLI60p  GlflFlijpfiU (o61irasr(B)li). @ 6110] 60p  

@««il©OT)ij- ^rflffliLirflflir '^ l 0 ui_|«j^u um_fibffi6rflsBT 0  p p a s  0h - p 0>6Tr’ CTmgjjii 

6̂D)6ULILil6Ufr60T aj6TOn_6U(Tp dlOTT6ll0lJ]rrp 6U[fl6mffUU(j)l3j<56Un-LI).

1. i5lrfl6i|®60)6TT3) gjfTfiiT Qarr6rr6rr6U[rii).

2 . 0 j5 p u  iilrfl6i|«6Tr Q*56rf)6ii[ra>*5 Q p r f k p  Q u r r0 i l@  @6ijQ6iirT0 

Bib8)8)£)Isirr C l^in_«ffi(y)ii) 0Wfir(£lui5]6b 0u*5£lrflOT>ujiJjnr0(i!6i] 

, ĵ65)LDlJJ6UrrLb.

3 . ejirw r {§l6u«ej6rorej<£l6i) 2L6TT6rr 6 ^ i_ rrrija ii), (SfljLrn_0rn5J«ii

^ ^ lU J f l jp O T ip  *§)0Lil_|0yi 0  {5*5 60 LD LI 6ff) u  (0>n51uiS]i_

uoj6Bru©^a56UfrLb.

4 .  «5 rr6TT @ 6U «ffi6mn'*5 <£)gp6Tr6rr ^ * £ 1̂ * 517*511) m inTaflB ii, ^ 1*517*511) iDrrrrffiffiii 

^^)iL injpn$)6\) @ uum_6ba606Tr <$|6ou)ssai6urni).

5. G)£rrf5J«ri>)OTr ^ L ffir ii @p<£)u5)0ui51<piii 'gjipuuaDL.e 075*5 ^ tfrr^

Qarr6TT6iT6U(rLb.

6 . ^(T6iT^^l6u si<§& , ^ |6 o r r r« ^  CT©UM»6Tr &%&> ^6rouiui51iT}(g> a e r p  

67pui_ir0j 6U6oau5)6u uiL i6irru(5l^6um i.

7 . (0)rfjl6O)6O Q{5ly.6U 61J0U)Ulf UJITWr 0J5*5 ^|60LDULS1gyii

( ^ 6orirc56sr) (gn jsoeu  (0 jrfjl6u fi^ppL-wifr o ^ i u  015*5

|̂60LHUl5l6U (*56VT*5*560T) 2L6TT6IT UITI_6U0{65«@ prT6TTftJ06TT 
6U(g)«6oau5)6i> sr(5)UL|0 6oamrr6rr6umi. (yirorp (fljrfjlw)
CT(Lgpp««6TT (p60T65T) ^ ( J l a ^ l  6Uj5*5 015*5 ^j60li)UL|U Um_6Uft6lfl6b 

^jflirrrap 6T©ui_i 6oaiL»T6TrLJUL-60frm.

$(fF)Uq0>tj) 6U5JD0»L/UfT(5

(SmrD«vl_n51uj6iJfbn5l6iFr ^i^uu60L.uSl6\) *£l0ui_|ffiyiu uiTi_6u«606TTp a^rrerr 

@6\)®ft6OTT rf̂ lajuaiLi dlCTT6U0U3rTp 6iJ6O0UU@*5*56U[Tti.

^ j )  U[Tl_6U06Tfl6b 0 J5 £  ^ 6 0 1 DUl5]6BT ,g)jly.LiU60l_uSl6U

1. (Tprarp (yiflnp un_r£j(£l6U0 i i  015*5 ^6»Li)LiL|ij urrL6u®6TT

2. £Lp65rp (Lpflop LDL_r6J«irU)6U 6U0LD 0{5*5 ,®>|CT)LDUL|U UfTI_6U06Tr



74 THE JOURNAL OF THE MADRAS MUSIC ACADEMY, VOL. LXXII

CT6Bnr6mif)a>60)fl> ^ î l ju«idi_ u5)6U

1. uuttDLff (yni)60)U) fsnwflnui (ffgjiij-fffr) «du)OT)ud
(fl>6OTTL_) CT(Lg60)lD (l£ lffir ) QATTUnWOTHfl 6O0T) ffj5£5nijS>6lf)6U

^ f lR L D i j^  u rri_6ua6T r.

2 .  ^ I p U U f lD L f f  ff (BfljU) 11, 13 , 1 5 , 17  CT600T6OSf)a6V)aa6Tfl6i) ^ 6fl)lilFBS)]6Tr6TT

Ufri_6Ua6TT.

3 .  Q u rf lu j  ^ | 6TT6l |  e>6UUL|ff U m _ 6Uffi6TT.

4 .  6^(Srr 6U(f1ti51«u Q ^(T rijag ijL _6ffr ( y n p n j p i i  <5>|6H)u u l |u  u rrL 6 U « 6 rr. 

J g l d i f t j r r p  £§)0L JL ja>y)u  urri_6\)a;6B)6Trej g>rr6rr g l6 u « « 6 B B r^ (S ^ f r (5 )

Q ^ n ‘L f T L iu ® ^ ^ l  ^ r r m u i s ^ ^ l O T r  ^Lp6ULb Q iu r r ^ ^ L o r r ®  8 5 7  f f f E ^ n y a ^ u )  

^ 6 u rb n 5 l6 iS l0 rB § j 1 7 8  B,nar ^ a n m u L i a j ^ i i  ^ l 6B ) i_ ^ § j6Tr6TT6Br.

^(ff)mTd>rPiJ)jj)(Pm $ ^ s ij(^ u q u  u il s \)o>stt

c5 j0 6 T O r^ lr f )^ rr^ it ' ^ ) 0 a a Q i i ]  r a r f f# )  61̂ 5 *5 ’ 6TCTR5  G l^nri_ri](5 jii) Q u r r p u  

ufTL_6i5l6U ( ^ ) 0 u i _ |« y i  11 3 7  ^ i p 4 )  (Q«g.(Lp. © © iBL D ^leurnufiB r u ^ I u l i).

‘$63fU3,uj g,u(j $8,$ Shumumsu ($ g > g j sm jj& A  

$631 umfa, U?lj)$tJUJ 3,63)8, - cm067T61/fT(oUj’

6T6BT C6U6iraT(Sl^lfDrTrf. ^ |o °o ^ iT 6 ij§ j  (L p 0 « r r !  SL 6or§ j #irurr^r6jfl56Tfl6i(r 

(y j^ 6 o rr iu  U6U 6u ilff6 w irrija6 in 6 m L |ii 6U(Sjg>gi] 6 u @ < 5 g j a_ 6 in ijff i«  nS l0 iin^l(S fD 6O T . 

^ fi& fb s jn 'f lir  g lu j6 U , {g lonff, sT ra rg y u ) (ip^^i£ l6D )L piL |ii 6T « jt« @

^ 0 6 m irru jn 's> !  G T ro rp  (S6U6OTr©^lfDrrrr. (S iD gyii 'u i j 6i |  C ljB © rij « f£ l  0 6 U ^ )6U 

n S ^ L k S lu j ’ €Tm&> Q ^ m _ [ i j@ i i )  LDpOT>ir*b f56uuurri_6 i) @6Brn5)6u,

61163)fJU?63P Qsu(hj3>smi ip&DSlf $6S)3)$3,8d

6Ulf63)38, (tf)U)U3, ID3JU3L}.

6U6nQtDn® Q3$3,ifl (tganpOaiu ^ m u 0

LD&LgSU JJfW&tSTT, iDt3)STT6U!lGlLJ

6T6OT (S«j6iniT©̂ lfDrnt. @6ij (o6U6w©(D3>rT6TTa(offrr ^irurraj 6U@ul| (Lpdg6unw
^ l 0 6 U 0 u q L J  u r r © 6 i i ^ r b @  nSlajgsrrffi ^ jf lD L D jj^ g j 6T rar6urn i.

{ g ln j^ g j ^ ) 0 6 U @ u l | 2 5  lilrflftjffieT rrra ij iS l r f l^ g j Q«g.(Lp. (§j0rBLo<#tajrnLiCTT 

u ^ l u i i l ^ a j  < £ )0 U L |« i£  u ^ 1 ulS16U a i r6 ro r u u (S l^ l rD § l .  ^ r a n r a )  Q 6 i r p  (y)Sj6\) 

U ^ G lO T n l©  6UOTMTu5l6UfTW ^ ) 0 6 U @ u ( S u  cg)J06W r£)rfljEfrfljri' GUITffi(Sj 6T6OTUP 

i_rT«L_rr 6 U Q f f f i j s i 6 b 6 i i i r r n L i  iSldTflnffir 2_ l u l _ U 6U irg | f f i 0 ^ f r @ i i .
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(§l0 u^an£fE0jj $ (5ai(fljLJL|aerr 6U0 uifrp :

1. iiunsj su(3fUq

2 . Gd)Gsui)$(J aihiA  si/0 u q

3. Gsusv su fg fijq

4 . ^ ^ G s u s m m  3 ,3 ,1  t jm  6i /0 /*/q

5. su3sm 6i/0 L/q

6 . G sua ,isn  5i /0 L/q

7. QufTifffAsna, a,svma>  6i /0 L/q

8 . Q 3(1)3, 3>5JT3)3}S\)SJ)3, 61/0L/q

9. Gutiiia>&>sn3, 3,msT>a, 61/ 0 / j q

10. Gsviff 5U0 u q

11. 4>0A69>Alf?6b SUIgAA 6U(3>Uq

12. G su q .4 4 1 & ft61/5059T 6i / 0 L/q

13. G3SU3.SST 6 1/0  L/q

14. (a 51/60 61/IT 16/0 61/0L/q

15. q u /5 1 /0 / jq

16. ^ 00/ 61/0 uq

17. </>6(D/«j.a>655f11/60 61/0 L/q

18. ^6uGsUfTA 51/0L/q

19. LD/lf5b 61/0 L/q

2 0 . ^?ArT6a /  61/ 0 / i q

21. 6lflJ61/fT6TT 51 /0 liq

22. ^ s u £ t f  61/ 0 L/q

23. g& aQ ffjb fS ft)  6i /0 u q

24 . {g& uutg tB  61/0 / j q

25. $(it)UtJtj<h}&<f 6i/0Lzq

(oin/b«flrari_6ij(i)p6Tr gi/jp )̂06iJ@uq«®6rf)6OT ff]L0fiiai6rr ldl($I(2u)
$ 0 L j q a i p u  urri_6ua6if)6BT a i j f g  ^ 5 dildu(Su it©  {glOTiraur^gj] fT-anir© 

^irrnuuuQ^l/Dp.
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i i iu ia ,  su^uLi

^|06BBT^IrrifBrr^IT UfTly.lL|6Tr61T $06U(0jLJL|«S>(6T56iT (y)0fliU  Qu0U;;T6Bfl6Br

^ l06u i^a6B)6rr (LpfflDfDiurrau urr©Lb u(gjf£)(Suj #irurrS) 6u@uurr0 ii.  @6ii6U©u(Su 

iSlfD 6U(gjun«s>6rfl6y jii l61®u  i% s jn w u )n w p .

“&-3)d}u5'mL- &t_<nju)(j a,a,su((f)6m (OfSUJjjja, 
sifusosrfg, 0,ma>tja, - aa,Ga>iî  

s_a,iuQu)m su fiasco, a>svu0>a, louTs&m u?sr>a
iH&iynqsfl «5f0(nTA6\) - SIsun^Qan^ 6iS’a.6iia,jib”

6TCTTfD6u rrp  s n l©  ^jiy.e&6rr Q a ir6mm_ @0 ufTL_6i)[ra> rEnm © urri_6u a6ifl6u 

(y)0 a u  Q u0 iDrr«jf)6iFr unr^[5jaj«r g a ^ i5§ i6n)iT««uuil(Sl6TTCTr6or.

J§|UUITI_6U ffjOTTffjOTTOTT — <Tj6BTflj6Br6BT STOTT JT) d)6OTTl_[£6D)L- &IBd)d)£^)6U 

ĵ60)li)^gJ6TT6TT§J. Jglfjp <5>|tfUUOT)l_ (JLp6i r p  (y)6B)fD lfll_nijf£), g lp^luS l6U
'̂ SBT̂ fTSJfT &)lT6IIT0)6m’ ST6mp61MQ] Q6B)& LD/TpUfT(5)l_6Br 6U ^ p 6TT6irgJ. *§)0Uga[$l6U 

SL6TT6TTgJ (S u n w p  j§lpf§)#IT Q^JTf5J«6Urra |̂S0)LDUJ(TlD6b Q^fTLITIBp ^ 6B)LDUJlj

Clurbp6TT6TTgj. Q^ir6u«rrui51ujrT (ejnfluiSlGlii) @ p(jn>#rr 6U6OTrsBBT^ l̂rT)@ ^ lp n ^  

6T©^§J«®ftL.l_rT« j§IUUm_6U ^)«Lp^lpgJ.

L̂p6DTp(T6U§J UfTL_s5l6irr J§lpd§) <^|lfllSl6b

“ (ipi l̂USUlg1 SUy?lUlq_tfT)LO QlU6$)l((pf6MJD UJLj.OT)U)(JP(lg

3i)6va>$iu uyigmsvolwtrtg - Q&iQun® 101*0.51? 
ijLpa,6x> Qtnnifi' sum(gqsm iojjU(ipa> !fa,iosi^m

(ip&mutf iDsntS&su - &s&ionmso (fyQsuajjtb'

ST6BTP ,2>|06m!r^)lflr5[T0jir, y )0«L J  CIU0lDfT6llflL.Lb ^rrib 6UJ$)siJl£ilLirTSS ^Jly.60)U) 

y,6W ©  ^ a i< s 6iSliLirTaLj ufny.uj f§)0 ULjffiSimj) (yi0 « u  Qu0 ii)rr6Bfl6tiT #rrty.«(0jff 

ffnpn51u j^ rra a  svup^lprrtT. {§lp*£kirre> ^ j06WT(̂ liflprTprT,

suj}Svr>aiD0j j  u$ujidst>sv siTastr>iu$iP qmrjq^ma,
su(Bma,ujtf tijSiDSuiujbma, ujifjuw  p ju i^ s s r  

iDa>sn6vinstnsD <fiq)ouma}i usumuiu ssytuujaauii
iosd̂ uTssj [ipa, m@iipi<).6&sin insmiiijiii) tfrQi^Giu 

6T6STp ^jiSlirriLfil 6mu](B 6̂ofl6nT (̂ pî ffismsrT nasyirbpu urr(Blrf>)nr)rrfT.

{§I(S«5 f f l£ ^ ^ l6U ĵ6B)LDJ5  ̂ ^)0ffG1s:(BpTlt £6UUUITI_6l5lOTr ^ 6W)LDUL| 

g l^ (fl6BTrr© 6 ^ U l5 lL _^ « ftp .
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'tW&suiguj ldiusv Qu^a, 5ijST>jfqL0T) sify? a,igs\)
jHmsus&iu uosD̂ LnUfiga, ^a^sviGa,

f̂SJ)S3TiLfiDS!nm iU(ft)£s\̂ ja) Qsu&stfiuig 6ifrr)6ijim g

^fiffs^ssfAiT iD!i)s6,Qujss)S!n lumigiunGg)
Qa$uj u?(2> stfsnm&tjsm iD^sifqsv Qsnai^amfaji

£(l)6m^uf 606mia>61Jff lD(IT)6TT6UTGlU

^ciJSDm£fhi Quj£ uj6U6t>(j (ipiSsuma, w&ig
Qe6& (8)6Tfrf ^ssfiu3>iflig u&iGsmGsin

(^uq& ig  23)

2. G&>Gsuji)£p a<ht&> s u ^ u q

'sjlTflnjflllS) 6UIT6Bllf)lU (y)l76OTf)(7 6BBfluJgJJI_6b’ 6T6BT&) Q^m_r&J@li) (o^(o£lllB^)lJ

ffrijai 6ii(gjuiju urri_6U i51ctt«J0U] ^OTnuLnSlOTiHirffi Qfl&irerorLgj.

^6UT^65T 3)bftT &}$ff ^69T^69T

ffyfilfT 3)6&J &)bbf 3)6H$J

^ p  6Uff)»6n)6rr« Qa>rr6iran_ ctiI l i^li um_6urrffi J§l6iJ6U(g>uL| dglayidilfDp. @^)6U 

8)6ifrsjsnrajCTr GrrarfD 8-8  ffp irffir ^y)6i r p  (Lp«np ixh_[£j£ I '^rr6srrriB^6»r

ajrBSjrar’ frTCTTfD 6-4 @i76irar© (yismp im_rajdiliL|ii) 6U0^)6irpp.
J§lrij6U6fl)LDUL| I I I I I I  ST6BTfD 6U@, 6U(Sj, 6U@p0£U)<2)|f5J0>r£j«6in6!r«

QffilT6BffrL. £F)fT6TT 2_06U3i6tf)S)ffi ffirrL©^60nDgi|. JglajSSr Qum-̂  6TOT0r6mjf)ffi60>£&

9 0  ^ a irT ^ £ 6OTfljf§)fi](aj 44  ^ jilffix rija 6Trrr@ii). ^ |^ l«  <«>|6Tr6i!fl6u ffiT6U6U@ 

^|65)ldum ffirr6injTuu©6u p  @n51uLSIi_^^ffiap. J § lp $ u  um_flSl6u,

JlfL-m u9(^ &l_g>L_ 6̂ 3>L̂ 8) lDO>g>6Tf 
gjmsup s,(i{)iD#>

6\)lJLDli)8)IT8i6Tf & 1)66) 3, II? 61) 611 Tig 61/(T lb UI4 Qffi)£6$60
^ £ u £  6?i/j65T6i / 0  ^?urT0^jD^ (tp^&mstn 
uj0 6 ttul_ Qimigusu

li(ffiuji)3)j 6U6mthi(3)6ui GS)G6ui)£(i a (hi a, Gut

6T6orfD Gej(o6ui5diliT s ^ a ^ in r  (y)0 ffi6m6OT c5j06rrui_ Qmir^lusurr ujrrQrreoT 

^ trrriu (5p  ^ 6U60M7 6ii6OTTri)06uiT 6T60rp  Qurr06TTUi_ ^60)LD^p6Tr6rrrrrr.

'9 0 u p  Lfil0 u p  iD pup  (yu_6OTn]”  6im£ Q^nri_rij@m y^CT)ff6Uii 

^6UUUrTL6X) G>LDfT)ffi6OTrL. (S^GeU^^lir 8(hlB> 6U0ULIU Um_6l5l6ilT (Lp£fT)LJ(g|rfjl
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ffj5fl5̂ (Sa6rr(bl $ui51i_^£@iB£6Ufrp ffl_6Tr6rrp

Q&uajj jfiiiijUSxJ LDjrtuajj ^pt^mrp 
(jpsiWTfi6i|ip ^ttyua, (ipsnifjtJî

,JP(IQW$ O,ig0sO69J QsUJ&lfiS&jj)
Qsu6ffGhu(i@ QsihistP Quid - ŝ tfSHdQa,

GTflfrjD CiDfb«6rorL_ <§)0 ULj&y>LJ urri_66l6U '$nmfri50j6sr gjjBgjflnir’ 6T6BrjT) 
L|p60)LDUjrrsiir @0 ffn,e> ^ 6B)LDU«nua asursp @0 g^ltu a/Egju uiri_6fl)<iu 
^ |0 «wr̂ lfflfBfr̂ (f a_06Ufrâ lin6rr«rrrr(r 6t&stg> « 0 ^ 6urrii.

(o6U6i) sUfOfijq

(y)0 ffiu Qu0 LO[T6of)6«r flnau!fl<p6Tr6Tr (S6U6iSl6wr May/jiigiflniTU um_6urra 
gl6ii«U0UL| f̂lRlDdilCTTfDgj]. 'u0£fl> (Lp«R6U ^lp^O^OT)/-’ 6T6BT8F, 
Q îri_rii0 ^)n)p.

3)6$T ff)69T 3)(3fl &)3)3)6fit
9)(P5J 3)&) ^ 6W 3}(J69TfJ

fTfflTgUli 8re>8j f̂iiniDULIflnL-lUp. 6-6 ST60TH3 <°>|l£UU«ni_ ffl£0)U) (y)6Brp (Lpfflnp
LDLfiĵ l 6U(B§| 6-4 srma) QgjrnijaflSlfiu (y)ip6ijp<£lrDgiJ. {§)j5<5 c»>]60)ldui_|

o o o o o o o  , . _ . .| I | | | I I I sr6Bni)6iirrp 6j(Lg ft)@*&l0 <5LD @0 eu(aj srmtr) ^raj® 
2_0 «n6iia QarrflnjTL 0jrr6TrajOT)dg Q6U6ifluu©sjp£lrDp. @0 j ^ 6ijrr££6Br<5«£)rb0  
46 ^ilffi7iij«6Tr. J§l6ij6urrp 4 ^gurr^flrrrbjasTr Qarr6OTTi_ @0 iSlrflairra 4 
iSlrfl6̂ ffi6rr glij^ 6u@ul516U an’6inn'uu©̂ )fDgi]. @ir6TOn_rni) i5]ffl«5l6ffr JglpgS)
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2LfQ«î ^ii 6T6Bruu© ii. U(0 ff £nwr£j«(6njii, a_pff6u, piruijraijr, ffffffrf) (Sutrsirp 

Gsjtfl ^rrerrriiaj^Lb @r51uL51i_LJuil©6Tr6Tr6Br.

8t(isoiDi ft)!#} sujjisrfrf1 asmî sina>
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^nftd36orGin)[Tii). u if lu m _ p s i@  @LurQjfj)uj6iifr Q u u j0 ib £§lflnffiu6mmS)0jftjfT Q u u j0 i i  

fl5iru u il@ 6rr6rr6Br. {§l6ii6ijrf)60)ffu5l6u Q u 6oerLnrji) a 6fl)60(65f r« 6Tf)6or Gluiurt 6T p 6i p  

ftrr6OTruui_6iSl6b65)6u. «s61um_6i5]6ii p je i j ,  a 6or6orii), a rfU g a ii (Surreorrr)

@CT)ffuurnliy.6i[r 6U60)aa6TT ffin^ooruu©<£l6orfD6or. (Lp6ort_| @p51ui51ili_ Q 6rr66)6iJ,

Q6U6TT6ifl6iJ^lujrT(T (Sufr6orn) Qu6rorurrjT) «60)6U(65irffi6rr @6B)ffUJOT)U)^§|u 

um^69rrriTftfiTrrr 6T6onjsjfb«rr6or 6Fir6orpa>6rr 6rp i i i l6U60)6U. umyiurriyuj Q u 60orurrfT) 

ftOT)6U(65r r a 6rrrrOTr uiriy6ofl, uir6iram)a&6Tr, nSlfDflSI (Sufr«nrCoiDmf @ «ua^lu jfij«6rr

U60)l_djjp6Tr6TTOTTIJIT CT6BTU^(T)®rr6Dr 9[r6OTp0i(6njlb {§l6U60)6U.

arru rilu j a>iT6O0>f£K26U, 2L60)ijru5l6flu_u5lL.i_ uml©6mi_aF QffiijiL|6iT 6 T (L g ^ p . 

2!_fljrrir6OTriDrr«, ^ 6uuu<£l«rrir<560)a>« ai_fD6urru). j§ laafT 6U<5 <§l(S6i) eFUD66or0 U), 

Qu6iTd)0)0ii) Qff6U(mrra0rbn)6nrrr. ffLD6oonl Glu6obr60)6oor |§l6U6un)<560)fj>

nSli_ pn)6i]fD9j60)Sju (Surr/Tjn/ytuj JglaffiDiLiii Qu6wn~6gniarg) 6if©(Suf]5]6U60)6u 6T6orp 

sk.ffiliuCo^n'© «°y,L_6urT « J(p  (Sun)6n)i_6Ufl6fb@ Qu6iiorai6Tr £60>i_ 6T6or6ijLb « 0 f £ lu jp .  

6T60r(o6U Qu600Ta60)6TTLl LHT6ULJ l51jD6iSllLHT 6T60Tp Ulll_(yui aL lp lL ip . @60)9 

8>fTLfld560)9jSj prftisrCblli) ST AH' @ p<S<^1ujp. 6lSlCT)IJ6lS)6U 60)961], 60)6116007611

6T rfllUIT 61) glffffLD600T Qu6Tr^rfffi6TT (^rfjlUJlyft®LJUlLL_60rfT.

(o^eurrrr « rr6U^^KS6urr (y)(Lg««, (Lp^igaa j§l60)9U um _6b a C 6Tr 6T(Lgi5 ^ 6or. 

^ ) 0 (65n'6ora:m ui5 ^rT, ^ uuit, a  ^ ^ K S iu r r iT p  @60T6of)60)9 ® 6urs<£

^ | 0 i l u r r a a 6rr mffiffi6if)60)L_(Siu Q u 0 i i  yirilrfl60)UJ a_60on_rr«^l6or. uaffi) Q 6U6TT6rrii) 

6r r i j« g j j i i  uirj5 p  ^Lf1ipa^60)^(Siij ^ 6orgi]6rr 9 0  uarfil Qeiiefremi)

6T ri]a g u ii u rrtB p  ^iflipa^60)^(S iij 656orgjj6iT ^ L p a j^ l iu p .  $ 0  u«<£) {§liuaa(oLD 

2i_0 6 urr^lujp 6T6ora aufD6umi). ^jiyiLHTfr«(S6TrrT, Qu60ora6fl)6TTu (Suirfb(^6onr. 

Qu6tiorei(6ii5 i i  9 LoiLiaj Q p r6oin-i_iTptf)l6oriT. L|6of)£6u^)ujrnT, ^ 6obTi_rr6TT rsrr9 .#kj[nr, 

^ ) 6u a 6u^lujrrfT, LDr£j6D)aiLirr«9f]r<#) (SunmClrDfnT @60)fQU6Dofl Q aiij(2^  rr(Si_fr)pii 

a60ort_6orrf. <£{ip.uj[nTC&6Tr l̂60)n]6U60)rr(oiLi ^ii)60)iiiujL]U6orn'«a a rrg p ii ^ j6ir6ija@

Glu6obra6TT 2_iurT6ij O un)n5l0^^6orrr.

u a ^ l  Qr5n51a@ @60)9® ®60)6u(Sili eueiSluj a06)S1ujnra 6iSl6rrr5j^lpp.

6TL^60)9iurra6ijii) @60)9uSl6or uiLi6onT96ip 6iSl6rrrij^1iu @60)p6u(S6or a j 5 <5 irrfk-U), 

'6T6ora@ ^rraFff60)6flr urril(2i_ujrr(9>u)’ 6T6orp ai_n5)iL|6Tr6Tr 60)^9 arr6oor^l6or(SrDrrm. 

{glUU[Tl_6V)96Tr 6Ul£1 ^|60T(Su ^LfilLpfT 9LflUJLb 6760170 (SU06OOT6O)LO6O)UJ ^rfjlrBp] 

Q9I76T7677 (Lpi^^)60rnop. J§) 61161160)9(5 LU 60)911̂ 160T 6Ul£) @60)0) 61160) O' 61IL^U©6U^fQ(9)

(yj6or(S60Tm^.ujiTUj @ 0 ( j^ 6 u r r  91760)17991761) ^LbemLDiurrCSrr 6T6orp 9i_p5l607i76b 

Lffl60)9iLir79r7p.
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^0pQpiT6ijijri_tT i_jirrr6wrg>gii6Tr (Lpuuajrr6ugjrra>0) (ouiurnf

STRfrp ^6inip«auGlupu) ®rT«Dira«rr6b L|irJT6roru)rr@ii). 66

QffiijiL|L_«6Tfl6i) {glcuirg] L|iT(T«rarib a^pL]ijil@6TTffrrg>]. 6u>ff6u ^ i^ iun rita^fiir 

{§l6ua^Uuii uot)l <5<5 @(Six Qu6OTTLD6OTfl ^liflnLDiurrGlrj tre irup  Qu0«nii)«@ jfluj 

@6BrfDrT@ii.

/h^mfiuii Hjtmja/htjair Guiumi îb<ap6ij(i
thfirOfib ^lusv susbGsmi
^sr>ag, (M «) si/suGsurrrr (unt_so 46)

6TCTrp (Sffa^lipmT @rt5)Lii51© 6ii^ l6Dfl6ifrp  L̂b6®)iDUjfrrr jgliueu, {§l6mff Loppii 

PT6U U6B)L.UU^Igyii 6U6U6U6UIT CTCTTLJflnffj JglffjOTT 6UL̂  <H)|rf))lLI

(Lpip̂ lOTrrDgjj.

folSVW

'1800  ^}j6Bwr(pajL® (y jp u ilL a i pi/i)y)6&u)’ CTCTrrnj ejiugj prfffflfpOT 

ftfliTfBffflnu i5l6TT6ff>6Tr {glfljfiurrp efe_p̂ )6ffrngrrir. ‘ tfl6L6lLprre&crfl6ifr (Lp̂ 6flr6miD 

ujrr6BT6L|Lb, i£ la  6i51(LgL51uj6nrr6i4LDrr6wr |§l6U«<£liunija>6Tr lu rr^ ii ^).i51. 9 ^ j,ii 

pTfbrQrr6OTT©a® ^puili_CTr6ijrrs>iij (Sajnmp^leifrpOTr. ggGijTrLjLfliij 6U(j’6urrfbp 

^  $ 1 0  i r a ^ i i  {§ I^ ot)6ut 2_ p $ lu u © p s jju )  6ii6m«uSl6u <£1.l51. 

ip-ppn'fljijr© ® ®  (LprbuilL. @6U«^luj(ijaj6Tr pp&urrgj ^ l61l̂ 16u @6uot)6u &T6nrp 

flFn_(]51iL)6TT6TT6Hrrr. (LpeoTLi (grfjlutflL-L. ffiiiffi, aiTLJiSliu, (o^surrij £BfT6utiia6Tr ^nfrpCiLD 

<£l.dl. 9^ 11) pTfbnDn-6?iiiT(5)»@6Tr ^ji_raj<^l 6iSl©<£l6iirp6iir.

^jii6ff)Li)ajm rp sjnr6mi ffrffffrp unTrsj@ Lfili_pp, ^ I.l51. 7 ^ L b  

p rp p n’6iftn'6mi_a: ffiTripej g£l00f™n’ ffiiu p p it i_|ijrrreffr̂ p6TT, ^LbttnLfliunrr

^l06uiT6urijabrrL.(5l J§)6mp6U6mi7Sj dgii £Fj6m6UUJrr6i) pi_iip Glffrirp 6uî LiLJL.i_pfT6u 
<gii) S3rr6urT6U l£)$1<5® ^ 0 ^12M0 S>(g Gl6U6ifKoUJ û liiSKSeuCSiu

ffiiu p p it &>m£[ 6iSlL.i_6BTit CT6orp G)urf)i]jL|irrr65irrii @n51uu^ir6u L̂bCTMjoujrTfT 

ffLbuppirp arra)$$lp(gjib (LprsdSlujem ST6kupii, ^l0 L̂p6Uir «rT6Uii sijctxj 
jglsusmiju uprfjliLia @n51uL|«6TT fiTgJi-i l̂6U6urrpa5rr6b $l0(y)6uiT arr6u^ l̂p@Li) 
lilpUL-Lfilirr 6T65T6lJli Qfi6rr6Tr6TT6Un'Li). @6Uljp U$lffi |̂6ff)LDLJ6B)LllL|Lb Q<3F(T6U6UfTll.̂  

(#1pU6T>Liap £B6OTTL_ l̂LI6UITfiTT[tffi6TT @6Uljp afT6Uli 4 ^6U6Up S ^ l i  

prpprrsireT© 6T6OT 6U6inrj'LLi6inp Qe:iLip6Trffrr6ffrri'. afT6\)<5pn'6i) (y jp u ilL  

«rr6B)ijeiffin'6uii«nLDuSl6irr urri_6b6i6Tr lO ^ ih  $ l0 (y)6ff)puSlgyih ffiiu p ^ ii urri_6i)3j6TT
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(y)gi6U ^yi6irp )̂0(y)60)p)uSlgyLb ĵ6mLDfB§j6rr6Tr (y)ir6rorufnliy.fr)@« amrcirartb 
Q^rr@uurrrf)rfluj(Si7Ujrr6ijrrrT.

ifn)UL]ib, ^snsm ioafu)

(SfflTlfilBlTL.lf.6V &.6TT6TT ffHT60)ITffaiT6V 6T6ifT6B)]U} 2H[lf)6V 6U6mf)fflT (gj6Ugi 

6̂JD6U61inrir6Br 0}6tTT0jffiff>6ifT 6T6BrU6UITffi(dj L|65f]f561Jd§)lUrTIT iflnjIB^rriT. l51fD/5§l 

rBfT6Tr(Lp̂ rb Q «iT6w r©  @6B)fr)6U6BruiT6u ^ ijrr^  ^6mjQffirT6iror(5)

6£(J4)rfiklCT)£5

rflDIb&J (Pwnig'uuTsinn) ifsinQstnsbsmib a>ia,sv 
#!Dlb&J t (Sosut̂ Giu 6arijj6a>65T. . .

6T6Brp ^lisouDiurTCij sh.p^l6i[rpmT. (offa^lyjirGipr,

Q u ^ fh i^ sv w  siiVrrrwa. 6ui)3)j ifrrjri^^sT f iu  iP m

3,6nism j)(0) ^{s^/nqii) (bfifU-Uiiifysu/BGa, 
u m f  ^/SOTfiSUITlt giLpfi)^ ^ Jtq  66)11) Ul£<£i>U0ib L»ITfhJ0 QujD9, 

3)66Sfŝ 60 CIUtl)U)61flg> 3,10)60 3,3}JU)U 51/01/) QlOtllg UUfsSljJ)!!
(urri_si) 1719)

gluurri_6U 6iiL̂ l L|6Bfla36u^liijrrrT e56TrrtrB«DL_ U0 &j<5£§)(S6u(ouj

rfl6uClu0 LDrr«5fl«n' ££)0 6 Uiy.ffi(6T5 «(a j Q^rrL^6U uip^)flj0 i i  u n w fln u

Qup6uajrb(gj ^ L a ia r r a j  2_6TT6rr^p (Su3(o6uirrijai 6U0ib Qffrrii)aiCT)6Tru

uuSlflfrnDSjrra sw.p^CTTfDrrri'.

L)6cfla3nj^l U 0 a n i  CTLÛ lujLilCTnr jjrrauuiliyCTOT^CTiajff ffrnrrb^ jgl^lu^l 

6T6BTU6UIXP LflftfljrnW UfTm^ejSjgpjcSg, LU6WU) (yJlfgjgjaj £0^6ffTfD6BriT. 

^6nr^^a560T i_|6Bflsj6U£§lujn'rr 6j(Sir L0ffi6ir ^^6UfT6u arr«nir««fr66Ko6u(oiij

ff>rh}£i LD6m6imufDii) 5T6U6urr 6Trbun-©«(6Tj,ih Q f f i i jp  fjjijuuL.L.6iir.

g6Bfl^nj^lCujiT ^ l6b6UfD^^lrb0  a_ifki j5fb(g)6OTTr&j®6Tr ^ s m s w r^ p ii Q u rb p

f̂T6OT^0LDr&jff>6TT QffiLigjii), #)6iJ6OTif w n 'ri'a ^ a ta ja i ^ I0 ^ |(y 3 ^ 6 if1 ^ p ii n,6U6UfDih 

r5L_5)j£l 6niB^rTrf. 90rBU6rr, '{glrij®  @uuipraja6jn6Tr 6iluLip6\) QatT6OTT@(5urTiij« 

Q a iT ^ f ta ’ 6T5ur«<5n_fr51  ̂ ff/6b u6OTf)ma6Bf)i_ii ^1(76ott(5) LDrrriis6fff)ft«n5TTa 

Q a r r © ^ p  ^jguuLSlu5l0jB^rr6OT uitld^ ^ ctt. ^ a ffiA iu ih  Lfil®6ip 

j£)6B)6UuS16U (#1aiQu0LDrr6cfl6OT QLDlU^Q^rT6BBTL_(T 6£0 6 Urr L|6cfl^6U^lllSl65r 

@ 6ua)^^ lrr)0  aiij ^rijlaerr ffemujaauQufQfTma) ^ l0 ^ j ( ip p  miL(£)m cmaftevuLU 

Qurbro r£l6fl)6uu5)6u a6B0T6U6«r ^guui5lnSl0^a3 iurrrijaOTf) @6Br60)rD® Qffitrwffr© 

^6D65riyiurrrfa0 ^liemLDiurnT ^ j(L pp  u«DL^^rrrr.
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r&flnrruaefilft) 2_6iror6̂  OarrerrsTr uiru)f5<5aj6iFr 6uisg>nm. 
anfl6U65)ffia(6T5i_«rr urfliflrrnSliu l51ctt iDrrr&jafljflflMU @6iD6Uu5l6U @ilL_rrrt 

L|60fl^OJ^llUfr(T. ^j^6lD6Jir aflD6U^^l5l6Br 'jg lp G u iT W p  @65TQ6BriTOTrp 2_6TT6TTp.

^ 6m̂iL|Lb {§)(Jla’ 6T6Drp Qffrr6U6u q6Bfl̂ aî l(oiuir ssewfl Qupii
6UL̂iLin51ujfrp u]6iir^p6Tr #1aiQu0 LDrr6rf1«n- d§l06iJip.aOT)6Tr rftffmfljraa,
îhemuniSlsir 6mau5l6\) a 6cfl ^eorp sujsgj Qurr0 i5*§)ujgy. uirLoajSjajsifr d̂ganOTT 

a_6TOT(5l. '{§)p (LpfiTCfTLI &,$&, LDfTr£]a6fff] ^flfTp, L̂p6OTp 2L6Uaiija6Tfl6yjlb
Q u p 6u^rr)@ ^ rfl^ rra  2_6rr6Trp. QurbrogJ (o6up 6rr£j(gj?’ sirara

(Saili_rr6ir. Lj«rfl̂ 6û l(oUjiT uiû 6̂urr(ofD ^aaeaf) 6un>0j eurreurrnjeiDfD 6T@^pa 
ai_r5l6Brrrrt.

aflrflQujbfDp Fr-ffOTT ,5|0 (S6Tr gtwt ^rfjlriip uiru«58j<56Br îiOT)LDiurrOT)ix 
Qa&iijfljih CT6nraa0^1 ^ |6U60)ir f§fii(g6U6B)̂ (Siu frflwrOTirnijrraa Qafrflror©, 'f5nw 
Qu0 ib Qa6U6inb dglinLipa QarTOTffnTGflJOTr’ 6T63raai_n51 ^Lb6mu)6DHuu i5)iflj5ajOTT6tir. 
iSlftnwtr urrfiovrif jBrnliy.6u @it aL_pa«niruuLi£«n'<5f§)6b 6U6mjf)aa(dj6U Queror 
5p0̂ )̂6B)iLi ii)6iRjriBp 6urrip6urr6®rfr«(r. gl6ii(ra(6T^a@u i51jdjb̂  
QufliiiT@iprB6in̂ ffi@LJ L|6cfl̂ 5iî l 6T6OTp ĵii)6WLflu5l6Br Quuj«j)ir(»uj (pilifOTrnm. 
@ffiOT)65ra (Sa6TT6iS1iLifr]ro i_isufl̂ aî luSl6OT appm-aerr L|6nf]^ai^l6imu ^suraflLii 
@uu6B)L_a@ii Qurr0 L.© U6U6ua^i)6u 6jfbn51 uiriD^^smflrr jBrrî ffQff6ffrfD«nTr. 
nSkuirii) ^nfjliiaj '^eurraerr @iij(Sa 6U0 flj<5fT)@ (y)6Brg rsnw
^riiGSa C1ff6u(o6ii6ffr’ 6T6&raai_n51 ^  surra swot sr^rrQarrsmrr© Qa6ffrp 
LDCT)6irr6i51njrnfl65T ^i^.a6Tfl6U stfippip 6U6mnr&j<̂l, 'rBrrswr 2_ii |̂06Trrr6u eurrLp(Seu6wr. 
{§liS£5 @6TTfii@Lpi56in^a@ ^uunwemuju urbrtfKSuj sni ^l0 uQuiu6mi7a
( p L lp  ILJ6TTCS6TT«1T ’ ST 6BTa ffn - rfjl6BT 651. @  ff)65)65Ta(2aL.(jj) <S)JU)65)IDOJFTfT,

^6uQu0LDrr6cfl6ffr QurTfT)ijrrejr£ja65)6Tr iD 6ur^p6rr rfj)6m65re)gjj 2_6BBnta^l 

(oLD661ilL6uiTrnu @ 6U6urrp Clffrr6b6U6UfT6ffrfr(f. '{g)rii(Sj {§l6U6U655f)a65r ^iiiDOTr^)6b 

Qarr6miTi_ G larrsirsm a { § lp  {§)6of)(SLD6b (§ l6 u g y a a rra  £srn£j<£luj 6U65ruL|iii)aa 

£5CT>a G1urrf£l(Bf5 asmLDemiu @ri](g, a i j i l s jp  nSlil®  r^6®r^jiy.aCT)srrLJ (o u u fb p ii  

(SuiLJ 6Ulp6U<565)Sj ^|l^(oLUg)ja@  <2>|06TT (SsUSOTT^li’ 6T65rp ^li^LDU-lfTfr 

(SsusmrrL. (0LD6U sj_6ua(Lpii, LD6rwr s_ 6ua(Lpii 6U655rrijasj g j a a  (H uiunm  

^l6ua6OTT^rr^rfl6BT 6iji$iL6)!fl65)65ru QurbjDrrrr. ^ leutfn jnw ii Lfil@^6urr6\) (Ssusw i^ uj 

(o6U6OTny.iunrij(g s n u p i i  &>6Uff Qa6\jffiS1 ^rr6or Glurring rirflemeusonu g l6 ii6 iirrp  

(ourrfDrfilu urr©^)6i(rfDrTrT.
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“ Qurffsmtib if^a^iunotjib GmsmQissi fbinfr&Oij 

g-(tf$a)itb &.joiQo,ni^iLfGiDSS)ju) s-smi§)$

w ijO iji^ A sm  SDSiJS)9)(Jsif &)6&i Guiuim

!bri)S,isma)̂ sb igm jyiuj j&rnb”  (^fpqo, ui.6imr. 86)

J§lj5j$6m6uu5)6i)£nw j§l6uiT <°>)fT)L|a&ib $0^iii£rrf§l60)UJiqii), ^ )0@ iti161dl_ 

LD60nflLDrr6B)6U6WiLiiL|ii um^6srmr.

^tbm tD iuntP m  U65)i \n\OyS\\

g&SIjb§>n$

@ 0  6iS)a>fDU (Sisrfknff Q6ii6BBTurrftffi6iJ)6Tra QarrsOTTLgj. |§lp^lujLb 

(y)^gyii LQflWTLdilgigi (y tyup  6U6mau!fl6U ^OTmiij^p. |§ld§l6U 100 QfiuerorutraftetT 

2_6TT6iT6iir. 101 2̂>j,6ii§j Qeufiwurr arruLiff QffiLJiL|6Trrrffi6ip,

Qffiijiiierrrraeiiij), @uunri_6u«6D)6TTu urr(S)6uajrr6u Q u p ii uilisbt @6m6u 6T6OTa&i_pLb 

6U6inaiurrguii ^ j60)LDi5p 6Tr6rrp .

Quuj0ai(S«rbfD c'™ “ "(il£;’ ^gm sur^pii ^rbnajumm urn_6uai6TnTffi

^smiurLpeTrerreffr. >&> |§l6inrDUJ6ffrLp, {§l6miD ^gjju6U(y)Gu)

@ti](g) utn_6uai6rrtra a ot. ^6ot Qrc^ffejemfs gl6U6urrp

Q6Uffifluu©^p^)fDfrif.

^LfTASDsmurr ^jfw&rrGrjtfryib

u i_ 0 ib QftfH5* umfiuiGijssfjio o,L/i s_0 fl?6b

6TmuiD!T0> Gg,isoi,£bf sjifuji(Sib f>Ttbiot,mifia,i(fj

f̂SBiq ,  ^ fo ioy  6jm Qib^a, ^ffsuiia,^ (jyfpqg, ui.srm i. 2)

^dinfleinr l6)0^)ilht6u @ 6B)fD«J6B)6Dr̂  <510 Qn>0 rf)fb(gj6Tr(I!6rr Loanig^p 

6m6iî ^ 6iSlL.L^rr6U u)rbfDflJir«6irfT6u ^|6ij6inir«arr6OTr @uj6Ufrp n w p  a_if)6ff>u)U 

un'[rrnl©Lb ^6irni)65r (Lp̂ irff̂ emiu ĵii)6B)LDiLirrrfl6ifr gluufTL.6U jB6or@ 6i5l6rra@ii.

^ isusx isvii o,i&am ^/fjsjr ^fsvm m  j^ssiQummnb 

GuilSTiSU ^0,miGs\} 6ufTrtg)^ST)IDa>pi rf’lTSUSUSU 

Ojiiua,a,(jsb ibi(jfiib 0)6sf Qibi&d'wt ss_shfnsT)L.O)Ojj 

idiuj0)3)1sv m$uO)G3)iu) insDDfyOjj (^ffpqo,. ij7.ffisw .96)

@6ii6Uirp @6mn]6iJ6OTutT6U $rrrr<5 ffirr^6u Q«[T6OTTL. ^LhemiDiurrit ^|6ui7p 

<§)0 a_06u^6m^ft 5>rr6wr G6U6wr(SlLb 6Tecrriu ĵ,6U6i) Glffirr6Tr<$rDrTrT. j£ eT6irmm 

^ ilQ aifrffirarL (Surrp i£ 6T6i i6ij0 6 Ŝl6Trr6i[r 6T6OTU6m0j ^n5)ujmD(S6u ĵ rrcDT
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«^j,iluL.(Su6Br. (§l6orp 6U6mrj'iL|ih j5nw  «rrffror6i5l6\36?n6u. f§l6flflnp ^uu(y.5jajfT6or. 

^CTrrrgyii 2_6or lSIijitctt 6T61J 6̂ 06)51fln w  6T6ora (SaiKSurTfra© pn m  6iSI«wl_ 

Sii.p^fT)@ 6ipfD 6U6B)«uSKS6UgDli) 2- 66T f£l0  2_0fl51flJ)6Br 6T6BT«(gjai 0Srnl[y.UJ0 6 Tr6U

«ri-L_rr(S t̂T? 2L60Tg>| £§|0 2L06UU) 0jfT66T UJITgil 6T6DT 6l5l6OTUJLDnraffi (2ffilL^)60rfDITIT.

'Hisainytiii $ 0 fi_ 0 6 u ib  atdminGfi)

^dfllQJU) ^0^L061i(b AIT6im (̂o«)(S5T-6T63TJQ/̂ (T65T

st61/61^0Gsu,7691 (fjuHS'tjnsin £T<flnL/rrfT0>il0  6jmss}jsin!jj,Ga,m 

5isi/5i/0(SiaiiT ^g<i5î 0 iQL^suib 6j3i) (.^ fipqa>. ui.stsm. 61)

{§)6B)rDfljOT)flrrgi ejirw arrm ru Qurbrurreb stott 6or Q^iuGsusor 6r6onjfl>6fl)6onijLi) 

arup^jiirrff.

“ a.5MT«raTTfja> a>SOTj(5ib stsot irdailiitij*  ^ u tfiq u ) 

ifTSMTSTOTITJ 6T(>OTTSTOT0>0>IT5i) s r s m m f i L f i b  -  s i T s m G 6 m j m  

sjffujniq. sissiQrr)ssi(t)ju) ^ m q iru sum  (P&rrsvGsofr 

oluj^ujimma, ff>nsmu Qurffssi ”  (3\&q<f> un.sism. 85)

6T6®rpii

^151/riJ.Ca. sr(igLffT)uqfh ^  surrCai/ft ib srsiitrjjib 

^swithGa, jTjfrib ^limunsijaj ^svsvuri) - u6Uiia6r)î Giosb 
UIJ0)(TU(oU(1lg 0,(f>lb t̂ 1SUffa»*5i)(AMT6b XfliD^jD(r0Sl/(TA 

Afij.fTuduTib ^T^^fisjrjDjtb ^ stt u(T.fiT«rar. 3)

5T«irpm p6or ^6in-6a)u Qai6rfluu(Sl^p^lrorrDrnr.

jg 'jX iliSD L- )D6WflD[6<J)5\)

@ 0 u p  uiri_6ba6TO6Tra Q®rr60on_gj. aL_i_60)6Tr «661 '̂p6mjD (LpsirgDii), 

Gl6U6florufr i5l6or6pLDrra> (y)«nfD(SiLî  Cl^rri_rrjBp Qaj[r6fl)i_ujn'ftJ

loit60)(>u (Sunm p <g>|66)ii)rE<5g]. (ip^6or (y)^6urr« ffiu _ 60)6rr« CB6ii51 p̂6B)p 

iurrui5l6U um_6u @iua)n61u_|6TT6TT6uit ^ ib 60)ioiLirr(2iriLiiT6ijrrtr. ^ iL ip p  ^rr (§li7L_60)L_ 

ldit60)6u 6T6orp (Sffft^lLprrri' @p60)6ora @n5luilfl®$6orprnr.

^I6ii6ij6u^luj6b 6urrip6iSl6b Qarn^uj p6orurij«6Tr 6un,p pii)60)iDp 

Qurr(igp LDeorjBpfiTrrrrrp @60)p6U60)6or 6uirip^pp6i)

(S6U6wr(5lu).

0 ^. gl60)p6U60)6or LDp6urru)6U (ourrrbn51ffi Qarr6ooriy.0ai@ii) ^jiy.iuirrTa60)6rr

i560or(5lii) i51p6i)fT 6U6oor60flrib a rrp p  @60)p6U6or ^0617 qrA^eorngnm.
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{§). CT6i)6urr (Sifl6Ufra> $ 0  g i j C l a i ( i g ^ ^ l 6iJ)flfr

G lffrrfljflS la G lan r6OTr(oi_ @ 0 u u 6m r a ( 6T5« @  Fr-sw r f§)0 a n y a j f l» 6irffi 

a r r ^ U i i i u i y  c9j06Trgrfl6urrO Tr 6T6B r g y i i  2L iu iti5 ^  ® 0 ^ § j « « 6Tr 

g l f l5g U 6rr ffirr6BOTLJU©^lCTTp6Br.

ty)d,8) ${(I)LJU$a>fW&STT

^jiisw iD U Jfn r {§)6mjD6iif ln 6f l r a  « it6m t  (S6U6T O r© ii 6T6k p  C l« rT 6 5 n riy 0 i5 ^  

f£rjrrra) ^ 6U6W)6U ^ )0aanS l6 ii)6U u5 l6u  sjOT)6u u jrr6U fB L iB gl QflF6or(D6B)L_(B^(Durr§j 

d£rTSjS)] CT)6u a ^ l |g r n r .  ^ iLotjldiliitit ^ l 0 ffljrr6U fiiffim liy .fb@  6Ui5^LSl6nr Qp&)ff>B) 

^ l0 U U ^1 ar5 J® 6 T T  @ ir6mjr6jm _i^ ib  {<^iufbitf)iM6Tr6frirfT. @ ot)6i i  u ^ l ®  ^srom L iiilflF riJt^  

u s j p u  u rr i_ 6u a « D 6Trffi C la r r 6oiir(b)6iT6r r § j .  H ^ n j e j ]  u r n _ 6i{fl6u u m y iu 6u i j p  Q u iu 0 i i  

^ l u u ^ l « ^ 6B )^ u  u r r ® 6u a jr r6u Q u p i i  u i u g u i i  0W0 ) u u i l © 6Tr6Tr6Br. J§ lu u < £ l& rija (o 6Tr

f t r r 6u ^ ^ r r 6u  (ipnifgliLieinflj. «T6or(o6i i ^ r r 6i r  £Lpa>0jS j <£)0 UUf§)a>ii) ffr«nr(SfD Q u iu ir

Q u j i ) p  6I I I B p 6TT6T r p .

@ ^ g U 6TT Q u 0 iDfr«rr ^ i j r a ja L f l iT ^ h u  ^ l0 6 u n -6 u r& ja rrL 6 5 )i_ u

urbnfilu-tLb g l 6mfD6u i T p  Sa.e,§i u fb ffila jib  ffn _ p u u il© 6 T r6 T r6 5 r. LD6o f ) ^ 6O T p  

r£)6TO6Uijjrr6B)m6B)UJiL|ii, @ 6 m f0 6 u ijp  j£)6m6U0>ajaj ^65r«DiD«j)UJigm @ ^ 6nf)6u JglflnnQfiUOTr 

^ © l i  rBi_6irr(y )ii, ^ © a jf f rn iH T ro r  « © a r r © i i  ^ p 5)6i j p £ p ^ i ) f l n 'f D 6ffr.

@ 6m6i i  LD6B fl^  6u r r ip « 6ina i6®)UJ C l^rt51u © ^ p ^ j i ) @ a  «i_n5k j  a 0 S )g ]« £ 66TT 

^ ( S j l i .  ^ l ^ g U 6TT ^ |L b 6B)LDlUmrp ®fQU6D)6D r^  f§lfD(y)lb ffi6l51«Dfi5 rBUJ(LpLb 

@ 6m6O T T ^p  li)6Tf1(T«^l6ffTfD6Dr. @ U U ^l« r5Jffi(6T 5«@  U6UOTT @ J]5)«ftUUL©6Tr6Tr«JT. 

{glanff r5!7Li)L|ft6Tfl6in' Q u iu r ta O T , ^ l6 ro « :« a i0 6 ^ a j6 i f l6 B r  Q u iu r r « 6rr a ^ g j j a a i f l T ,  

^ © ^ I s a r f D  Q u f T ( L g p a 6TT @ O T )ff«@ n5) i j _ |a 6Tr ^ l u u ^ l f t r i j a i ( 6T56TT a r r a n t r a

d£l1_ Si 6tTT IT) 65T.

{Lpsuifyib (jpmGmirtq^

1. u $ a ,  , * ) fo » in r i t j

ClueOTrurrn) g liu aS le in ffu  i_|6U6U(jrr6Tir asrrem naarrguiiaD L D iijn 'ri' su L p ra j^u j 

^ I0 6 u r r6 iir& jf trn l©  ^ l 0 u u ^ 1f f i r i ja 6Tr a _ 6urf>)6u ( y i a ^ ) i i j ^ p 6u i i

G lup(£)65rfD 6ffr. ^ l u u ^ l a  ^ 6mLDu(ou ^ l 0 0 rrffiir f f i b u i L ^ i j p  u rr t_ 6UCT)LDUL|«(a> 

0)63T(i>6IJTrri£lLirTft 6T65T0> Qft[T6TT6TT60rni.

$ 0 <£5rTW  f f iiu iL ^ rT , ^ u u r r ,  a rB fg ijrr, LDrrflraflaffiain'ffffirr (Lpaj6u n w  

m u  sirr ld it rr e i (stf, ld , Q u rf l iu r rL p 6i ir r r t ,  ^ l 0 L D ii je o )a iu r r i^ 6unT f ( i p ^ e u n w
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6B)fiF6U, 6ff)flJ6OTTGU ffLDlLirija6B)6TrLJ UI7UL|fflJ r̂b@lII, £ 6Ur5Ja6TT 

(S ^ rrp ii Qffsrrrp 6ui|lu©6ii^fb@ ii) u6b6urru51ir « a 650Tffiffirr6Br (S^eurrtru 

um_6U«6m6mijii), ^l6ijujuiruiB^Lj urTL_6u®flnffrriLp u ^ la  LDiriSlffl) @wfbn$iL|6iT6Tr60rrT.

2. tf>iruq# QffOJiqsh

ĵLb6mLDiurnrgj ^ © u u ^aftjasrfljp ii), <£|rbi-l<53j ^0ftJjE<5rTfgluSlg}jix)

arrugff Gl̂ iuiLieTr îruuil©6Tr6Tr6Br. {§lih(Lp6mrDiLp ffikjf5ffj(rg] urri_6ua6Tfl6b 

6U)«lLKT6TTUUll(5l6TT6TrCT)^a afrflraT (y)ly.̂ l6DTfO§J. ffliu ^ ^ l)rg j U^I«(ij«6Tr 

^]0<sftflDL«ffirruq srrarCfD Quilijt Qurrjp 6u/B§j6Tr6rr§j.

. . . AimtjOtAui) Guiu
QauiTiu Qaj)0)U?ti) uatajihsusvsDfrii
{fsv&tg GffiijdtJ ^m u io  auja,jsuGrj (&§>& u^a>ib)

....a,(fss)3,s,ihijb Guiiia,m
ufTi_si) ugjfyjio utnputn^LJ (iif61/ijf) iijn&Gw (2^ t b  u$a>w)

Guiu Q&nti) uijsi/m/fifi

'Qfjjiaj ^siniS'Qmti® ^smmf6jnsoa QsdiG<r)J,a}j6vn i 

Gutjtia, d>fr<fjsi) tfrDtb&j £$)

3. umj(jpsj)ff)

'Q«nri)6msi j5irLoGlu(ig^§i CTflrrsj Q^tn_rij(gii) (yja^rbu^laii

rBLUuurr6im_ ersknj uemmf}6u f̂mu)^§j6rrgrr§}.

S&0(9>rrOTr ffiiujBajfr “(o^rr©«nLiLi QffflSliuflrr....” erdrp ajiD p 

(Lp£n)urn_6fl)6U l̂uu6OTT6irafKS6u(SLLi ^emLD^peTreTrrnT. ^]0 6 urrai@gd&mng 

6XL-©u iilir̂ 1uSl6U @uuflraT65oflfb@rfliu f̂r)fiBrT6u {glijrTffiLi r5rrLLa@rt5ligjrfl CTmaj 

^rrLJUil(5l6Tr6Trgj. @ 0 j5 §jii @§j6ii(r (Lprr̂ ^lasTT j§ls36m6ur ffiiidrr rBnril6im_iiSl(S6u(Siu

UITLjl 6U0 <̂ l6OTrO6OTrr.

‘WtLi$iu5k )6ULi....” erme, Q ^nri_rii0 ii ĵiiiOT)LDiLirrrrgj glix6mjTi_rrsij§j

u^lffiii @rBflbffrru u6OTT6rofl6U ^^mr5p6TT6iTffiJ. arB^arr ^ lo§ j (y} îi)um_«D6U 

)̂LJU6ror«5ijfl(o6i)(Siu urrî iL)6TT6TnrrT. ^ I0 6 urrai(5lg j6inn[) ^{glsur 6ji1(PulS1it^ 1hS16u 

Q rT,6Tfl6j u0 ffL61 6\mS) ,̂rjLJULL(5̂ 6TT6Tr̂ j. ^ 65rrr6b @gj6nrr̂ Lp[T^ 1̂aj6iT {gla^eor 

LDmufT LDrT6TrftjQffiSTr6ff)ffrr {glirrraajfglCosoGtij |§l6in6u urriy. su 0^1657 pair ft. 

lurrippreufT'rflrfliiJit miriila) @jB(S r̂r6mi) Qarr6rr6Uif.
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4 . U161J6T13,

®L-i_6B)6rr «ff51^gj6B)rT) (Lpsargniib Q6usiRJTLifr i5)6irg)jiDfr« (y)6®)fD(Siu 

Q^rremL-iLimii ldit«d6U (Surrsafr^j ^OT)Lor5<g {§lLb(ipflorDii5)6u urn_6U 

@ujrbf!5)iL|6Tr6rr6U06Tr (Lp^6ifr«nLDUJ[rsBr6U(t ^|ii6mu)iun'(Sn'. {§l6U6tmr ,£|©<5§)1 ^ u u r i  

Qu0miT65r J g ln ^  iurruiSl6u {§lwfbrf51u46ir6TrflDaja> a n ’flrardilGrDnm

5 . Q0)3) O>(J)0,£J0,0>6TT

s5 jih6mmiun'(5 «@uL5l6Br 6T(Lg^  ̂ ffuiuj (gjrr6UiTft6Tfl«rr urri_6ua6Tf)6u 

^ii)«f)U)Ujrrrf^ii) « 0 ^ g j a « 6 r r  LDfbpii j§)6Wg>J @ 6flpw 6pj«j(y)Lb (SunwfDflnflj 

<fT©^^fT6TTUUll©6rr6Tr6lD^ U6U @l_f5J«6Tfl6U 6BrT6DBT (y)ly.^l6OTfD§J. {§l[£j@ @ 0  

rf)6U6up6inp 2_^rnr6om’U3rrffi« arrsOTrCSurnii.

“^L-ii&smcmunGrrgsijtb 6iio3, îjihi3,iGij68)jib

uL_0 (b Q$$ usmPiuiGjss)iu) - o,i_i a .0 « f6b 

srfflupnra, G3.i6D$$j 6Tifuji®ib £iuHD68iii3,<3,
Sl&nu2)i$J sim Q$^,s»

o m p  ^L06mLflUjrrrt um _, ffiiujB^CirfT

“^L_/f«QJtb 3)SWfsS)jLD 616813jJl$G$iaj 
Q$ii^tf6$jib &_6sjo>y)so Q$i(igQ$(igGsu68i 
a>L.sos,ssTs6 s,60$$ [b&sna....”

ctottu um^iL|6rr6irrrrr. ^ f f l t r p  n ir r s O T ^ a g jja ^ i i  $)0Lflfr<pa>@ii g lsm pgurr^uj 

^ji^(y)iy airgpa>6U  ^ if l^ r ru f l jb p .  @6®r(SpiT uad§)ujiT6U <2)|6Ufli>OTr« «rrgnnigifl) 

CT6rfl^rruSl(i)p CT6orp ^liflM Diuirrr jg ld jfljrrp  uiT©£l6kn)rnT.

{ŝ mrQj $103,(0, 6i6ifG$ iDi6$j3>(3,ib (h!68hip3,68)id,r$ib 
'QfsiiUJ Sisnuuifium s i mtTSir>m ~ ^ssi’DjGioii 
îpson LDfSiuimm îpG6ulig603,ihi3,6ii

Sj,6oi68)6813, 3>ti6miih S I H ( s n b n $ u i . 6 i 6 m .  19)

^ ju u r r  Qu0LDfr(D6®rrr, ^ 6 n r p  f£ l0  ^ r i j a  LDrrOT>6uu_j6TT

GSjtq.3, 3,6881©  Q3,16881 GL-681~ $($
ID 1^601® $1681 (lfi3,68)Jtn
G$ tqJ, 3,6881® Q3,16881 Gl.681 - $<1,
l01ol6Vl® $1681 (ip3,68)JL0
G$l^$ G$Ql.168S110> G$6068)681 6168168)jG6TI
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Go)iqJ. a>s53T(5 Qo,16S5iGl.6si

sTeirrrrx! Qurr^erruL. urrljl̂ leifrfijn'rr. sjflJTgjj sjrrCoOTT QiDffaii)
^J6Tr6IJ5i@ FT-(5)uml(5)L.glJli) BjGBTB)J QnHgflBffCollJ £>6061) Q fB 0 a  6T6BTP

p̂f£lu5lL-(blLb Sh_pii <5)j6Tr61|Si(gj 2L6WT5lf)LDlI|li) gJ6Wf)61JLb QafT6OTny.0JB̂  
ĵiiemLDiurrtT

(UiGm <i)6Û tp53̂ L.(Sr//f>jr 61691 tfij^Go itjsij Qi^^aib 
UJlGbOl if 1) U UjT)JL1L11 691 6T6MI635f $691691 - 1U1$691 ^fd,
6990,imoi &-if$uiiO)0) o,699i699)io,6Qi6ai Qsusmsmfji)(r)
<gjfhw(T/>7f)j<h(d, tin?Gssisin. (^pipqO). ui.6i6m. 7)

CT65TU urr®^«frfD6urii. gle56ffriy.uu6mi_uSl6U ej6ffrp LD6nfle5 u6U6rf6&raj6U)S)ff ailip.<$
am ity. LDrr6irofla9)6urrff«rT Jgl6ii6iirrn)| ^0@<$flrrrDiT[T.

“fUfT(S63T QuilLl 61691 oljb&OVD 6UlllLl 61691 ^f69iqib QuilLJ 
£1̂6911619 6lT 699 691 GlU 691 ^^0,16X9 &.691699691 U o?U]pS\)flSu)
Gs,$69i ^hjpGo, o,ii?tbiS'69i £}g>6iPG6iJ ■/§0)$4,(a,in
W(lG691 ,/) (7)671! Ill ,9[lqGtlJ69t &.699691 6117)0)} &_l)JlOlGl)'

îiCTUD(oUjrr arrgpLh Qurr0 il8>6Tfl6b @«nfD6U6m6ur @dj6ijrrrru arr^^OTrrDfnr.

^H$6U169)J \><h iCdT ^}if),69? 111111691 0,lG691
<91 $  611 fill/ ^fig1 £6917)7 691 0)16691 ~ t9)J!$&6911)
QwiUU&Ul/l)('>ll)'hO)lG691 6lf(fj»l_(T Lilli ^QOtlOLD 
^fUoiUl^^b^lGaOI (^\i)iqO).Ul.616991. 20)

^juuii Qu0 iDrr(o6i5rnr

6pd)Ul i6t,1691(ipu) [6T)1691U ^ U l^ ^ lh  <g>Sl? d'/D/bOf
G6ll$iui G6UO,(tpii) 661ISrT61?iqUl 6̂116991 6tSi6991699)JU) U)6991699)) lh
Goi$llj rb o)<J(6T>d.L_ri ^laTlQJU) 6̂L11J691 0)JUD{£Gujl(t)
^Jyllfin S\. 'bOjiipib ^ 631 £011111)691 (̂1(̂ 0)0)6X96119

6T6BTP ,£j(2f5 a0£irf>l6l)6mLOt5Sj Um_6B)6ULl urrtyiL|6Tr6TrrrrT.

]̂6UQU0LOfT6m' aril 60)06 699IU <SF6B)LIL|L_ ffif7̂ §J6TT6rr Qufbfr5l6WLD6B)lLI
L̂06B)uiiurr(o[rrT gl6ii6urrp urr(5l^l6BrfDrrfT.

“ 6̂3f61/Tri OSlUtlToiifij O.lll6990, 61691 LI1699611 <pj7,10>0)$/l)7)0)
0,69f6UllLl ll)6996X)IL9lhl6990, 0,1699f6b 6169l(p01Ll$ 6990,ufii)lf6996X)ll116V
(ip69TS9lli j^flfTlb <<ip6911)Jlf) Q 6)111) 0)691 DJ ol 37) <¥,11? 69) dp If) 0,0)
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a,6sfsunii a,m6m tflo,6, 60,10,0, 6itb othta>()6m’'

{gKSdg Qurr0 6 TrOT)ii)r££ ^ juutrgj urn_6urmjgti 

svooo,ids& a>L_6\) 0,16990,0, o,iGrji699io,op srw sunssisuGsni 

sirwAsfr Qu^totim  g>ir si?6mmruuw £L6m@ 3\ap  <»&rlc_(2>STTSiS7f 

0,1b6990, asr>L.tqii o,rji,o,iiu 3^0,0,611 sn 0,6993, ahumsu &_mio 

0,006990, ^ j^ u T sc  Quososmoj o*mu^iuu 6iihio,sii o, oujs,Gs91.

6T6OTn5l6ii6U6mffi(Suj ^|ii)6inLDUjrrrT^u) i5 Iott n j i j ^  (Se66urrrr

<̂#liflujrfa6Trrr6b 6T©̂ nwuuLL©6Tr6Tr6in£dB arrOTffrtyn̂ flnrrDgj.

1. ^ s n &  ibjLDLjthsrfsij Quiuiiff>6Tj

“ojjSjOjio 6tna>6>&mm stfsnif g,oijib
&L699if) ĝWP tgsmouumi Qo,^io uoq ... “ (ltpg,i)u$o,ib uim_s\)9) 

gl̂ gU6TT (L(TLbL|«6Tflsar fi&LfilL̂U GluiLKTffi6TT glLLD QurDpOTOTOTr.
2. ^<mffa>o,{if)siS'3>GTP6H Quiuna>sin

000if (P0,10,0,699fj 0,0,69)0. GlUff®
0,(0)699P Orflbojlf 0,061111) 6)̂69)6991 
100,0,61110 0,!fq6990, 6)169169)0, Ql069lGo,!60
i_i0&O.IO (0)L-<ipigii QiDtiji,69)o, . . . (̂ y)o,o)û o,ib. ufTL.si)9)

glUUfTL_6lS1gl]6Tr 13 gl65)flF«ffi0flSlffi6Tfl6i[r Quujrrft6TT (gnJULSlLU 
uil©6TT&rrftir.

“{ipi,£ 'ZyWfJIT (Jpi[)Stf69J @6990 . . .” (UT1._SU 7,10)

“tfsiSlftf. 0,6997000,691 (0,ip6s01lpiUlOUO, (0,igo,691 ^(^6)0 . . .”
(2ii) u£o,tb uol 6o6)

“ uiiq(o)o,o,o,<bi' «IIIQ '9I69HOUU. .” ((tpo,ij iuf,o,ib 11. 

“ l1@ol6)l699f gjlpqib U6990)lipb 0,0)0,10,U U!flD691 ^(JjGlO . . .”

(2ib u£o,tb im  si) 9)
3 . tfsvtfjJif U(i)$lU ofjUJ$a,6TJ
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(y)^6BT(y)̂ 6urTflju 'u6\)6U«Sl’ urrifiu6iiir CTguii Currrbp£pa@iflujftipra 
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Adapting Traditional Themes in Dance-Theatre 

Anita R. Ratnam

Dancing and acting are one and the same art. They are but 
the rhythmical movement of the human body in the space, caused 
by the creative impulse to represent an emotion by the expressive 
means of one’s own body, and with the intention of pleasurably 
releasing this inner drive by setting other people in the same or similar 
rhythmical vibrations. When one trains in the tradition of classical 
Indian dance, one unconsciously shapes one’s body and mind into 
that of an actor. To play a variety of roles simultaneously on the 
stage, which a dancer does as a natural process of learning and 
performing, comes closer to the concept of 'theatre’ than 'dance’. 
After all the word 'natya’ itself denotes theatre. Dance is qualified 
in Sanskrit as 'nritya’.

For the purpose of this session and keeping in mind the erudite 
audience that attends, I will elaborate my ideas of how the worlds 
of dance and theatre unite in my choreography. Taking three examples 
from group and solo works, I will attempt to explain how the ideas 
of theatre, the art of suggestion, the power of minimalism, the strength 
of silence, the inclusion of spoken words and Vedic chants, the 
contrast of natural movements juxtaposed with the stylization of the 
classical technique and the use of certain props and materials designed 
specifically for the purpose enhance the vision of my choreography.

As we live in a new century and engage with the coarseness 
of everyday life, the beauty and nobility inherent in our ancient arts 
are all the more vulnerable. The invisible and insidious currents that 
run through our lives seek to destroy the possibility of imagination, 
abstraction and the power of ritual. Today the theatre of trouble, of
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doubting and of alarm seems truer than the theatre with a noble aim. 
The dancer, actor and choreographer search vainly for the sound of 
a vanished tradition and critic and audience follow suit.

We have largely forgotten silence. It even embarrasses us and 
we clap our hands mechanically and shift uncomfortably in our seats 
because we do not know what else to do, and we are unaware that 
silence is also permitted, that silence is also good and that most 
importantly, silence is part of the performance structure.

In theatre, silences are not uncommon. The pauses between 
dialogue, the entrances and exits of actors or dancers invoke silence. 
But in Indian dance, we do not have, in fact we never have absolute 
and total silence. The sound of the drone or the tambura is always 
there in the background, filling the space and time with its vibrations. 
Natural movement juxtaposed with stylized formalism makes for 
interesting contrasts and adheres to the principle of two sticks rubbing 
together. In classical dance, we are already used to the idea of Dance 
Drama, but if the principles of theatre are truly applied they can 
create many interesting forms of combustion. Contrasts, individual 
movements at various levels instead of all the dancers doing the same 
movement in multiples, the stage space used and 'blocked’ like a 
director would do in theatre without the frontal proscenium obsession 
with classical Indian dance of today-all these make for the stuff of 
interesting viewing.

In working with the idioms of dance and theatre and knowing 
that the source and textual material for my work would be from 
traditional texts, I had to set out to create a world where the 
experience of dance and theatre would meet, sometimes collide, may 
be provoke but never bore. In the ideas of theatre I found the 
possibility of a new form which could be the container and a reflector 
for my impulses as dancer, actor and choreographer. This search
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would revisit old ideas embedded in the classical texts and reshape 
them for myself and for the audiences of today. Essentially all dancers 
and actors work alone. They share the solitude and the vulnerability 
of creating and making critical choices in total isolation. The audience 
also needs to make a leap in choice and judgement when they view 
new images and suggestions. After all, Bharatanatyam is supremely 
qualified as the example of suggestion and abstraction by a solo artiste. 
The whole world of ideas and a host of people and their mannerisms 
can all be suggested by a flicker of an eyelid, a flourish of the hand 
and the attitude of the body. However, the classical dance framework 
does not allow for a juxtaposition of images in a different rearrange­
ment of sound and silence.

My first example is from Gajaanana the story of Lord Ganesa 
in which in the first scene Parvati combines the sweat and dirt from 
her body with the mud and essence of the earth to create a young 
boy-child. Using the idea of clay being shaped into a human form, 
the ensemble will use natural and stylized movements along with the 
traditional 'chof of Bharatanatyam to visualise the physicalisation of 
the human Ganesa. Starting with near silence and no specific tala 
structure of time cycle like a kala pramanam, this section uses the 
idea of multiple levels, diagonals and circles in the choreography. The 
idea of center stage is broken initially with no movement taking place 
in the customary center spot. There are no lyrics and the entire act 
of creation is conveyed through the energy of the movements and 
the sound of the ganjira.

In another section of the same production, the elephant head 
is placed atop the body of the dead boy-child. Siva blesses this new 
form and Ganesa is reborn. The use of Vedic chants uttered by the 
dancing ensemble themselves wrests the 'voice authority’ from the 
traditional dance orchestra and invests the performers themselves with 
the dual role of dancer and actor. By actually uttering the syllables
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to which they move, the dancer-actor empowers herself/himself with 
the choice of sound and movement. The elephant head of Ganesa 
was specially designed by using Tamil mat-weaving techniques and 
adopting them for the creation of stage props including the backdrop 
and the accessories worn by the ensemble. The process of chanting 
and dancing required training and took a long time to coalesce into 
a smooth whole. The use of breath employed in dance and in acting 
is totally different. These days, dancers are rarely trained in this aspect 
of voice and singing unlike classical dancers of yesterday who were 
experts in the music traditions to which they performed.

Once the chants are complete, the space is then punctuated 
with a traditional dance 'kavuthuvam ' praising Ganesa. The central 
motif of the dance cluster is kept immobile for the entire duration 
of the kavuthuvam except for the gentle swaying of the elephant 
head.

When one uses Sanskrit, Tamil, drum syllables and sounds 
familiar to our ear, the cadence and the process of cultural memory 
reassets itself. Sanskrit, Tamil, Telugu, Carnatic music - these are 
part of a soundscape which is recognizable. What happens when we 
change the formula and introduce the idea of 'rap beats’ to Tamil 
lyrics or the concept of softly spoken whispered 'chollu’ to movement? 
What if the language itself changes to English? How do we translate 
traditional ideas on the stage within the framework of a creative effort 
using dance images with the vibrations of a language alien to the 
classical movement traditions? The next excerpt is from one of our 
recent productions called Daughters o f the Ocean which is a stage 
adaptation of a contemporary book. Delving into the myths of the 
three pan-Indian goddesses Durga, Lakshmi and Saraswati the 
choreography involves contemporary story telling in the tradition of 
'katha Intermingled with creative movements culled from extensive 
improvisation and the classical 'tala’ system of Bharatanatyam, the
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work will not show the classical dance imagery of the three goddesses 
normally seen in Bharatanatyam. Instead their qualities will be 
enhanced and imaged - the focus, strength and energy of the arrow 
to denote Durga, the abundance and auspiciousness of Lakshmi and 
the creative flowing stream of Saraswati. The idea of abstraction 
is used in the power of suggestion and the open canvas of opinion. 
We will begin with Durga \yho is envisioned as Yoga, as sharp and 
direct as an arrow who was created for one single purpose and who 
never wavered from her goal. To annihilate Mahisha was why she 
was created and destroy him she did after a long and bloody battle. 
The images of an arrow, of strength, of force, of directness and of 
a goal are what we use in this section. Immediately we follow with 
the section of Lakshmi who emerges from the great milky ocean 
after the great churning. To see Lakshmi is to feel peace, auspicousness 
and calm. The quality of awareness is what we have sought to bring 
out which meant an awareness of each other as dancer/actors. In 
both sections the idea of symmetry is abandoned for a more 
improvised and individual approach. Each dancer does a series of 
movements only keeping a space pattern ip mind. Each time the 
choreography is different except that we all know where and when 
we have to bring the images to a conclusion. After Lakshmi we 
move right into the section on Saraswathi who was once a river 
and who now flows silently underneath the surface of the earth. 
Saraswathi the curious goddess who always questioned was cursed 
to become a river and she flowed in so many directions that even 
Brahma could not keep track of her movement. Here the idea of 
tipping the balance, of a river flowing ceaselessly all the time and 
leaping towards its final goal are explored. The story telling sections 
were created after the dancers came up with a set of movements 
to the adi structure of 'avartanams’. They were then arranged in 
patterns and the spoken sloka device was reintroduced. The use of 
the prop like an ocean drum while narrating and the theatrical device
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of the narrator / actor saying the rhythmic syllables to control the 
dance movements invests the performing group with the power and 
ability to create their own rhythm pulse and desired effect. In fact, 
the absence of the regular dance-orchestra compels the movement 
and the action on the stage to be even more forceful and arresting 
since there is no accompaniment to either distract or compensate 
for weak choreography.

In the final example, I will use an excerpt from one of the 
latest productions Nachiyar, the story of Andal. In the last verses 
of Andal’s yearning for Sri Krishna, she is desperately irrational and 
surprisingly erotic in her imagery. In the traditional mode of research 
and choreography, I would have used several ragas to enhance the 
pathos that Andal felt and emote like the classical Bharatanatyam 
dancer would. Instead, I have chosen to use silence in its complete 
sense and the presence of an actress who would be my 'voice’ for 
the section. Without any tambura for registering the scale, Revathy 
Sankaran uses the power of the Tamil language without any 
appendages of music and tala. The use of language in its spoken 
form and Andal’s response to her in the space is what gives this 
section a real meeting of the worlds of dance and theatre.

Theatre is the art of the fulfilled moment. If we accept life 
in the theatre to be more visible and more vivid than the outside, 
then we can acknowledge that it is only through the actor-dancer 
that the act of reducing space and compressing time creates a 
concentrate.

The idea of dance-theatre or the word itself was coined in 
Europe in the seventies to describe the work of radical choreographer 
Pina Bausch. To unite the worlds of dance and theatre is not a unique 
concept in India. It was the tradition of dancers to sing and perform 
simultaneously. Actors on stage could sing and enact their dialogues 
as well. In this way, contemporary Indian dance and theatre are
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actually moving closer together to unite in the holistic version of 
'natya’ or total theatre. While these labels concern choreographers 
and performers little, they seem to be more and more necessary for 
the audiences, the media, presenters and funders in order to 
understand and describe the work. While Indian audiences are familiar 
with the term 'dance-drama’, which represents an ensemble work 
on a thematic subject, the idea of 'dance-theatre’ is often unclear 
and blurred.

Due to our unbroken history of iconography and imagistic 
expression, the Indian / actor / dancer has a much more difficult 
task in sifting through the layers of theology, religion, ethics and 
cultural constructs of the received tradition. To dissect the sophis­
ticated movement framework of classical dance in its interrelation 
to space, time and energy is not a simple exercise. To experiment 
with the aesthetic possibilities inherent in the elements of the classical 
movement, to think of time not just as beats and patterns, but a 
dimension of movement that could be projected or diminished, to 
acknowledge that movement itself has no traffic with morality and 
does not yield to logic-these are some of the challenges that face 
the worlds of Indian dance-theatre today. The mind is also a vital 
muscle in this process. Finally, when a movement succeeds, neither 
the mind nor the body is separate. O
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Akkamahadevi as a Saint Singer of 
'Virasaiva Cult’

Dr. M.B.Vedavalli

In the history of Indian literature, Kannada has a long and 
continuous literary tradition staring with the work Kavirajamarga, the 
earliest available work of 9th century, A.D. said to be the work of 
Nrpatunga, the king of Rashtrakuta dynasty who reigned from 815 
A.D. to 877 A.D. (also ascribed to SriVijaya a court poet of 
Nrpatunga). It is a work on poetics and refers to many literary works 
in Sanskrit and Kannada, written earlier to this period proving the 
antiquity of Kannada literature.

About 11th Century A.D. a new chapter begins in the history 
of Kannada literature when vachanas, a kind of poetic prose of 
virasaiva saints came to be composed. It was a spoken language 
and came from their deep experience spontaneously.

It was a time when there was social inequality. There was 
a tussle between Hindus and Jains. The common people went after 
many gods and ignored the principles of life. It was at this juncture 
that the vachanakaras gave the message of equality, belief of one 
godHead and strict morality.

In the middle of 12th Century, Vachanas as a form of expression 
attained its maturity. The vachanakaras of this period like Allamaprabhu, 
Basaveswara, Akkamahadevi and others exerted influence on the 
minds of the people and brought radical changes.

The main aim of the vachanakaras was to preach the tenets 
of virasaiva cult and so they used the spoken language and their 
style was lucid. The vachanas were the spontaneous expression of 
their deep experience.
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Many of the vachanakaras have used the word 'hadu’ (i.e, 
song) in their vachanas. Therefore vachanas are referred to as Gitas. 
Moreover in the vachanas many of the features of the later 
compositions are seen. Firstly the language of the common people 
used by the vachanakaras inspired later Kirtana composers like 
Purandara Dasa, Kanaka Dasa and other composers of dasa kuta 
to adopt this style. Secondly the presence of literary beauties like 
prasa, anuprasa etc., found in the vachanas have become an important 
aspect of kirtanas and kritis later. Thirdly the origin for the concept 
of different angas like pallavi and charanas can be traced to the 
vachanas. In many vachanas the first line gives in concise form the 
idea of the whole vachana. Fourthly the vachanakaras have used 
their ankita in their vachanas which enable us to identify the 
composers just as we find in later compositions. Thus the vachanas 
may be said to be the precursors of later compositions.

Regarding the theme of the composition there are vachanas 
on various themes like devotional, social and moral themes etc., There 
are also vachanas depicting adhyatmaka Smgara- wherein God is 
considered as Nayaka and the composer as Nayaki. Among them 
Akkamahadevi is one of the brightest stars and she stands out as 
a great saint singer.

Akkamahadevi was bom in a village called Udutadi in 
Sikharipura Taluk, Shimoga District of Karnataka. It was a place 
where there were many Siva temples and many Siva bhaktas lived 
here. Moreover it was the motherland of guru jangamas.

The parents of Akkamahadevi Nirmala Setty and Sumati were 
great devotees of Siva. As per the tradition of virasaiva cult, the 
child was blessed with vibhuthi, Rudrakshi and linga by guru 
Chennamallarya and was named Mahadevi.

Mahadevi was brought up with great care and affection by 
her parents. She used to go to the temple of Chennamallayya along
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with her parents daily and offer puja to the Lord. Day by day her 
devotion to Mallayya increased.

She used to feel that Lord Chennamallayya was all alone in 
the temple. She tells her mother that He is a paradesi. He has no 
parents to provide Him with all comforts. There was nobody to feed 
Him with milk and fruits, to clothe him and to apply vibhuti. But 
her mother used to convince her by saying that He himself is the 
protector of the whole world, the creator, and a guru for everything.

Days passed by. She was taught Sanskrit, Kannada, Veda 
upanishad, Agama, puranas and Vachanas of Saranas. She herself 
started composing Kavyas and Kavanas and used to sing them.

Gradually her love and affection towards Lord Mallayya 
increased and she began to think that He belongs to her only and 
that He only would be her husband.

Everyday at dawn as soon as she wakes up, she thinks only 
of Chennamallayya and awaits His arrival by placing a seat to place 
His feet and putting up the canopy as expressed in the following 
vachana.

Raga : Bauli-Vrutta

Udayadaleddu nimma nenevenayya
Nimma baruva hadutirpenayya
Hase bandaravanikki nimmadigafigedemadi
Kondippenayya chehnamallikarjuna
Ninavaga bandihe endu

In another song she says that she always remembers Lord 
Chennamallikarjuna and requests the Lord to show his loveliness by 
calling out to her saying “Come here my child”. She says that “just 
as an elephant which breaks from its herd remembers his mountain
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home, a caged parrot thinks of its own kith and kin, I remember 
you Oh! Chennamallikarjuna.

Raga : Hindola Tala : Adi

Hindanagali hidivadeda Kunjara tanna
Vindhyava nenevqnte nenevenayya!
Bandhanakke banda giliyu tanna
Bandhuva nenevahte nenevenayya!
Kanda ninitta ba endu karedu nimma
Andava torayya chennamallikarjuna

Her intense devotion to Linga infused her parents to make 
arrangements for performing “linga diksha” by Gurulingadeva.

The guru placed on her palm an Ishtalinga and said it is the 
abode of Chennamallikarjuna and asked her to offer puja to it with 
pure devotion and the guru preached her all the tenets of virasaiva 
cult.

Day and night she used to meditate upon Siva and would forget 
her existence. She says in the following vachana. “Oh! Lord Whether 
you listen to me or not, I cannot help but sing in praise of you; 
whether you like or not, I cannot help but worship you; whether you 
love or not, I cannot help embracing you; whether you look at me 
or not, I cannot help but look at you. Oh! Chennamallikarjuna by 
worshipping you, I enjoy my life.

Raga : Pantuvarali Tala : Adi •

1. Ayya ni kelidare kelu JFeladirdode manu 
Naninna hadidallade sairisalarenayya

2. Ayya ni olidare oli oliyadirdode manu 
Na ninna pujisidallade sairisalarenayya

3. Ayya ni mechchidare mechchu mechchadirdode manu 
Na ninna appidallade sairisalarenayya
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4. Ayya ni nodidode nodu nodadirdode manu 
Na ninna nodi haraisidallade sairisalarenayya

5. Chennamallikarjunayya na nirnma pujisi 
Harushadololaduvenayya.

All the people around her asked her if she prays Lord to secure 
a good husband. She replies them saying that Mallayya has captured 
her mind and she would never pray for another person to be her 
husband.

She adds that she had a dream wherein Lord Siva came as 
a Gorava (bikshuka). She saw rice, Areca, palm leaf and cocoanut 
in her dream. Siva came as a beggar with his pretty locks and white 
teeth and asked for alms. As he passed by heedlessly, she followed 
Him and caught his hand. The moment she saw Him she woke up.

The following vachana gives the description of Chennamallikaijuna 
who appeared in her dream:

Raga : Nadanamakriya Tala : Chapu
Akka kelawa Akkayya nanondu kanasa kande 
Akki adake ole tenginakaya kande 
Chikkachikka jadegala sulipalla goravanu 
Bikshakke banduda kandenavva 
Mikku tniri hohana bembatti kaividide 
Chennamallikarjunana kandu kanderedenu 
She further says that He is a jatadhari, chandramouli, 

rundamaladhari, nagabharana. He has a damaru and trisula in his 
hands, has an eye on the forehead. She feels like seeing him always 
and be with Him for ever.

She adds when she has Paramasiva as her husband she cannot 
think of anyone else. Next she describes the qualities of Siva whom 
she thinks as her husband, in the following vachana :
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She says The Lord is immortal, blemishness, formless 
handsome, fearless, beyond dissolution, peerless and infinite. All the 
other men are naught to me.

Raga : Bhairavi Vrtta
Savillada kedillada, rupillada cheluvanganolidenavva Ede 
illada hade illada terahillada kuruhillada cheluvange 
nanolide

Ele awagalira ninu kelu taye, Bhavavillada bhayavillada 
nirbhaya cheluvangolide nanu

Kulasime illada nissimacheluvange Nanolide, idu karana 
channamallikarjunanemba Cheluvagandangolide

I  sava keduva gandanoydu oleyolagikku ele awagalira

Akkamahadevi when she was 16 years old grew up as a very 
beautiful girl with all good qualities.

The king of that place named Kausika, once when he was 
returning to his palace after vihara with all his paraphernalia, happened 
to see Mahadevi standing in front of her house along with her friends 
to witness the procession. The king enamoured of her beauty, fell 
in love with her and wanted to marry her. He sent his minister to 
convey this message to her.

Mahadevi was shocked to hear this. She was under the 
impression that a king was the protector of his citizens and the king 
was considered equal to God. The minister also told Mahadevi that 
if she does not agree for this she would be imprisoned.

She was not at all willing to marry him. But she thought that 
her parents who were already old, might die if she bluntly refused 
to marry him. She said that she was prepared to marry him on three 
conditions viz.,
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1) She being a devotee of Linga and lingadhari said that the 
king' should become a devotee of Siva.

2) She should have freedom to offer puja to Linga whenever 
she desired. She said that whatever she does is for the sake 
of Linga.

3. Thirdly services should be rendered for jangamas always 
for which money should be offered to them from the 
treasury.

The king did not take these words seriously. He thought that 
she would change her mind later. He agrees to all these conditions 
and marries her.

After coming to the palace, Akka spent her whole time in dong 
linga puja and performing services to jangamas. Thus the palace 
turned into a temple. Jangamas started coming to the palace in groups 
to receive her services. This went on for many days and months.

The king made many attempts to divert her mind from 
Chennamallikarjuna to the worldly life but in vain. Once the king saw 
a group of jangamas coming towards the palace. The king sent them 
out. Mahadevi got wild and said that she would not stay any more 
in the palace and left for Kalyana in Bidar District where Basavanna 
had established a Mantapa to propagate the principles of Virasaiva 
cult and eradicate the distinction between rich and poor, men and 
women.

This anubhava mantapa was the centre of all the activities of 
saranas, Social, religious and spiritual problems were discussed here. 
Siva saranas from different parts of the country used to take part 
in discussions.

The king heard about Akkamahadevi’s departure from his 
palace, now realised his folly and requested her to go back to her
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house and said that he would be losing a precious gem, if she leaves 
the place and asked her to make the place sacred by placing her 
feet in her native place itself.

She did not listen to his words. She advised him to follow 
Sivadharma and protect the citizens as his own children and also 
to become a devotee of Siva. The king prostrated before her.

Akkamahadevi came to Kalyana and met Basavanna. The 
sound of Jagate (round disk) coming out from the house of Sivalinga 
bhaktas and the name of Basava being recited by the devotees were 
real treat to her. There was no distinction between old and young, 
men and women. She prostrated before Basavanna.

While she was entering the “anubhava mantapa” to test the 
purity of her mind, Allamma a jangama, said that if she wanted to 
be in the company of saranas and participate in the anubhavamantapa, 
she should tell where her husband was.

She replied saying that her marriage was performed with 
Chennamallikarjuna in a mantapa, the floor of which was made of 
emerald, pillars were made of diamond, the festoons were of gold 
and the canopy was of coral. All the saints who found her a fitting 
bride groom namely Chennamallikarjuna were her parents and hence 
Chennamallikarjuna was her Lord.

Paccheya nelagattu kanakada torana vajrada kamba 
Pavalada chapparavanikki maduveya madidaru 
Emmavarenna maduveya madidaru 
Kankana kaidhre sthira seseyartikki 
Chennamallikarjuna nemba gandigenna 
maduveniadidaru

After some time she left for Srisaila in the Cumool district 
of Andhra Pradesh to be united with Chennamallikarjuna.
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Allamaprabhu directs her to Srisaila. He says Kadalibana was 
on the top of the hill called Trikuta. There was a Kadali in which 
there was a jyoti. In that guhesvara linga she would get paramapadavi.

On the way to Kadali she sang vachanas depiciting vipralamba 
sringara. These songs express her yearning to reach the place. The 
agitated mind is standing on its head, the breeze which gently blows 
like a flame, the moon light is hot as sunlight.

She says that she was struggling like a person who would 
collect tax going from door to door.

Raga : Punnagavarali Tala : Adi

Kalavalada mana talekelagadudavva 
Sulidu bisuva gali uriyadudavva 
Beladingalu bisiyayitu keladi 
holala Sunkiganante tolaluttihenavva 
Tilidu buddhya heli karetarelagawa 
Chennamallikarjunange eradara munisavva

Next she describes Chennamallikarjuna as “A person who has 
golden hairs on his head and above it the moon, a snake and kama 
kundala adorning his ears and a garland made of skulls round his 
neck. Please ask him to come to me if you find him. The eyes of 
Govinda are on his toes which is his identification mark”.

Holeyuva Kenjadeya mele ele veludingalu 
Panimani karna kundalava nodavva
Rundamaleya komalagaruvana kandare omme barahelavva 
Govindana nayana ungutada melippudu 
Chennamallikarjunana devana kuruhavva

She wanes and withers in the fantasy of love. Infatuation has 
driven her mad, yet she trusts him she tries to catch him but she
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is unable to do so. If her Lord Chennamallikarjuna does not take 
her she would be helpless.

Raga : Sahana Tala : Adi

Kamisi kalpisi kandi kundidenava 
Mohisi muddisi maruladenawa 
Hidivenendade hidige barnavva 
Tadevenendade miri hihanavva 
Chennamallikarjunana Kanade 
anerendariye laye.

She passed through the dense forest day and night all alone 
forgetting her hunger, sleep and tiresomeness. Thinking that 
Chennamallikarjuna is there amidst trees, creepers, she addresses the 
mango tree, cuckoo, the moon light and asks them to take her to 
his abode if they happen to see the Lord.

She addresses the parrots producing sound as chilimili, cuckoos 
which sing with raised voice, bees that dart from place to place, 
swans which frolic in the lake, peacocks sporting over hills, and asks 
if they have seen Chennamallikarjuna and tell her where He was. 
The following vachana reflects her vipralamba smgara and her anxiety 
to see Him.

Raga : Nadanamakriya Tala : Adi
Chilimili endu oduva giligalira nivu kanire 
Saravettipaduva kogilegalira nivu kanire 
Eragi bandaduvathumbigalira nivu kanire 
Kolanatadiyoladuva hamsagalira nivu kanire 
Girigalaladuva navilugalira nivukanire 
C/iannamallikarjuna nellihanendu ballode nivu 
helire nivu helire



At last Akkamahadevi reached Kadalibana and in a cave at 
Kadalibana she sat and offered pooja to the Linga. She meditated 
upon Siva forgetting herself. Her eyes were concentrating on Siva 
linga. Suddenly a jyoti emerged out of the linga in which Lord Siva 
revealed his nijasvarupa. She was overwhelmed with joy. Tears of 
joy rolled down from her eyes. The Lord stretched His hands and 
took her into his arms. Thus Akkamahadevi attained Siva sayujya 
and became one with God.

Thus Akkamahadevi is one of the bright stars and she stands
out as the great saint singer. In the uniqueness of her personality *
and greatness of her utterances, she is unparallelled. She is one among 
the pioneers in blending lofty spiritual experience with spontaneous 
expression through vachanas. Her intense devotion to 
Channamallikarjuna who was her true love enabled her to be united 
with Lord.

Just as Saint Andal, one among the twelve Alwars, a sincere 
devotee of Lord Krishna and who resolved that she would marry 
none other than the Supreme Lord Vishnu and united with Lord 
Ranganatha Himself, and Saint Mira of Rajasthan, a devotee of Lord 
Krishna who renounced the world and went to Dwaraka and fulfilled 
her desire of uniting with Lord Krishna, Saint Akkamahadevi, a 
virasaiva saint united with Lord Channamallikarjuna of Srisaila.

Her songs are spontaneous outbursts of her longing for the 
divine. O
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Lesser known composers Post-Tyagaraja Period

K. Seshadri

This article deals with lesser-known bom on the Telugu sail 
in a selective manner from Swarajathi to Kruthi. There are more 
than twenty five composers, themselves seasoned connect artists, 
while certain are well devoted teachers. However there is the 
continuity of composing format from generation to generation in 
Andhra desa. Though not chronologically, mention may be made of 
the following.

Sarwasree

Toomu Narasimhadasa (Guntur), Rallapalli Krishna Sarnia 
(Tpt), Prayaga Rangadasa, Kocherlakota Ramaraju (Thatipaka), 
Dhanuvakonda Subba Rao (Ongole), Tirupati Vidyala Narayana 
Swamy (Tpt) Parupudi Chalamaiah (Rajamundry) Munuganti Venkata 
Rao (Kakinada) Paptla Kanthiah (Ongole), HariNagabhushanam 
(Machilipatinam) Ogirala Veera Raghava Sharma (Kowuru) Piratla 
Sankara Sastry, Mulugu Sivananda Sastry (Tenali) Mulukutla Siva 
Sastry (Tenali), Bankupalli Lakshmana Sastry (Srikakulam), T.N.C.V. 
Narayanacharyulu (Guntur), S.S. Rajasekharam (Bapatla), Vinjamuri 
Varadaraja Ayyangar (Guntur) and later days in Madras.

Among the living composers Dr. Sripada Pinakapani (Kumool), 
M.S. Balasubramanya Sarma (Ongole) Annavarapu Ramaswamy 
(Vijayawada) Vasa Padmanabham (Hyderabad), Pappu Someswara 
Rao (Hyderabad) Kollegal Subramanyam ((Hyderabad) N.C.H. 
Krishnamacharyulu (Vijayawada) Nookala China Satyanarayana 
(Hyderabad).

Each composer has his own style of composing in different 
Ragatalas and of course we find compositions even in rare ragas 
and talas.
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Paradoxical though it may seem, no reliable record is available 
about the past composers and ofcourse very less is some how 
gathered from resource persons and books available and the same 
is presented before every composition is taken up.

Sri Toomu Narasimhadasa is a great devote always in 
Tadatmiya, singing the greatness of Sri Rama. His bhairavi krithi 
“Doravala Guruchunnadu - Badragirishudu” and “Ramanamama 
Jeevanamu” in Harikambhoji are very interesting.

When Narsimha Dasa visited Tyagaraja in 1821 he composed 
a sisa padyam. That is as follows :

Kevalananda Sankarthanamu Vinti 
Bhavasiddhiyu Suddhabhaktiyu ganti 
Bhaktulu sishyulu balisikalvaga ganti 
Vangmadhuree vaibhavamtu ganti

Meaning : I am fortunate, I heard the soulful rendering brimming 
with musical attainment.

Rallapalli has set 100 tunes for the Annamacharya Sankeertanalu. 
He is a great scholar in poetry, Music and allied Arts. His famous 
tunes are Brahmakadigina padamu (Mukhari) and Alarulu kuriyaga 
(Sankarabharanam).

■ Kocharlakota Ramaraju is a another Ramabhaktha who authored 
'Sreerama Keerthana Kamamruthana’ in Telugu is very widely 
known. Among the popular songs the Bilahari Raga kriti has verve 
and flair. His swarajathi “Balakrishna Mohana Paramabhaktha 
Pavana” in Mohana is very attractive and appealing flow.

Svarajati Balakrishna Mohana Mohana-Adi (T.gati)

P S d P d  P g R , I g a p G r G r S , II 
Bala krishna Mohana I Parama Bhakta pala na
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D s r G  S r g P  I d R d S  p D  g p d l l  
Sri ramana Sowryaghana I tripo ka pa lana suguna

C S g R r  s d S S  I r r s d S  p D  g p d l l  
NandaGopa sukumara nalinadata yatha kshahari II

2. g g  R g (g P P ;  I d d p g  p d  S S S II 
Muni manasa hamsa muninutha bahu Santhosha

r S g r s  d S p d p I g P  r g r  s R g p d l l  
ghana ghanaya muna priyada rshana Aghahara na sarany

3. P d p g r  G p g r s l  r g P P D  p g p d 
Sundaramukha mandharagiri dharagovin damurahara

P D s ' s ’ r’ r g ' g  r r I r ' S  r s 3 p P g p d 
Brinda raka niva sana Bahu puranapuru sha -Radhanutha

4. S ; r s d ’s p d g p  I D ; s d p g r g p d  
Sa maju thaya haramura lee dhara sadayahridaya

s d s ’p D  g p r g p d I S s  D P  g g r g  p d  
sarasi ja  na bhamaravinuta Rama raja vinitha sadayo

s r G r s  d s R s d  I p d S S  D p g p d  
Vara venkata gurupoojitha I paramardha prakrithi vahita

g f r ’ g r r  r ' d d s  p p l d g g p r r g s r g p d  
Amara . pada Acha ta jada Asama .nagha Asura harana

Dhenuvakonda Subba Rao, again a composer of depth. His 
Tilang kriti is a well known one. T.N.C.V. Narayanacharyulu (Guntur) 
was a verstile vainika and musicologist and was very much associated 
with Madras Music Academy. He has edited “Gandharva 
Vedambrutham Annamacharya Swara Kusumanjali”, Padmavathi
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Nakshatra Ragamalika and Ranganadha Keetanalu etc., His compo­
sitions are quite appealing.

Dr. Vinjamuri Varadaraja Iyengar, my guru was a senior concert 
Artist - composer. His popular Javali in Manirangu is a famous one. 
Mulugu Sivananda Sastry (Tenali) was again a minor composer his 
popular kriti in Arabhi “Tyagaraja Gurudeva is touching.

Mullukutla Sadasiva Sastry was a senior Kalakshepa Vidvan 
under traditional music teacher. Performed several discourses on 
Ramadasa Tyagaraja Thumunarsimha Dasa etc., Now his Ritigaula
kriti on Ramadasa is fantastic to listen.

Raga : Ritigaula - Tala : Rupaka

P, M , pmgrs II s n N n s  , s n II
Ra ma da sa ma - sraye sri

s g r G M II gm PM pmgrgm II
Rama bhakta se . va kam . sri

N , n dm gmgrS II n s g r N  S ,  s n l l
Ra . ma da sa ma . sra ye sri

s g r G m II n n s n d  m G r g m
Ra . ma bhakta se . ka Kamsri . .

Next, Ogirala Veera Raghava Sharma a staunch devotee of 
Parashakthi and has composed nearly 150 kritis many in Vilambakala 
and full of gait. His Sri Gayathri Devi Sanathani in Valaji raga 
set to Aditala.

Coming to the present composers the name of N.C.H. 
Krishnamacharyulu is highly admirable. A Sanskrit scholar critic, 
Harikatha writer and a senior violinist served Vijayawada Akashavani 
for nearly 4 decades. His kritis are brimming with Sahitya
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embellishments and music Heights. Among his popular kritis Nataka 
priya and Vasaniha krithis are regular concert pieces.

Sri K.V.N. Sastry another Sanskrit scholar and violinist in 
Kumool has several compositions. Among them in Navarasakannada 
and Gowri Manohari kritis. The sahitya is simple and the Music 
is touching.

Raga : Navarasakannada - Tala : Adi

P I; p P p S* N ndM I M g MgR I S ; m g g r II
Kanakadurga mma . Kanikarin chu ma.mmu.

j; p P p S N ndM I n D m P s n d m g m g r II
Kanakadurga mma Kanikarain

JI g M P s N ; N ; I , g M G r I S ; n d m g II
Kaitya Nee Ka ma la lo cha , ni

A.P ; p D p P S ; p s G I , g M G r I m g g r S S II
Vanajabhava . . di Vandhitha s .va . priya

; s R nD M P S; I , s ’N d M I g m g r g r Sll
sanakadi vinutha sarasaga nara si .ka

C. ; p P p P  s ’n D M ; I ; p M g R I S r ' s  m g g r II
Dharalona sree Vijayapu ra mu. na

; p S n D  p s G  I ; g M P , I s n D M ; II 
velasina devi mamuga vaga nu

And the kritis of the paper presenter, Seshadri the kritis in 
Kalyana Vasantam and Khamas are to be taken up and the Garbha 
kriti which has a new compositional technique adopted - a thing of 
appreciative value.
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The Contribution of Women to Harikatha with 
Focus on Gayahapatu Kirtana patu 

Sint. C.Saraswati Bai

Dr. Prameela Gurumurthy

In early 1930’s Smt. Saraswati Bai has herself written three 
articles (In Tamil) in the Journal of the Music Academy in volumes 
18 and 22 entitled svnff&sy>a, m)ihi£a, ^umiunaGw, sm££iSigim 
sfftniiamtb and $n)£($0 y5fa,iun3>(fi*D 6wsuni^a,^n)ib smia,si£a,a,iu!Js,(fpLD 
Personalities in present day music is a book written by Sri. E. 
Krishna Iyer published in 1933 in which we find an article (In English) 
on Sarswati Bai. Gottuvadyam Duraiappa Bhagavatar has written on 
Kalakshepa and the Kalakshepa Bhagavatars in Tamil in the Journal 
Natyam edited by Ranjan, dancer and film personality. The year of 
publication of this journal is 1949. I wish to thank the following 
scholars for providing very useful information. Sri. S. Rajam, Sri. K.S. 
Mahadevan, Sri. T.S. Parthasarathy, Smt. Vidya Sankar, Dr. V.V. 
Srivatsa and Smt. Kamala Murti. I am grateful to two sources for 
the audio excerpts which I could procure. One is the All India Radio, 
Chennai which broadcasts Harikathas of old veterans preserved in 
their archives. The other is Sri. V.A.K. Rangarao for sharing his 
excellent collection of 78 rpm records from which I could get the 
compositions rendered by Smt. C. Saraswati Bai. The library of the 
Department of Indian Music, University of Madras and The Music 
Academy Library has the books and the Journals which I mentioned 
earlier.

During the Vedic period The Medha Suktam, Medha meaning 
innate intelligence is in praise of Goddess Sarawati. The Ultimate 
Jnana has been personified in the stree rupa. Durga Suktam is held 
on par with the Purusha Suktam. Therefore equal status and respect 
were given to women during the Vedic period. In Puranas we have
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the Ardhanari concept giving equal status to Sakti by Siva, the Lord. 
Similarly Saraswati is said to reside in the tongue of Brahma. Lakshmi 
resides in the Vaksha Sthala of Mahavishnu. In the Ramayana we 
have the reference :

“Iyamsita mama suta sahadharma cari tava”. The wife has 
equal status in the dharma of the husband.

In the Brahadaranayaka upanishad, Yajnavalkya the great 
scholar while leaving for Vanaprasta hands over all his worldly 
possessions to his two wives Katyayani and Maitreyi. Then Maitreyi 
asks him 'will all these show the path of Satya’. Then he gave the 
explanation regarding as to how one should develop one’s Jnana to 
know the truth. The ultimate reality can only be described as not 
this, 'na iti na iti’, which is the main concept of the Advaita Siddanta. 
The important person who initiated this discussion was the learned 
Maitreyi wife of Sage Yajnavalkya.

In king Janaka’s Sabha thousand cows with silver and gold 
were presented to the scholar who won in the Atma Carcha. It is 
said that the lady Scholar Gargi defeated her opponents which included 
Yajnavalkya also and she won the thousand cows.

In South India during the Sangam period Awayar, Kakkaipadiniyar 
and Nachellaiyar were celebrated poetesses. Women dancers were 
called as Viraliyar. The following reference in Purananuru refers to 
the Virali being honoured by the kings.

“ iD is m f m ij )  s i S V t o is n s o Q u j i i^  stfsrjfhia,”

The women singers were called Padiniyar.

“ u i l q .6s f  ( jp fjsa /lh  U(16TiSi)UJthl<3)<JGSlSo”

In Silappadikaram (2nd Cent., A.D.) we see the virtuosity of 
Madhavi depicted as a dancer, singer and a performer on the yazh.
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Karikkal Ammaiyar who belonged to the 4th-5th centuries is 
the earliest Saivaite lady Saint composer who wrote the Arpuda 
Tiruvandadi & Iraittai Manimalai. Andal of the 9th Century was the 
only lady poet among the 12 Alwars. She is probably the earliest 
lady poetess who conceived her hymns on bridal mysticism. (Nayika 
- Nayaka Bhava). The 173 verses consisting of both Tiruppavai and 
Nachiyar Tirumozhi are being reverentially sung even today by one 
and all, an unbroken tradition for eleven centuries.

Retrieving the musical renditions of the Tevaram hymns were 
done with the help of a lady descendant (from Erukattampuliyur) of 
the family of Tiru Nilakanta Yazhpanar who was a disciple and yazh 
accompanist of saint Tirugnana Sambandar. The contribution of this 
lady helped Nambiyandar Nambi to reconstruct the panns and the 
music of the Tevaram, during the 10th Century. During the 13th 
Century saint Akkamahadevi was one of the most important scholars 
who established the Virasaiva dharma. She was the only stree ratna 
among the learned male scholars in the Anubhava Mantapa.

Mirabai’s soulful songs have carved a niche for themselves 
in the Bhakti literature and devotional music tradition. That was a 
short survey of the contribution of some women saints, scholars and 
artistes in the history of literary and fine arts. The 19th and 20th 
Centuries also saw the rise of many lady musicians, dancers and 
artistes, composers who have all excelled in their respective fields, 
enriching our cultural heritage.

Kathakalakshepa or Harikatha is a composite art which besides 
the main story theme, includes narration, histrionics, music elements 
of dance and philosophical doctrines. The Tanjavur tradition of 
kalakshepa has a long history much before the Marathi kirtan was 
introduced in Tanjavur. I wish to very emphatically state this because 
there is a wrong notion that the kalakshepa form itself was introduced
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to Tanjavur from Maharastra. Any art form, Dance, Music or 
Harikatha has been undergoing some changes to suit the times, making 
them progressive art forms, to suit the need of the day. When a 
keen and healthy competition arose during the 19th Century between 
the Bhagavatars and the Kirtankars, one Venkata Dasa (Periyanna) 
a scholar and a composer who held a ministerial post at the Tanjavur 
Palace formulated a n'ew style combining the best aspects of the 
old Kalakshepa with those of the Kirtan. He nurtured and trained 
the young Krishna Bhagavatar. We find a tradition of a patron, Scholar 
being associated with most of the artistes of kalakshepa apart from 
the Guru or teacher. In the case of Smt. C. Saraswati it was Sri. 
T.B. Krishnachar.

This Tanjavur tradition which was thus formulated attained great 
success and Krishna Bhagavatar became a celebrity. Inspired by his 
excellent Kalakshepas many others entered the field and became 
successful Kalakshepa Bhagavatars.

Smt. C. Saraswati Bai (1894-1974) was bom on 15.12.1894 
and belonged to a Madhwa Brahmin family. Her father was Gupti 
Rama Rao. Her mother tongue was Kannada. She began her music 
lessons at Madras when she was seven years old. She learnt 
Hindustani music from Ustad Yahub Ali. (The Journal of the Music 
Academy, 1950 p.39).

She was the first lady performer of the Tanjavur Kalakshepa 
tradition. During the 1930’s three articles written by her were 
published in the Journals of the Madras Music Academy entitled, 
a3?rfd>6T>$ smihi&a, &.umiuna(2u), siTuxiamib and
usf a,ujria,rrrT*n d o s u a s w i a , s ) T a ,  g>iu(ia><jpw (Vol.18)

In the article iM)!fa,6s>a,sn)fhj&a) SLumiuiaGiD written by her for 
the Journal of the Music Academy in 1930s. Vol.22, she says,
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“ijiuij anjiP £na,s>&nib Qatuusush 6J6Siny ĵ iMAsir ^ (n a ra i^ ib  

astt. 'ini,a,a> 0,sr>su ufsi) g,iM fi5'G06fy u&gsintuiqib, 
£rjra,mj,6intuiqib SfAismisusn. sissi ^i$iin6biU0>$£o ®rr$jfr sj6a,fi Q^n^aib 
ujiq.0, &(Tfi>rn_Aib, sipffii0,!sh)0,i f̂f ^06U«in& £a,a,ma,u^ib
6 a l l  ^£a>{i6\)8)$$\S'((t)ij)a> $0A(o&rii4AA(T6U6\) ^0$i^miu(uir, g irf1

ysffBsuna *£tuthj0>ii, tj'ty.d) G0>iaS'if0,0iifiuiTsTTmsn, ysf^^sm ^iui utia>sua,fr, 
£D$u$ijrhf4>ib 0,uuujiuti, iq..6jgm. aGua jyiututi, u?0£fWAib «y>ijD6Ufnl(j>T

&(i)Sip6miLJUJti, 0 x 0 ) 0 UtsiF,#du6&# Lfd&6iig,rr, ^dn^sanniT^pif^^u

ffsTrsinsTT, ifL-djrib ^^si^m uju i (tp̂ mPiu ^^o/dissTA^ib, W. $/tinjr#rruF
ggiLfiM&fTfi tip^mfiu 6n)fW<£a> ijsnS'AitA^ib 6T65T6JD6ST 010 £0,0, gt/flnfoiifd) 
i5'tjGsu£,0>(0)ibuui uGtjn&wa6̂ u u ® 0>£iqu) si m  0,(0) 61®rf f̂igjgxHTd ŝ^CTrcn 
6ifGa6i  ̂ ĉ >sr»a>tgui(i6\) ®rr6ar 6l0srf0nuj0,0,GsuuS'6bs/y)sv"

In the same article she writes about the state of Harikatha 
during 1930s.

“*tj sin ihi0,srf637 6d,rr&&(b Lf6u ftfiStyUjflM&srfisu (Drr®j$u®/

«n)«r®gib. jy i)0)Uui!i *nmid0,srfsiT Gjjji 0,01b 0,00,1 suth M)(p0sin0,s!nuj 
rS(li0>if0)0iJ sn)!hj£0}0,$GsoGuj 6ufT&L(5ib. ®$\)6U
Gsusdstjojiiu iDiiy&msu ^ ssn ^ it^ is^ w  b si) su 5if 61̂ 100,$  sb

lDl$U?tl)0,&l)01J STSS1U$S0 6TS5TA0 9 0  5lfg,g,$6U # ff> 6$ IT 51}J 6 LO.

Saraswati Bai had a majestic personality, a good melodious 
voice, fine sense of Sruti, raga and laya. Being intelligent she was 
quick to grasp anything and above all, she was a gifted speaker. 
For a period of nearly forty years she reigned supreme in the field 
of Katha and retired gracefully in her late forties.

Her teacher and guide was Tiruvaiyaru Krishnahar, a great 
scholar in Sanskrit and Tamil. He was a close associate of Krishna 
Bhagavatar. He sought the help of Tanjavur Pancapagesa Bhagavatar, 
the disciple of Krishna Bhagavatar to give the finishing touches for



Saraswati Bai’s knowledge in Katha. Saraswati Bai followed the 
Katha paddhati of Tanjavur Krishna Bhagavatar.

She took care to add on to her repertoire the songs that gained 
popularity. She was very well versed in both Carnatic and Hindustani 
systems of music and sang both the styles with ease and in their 
natural purity. Her music was an attractive aspect in her Harikatha.

However the number of her topics for Katha was limited to 
not more than a dozen. She gave them an exhaustive treatment. She 
was a scholar in Sanskrit, Kannada, Tamil, Telugu and Marathi.

Nandanar Caritram and Bhadrachala Ramadas were her 
masterpieces. Her popularity raised the scale of her remuneration. 
She was patronised by the different Samasthanams in the South, 
including Chettinad and received many gifts, todas and medals.

The unique feature in Saraswati Bai’s Katha was her feminine 
touch in her music and majesty of the Pravacana which was 
fascinating in appeal to all.

She received many titles namely, Gayanapatu which was 
conferred on her in 1916 by Vishnu Digambar Paluskar, Principal, 
Gandharva Maha Vidyala, Pune. The title Kirtanapatu was conferred 
on her by Bala Gangadhar Tilak in 1920.

Sri. E. Krishna Iyer an advocate and connoisseur of music 
in his book “Personalities in present day music” writes about Smt. 
C. Saraswati Bai. This was published in 1933. (p48.49). “When she 
first attempted to appear in public as a Kalakshepam artist, she had 
to meet the prejudices and opposition of most of the Male musicians. 
The music world was then not as liberal as it is now. It is said that 
a performance of hers arranged by a music sabha at George Town 
had to be given up on the very day of the performance on account
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of the threatened boycott of the sabha by the professional male 
musicians. Still the young lady, her father, her tutor and all her well 
wishers kept on to their resolve. It was given to. Murayur Shanmukam 
chetty a rich patron of art, to take a bold stand and arrange a 
performance of hers at his residence at Mylapore. Before a large 
assemblage of invited guests she made her mark and since then the 
tide turned in her favour”.

Sri Krishna Iyer mentions an aspect which is very characteristic 
in her expositions.

“Her exposition of the story is clear and engaging. She has 
her own mannerisms one of which is a characteristically long and 
undue stress on certain words”.

“Her rendering o f  Sanskrit verses is appreciable enough for 

a lady”.

He mentions that it is her music that is the predominant feature 
of her art. Not seldom you find a demand from the audience for 
special kritis and other pieces in the midst of her story.

At this juncture I wish to mention what has been written by 
Sri. Duriappa Bhagavatar the son of Tanjavur Panchapagesa 
Bhagavatar. He says that the first sabha in Madras Bhagavatar 
Prasanga Sabha also known as Bhakti Marga Prasanga Sabha was 
started in the year 1895 with the specific aim of organising Thanjavur 
Krishna Bhagavatar’s Harikathas, more regularly and frequently. 
When he was not available some other Harikatha Bhagavatar was 
invited when this too became impossible, a music concert was held.

This is why Smt. Sarawati Bai who was quite aware of the 
state of the popularity of the artform from 1860s to 1930s mentions: 
“ g»<ssTiwa»6T f6»? 6 ( i j f i * A ib  & ,<i)& nsou) 6W )if e>sme,sir>uj jfijjrnr&rf
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5r»fw^a>a>$G5i)<2ii/ g&wiS'uS'&a.&yai]” I am  m e n tio n in g  th is  b e c au se  w e 

a re  fac in g  th e  sa m e  s itu a tio n  to d a y  a lso .

D u ra ia p p a  B h a g a v a ta r  w rites  o n  S m t. C . S arasw ati B ai. 

(N a ty a m  1949).

“iijisbsu ^ssfsm m u n m  aaiftjin, sm ^^svuj

animiotunm Lja>$, a>5i)5u Qansv sussjsnu); $05i$i5B57 una>sua,iT ua>a,4}uuiq. 

1 9 0 9 ^ 1 0  'Q^muq.sb a>sr>a, Qaiiiiu

a,(im(Sa<tyua>gI}6ir>(i)u?so g >0 QuiPuj qjjil^Guj &.smL-iuS,n)(Qj 57537uaj 

f(?m<hiuti<hnu2j. 0>jso(oSsfyuihja>{6rjfS>(a, 11,51)51) ,^a>r76i/ib, jyGiija, uaa,sua,ia,m 

i?!J&rSl6,0)iDi0,snijD stfsTJ(hi& &\k>a>ih a>fT5i)a>$si) g>ri olusmiomf a>53ia>

olatinu (jpi^iLfib sfssrnu cm6uuffla,gsi) an l_ <g>05i/0£0 575337 5337 siS151)53) si) 

iuasr>a,iuisv a,as»Ga^ua,a1jsn!j)u?so ŝ 0  (fytoasusTfa,atan)(Sc!) &mibtS,uja)iuu

iTWISJjf SJT 17 175)577.

^5i/0(SJDL_tu Qamsmm  10 rr as nr 5337 ib w tlQ tfim jf)'

io{Ts,tT6mihia,6if  syjib uij6)Tri)jr)j. J^ 6 ) j0 6 3 )iiu  ^a,ajsn)a,asiff £wihj£a, 

uumPiqib, a>!ifbtri_a, swrhi&a, uumfiLfih ^jb& ibib  sii§GQii-m uifa,g>$,ionuj 

^(tf)!i)a,ui^-U Jis\) si sb si) a s m ru ^ a , siTa,6U!JS9ja,{srifib fj6T&a,(ja,{(rrj) ih

£0 J>fTgg53TfhlA(STTj[0 ^S1/0S3)L_UJ 571)fli/i!a)0, $50 10£UfW$537l7f7 5)577.

^ s i / ^ s j i L i u  5> rr 5u G 5â  u  rw a, sif si) 0 ) $ $ t u  107537 .ji/iba ib

57537 537 Q 50 537 7)7 50 ^Sl/0S3)LfU  570 75 $5, $$50  6?US337S3)£0£l(£b,

iTysuam una,rhja>6rf6v ^ 533755)1014 to s^smhi^tuui^ujisb a>sr>a,a,sh usmu^a, 

uitnrj j(57)aa.£0i7ttf,0jb^,537.

D u ra iy ap p a  B h a g av a ta r has m en tioned  as to  how  Sri K rish n ach ar 

w as h e r  m e n to r  and  g u id e .

^ i j w u ^ ^ s ^ ^ a j  | ^ 6ij53i(ja> a>(m)Gastyua, ajanpuTsv a,iuii Qaiuaj 

^m a.a,i067f*0£b sifsiyu /a^sp jib , Qa,(ji£s\) s ifsi^ iua^sy /tb  L£fjS357£07S37 

a? 1/ 77)/1J 55) £J 5.7(7)197 ^ 5 1 /0 5 )0  0051/75>SlJlb, 5,$S3)g(U.f 537 sh)£7537$$5})/£b, 

61757735$ 517011) UmU^ll T.B. 5> 051̂ 153717 7 a\7 7 575377) (JS71?5> $5>7£0633f 53)11/
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stu fw <£ &.6va,ib L^irajtb 0 ,^ 0 1  Q̂ ii ^^sipmT
uira,6va>ti0,6rPL.&d>gyib ^6u^6mi-ui ,uo,0,$u9sqj{d Quifo^tb Fr*(5tiil(5 

uisvuju) ^OfSO '£f6ultf)6!r)L.uj 0,6910,0,66)611 T.B. d>0 $i$f<&OTfT#frrr ^suna,sifm 
^’(itfSî Lf.uPsi) 0,01171691 jj$fw<S rf1. 076TV6u$uiiu ^{SUfij^rr s>tisvGasfyua, 
ojsmlyoTso ^(ynsysrPstniu &_6mL.na>&uj0ij ^  0 0 T ujGwu f sb «nsi).

Duraiyappa Bhagavatar’s observation and view regarding the 
standard of other lady katha artists which he mentions in this article 
is very significant which was and is a very important reason for the 
decline of Harikatha artform.

‘̂ WTTsb Qasonsu&fifPmtiJuGunft) 0, lio 0, a, ra, to
6ji)UL.6vnb simroj i,Lni? 3,6910, Qaiuuj tjpmsvijs, jyGpo, alumiiomT^sh 
StsrfutTshsmsngiffnsnu Gunv SlaisirmsinaiGiu Qansbsfl 6117, 0,111701160 

3>is»3>dlfju)8)$6\) 0>isvGasfyU0, £jsnf9ufsb $}(i)7,{hJ lomipuj G^tfiLi^oj”

He concludes his write up on Sarsawati Bai with the following 
words.

a,(j)a,nsum 6uuioj £7100,̂ 691160 ysfwg £. smtfsnsu^ uiuj

6j>iii6ij 61(^0,0,10, Qs>nsmiq.((ffita) G r ~ ^  sdlid <?> t sd Gfoyiuvu0,69)sti 
(j 671? a. ft a. sir srsaijojrb 101)0,0, torn

We are indeed very for in our midst musicians
and scholars who still cheris f Smt. Saraswati Bai’s
Kalakshepam. I thank Sri. S. Rajam, Sri. K.S. Mahadevan, Smt. Vidya 
Shankar and Smt. Kamala Murthi, for spontaneously and happily 
sharing their views and nostalgic memories.

Sri. S. Rajam

19305b i£u4>J'g, fbL_4,$£u ^  1777,0,7 o,i6ioi Competittionsb
fbdiriT 0,6011,0,1 Qo,1699I@ UfTÎ GsaTSOT. ^fLlQui^igoj Judge ^ 0 ,  (̂f̂ jb̂ iailTASri 
U3f6iDI_*ft 61170,1001lflllli, USf\tp 0,611)0, IU1 1110,6110,1 loj)l)JU) Wsflo$. £. 
6n>76h)6ii$ uiiii '$161110,611. '9 f6ui Qaiiio, 1,7,0,611111 oif 0,^ 70, 0,16oGo^u 0,̂ 60
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fbi>̂ 6ai(T(t (Sua,ib siiamihuksii (^migsuijASifib Gsu^tun ^ ^ aijijiohuj ^a,L-t-q.u 
GuO'tPifyjih sfssfnjj r9f!b'b!b#)0> a,a,nuiia, ;̂fira,6nsn AsmjpmGm rSroja>$A 

6)n)H) ^ jdaalo iftjio(i0,io(i0>a Qaaua,iJii. Amsm^u), a,tfiig,
QotQMihtfS), auishi^^ajOj^so ftsbsv uusssn^iuib, ^{iqAAtq jyrivaj, jysmaj 
srmjQi olausbsii/fjj ^ huaio su^&rfQj. qi_snsij, A^mtjuLjL-msu trrmiQj 
t9 j6inig0>Auu®u). QAnOiOifA & ait a, a, mu gotfmA ^  smo j) $  (ir> a (#, to.
6j)lllqlUJ(>i)!>l lb ,  S U Ih j£ , LfSO SVITA(#,, A°b6VDfO  6OT f l i j  /§  ̂ IT; IJ u i r i i .  ^ m i T S V

iijUL iqiiJib f*){tiqiijd)si)m 6\) AmfyuTbb. Guaat miusiyi^wuiu ^ ^ A ^ j ib .  

smiM&OjU) sif&iijAlsh)Aifssf, Aiimii^Aw ^tf&mQib ^jjnribua/ib &̂&&>$iu(uu
^ (2 }A(3,th. Deep Masculine Voice ^a,ssTHsb Qatisbsyjtb siTsipiuiJdAm 
ij6iiir)tuit lom^sb uygiqib, stfiLi^tQ^u Gunmnsyjtb A<$9)g>iifsb An.$uj 
6)Ts)yiUtMA6n Aff$60 (f fhlAfTini?L-($A QAtimiLqilfjA&W. {QftJUAU) J^^A^li). 
Am0) ^ufunfuuotjtdf (iponmasb an^a^  HfWsmAHtfw
urnimysuniT. ShDia,a,a,^sb usfi/)JJ J1. 6Tt)jj&ru6if J> uniu ^jSwiAtffm  
Aa)iAU6vCGau(h)Asn Qtjifbu Qynunj High Standard.

Sri. K.S. Mahadevan

She was respected on par with all the stalwarts of Music and 
Harikatha, Her erudition in Sanskrit, excellent pronunciation singing 
of slokas and giving lucid explanation still rings in my ears. A special 
mention should be made about her rendition of Tyagaraja kritis. Her 
exposition, high standard of music, her knowledge and scholarship 
along with her majestic personality are still vivid in my mind.

Smt. Vidya Sankar

Most impressive performances. smu6i^n_u)im 
$03>3>U)(TS5T &-#aifuq. Songs were sung in the higher sthayi not in 
lower register. ua$Giuh(^ olansbsyjsunii. AmaJuS'm tb@Gsu Off tangent 

Gunsvaj £ssn_iunajj. £«>«) continuity maintain u6mmysumi. 
iwimqiqib $ib$a>ad Gue,su£somn) A6S)a,nS'w. Positive way of approach 
in saying anything, srmsn ahssy simn) ua,rjtia6v jiud̂ ijswit £iia,a,mm 
^isupaj) Speciality smia, ua,ijtiasv (̂jirm̂ fTSTu aifa,rjtb usmmuuoGufrajj
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jjfitfljjfnn jjiiiottjflQ/A stssta) surfsmu $3 Ln?u UTI4 6i?6TT&Ati)

(isb61/frit, ^ uit* ŝurruiflnsffT Crisp ^ a ,  6?&7(ST>tfiDriA @£36 ,310 . ^$a,io  
susTri^^suaj AmL-tuiraj. Quasu^j tbQtbQ&su urrfisugj asosoiib 
Qaoarsouajwiuij @£36 ,310. atsjtlt, fluswon*, a>iojdv Gunrmrp 
@£jj[ra,itija,6ar>ar ^iga,ua,snw, rr^aatioiatSi îb utrQsuirir. fb^465i(Tft aifa>6}p2,6}6i) 
Light Tunes, Folk Tunes 6?jjfnbu5ijib punflujiDruu m  1̂ 0, Go,Ct^aj 
@£mrijib ua,mioujia, to)irua,al^so @£36,6}jr)aij.

usfio$ atnsvir {ipfj&S,

Gs)SuGs>(fL.ss)L.) a,amrja,3 r^u5'sb 3 ^tj^a,a6a,aT sdrlr^so amm  
msuusuw H)i-!b3>n&iJU> aorrsruso  ̂ ,9/ ib id r §,rrm a,ma, 6)au'jiu 
^ m ^ 6,a,uu®soai. ^ i)S , @£L.<Na,a?a) asbsodib *».£_ j^susi a,ma, 
'Oisusumsii tS'{jatil6,a,ib. q^sq/ ufj&6U$fT&sTT io6,gtdsb Qsuprtfa, Qa,i1/4 
!j}fiiLiqinsui. am 3361mm $3006vajtJtQj ^fsmmnjautS una>sua,m̂ s>Si- 
ai'Qmiugjj fiutfujsuii. dj&msuiuniibstfso atturijiuijn l^ 6,tjM)(irj6)$6b 
d'gitjGsmm Sji)a,iiG6UJuna>ujnmib amir) jffsuij^j s>mg,mnj (tirm Ga,iLGL_m. 
Afbdrjionm mam to, spiral to Gun®sv$d) Qijtrtbu aa,6mu6tL. 36,
Ga>tLa> ^swr a>ma, aiuGa, r^i_jb^d60/ib GuiGsum. soiuw 3,6,31017̂ 61̂ 10, 
av̂ a,u)rra>6ifu) @£36,310. ^ ^ m i t i  aif6,6jirib ^fmiraj Master Piece. 

LJirsuih Guatfsv d,6orr6Toib, 3,33 uir 6,/Su 6,6103 GiijGij 11601̂ 6,310 6}q)soio. 
a<ht£a,tb io6>uj3,(r6oio(juj @£36,310. i/nrL_6b * 5h 6T6b6UdU) 3)^3 sonsua>ib. 
(ipa>w 50 asty u? & jj i0 it to @£36, 3  10. so rr /*> oo u si'jj i ( ip ti), 6to (hi £ a, {ipLD 
a»ffox)Sijd)Guj (Sr̂ ff6i> 60333) Guam @£36,310. @£33 suita>u®a,su{b 33m 
^ 6036,3 a,irtumu®, £aa,a,mu® amir) UL-L-ihra>maru flujjpfrjja, 36,33). 
uirrribuifujtb 60(£g6orrm6b 3,6033,60 Qatua,iti.

Following Smt. C. Saraswati Bai many lady katha artistes like 
Smt. C. Banni Bai, Padmasani Bai, Rukmani Ammal, Kumbakonam 
Krishnaveni Ammal, Tirupurasundari Ammal, Tirugokarnam 
Kanakambujam, Salem Tayarammal, T. Gnanambal, S.D. Subbulakshmi, 
Sushila Achyutaranan, Trivandrum Subhalakshmi, Thanjavur Kamala 
Murti and Gowri Rajagopal performed Kalakshepas.



I would like to make certain observations regarding some 
characteristic features of Smt. Banni Bai’s and Smt. Kamala Murti’s 
Kalakshepams as I have studied and researched their style and 
performances.

Smt. Banni Bai’s speciality was her training in Bharatanatyam 
and abhinaya learnt from Mylapore Gowri Ammal an important aspect 
and advantage she had compared to Smt. Saraswati Bai and Kamala 
Murti who did not learn Bharatanatyam. Banni Bai’s facial expres­
sions, neck movements, bhava, hand mudras and ability to switch over 
to the navarasas depicting then, in her voice & face was a treat 
to watch. Her music was very classical and full of depth.

Another important point which I want to mention is that Smt. 
C. Saraswati did not use vocal support or upagayatri. But for Smt. 
C. Banni Bai, her sisters Janakavalli, Jivarathnam and niece Jyothi 
Bai provided vocal support. Being Smt. Bani Bai’s disciple I too had 
an opportunity to be a co-singer for her performance of Nandanar 
Charitram organised by Sampradaya Chennai, during 1980s which is 
preserved in their archives. She taught me the songs and also asked 
me to render short alapanas for a few ragas. She will begin the 
alapana, sing a few phrases and will ask the co-singers to continue.

Today the most popular and well known traditional Harikatha 
lady artist is Smt. Kamala Murti. In her, we find a rich blend of 
chaste music subtle humour, scholarly narration and fluent style of 
story telling all imbibed from her guru, Tiruvaiyar Annasami Bhagavatar. 
Keenly observing and closely watching the performances of both 
Banni Bai and Kamala Murti in comparison with whatever audio 
recordings I could listen to of Smt. C. Saraswati Bai I wish to make 
the following observations. Saraswati Bai’s plus points are her rich 
deep voice, versatility in singing both Hindustani and Kamatic style, 
stressing ending verbs like sui,a,ii, Qaidimii, Ga.il.L-ij etc., gave her

134 THE JOURNAL OF THE MADRAS MUSIC ACADEMY, VOL LXXII



The Contribution of....Smt. C. Saraswati Bai 135

a special individual style. The delivery of speech and musical 
compositions are rendered in medium or slightly fast tempo. It sounds 
like that she gave more importance to music compositions and 
scholarship rather than to jokes or humorous anecdotes. Only this 
much could be absorbed by listening to a one hour recorded 
Kathakalashepa of Viswamitra yaga samarakshana fortunately 
preserved in the archives of All India Radio.

Apart from the music and effective narration another important 
and appealing aspect for the women Katha performers was the 
Aharya. The Jarikai rich Silk sarees, the dazzling diamonds, the vanki, 
the ornament worn on the nose the Bullakku, the gold waist belt

known as the Ottiyanam all were the 
part of their costume. In the photo of 
Smt. C. Saraswati Bai we see that 
how this costume provided a grand 
appearance. Even today many re­
member the brilliant diamonds worn 
by Smt. C. Banni Bai. There is a 
proverb in Tamil, ^ s rr  ung ^ ® l  
u ig  In this case it was 
<**|si)(wa»ri!j(b ff)«n& uag, g>me, l h It 
is only when they performed in the 
Standing posture the grandeur of the 
costume gains significance and appeal 
especially the ottiyanam. However it 
should be remembered that they also

took care of this aspect but did not rely only on Aharya. Today the 
taste habits and also costume of the women artistes have become 
more subtle due to modem way of living, attitudes social and economic 
conditions. O
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Suddha and Vikruta Swaras of the 
Past and the Present

S.R. Janakiraman

Suddha and Vikruta Swaras as mentioned by different Lakshnakaras 

Sarangadeva (13th Century A.D.)

The Shadja Grama was the fundamental and the primordial 
scale of South Indian music. The Madhyama murchana of the Shadja 
Grama was the fundamental scale (presently Harikambhoji mela) of 
the music of the ancient Tamils. The Shadja Grama is roughly the 
present 22nd mela Kharaharapriya, from the point of view of 
swarasthanas.

The sapthaswaras that constituted the Shadja Grama were 
styled the Suddha swaras and the sruti sthanas wherein they were 
located were the Niyata srutis. The Suddha swaras were self ordained 
notes bom of their own accord. They were the natural notes. They 
were really the Prakruti swaras. In the 18th-19th centuries Govinda 
referred to his Suddha swaras as the Prakruti swaras. But that is 
questionable. His Suddha swaras were not the Suddha swaras of 
the ancient, they were entirely different. Only Shadja, Suddha 
Madhyama and Panchama alone deserve the designation as Suddha 
swaras. The Suddha swaras of Govinda would be discussed sub­
sequently.

The Suddha swaras of the Shadja Grama or the Niyata srutis 
are as follows, (with current nomenclature and frequency values).

Shadja

Trisruti Rishabha

1

10/9
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Komala Sadharana Gandhara 

Suddha Madhyama 

Panchama

4/3

32/27

3/2

Trisruti Dhaivatha 5/3

Komala Kaisiki Nishada 16/9

Roughly they correspond to Kharaharapriya (the 22nd mela). 
Among the above, only Shadja, Suddha ma and pa have retained 
their original seats of schedule. The rest of ri, ga, dha and ni are 
not the Suddha swaras now. That makes the history.

From the known Suddha swaras, the unknown Vikruta swaras 
came to be known. The altered sruti interval in between one and 
the other Suddha swaras brought in the Vikruta swaras. Whatever 
was not Suddha, was Vikruta. It was simple theory. There was logic 
also about it. The self ordained notes or the natural notes or technically 
the prakruti swaras were the Suddha swaras and all the swaras other 
than the Suddha swaras were the Vikruta swaras. This was the 
ancient theory to start with. How were the Vikruta swaras evolved, 
is the question.

1. If any Suddha swara rose in pitch, it became a Vikruta. 
This applied to all the Suddha swaras. Thus the Suddha 
swaras ri, ga, ma, dha and ni which rose in pitch become 
their Vikruta counterpart.

2. If any Suddha swara went down in pitch, then also it became 
a Vikruta. Thus the Suddha ri, ga, ma, dha and ni which 
went down in pitch, got their Vikruta counterparts.

3. A Suddha swara need not rise or go down in pitch, but 
still with the swaras immediately preceding or succeeding 
them going up or down in pitch, the Suddha swaras lost
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their Suddha character and became Vikruta swaras, though 
they remained in their positions. This is something 
extraordinary. This is how the Suddha Shadja, Suddha ma 
and Suddha pa became Vikrutas also, namely Achyuta sa, 
Achyuta ma and Achyuta pa.

4. The Shadja and Panchama also were not exceptions. They 
were also designated as Suddha and Vikruta swaras. Only 
in the Shadja Grama both were Suddha swaras. In the other 
cases viz., Madhyama Grama and Gandhara Grama they 
were also reckoned as Vikruta swaras for the reasons 
mentioned above.

The swaras Sadharanga ga, Antara ga, Kaisiki ni and Kakali 
ni were got as Vikruta swaras only because they were all higher 
in pitch than their Suddha counterparts. Chyuta sa, Chyuta ma and 
Chyuta pa were got as Vikruta swaras respectively when the Suddha 
Shadja, Suddha ma and Suddha pa went down by one sruti. The 
Chyuta sa, Chyuta ma and Chyuta pa later got re-designated 
respectively as Tivra Kakali ni, Tivra Antara ga and Tivra Prati ma.

The Vikruta ri and Vikruta dha were conceived as the Vikruta 
swaras by Sarangadeva in the following manner. When Suddha Shadja 
became a Vikruta Swara Chyuta Shadja by name, the sruti interval 
in between Chyuta sa and Suddha ri got enlarged to a chatusruti. 
Hence the Suddha ri lost its trisruti (Suddha character) and became 
the Vikruta of ri. In the same way when the Panchama became 
Chyuta pa, the interval between Chyuta pa and Suddha dha got 
enlarged to a Chatusruti with the result the Suddha dha lost its Suddha 
character (trisrutitva) and became a Vikruta. There were no Vikruta 
counterparts for Suddha ga and Suddha ni. Thus were worked out 
the Vikruta swaras of Sarangadeva.
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Suddha Swaras (Shadja Grama swaras) 7 

Vikruta swaras 12

For Sarangadeva’s Suddha and Vikruta swaras in 22 srutis 
ladder refer Appendix.

Observations :

1. Regarding the Suddha swaras of Sarangadeva, no specific 
remarks or observations need be offered in as much as they 
were the widely accepted Suddha swaras that constituted 
the Shadja Grama as adopted uniformly by all the text book 
writers on music. The Suddha swaras held their designation 
as such till the radical change set in when the dvisruti ri 
and dvisruti dha came to be regarded as the Suddha swaras 
and chatursruti ri and the chatusruti dha got well settled 
with the Suddha ga and Suddha ni speaking in their positions 
and with the Suddha ma left undisturbed. With all the 
Suddha swaras conceived as such, Kanakangi appeared in 
the arena as the Suddha scale and also as the first of the 
72 melas, with or without any logic about it whatsoever. 
Of course, all this happened as late as atleast the latter 
half of the 18th or the former half of 19th century A.D. 
with everything in black and white in the Sangraha Chudamani 
of Govinda.

2. Regarding the Vikruta swaras of Sarangadeva, Sadharana 
ga, Antara ga, Kaisiki ni and Kakali ni continued to hold 
their designation and that too in the self same positions to 
date.

3. With the emergence of the concept of Shadja and Panchama 
being regarded as the Avikruta swaras, the chyuta sa and



chyuta pa came to be regarded not as the Vikrutas of Shadja 
and Panchama but as the Vikruta of Nishada and-Madhyama 
respectively. Chyuta sa became Tivra Kakali ni and Chyuta 
pa became the Tivra Prati madhyama. Along with them 
Chyuta ma also got redesignated as Tivra Antara Gandhara.

4. With the emergence of the concept of Shadja and Panchama 
being regarded as the Avikruta swaras, the Vikruta swaras 
of Sarangadeva namely Achyuta Shadja and Achyuta 
Panchama got defunct.

5. Of the twelve Vikruta swaras of Sarangadeva, Achyuta sa, 
Achyuta ma, Achyuta pa, Vikruti ri and Vikruti dha had to 
be dropped for the main reason that they had no independent 
srutisthanas, and they spoke on the self same position of 
their Suddha swara counterparts. This was the later result 
on the authority of the fixation of Madhya Sthayi Shadja 
as adhara sruti or drone.

6. But the conception of a Chatursruti Vikruta ri and a 
Chatusruti Vikruta dha became possible to be evolved by 
the later writers like Somanatha, Ahobala, Govinda etc.,

However, Sarangadeva takes all credit for having provided the 
threshold for the evolution of the 12 note gamut. (12 swarasthanas).

Ramamatya (1550 A.D.)

The next important milestone in the evolution of the tonal system 
is the contribution of Ramamatya to the theme.

Ramamatya too held the view that the Shadja Grama had all 
the Suddha swaras. But he told a diffemt story. He said that all 
Shadja Grama the Desi ragas are bom of Shadja Grama, thereby
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meaning Shadja Grama not as a mere Suddha scale necessarily but 
the entire gamut of 12 swarasthanas. Anyway Sarangadeva’s seven 
Suddha swaras were acceptable to Ramamatya.

But Ramamatya severely differed from Sarangadeva regarding 
the Vikruta swaras. Ramamatya accepted the following seven Vikruta 
swaras of Sarangadeva.

1. Sadharana ga

2. Antara ga

3. Chyuta ma

4. Trisrutied Vikruta pa or Chyuta pa

5. Kaisiki ni

6. Kakali ni

7. Chyuta sa

Ramamatya discarded the following Vikruta swaras mentioned 
by Sarangadeva.

1. Achyuta sa

2. Vikruta ri

3. Achyuta ma

4. Achyuta pa

5. Vikruta dha

His plea was that in the case of the above five Vikruta swaras 
there does arise no difference between them and their Suddha 
counterparts when the drone is kept sounding in as much as they 
are sounded on the same swarasthanas. That is really true and 
reconcilable.

But at the same time Ramamatya increased the number of 
Vikruta swaras from his accepted seven again to 12 but in a different
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way. He coined his special nomenclature to some of the 7 Vikruta 
swaras accepted by him as follows :

1. Shatsruti ri for Sadharana ga

2. Chyuta Madhyama Gandhara for Chyuta ma

3. Chyuta Panchama Madhyama for Chyuta pa

4. Shatsruti Dhaivatha for Kaisiki ni

5. Chyuta Shadja Nishada for Chyuta sa

Ramamatya deserves all praise for his having recognised the 
theory of Shadja and Panchama being regarded as Avikruta swaras 
and rightly re-designated Chyuta sa and Chyuta pa respectively as 
Chyuta Shadja Nishada (as a Vikruta of Nishada) and Chyuta 
Panchama Madhyama (as a Vikruta of Madhyama). Incidentally 
Chyuta ma got re-designated as Chyuta Madhyama ga (as a Vikruta 
of ga). Ramamatya’s Chyuta Shadja ni is now Tivra Kakali ni, Chyuta 
Madhyama ga is now Tivra Antara ga and Chyuta Panchama ma 
is now Tivra Prati ma.

He re-designated the 
Panchasruti dha. He 
Panchasruti ri and 

they bore different 
they were otherwise

Ramamatya went one step further 
Suddha ga as Panchasruti ri anc 
was safe in this respect. He <
Panchasruti dha as Vikruta s 
nomenclature but evidently for 1 
Suddha swaras also. To Ramamatya, a Suddha swara was only a 
Suddha swara and Vikruta swaras was only a Vikruta swara. This 
is the clue made available to Venkatamakhin. There was no such 
problem in the case of the following Vikruta swaras accepted by 
Ramamatya as passed on by Sarangadeva.

1. Sadharana ga

2. Chyuta ma

Shatsruti ri

Chyuta Madhyama ga
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3. Chyuta pa

4. Kaisiki ni

5. Chyuta sa

Chyuta Panchama Madhyama

Shatsruti dha

Chyuta Shadja Nishada

The above Vikruta swaras played a dual role. On some 
occasions a Vikruta Rishabha itself was a Vikruta Gandhara too with 
a changed designation and vice versa. This is not like the case where 
the Suddha sa, holds a re-designated status as a Vikruta swara with 
the self same name as Achyuta sa. Similar is the case with the other 
Vikruta swaras, namely Achyuta ma and Achyuta pa.

The re-designation of Suddha ga as Panchasruti ri and that 
of Suddha ni as Panchasruti dha, though carried forward upto 
Subbarama Dikshitar (1904), is not so easily reconcilable when the 
Chatusruti ri and Chatusruti dha had asserted their roles as full fledged 
tones, respectively above sa and pa, with Suddha ga and Suddha 
ni recognised in their positions, as explained earlier.

Somanatha (1609 A.D.)
The salient features of Somanatha’s Swara system - tonal 

system are as follows :

1. He too adopted the same 7 Suddha swaras that constituted 
the Shadja Grama, known for his purpose as the Suddha 
scale or Suddha mela, not identified as Shadja Grama but

• as Mukhari. To his predecessor Ramamatya also, the Suddha 
scale was Mukhari. (The justification or otherwise, of 
designating Mukhari as the Suddha mela is again a debatable 
one).

2. Somanatha adopted the same 7 Vikruta swaras of Ramamatya, 
namely, Kaisiki ni, Kakali ni, Chyuta sa, Sadharana ga, 
Antara ga, Chyuta ma and Chyuta pa.



3. He redesignated rather renamed the Chyuta sa, Chyuta 
ma and Chyuta pa as Mrdu Shadja Nishada Mrdu Madhyama 
Gandhara and Mrdu Panchama Madhyama. Instead of the 
word Chyuta he mentioned Mrdu. This is the only difference.

4. Somantha also adopted the special nomenclature given to 
certain Suddha and Vikruta swaras as follows :

Suddha gb as panchasruti ri 
Suddha ni as panchasruti dha 
Sadharana ga as Shatsruti ri 
Kaisiki ni as Shatsruti dha

5. Somantha (Ramamatya too) recognised the Vikuta swaras 
only as speaking higher in pitch than the Suddha counterpart 
excepting for Chyuta Shadja, Chyuta Madhyama and Chyuta 
Panchama. Of course, they also became the Vjkruta swaras 
speaking higher in pitch than their preceding Vikruta swaras, 
when they were re-designated respectively as Chyuta Shadja 
Nishada, Chyuta Madhyama Gandhara and Chyuta Panchama 
Madhyama.

6. Somanatha used the terms Tivra, Tivra Tara and Tivra Tama. 
A Tivra Vikruta Swara was a Chatusruti interval from its 
preceding Suddha swara. A Tivra Tara Vikruta swara was 
accordingly at a Panchasruti interval and a Tivra Tama 
Vikruta swara was a Shatsruti interval. Somanatha recognised 
a Tivra ri, Tivra Tara ri and a Tivra Tama ri and accordingly 
a Tivra dha, a Tivra Tara dha and a Tivra Tama dha.

7. He mentioned a Tivra Tama Madhyama. That is acceptable 
in so far as the same was at a Shatsruti interval from the 
Suddha Gandhara. But how could or why should there be
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a Tivra Tama Madhyama without there being and.a Tivra 
and Tivra Tara Madhyamas. That is the question.

8. Somanatha took the clue from Sarangadeva’s Vikruta ri and 
Vikruta dha both at a Chatsruti interval respectively from 
Chyuta sa and Chyuta pa.

Somnatha rightly and quite wisely recognised directly a Chatusruti 
Vikruta ri and a Chatusruti Vikruta dha respectively from Suddha 
sa and Suddha pa. This goes a long way in strengthening the 
immutability of the Shadja and the Panchama.

Venkatamakhin (1635 A.D.)

Venkatamakhin struck the correct note with regard to the theory 
of Suddha and Vikruta swaras. But necessary clues had already been 
provided by his illustrious predecessors Sarangadeva, Ramamatya and 
Somanatha, though they did not make an explicit mention of what 
Venkatamakhin did To Venkatamakhin too only the Shadja Grama 
swaras were the Suddha swaras. In the case of Vikruta swaras he 
differed from his predecessors. He dropped the Chyuta sa, Chyuta 
ma and Chyuta pa. To Venkatamakhin the Vikruta swaras were only 
five. They are the following :

1. Sadharana ga

2. Antara ga

3. Varali ma (for all practical purposes the Prati Madhyama)

4. Kaisiki ni

5. Kakali ni

Rightly did Venkatamakhin discard the Chyuta sa, Chyuta ma 
and Chyuta pa of Sarangadeva, Ramamatya and Somanatha in as 
much as the same are more srutisthanas and not swarasthanas. But



Venkatamakhin accepted the Panchasruti ri and Panchasruti dha in 
the place of Suddha ga and Suddha ni, respectively.

As a matter of fact, strictly speaking, the Suddha swaras of 
Sarangadeva, Ramamatya, Somanatha and even Venkatamakhin are 
not swarasthanas in the real sense. Excepting sa, pa and ma, the 
rest were srutis.

Venkatamakhin’s Vikruta swaras were always Vikrutas and 
they were never Suddhas also, on any other occasions. Sadharana 
ga was always Vikruta and even when it became Shatsruti ri, the 
latter also was a Vikruta. Similar is the case with Kaisiki ni and 
Shatsruti dha. In the case of Antara ga and Kakali ni, there was 
no question of their assuming a re-designation at all. Venkatamakhin 
did not mention Panchasruti ri and Panchasruti dha as Vikruta swaras 
at all, in as much as both of them were only Vikrutas, as Rishaba 
and Dhaivata. But as Suddha ga and Suddha ni, they were only 
Suddha swaras and they could not be Vikrutas. Everything said and 
done, only Venkatamakhin, why even Ramamatya and Somanatha for 
that matter, could be clear about the conception of the terms Suddha 
and Vikruta. A Vikruta swara should only be a Vikruta Swara. It 
cannot be a suddha swara, though perhaps in the case of a Suddha 
ga and Suddha ni, all the three agreed to conceive a Vikruta swara 
in their positions and re-designated them as Panchasruti ri and 
Panchasruti dha.

But all the three Lakshanakaras mentioned above, sometimes 
still clung to the time honoured and age old theory of reckoning only 
Shadja Grama swaras as the Suddha swaras and uniformly mentioned 
Mukhari as the Suddha scale which is not so easily reconcilable and 
is an issue more debatable.
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Ahobala (1660 A.D.)
Though Ahobala is not to be reckoned as a writer wholly on 

the South Indian Music, being partially Northern in his conceptions, 
yet his contribution to the tonal system is perhaps by far the most 
important one. It is only through Ahobala we find the full nomenclature 
for the 22 srutis not merely novel names but absolutely self explantory 
with all logic behind it. It is he who rightly observed that the 22 
srutis were derived out of Shadja Panchama Bhava. Shadhja 
Panchama Bhava implies Shadja Madhyama Bhava too. He also was 
aware of the subtle micro-tones and quarter tones when he said that 
srutis are numberless and there could only be hair breadth distinction 
possible in between them.

“Kesagra vyava dhanena
bahvyopi srutayarsritaha ”

Even by Ahobala’s time it looked that the diatonic scale with 
the diatonic semitones above sa and pa i.e, a dvisruti ri (Suddha ri) 
and Suddha dha (Dvisruti dha) had not been comfortably settled 
though through his full nomenclature it looks very possible that the 
Suddha ri (dvisruti ri) and Suddha dha (dvisruti dha) had asserted 
their stature and consequently the Chatsruti ri and Chatrusruti dha 
as well.

Ahobala used the terms Purva, Komala, Tivra, Tivra Tara, Tivra 
Tama and Ati Tivra Tama. He used the term Komala with reference 
to a swara which was just one sruti lower (evidently ekasruti) than 
its Suddha counterpart. Purva was two srutis lower than the Suddha 
counterpart Tivra was only one sruti higher than the Suddha 
counterpart (not at a Chatsruti level as it was in the case of 
Somanatha). Tivra Tara was two srutis higher, Tivra Tama three sruits 
and Ati Tivra Tama four srutis higher. There was only one Ati Tivra
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Tama ga in the same position of Suddha Madhyama. This is rather 
perplexing and could conveniently be dropped. It does not matter.

Ahobala’s Suddha and Vikruta swaras number totally 29 
arranged in the 22 sruti ladder. For full nomenclature, see Appendix.

Ahobala had only .two varieties of Madhyama namely Suddha 
Madhyama and Tivra Madhyama (Prati ma). Venkatamakhin also had 
only two varieties namely Suddha Madhyama and Varali Madhyama 
(Prati ma). Ramamatya too had only 2 varieties of Madhyama - 
Suddha Madhyama and Chyuta Panchama Madhyama while Somanatha 
had 3 varieties of Madhyama namely Suddha Madhyama, Tivra Tama 
Madhyama and Mrdu Panchama Madhyama.

It must be noted that Ahobala mentioned only 22 srutis but 
29 Suddha and Vikruta swaras spread over the gamut of 22 srutis 
in the octave with many overlapping of notes as for example his 
Ati Tivra Tama ga and Suddha Madhyama are located in one and 
the same srutisthana. Similarly the following :

Tivra Tara ri 
Tivra Tama ri 
Tivra Tara dha 
Tivra Tama dha

Suddha ga (Shadja Grama) 
Sadharana ga (Shatsruti ri) 
Suddha ni (Shadja Grama) 
Kaisiki ni (Shatsruti dha)

We have all the 22 srutis of Ahobala not with reference to 
the terms Purva, Komala, Tivra, Tivra Tara and Tivra Tama and Ati 
Tivra Tama etc., but with self explanatory and self designated 
nomenclature as for example Ahobala’s Purva ri could be our Ekasruti 
ri, his Komala ri could be our Suddha ri or Dvisruti ri, his Tivra ri 
is out Chatsruti ri, Tivra Tara ri is our Komala Sadharana ga and 
Tivra Tama ri is our Sadharana Gandhara and so on. It may 
incidentally be mentioned that in the phrase p m r G r s in the raga 
Asaveri, the Gandhara is very soft and delicate as it goes to the
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level o f slipping down to Trisruti Rishabha which was reckoned by 
Ahobala as Purva ga.

Govinda (18th-19th Century A.D.)

We may be quite sure that only in the tonal system mentioned 
in the Sangraha Chudamani of Govinda that the semi-tonal, ri and 
dha-Suddha ri or Dvisruti ri and Suddha dha or Dvisruti dha had 
been well ascertained and consequently the Chatusruti ri and 
Chatusruti dha with respectively the Suddha ga and Suddha ni located 
in their positions. This gets strengthened through the raga system as 
found incorporated in the text of Sangraha Chudamani. Though 
Govinda too accepted the 22 srutis, he gives 30 Suddha and Vikruta 
swaras spread over the gamut with overlapping becoming inevitable. 
Govinda describes the ragas only with reference to the 12 swarasthanas 
of the gamut universally existent in all the systems of music throughout 
the world. That marks the practical wisdom of the author. The srutis 
are to be realised in the practically sung swaras as occasions warrant.

Govinda uses the term Prati in designating the swarasthanas. 
In the case of some srutis the term indicates a note of lower pitch 
as in the case of :

1. Prati Suddha ri

2. Prati Chatusruti ri

3. Prati Suddha ga

4. Prati Sadharana ga etc.,

(For Govinda’s full nomenclature of 30 Suddha and Vikruta 
swaras spread over the gamut of 22 srutis see Appendix)

But in the case of one Prati ma the term Prati indicates the 
note of higher pitch.
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Following Meladhikara Lakshana, Govinda alone mentions one 
Pratyantara ga and Prati Kakali ni. Govinda mentions :

6 Rishabhas (including one Suddha)

6 Gandharas (including one Suddha)

6 Dhaivatas

6 Nishadas

4 Madhyamas

+ Shadja and Panchama (Suddha)

It may be noted that Govinda does not mention Chyuta ma 
Gandhara (Tivra Antara ga), Chyuta Shadja Nishada (Tivra Kakali 
ni) and Chyuta Panchama Madhyama (Tivra Prati Madhyama). To 
take his Prati Suddha ma as Tivra Antara ga, A Prati ma as our 
Tivra Suddha ma looks impracticable and does not require cognisance.

It may be mentioned and it looks critical also on the part of 
both Ahobala and Govinda to cover dual nomenclature for some 
srutisthanas. To reckon a Suddha ga located in the position of 
Chatusruti ri and Shatsruti ri in the place of a sadharana ga and 
similarly a Suddha ni in the place of a Chatusruti dha and shatsruti 
dha in the place of Kaisiki ni are all acceptable and they have gained 
firm ground in current practice. But Govinda’s Prati Chatusruti ri and 
a Prati Suddha ga therein and all other similar cases look superfluous 
adding only more unwarranted and unwanted and confusing nomen­
clature providing nothing much of any practical interest. His Prati 
Chatsruti ri and Prati Chatusruti dha could however be reckoned 
respectively as our Trisruti ri and Trisruti dha.

Likewise Govinda’s Prati Sadharana ga and Prati Kaisiki ni 
could be our Komala Sadharana ga and Komala Kaisiki ni.
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Similarly Ahobala’s Suddha ri (Shadja Grama) as Purva ga, 
likewise Suddha dha (Shadja Grama) as Purva ni is all not so easily 
reconcilable moreover not appealing to practical sense. There are 
many such cases in Ahobala’s Suddha Vikruta swaras. To recognise 
one more swarasthana in an already existing another swarasthana 
would suffice as follows :

Chatusruti ri Suddha ga

Sadharana ga Shatsruti ri

Chatusruti dha * Suddha ni

Kaisiki ni Shatsruti dha

Govinda reckoned the Suddha swaras as Prakruti swaras. His 
Prakruti swaras were Suddha Shadja, Suddha ri, Suddha ga, Suddha 
ma, Suddha pa, Suddha dha and Suddha ni. They were not the Suddha 
swaras of the Shadja Grama and it is in Kanakangi where the above 
seven Suddha swaras are found. Hence rightly or wrongly the first 
mela Kanakangi assumed the role of the Suddha scale and as the 
first mela.

Sangita Sam pradaya Pradarsin i o f  Subbaram a D ikshitar

(1904/1906)

At the outset the account of the Suddha Vikruta Theory or 
the culmination of the Evolution of the tonal system as expounded 
by Sub.barama Dikshitar in his Sangita Sampradaya Pradarsini in all 
essence marks the current concept. No doubt the first raganga (mela) 
takes all the Suddha swaras viz., Suddha ri, Suddha ga, Suddha ma, 
Suddha dha, Suddha ni. But in giving the sruti values, Subbarama 
Dikshitar again clings to the old theory i.e, the ri and dha were placed 
at trisruti level.

In line with Govinda, the author of Sangraha Choodamani, 
Subbarama Dikshitar also reckoned the Suddha swaras as Prakruti
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swaras - that again is debatable, Prakruti swaras could only be two 
sa-and pa. Even in between sa and pa Shadja alone is, strictly speaking 
the defacto Prakruti swara - natural note - self ordained. The 
Panchama too derives its position only with reference to Shadja. So 
in all fairness the Panchama cannot be Prakruti Swara.

Subbarama Dikshitar’s vikruta swaras are nine as given below. 
Panchasruti ri, Shatsruti ri, Sadharana ga, Anthara ga, Prathi ma, 
Panchasruti dha, Shatsruti dha, Kaisiki ni and Kakali ni.

Observations

1. To follow Venkatamakhin’s theory, Panchasruti ri and 
Panchasruti dha need not necessarily be renamed in as much 
as they are also Suddha swaras - Suddha ga and Suddha 
ni respectively.

2. It looks reconcilable that the other seven vikruti swaras can 
be accepted in to-to. The Sadharana Gandhara is a Vikruti 
swara as Gandhara and Shatsruti ri becomes a Vikruti as 
Rishabha so on and so forth.

Suddha and Vikruta Swaras - Current Theory 
(A reconciliation with the past and also certain suggestions 
in some respects)

The universally accepted 12 swarasthanas with four additional 
swaras recognised namely Suddha Gandhara in the place of Chatsruti 
ri, Suddha ni in the place of Chatsruti dha, Shatsruti ri in the place 
of Sadharana ga and Shatsruti dha in the place of Kaisiki ni have 
become an established fact and they have come to stay firmly through 
many ragas in current practice. Whether wanted or not, ragas with 
such notes are gaining more recognition with the populous.

Taking that into account we have seven Suddha swaras namely:



Suddha and Vikruta Swaras of the Past and the Present 153

Suddha sa, Suddha ri, Suddha ga, Suddha ma, Suddha pa, Suddha 
dha, Suddha ni

How are they now reckoned as Suddha swaras? Among the 
three varieties each of ri, ga, dha and ni those which speak lowest 
in pitch are reckoned as the Suddha swaras. Among Dvisruti ri, 
Chatusruti ri and Shatsruti ri the first one is the lowest in pitch. Hence 
it is Suddha. Among the three varieties of Gandhara, namely Suddha 
Gandahara, Sadharana Gandhara and Antara Gandhara that Gandhara 
recognised in the place of Chatsruti ri, is naturally the one lowest 
in pitch compared with Sadharana and Antara Gandharas. Hence the 
first Gandhara speaking lowest in pitch is the Suddha Ga. Of the 
two varieties of Madhyama, the first speaking lowest in pitch becomes 
Suddha Madhyama. That Nishada recognised in the place of 
Chatusruti dha became the Suddha ni. The dvisruti dha being the 
lower than the other dhas namely Chatusruti dha and Shatsruti dha 
became the Suddha dha. The widely accepted two Prakruti swaras, 
Shadja and Panchama are reckoned as the Suddha swaras for all 
practical purposes. This is in a way following Govinda.

The unquestioned Vikruta swaras which are always Vikruta 
and never Suddha under any circumstances are only the following:

Sadharana Gandhara 

Antara Gandhara 

Prati Madhyama 

Kaisiki Nishada 

Kakali Nishada

The above laudable thought is the contribution of Venkatamakhin 
for which he deserves our praise and gratitude.



The Chatsruti ri and Chatsruti dha are vikrutas only in so for 
as they are Rishabhas and Dhaivatha respectively. Once they become 
Suddha ga and Suddha ni they lose their Vikruta and they become 
Suddha swaras. That is the problem. Really speaking the Suddha 
swaras are only the following:

Suddha sa, Suddha ri (Dvisruti ri)

Suddha ma Suddha pa

Suddha dha (Dvisruti dha)

To have- a foolproof theory we may only say that the Suddha 
swaras are five in number and Vikruta swara, too both as mentioned 
above. From the above point of view even Kanakangi does not look 
to be purely a Suddha scale in as much as the Suddha ga and Suddha 
ni are of a dubious nature. The only possible Suddha scale would 
be a pentatonic scale - the old order of Suddha Saveri - a janya 
of the Kanakambari mela or raganga as given by Subbarama Dikshitar 
in his Sangita Sampradaya Pradarsini. s r m p d s  s d p m r s  
(all Suddha swaras).

The only purely Vikruta swara scale would be the 72nd mela 
Rasikapriya. There is no Suddha swara except sa and pa which are 
to be given the honour more as Prakruti swaras.

A new Thought

Following the ancient theory, one could develop a thought - 
an innovation as how only the swaras of the Shadja Grama alone 
were deemd as the Suddha swaras and the rest as the Vikruta swaras 
by the ancients and medieval. Only the swaras figuring in Kanakangi 
scale alone be regarded as the Suddha swaras and the rest to be 
regarded as the Vikruta swaras. It would naturally lead to a further 
thought that in all the rest of hundreds of scales even Shadja, Suddha
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ma and pa would become Vikruta. Taking for example the well-known 
Sankarabharana, the sruti intervals in between sa-ri, ri-ga, ga-ma, 
ma-pa, pa-dha, dha-ni get changed when compared with Kanakangi 
excepting the only interval between Suddha ma and pa. The ancients 
and medieval held the view that the altered interval value in between 
one and the other constituent notes of their Suddha scale (Shadja 
Grama) brought in the Vikruta swaras. Taking this into cognisance 
in Sankarabharana, except one pa all the other six notes sa, ri, ga, 
ma, dha and ni are to be regarded as Vikruta swaras. This may 
look curious and perplexing too. But that was the logic and wisdom 
behind the conception of the Suddha and Vikruta swaras of the 
ancients and medieval.

Another Suggestion

Following Somanatha and Ahobala, the author feels it worthy 
to revive the usage of the terms Ati Komala, Komala, Tivra, Tivra 
Tara and Tivra Tama to indicate unambiguously the varieties of the 
relative pitch values of the inherent notes of the ragas concerned. 
Our Hindustani brother musicians and musicologists observe the 
theory.

The three varieties of ri, ga, dha, and m could respectively 
be reckoned as follows :

Suddha ri (Dvisruti ri) 

Chatsruti ri 

Shatsruti ri 

Suddha ga 

Sadharana ga 

Antara ga

Komala ri 

Tivra ri 

Tivra Tara ri 

Ati Komala ga 

Komala ga 

Tivra ga
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Suddha ma 

Prati ma

Suddha dha (Dvisruti dha)

Chatusruti dha

Shatsruti dha

Suddha ni

Kaisiki ni

Kakali ni

Komala ma 

Tivra ma 

Komala dha 

Tivra dha 

Tivra Tara dha 

Ati Komala ni 

Komala ni 

Tivra ni

The above would suffice to mitigate the confusion and problem 
prevailing with regard to the usage of terms like Suddha and Vikruta 
and moreover the technical nomenclature like the Sadharana ga, 
Antara ga, Kaisiki ni, Kakali ni, Prati ma etc.,

APPENDIX I

Tables of Suddha-Vikruta swaras of some important Lakshanakaras 

Sarangadeva - Sangita Ratnakara (1203-1247A.D.)

S.No. Sruti ladder Suddha and Vikruta swaras

1 . Tivra Kaisiki ni

2. Kumudvati Kakali ni

3. Manda Chyuta sa

4. Chandovati Suddha sa (sa grama)/Achyuta sa

5. Dayavati —

6. Ranjani —-

7. Ratika Suddha ri (sa grama) vikruta ri
8. Rowdri —

9. Krodha Suddha ga (sa grama)
10. Vajrika Sadharana ga
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S.No. Sruti ladder Suddha and Vikruta swaras

11. Prasarini Antara ga

12. Priti Chyuta ma

13. Maijani Suddha ma (sa grama)/Achyuta ma

14. Kshiti

15. Rakta

16. Sandipani Chyuta pa

17. Alapini Suddha pa (sa grama) / 
Chatusruti Vikruta pa

18. Madanti —

19. Rohini —

20. Ramya Suddha dha (sa grama)/Vikruta dha

21. Ugra

22. Kshobhini Suddha ni (sa grama)

APPENDIX - 2

Tables of Suddha-Vikruta swaras of some important Lakshanakaras 

Ramamatya - Swara Mela Kalanidhi (1550 A.D.)

S.No. Sruti ladder Suddha and Vikruta swaras

1 . Tivra Kaisiki ni / Shatsruti dha
2. Kumudvati Kakali ni
3. Manda Chyuta sa /Chyuta Shadja Nishada
4. Chandovati Suddha sa
5. Dayavati —

6. Ranjani —
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S.No. Sruti ladder Suddha and Vikruta swaras

7. Ratika Suddha ri
8. Rowdri —

9. Krodha Suddha ga / Panchasruti ri
10. Vajrika Sadharana ga /Shatsruti ri
11. Prasarini Antara ga
12. Priti Chyuta ma /

Chyuta Madhyama Gandhata
13. Maijani Suddha ma
14. Kshiti —

15. Rakta
16. Sandipani Chyuta pa/

Chyuta Panchama Madhyama
17. Alapini Suddha pa
18. Madanti
19. Rohini —

20. Ramya Suddha dha
21. Ugra —

22. Kshobhini Suddha ni

APPENDIX - 3

Tables of Suddha-Vikruta swaras of some important Lakshanakaras 

Somanatha - Raga Vibodha (1609 A.D.)

S.No. Sruti ladder Suddha and Vikruta swaras

1. 8th position Tivra ri
2. 9th position Tivra Tara ri
3. 10th position Tivra Tama ri
4. 21st position Tivra dha
5. 22nd position Tivra Tara dha
6. Kaisiki ni( 1 st sruti) Tivra Tama dha
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S.No. Sruti ladder Suddha and Vikruta swaras

7. 15th position Tivra Tama ma
8. Chyuta Shadja Nishada 

(3rd position)
Mrdu Shadja Nishada

9. Chyuta
Madhyama Gandhara 
(12th position)

Mrdu Madhyama Gandhara

10. Chyuta Panchama 
Madhyama (16th position)

Mrdu Panchama Madhyama

APPENDIX - 4

Sangita Parijata (1600 A.D.) 
Ahobala’s Suddha Vikruta Swaras

1. Shadja 16. Tivra ma
2. Purva ri 17. Panchama
3. Komala ri 18. Purva dha
4. Suddha ri 19. Komala dha
5. Tivra ri 20. Suddha dha
6. Tivra Tara ri 21. Tivra dha
7. Tivra Tama ri 22. Tivra Taradha
8. Purva ga 23. Tivra Tama dha
9. Komala ga 24. Purva ni

10. Suddha ga 25. Komala ni
11. Tivra ga 26. Suddha ni
12. Tivra Tara ga 27. Tivra ni
13. Tivra Tama ga 28. Tivra Tara ni
14. Ati Tivra Tama ga 29. Tivra Tama ni
15. Suddha ma

Important Point : In a few cases more than one note is also 
recognised in the same position. (Vide the Chapter on Suddha Vikruta 
Swaras)
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APPENDIX - 5
Govinda’s Sangraha Chudamani (18th-19th Century A.D.) 

Suddha Vikruta Swaras

1. Shadja 16. Aprati ma
2. Prati Suddha ri 17. Prati ma
3. Suddha ri 18. Panchama
4. Prati Chatursruti ri 19. Prati Suddha dha
5. Chatursruti ri 20. Suddha ma
6. Prati Shatsruti ri 21. Prati Chatusruti dha
7. Shatsruti ri 22. Chatusruti dha
8. Prati Suddha ga 23. Prati Shatsruti dha
9. Suddha ga 24. Shatsruti dha

10. Prati Sadharana ga 25. Prati Suddha ni
11. Sadharana ga 26. Suddha ni
12. Pratyantara ga 27. Prati Kaisiki ni
13. Antara ga 28. Kaisiki ni
14. Prati Suddha ma 29. Prati Kakali ni
15. Suddha ma 30. Kakali ni
Im portant Point : More than one swara is recognised in the same 
position in a few cases (vide the chapter on srutis).

APPENDIX - 6 
Suddha Vikruta Swaras

Sangita Sampradaya Pradarsini of Subbarama Dikshitar (1904/1906) 

Suddha (Prakruti) swaras Vikruta Swaras

1. Shadja 8. Panchasruti rishabha
2. Suddha rishabha 9. Shatsruti rishabha
3. Suddha gandhara 10. Sadharana gandhara
4. Suddha madhyama 11. Antara gandhara
5. Panchama 12. Prati madhyama
6. Suddha dhaivata 13. Panchasruti dhaivata
7. Suddha nishadha 14. Shatsruti dhaivata

15. Kaisiki nishadha
16. Kakali nishadha
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Fretting of the vina based on scientific principles 

Vidya Shankar

The Vina is an audio-visual instrument.

The nuances of the aesthetic and scientific aspects of our 
classical music are best understood by experiencing these through 
the proper technic of vina play. Hence, the importance of accurate 
placement of the frets on the vina, based on scientific principles 
without compromising the aesthetic aspects.

The vina is presented with 24 frets consisting of two 
consecutive stayees madhya and tara.

K---------- ' ----------- --------- •— 4

Each stayi represents 12 swarasthanas - the two varieties 
komal and tivra of the five vikriti swaras, rishabha, gandhara, 
madhyama, daivata and nishada together with two achala or prakrithi 
swaras shadja and pancama form the twelve swarasthanas.

r, r2 g, g2 m, m2 P d, d2 n, n2 s

The lower and higher srutis of the two varieties of the five 
vikriti swaras along with the two prakriti swaras form the frame work 
of the 22 srutis derived by the cycle of fifths and fourths:

s r . r2 g. g2 m. m2 p d. d2 n. n2
1 256/293 18/9 32/27 5/4 4/3 45/32 3/2 128/81 5/3 16/9 15/8 

16/15 9/8 6/5 81/64 27/20 61/45 8/5 27/16 9/5 243/128
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Being aware of the innumerable sukshma srutis, we believe 
in the maxin “srutiranantam” but the question is :

What are the sruti values for the frets of the vina, and hence 
the positions and placements of the frets?

Since we have mentioned about sruti values, let Us quickly go 
through the fundamental facts of a vibrating string, its length, aliquot 
parts (a fraction whose nominate is 1), the notes emitted therein and 
their relative frequencies.
IL

aliquot
parts

upper
partials

position
damped

swara
heard

portion
vibrated

relative
frequency

1/2 s 1/2 tara 1/2 l-s- 1/2 = 2
shadja

1/3 P 1/3 pancama 2/3 1 -s- 2/3=3/2
1/4 s 1/4 suddha

madhyama 3/4 1-3/4 =4/3
1/5 g 1/5 antara

gandhara 4/5 1-4/5 = 5/4
1/16 1/16 suddha

rishaba 15/16 1-15/16=16/15
Traditionally in the method of fretting the 

vina, tuners or technicians initially strung the 
vina with the seven strings - the main four 
strings along the main bridge tuned as s , p, 
s p, adhara shadja mandra pancama, mandara 
shadha, anumandara pancama, and the side 
paccasarini strings as s, p , s — the funda­
mental, fifth and the octaves. Listening to the 
upper partials emitted at tarashadja, pancama, 
suddha madhyama and antara gandhara, frets 
were fixed at the positions emitting the swaras
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s, p, m, and g2. Later, for the rest of the swaras, the trial and error 
method was adopted by them based on ear-test, twanging intermit­
tently individually or simultaneously the paccasarini or the tala strings.

The above ear-test procedure has the inherent drawback of 
being limited by the accuracy of the tonal perceptions of the tuner 
or technicians.

The suggested method of fretting the vina, aims to minimise 
this drawback by following the scientific principles of checking the 
srutis by listening to the harmonics or upper partials and additionally 
using rider for sympathetic vibrations.

As a general principle, the placement of the frets for the 
swaras, the one with the lower frequency i.e, ekasruti rather than 
tvisruti and tissruti rather than the chatursruti, is accepted - as the 
higher sruti is easily obtained by a slight stress or a precise deflection 
of the string.

Since the suddha-rishabha and suddha-daivata are immediately 
adjacent to the acala-swaras shadja and pancama respectively, it is 
desirable to play the lower srutis of these swaras on their previous 
frets which bear steady notes or play them on the open strings, 
stressing or deflecting the string behind the meru. Hence the 
placement of the frets for suddha-rishabha and suddha-daivata take 
the positions of the frequencies of the higher sruti.

To quote our guru Sangita Kalanidhi Sabesa Iyer who was 
called Saveri Sabesa Iyer, his words were 'Sa ve ri’ - meaning 'sa’ 
itself is 'r i’ - as the position of 'r i’ is so adjacent to 'sa’ - “sarasuda”. 
This phrase starts with the typical Saveri-rishabha and proceeds with 
the other forms it can assume - rigarii - with a jaru and rigaririsa 
-with a janta swara prayoga.
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In Gowla raga, the rishaba appears with more prominent 
gamaka “Tudukugala”.

In raga Mayamalavagowla, the steady prolongable straight note 
is visibly seen - “saa rii gaa maa”.

In Padi raga, a still higher position is handled - “Sri Guruna”.

Similarly the suddha-daivata can be explored in :

1. daa nii pai (charana-vama) 2. jaa kela (kriti-Tyagaraja) 2. 
kamalambike (Muttusvami Dikshitar)

These points convince us that the frets for suddha-rishabha 
and suddha daivata can be fixed at the higher sruti. We shall see 
these later while the actual fretting is explained.

For the rest of the swaras r2 g, m2 d2 n, and n2

the lower srutis can be displayed ; g2 and m, are omitted here 
as they have taken the positions of the aliquate parts of l/5th and 
l/4th.

Taking into con­
sideration these facts, 
the placements of the 
frets on the vina are 
done with precision.

As a first step 
the side bridge and the 
paccasarini or tala- 
strings with their bridais 
are removed. This pro­
motes an advantage of
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a freer vibration of strings on the main bridge. Secondly, fretting does 
not depend on the sa-ma or sa-pa basis with the help of the 
paccasarini; also there is a release on the slight tension of the side 
bridge leaning on the main bridge.

DL in the vina selected for fretting, the distance between the meru 
and the point of vibration, i.e, the middle of the main bridge is 84 
cms. to suit the divisibility of 2, 3, 4, 5 and 16, —i.e, places 
1/2, 1/3, 1/4, 1/5 and 1/16 where the harmonics are observed. This 
length in most of the vinas in vogue varies from 78 to 86 cms.

To start with i.e, in stage I of the practical side of fretting, 
on the two parallel ledges of the vina, well cleaned, heated was not 
fully hardened is spread over, in the traditional manner with a smooth 
slight slope. Then at alequote parts, on these, are fixed the five frets:

alequote parts 
(positions)

distance

1/2 48 cms from the meru
1/3 28 cms from the meru
1/4 21 cms from the meru
1/5 16.4 cms from the meru
1/16 5.25 cms from the meru

IV. In the next stage II, the strings are strung :

The first string is tuned to a convenient tonic or adhara-shadja. 

The first lower one to the lower panchama.

The next lower mandra-suddha-madhyama and 

The farthermost to mandra-gandhara.
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Strings gauge pitch-swara

ga-string 22 mandrastayi antara gandhara
ma-string 24 mandrastati suddha madhyama
pa-string 26 mandrastayi pancama
sa-string 29 madhyastayi shadja

The accuracy of the pitch of these open strings can be checked
(in unison) with the help of the swaras emitted on the five fret. 

Swaras observed on the 4 strings on the fixed frets:

Positions 1/16 1/5 1/4 1/3 1/2

ga-string (r.f.5/4) d, d2 n 2 g2
ma-string (r.f.4/3) m2 d2 n . s r

s

pa-string (r.f.3/2) d, n 2
s

r 2 p
sa-string (r.f.l) F. g2 m, P s

The relative frequencies of these swaras can be calculated. 
For example, at position 1/16 on ga string, the relative frequency of 
the swara emitted m, will be 16/15 x 5/4 = 4/3.

Similarly the rest of the swaras can be dealt with :

ga-string m, d, d2 n2

(5/4) 5/4 x 16/15=4/3 5/4 x 5/4 =25/16 5/4 x 4/3 =5/3 5/4 x 3/2=15/8

ma-string m2 d2 n, s

(4/3) 4/3 x 16/15=64/45 4/3 x 5/4 =5/3 4/3 x 4/3=16/9 4/3 x 3/2 =2

pa-string d, r2 S r2

(3/2) 3/2 x 16/15 =8/5 3/2 x 5/4= 15/8 3/2 x 4/3 = 2 3/2x3/2x1/2=9/8

sa-string r, 92 m, P

16/15___________ 5/4 —1Z3__________ 212___________



Fretting of the vina based on scientific principles 167

From the above tabulation of the calculation of these frequen­
cies, it can be observed that the frequency value of d, (5/3) is got 
on ga-string as well as ma-string; also n2 (5/8) is got on ga-string 
and pa-string; but the frequency of d( differ in ga-string and pa-string- 
- ga-string-25/16; pa-string - 8/5.

The above calculations wilT help us to answer the question posed 

to us initially as to the choice o f the sruti values o f  the swaras 

positioned on the frets.

Sofar, the frets fixed at the aliquot parts give the swaras at 
their positions : r, g2 m, p and s on the shadja string.

The placement of the rest of the frets r2 g, m, d, d2 ^  and 
n2 on the shadja string follow the pattern of arriving the unknown 
from the known. This leads us to the final stage in the process of 
fretting.

The procedure adopted in this stage is the transplantation of 
the swara heard on either ga string or ma string to the shadja or 
pancama strings.

The relative frequency of these swaras can be calculated then 
and there by conversion of sruti from sa to pa string or vice versa.

Taking the order of the swaras on the frets on the shadja string, 
the first one is r

r, is already fixed at the aliquot parts 1/16 - r.f. 16/15.

d, which occupies the same above position on pa string
(3/2 x 1/2) gives the frequency value 16/15 x 3/4 = 8/5. 
This can be transplanted on shadja string, at its positions 
next to pancama fret. (The value 25/16 in the calculation 
table is rejected as it is a lower sruti -



(8/5 :25/16 : (128 - 125 / 80 as per our earlier decision.)

d2 got on ga string and ma string has the value 5/3.
So, this is transplated on sa string at its position d2 
Placing the 2nd fret on sa-string this frequency 
we get r2 on the sa string with the value 
5/3 x 2/3 = 10/9.

r2 Placed as above 10/9. The value got on the calculation 
table is 9/8. This is rejected as it is higher by a coma 
81/80 to 10/9. Yet it appears on the pa-string below 
the pancama on shadja string.

n, On ma string is 16/9. So this is transplanted on sa 
string at its position. Placing this as the third fret on 
pa - string

g, We get g, as 16/9 x 2/3 = 32/27 on sa string.

n2 is got on ga position on pa string as 15/8.
This is transplated on sa string, the fret just before the 
tara shaja.
The swara behind this n2 on pa string is m2 with the 
value 15/8 x 3/4 = 45/32.

m2 is got on ma string as 64/45, a higher value than 45/32 
(2025 - 2008 / 1440.) So, sa string m2 is placed as 
45/32, on the fret just before the pancama.

Thus we have all the 12 frets fixed in the madyastayi. With 
octave relationship, these 12 srutis can be transferred on the tara 
stayi.
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The frequency values of the 12 swarasthanas - the frets on the vina:

r , L g. g2 m, m 2
P d, d2 n> n 2 s

16/15 10/9 32/27 5/4 4/3 45/32 3/2 8/5 5/3 16/9 15/8 2

Though only these above frequencies are displayed on the vina, we 
are able to bring in other component parts of these.

Let me conclude my lecture demonstration with demonstrating a few 
possible varieties of tissruti and chatusruti rishabhas as I have done 
earlier for ekasruti and dvisruti rishabhas :

1. Bhairavi - parts of the ata tala vamam - Viriboni.

2. Kharakarapriya - exact pancama to pancama-egs. 
Chakkaniraja etc.,

3. Slight oscillations - Kalyani - Biranavara : Tallininnu

4. Greater oscillations - Devagandhari - Okavanachara 
(Namoralagimpa).

5. Measured Oscillations - Adagagani - Alakalella -
Madhyamavati. O
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The Contents of the kritis of 
Patnam Subrahmanya Iyer

Dr. S. Mallika

Patnam Subrahmanya Iyer was a prolific composer. Many of 
his kritis have become quite popular even with lay listeners. But in 
considering the thought content of kritis in camatic music, we must 
remember one or two basic facts. To the great composers, music 
was mainly a way of seeking God, a form of upasana. They were 
not primarily interested in making their kritis vehicles or formulations 
of their philosophical ideas. Their main content is appeal, with plentiful 
allusions to episodes in the mythic lore of the country. That is perhaps 
one reason why the kritis are popular even with people who do not 
understand the language of the kritis and do not fully understand the 
meaning of the words.

The pervasive theme of Iyer’s kritis is the glory of God. 
Philosophical thoughts are interwoven with the praise of God. Though 
he has an ishta deiva he has composed songs on many gods of 
the Thindu pantheon. There are kritis which plead for peace of mind 
and spiritual progress, for his protection, and there are kritis extrolling 
god’s grandeur. Some sixty kritis of his are extant today. Often he 
speaks of his compassion for the weaknesses of the human society, 
and the kritis are full of references to mythical stories. These kritis 
contain philosophic truths and didactic elements. His devotional songs 
fall into the well defined categories of devotion like Sravanam, 
Kirtanam, Smaranam and Vatsalyam. The basic truth the kritis 
contain in “Anyata saranam nasti tvameva saranam mama" and 
they vividly bring home to us the greatness of god and the littleness 
of man.
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A person who seeks salvation must conquer the six innate 
enemies kama (lust) krodha (anger) lobha (attachment to worldly 
things), moha (attachment to illusory ideas or things), mada (pride) 
and matsarya (jealousy).This is impossible without God’s grace, The 
seeker is often overwhelmed by his sorrow that His grace is delayed. 
Iyer expresses this grief eloquently in Rama ika nannu (Sahana).

Who is a bhakta? Iyer speaks of his outstanding characteristics 
in many kritis. He listens to lores of His deeds ( “Santatampu sat 
kathalanu vini”) sings. His praise to occupy himself (Inkadaya in 
Cakravaham) dedicates his faith to Him (.Ennadu in Balahamsa)\ 
and sings His praise wholeheartdely ('Manasara ninnu saranamagu 
sankirtana lonarinca’ in Marivere in Latangi).

In some kritis Iyer enumerates the rule for the bhakta and 
these echo the tenets of the Bhagavat Gita. Let the bhakta avoid 
being false to himself in ( “Phalukuce ” in Phalamanjari); avoid too 
much attachment to kith and kin ( “Ninnu ceppa ” in Mandari); let 
him make no discrimination between Siva and Madhava. ( “Entuku 
capalamu” in Saveri) and let him not forget to meditate on the holy 
feet of Sri Ramachandra even for a second (Maravakave in Sama) 
and let him avoid pride over attainments in this life (Manasavrudha 
in Abhogi) The philosophical ideas scattered over the kritis are derived 
mainly from the advaita teachings of Sri Sankara.

Yet Iyer is an ardent Vaishnavaite in his devotional aspect. The 
idea that Vishnu, in his many incarnations and As Rama especially, 
is not a conception but the reality of God, that all the other deities 
are His manifestations, is expressed in many kritis. For instance there 
is the kriti (Sakalesvara in Simhavahini). But though Rama is his 
ishta devata he sings of siva also as the supreme and of Vishnu 
as Siva’s close friend Pancapakesvarena in Ramapriya) There are
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two things to be noted here. A bhakta need not be exclusive in 
his devotion, he can respond to different deities in different moods 
and circumstances; Hindu mythology does not portray gods as one 
another’s rivals. They contain complementary qualities. And Vedanta 
philosophy maintains that the supreme manifests itself to a votary 
in whatever form he conceives it. Iyer therefore sings of Siva, Rama 
and Sakti without theological inhibitions. After all, a Bhakta is not 
a theologian. In the reality of his Bhakti Iyer reconciles the theological 
divergences of sectarian theology by emphasising that there is no 
truth in the emphasis on differences between deities. Forms do not 
matter and the mind must realise the oneness of Godhead. Siva and 
Vishnu are one and the same in reality. “Indudharudani 
Damodarudani peridukoni - Yunna vadokkadani encaka ” he 
says. The truth has been emphasised by Sri Sankara and Sri 
Tyagaraja and a score of others. Eleven of his kritis are on siva 
one on Dharmasamvardhini and one on Sri Subramanya.

He showers praise on his ishta devata as part of his own 
worship. He describes Rama as the one who destroys the sins of 
devotees ( “Sakala Papahara”)  He is the god of gods, the support 
of all the World the lord of all beings, and the one who resides in 
the hearts of the pious. Devadi deva, Sakala lohadhara, Jivesvara, 
Sarveshvara and Sadhuhrutvihara. He is the one without blemishes, 
worshipped by Brahma and Siva, worshipped by the king of the devas- 
nishkalanga, Ajapurandaravinuta, amarendra vandita pada, Rama 
is purushottamma, (Paramapurusha ("Paridanam iccite” in 
Bilahari), Ajapurandardivinuta saluted by the Trimurtis and others. 
He is the best among men ( “Naravarudu ” - “Maravakave” in Sama), 
“Vennudu” ( “Abhimana” in Begada) the protector of people 
( “Srutajanapala ” in Samininne in Atana).
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In a few songs Iyer describes Siva, with “Ram” which is the 
Bijakshara o f Ramanama. “Ra ”■ is the important letter in Madhava 
mantra he says, and “M a” is its counterpart in Siva mantra. When 
he speaks of Siva with Rama Bijakshara, he sees to it that the saguna 
form of his favourite deity is also brought in. (Bhajare manasa- 
Sugunabhushani) .

Para Saktivaram; isvaram -niram ayam , nirvisharam , 
Caracaratamakam, paratparam, Haram, Citambaradipam, Sankaram, 
Niranjanam, nirakaram, niralambam, niradharam, nirandhara 
nandhakaram;

Iyer reveals infinite compassion for the masses misled into 
worldly worship. He is sure that divine grace is easiest achieved 
through music and that music is the surest way into the hearts of 
the masses. In many compositions he embodies the basic teachings 
of the Vedas the Upanishads and the Sastras. For instance, the 
idea found in the scriptures, “Sravanam manaam idi dyanam ” is 
an idea expressed in “Manasuna neranammiti in Begada. Since 
music thrills the inner core of our being, Iyer seeks the spiritual 
Company of those who follow the musical path to moksha 
( “Varamiyavayya” in Suddhadanyasi).

Varanaradadi surayaksakinnarulu nercina
Varasangitasvara saukhyamu leruga

Iyer’s kritis substantiate the Lord’s statement “I dwell not in 
Vaikunta or in the hearts of yogis nor in the sun; I dwell where 
my bhakta sings; there am I, O Narada!.

In many kritis he states that bhakti is the essence of sangita; 
the sadhana of nija sangita and bhakti gives peace. He asks 
“Janmamendkuu bhaktileni? ” (Why birth without bhakti?) Without
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a bhakti man is a burden to earth; the purpose o f narajanma is 
His worship. Since music leads to self-realisation he prays for the 
knowledge of sangita. “Varasangita Svara soukyamulueruga”. He 
often speaks of the idea o f Sabda-brahman. He describes 
Dharmasamvardani as “OmJcara sadhani, nadavinodhani”. Siva 
is called “pranavanadasvarupa”.

Iyer does not lay claim to creating any new system of thought. 
He emphasises well known philosophical truths: for instance, the 
emnacipation of the soul from the series o f births and deaths. 
“Matimatiki radu bhumpai” in “Etunamminavo”. Many kritis talk 
of the emnacipation of the mind from the clutches of worldliness: 
“Ninnu ceppa” (Mandari); “Veruvanela" (Suddha Bangala’); 
“Ittivaruleti” (Ramapriya); “Varamiyavayya”; (Suddha Danyasi); 
“Etunamminavo” (Saveri) and “A samayamu” (Saranga). One has 
to transcend the path of sin before obtaining the mercy of the Lord. 
“A Samayamuna ” enumerates the problems the soul would face after 
death.

Iyer presents the Upanishadic idea of the body being 
comparable to a chariot, the five sense to the five horses that draw 
it, the mind to the sarathy, and the soul to the traveller in 
"Etunamminavo ” (Saveri) In this kriti he laughs at the idea of the 
body being imperishable - he calls it the mudpot “cedi-shinice 
dehamu”, “mattikunda kante hina mainaidai” But he proposes a 
commendable method for eternal liberation.

The state of freedom from body consciousness is essential for 
contemplation. Iyer feels that there are only two ways of achieving 
this. One is Yagna which has to be suspended when viyoga follows 
death. Samyogam or the discipline of controlling one’s thoughts and 
fixing the mind on the universal being centred in the heart is the
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second way. This is mentioned in “Maravakave O Manasa” The 
mind should contemplate the taraka mantra of Rama. What can 
scholarship in sacred texts and lore and formal disciplines achieve 
without the grace of God? In “Entanercina" (Saveri) and 
"Manasavruta ” (Abhogi) he sings of this. In the latter song, he 
says that we should not be vain about our achievements - for without 
His grace, what could we achieve?

Manasavruda garvametike
Manasarashiyani krupaleka
Manasamartyamemi unnadi?

The immanence of god in everything small or great, is 
mentioned in many songs, like “Ninnu juc i dhanyudaitai ” 
(Saurashtram”, “Evarunnaru ” (Simhavahirti) etc., A distinct group 
of compositions deals with the vanity of worldly pleasures and advises 
unflincing devotion to God. They talk of the need to take the whole 
world as a manifestation of the Lord. These kritis resemble 
Tyagaraja’s in theme and form. “Varamiyyavayya ” (Suddha Danyasi), 
“Ittivaruletiki” (Ramapriya), "Etunamminavo” (Saveri). “A 
samayamuna” (Saranga) may be put into this group. Iyer wants 
music to lift the fallen souls from their evil ways. He advises us 
to take the punyanama as the means for crossing the ocean of 
worldly life.

In some of his kritis Iyer alludes to cryptic truths from recondite 
pursuits like yoga and tantra. Nada is transacendental sound produced 
in the human body; this pranava originates in the muladhara yogic 
centre of the body. From the top of the head, Modha Brahmarandra 
drips sacrificial ghee which keeps alive this transcendental nada 
omkara. The peak of the human psyche is the Sahasradhara 
corresponding to the peak of the crown. This is the abode of the




















































































































