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EDITOR'S NOTE

he Music Academy Jourmal has been published since 1930
annually. There are a few years when it was not published, but
later combined with the journal of the following years.

This year I have taken over as its Editor with a new and dynamic
team of scholars on the Editorial Board. The journal carries two
articles on Lakshana granthas. There is an article on the Nilotpalamba
Kritis of Dikshitar. There is one article with nine rare compositions of
Tyagaraja discovered recently. This year being the 600th anniversary
of Annamacharya (1408 — 1503), we are publishing a translated version
(Telugu to English) of Sangita Kalanidhi Sri. Rallapalli Ananthakrishna
Sharma’s foreword to one of the TTD publications on Annamacharya.
We also have included two not frequently used javalis with notations.
The term ethnomusicology is sometimes not understood in its proper
perspective. Therefore, we have included an article on “What is
Ethnomusicology?”. There are three book reviews at the end. We are
striving to make the journal as much academic and research oriented
as it ought to be. I am sure it will appeal to the scholars and students
of music. We constantly look for feed back and suggestions from our
readers by email to music@musicacademymadras.com

Research articles are invited for publication in the journal. The details
are given in the website ‘www.musicacademymadras.in’.

I am grateful to Sri. N. Murali, the President of The Music Academy
and each member of the Editorial Board for their support and
dedication in bringing out the journal on time.

Pappu Venugopala Rao
Editor
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THE MUSIC ACADEMY MADRAS

81st ANNUAL CONFERENCE & CONCERTS
Saturday, 15th DECEMBER 2007
Welcome address by Sri N. Murali, President

ri. Narayana Murthy, Vidvan Palghat Sri. R. Raghu, other awardees of this year,
Sangita Kalanidhis, Vidvans and Vidushis, members of the Music Academy,
distinguished invitees, ladies and gentlemen,

On behalf of the Music Academy Madras, I have immense pleasure in extending
a very warm welcome to everyone of you to this Inauguration of the 81st Annual
Conference and Concerts.

It is but fitting that an icon of the new economy, an exemplar of business ethics,
integrity and very good human values, and one of the most admired and respected
business leaders both nationally and globally, is inaugurating it. Sri. Narayana Murthy
needs no introduction to this audience or indeed any audience, but it is my duty to
do so at this function and what a pleasant duty it is.

Sri. Narayana Murthy is currently the Chairman and Chief Mentor of Infosys
Technologies Ltd., the company he founded in 1981 along with six other software
professionals. He served as the CEO for 21 years until March 2002. Under his leadership
Infosys was listed on the Nasdaq in 1999. He was Executive Chairman of the Board
and Chief Mentor from 2002 to 2006.

Sri Murthy also holds key positions in several bodies both in India and overseas.
These bodies include top ranking Universities and Business School Boards, and
Economic and other Policy Planning Councils at the national and international
levels. He is also an independent Director in the Boards of select companies. He is
an IT Advisor to several Asian countries and a member of the Board of Trustees of
T.IE. (Global), a worldwide network of entrepreneurs and professionals dedicated
to fostering entrepreneurship. He has also led key corporate governance initiatives
in India.

Sri Murthy is the recipient of numerous awards and honours. In 1996-97, he was
the recipient of the prestigious JRD Tata Corporate Leadership Award. In 1998, IIT
Kanpur conferred on him the Distinguished Alumnus Award. In 2001, he was placed
by TIME / CNN amongst twenty five most influential global executives who had
lasting influence in creating new industries and reshaping markets. In 2003, he was
the first recipient of the Indo-French Forum Medal, voted World Entrepreneur of the
year by Ernest and Young and was one of two people named Asia's Businessmen
of the year by Fortune magazine. In 2004, TIME magazine identified him as one of
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the leaders among ‘Global Tech Influentials” who are helping shape the future of
technology and voted him as one of the Asian heroes who have brought revolutionary
changes in Asia in the last 60 years. He was ranked by The Economist as 8th in the
list of the top 15 most admired global leaders (2005).

In his early days Sri Narayana Murthy was strongly influenced by socialism till
an incident in Bulgaria converted him “from a confused leftist into a determined
compassionate capitalist”. His strong belief in the creation and distribution of wealth
resulted in Infosys being one of the first Indian companies to offer employee stock-
option plans.

Today, the compassionate capitalist has not only created enormous legitimately
earned wealth for the founders and shareholders of Infosys but also for thousands of
employees. Besides, he contributes substantially to society at large through his own
trusts and the many NGO's that he supports. He leads an unpretentious life style, he
has humility and has the courage of his strong convictions.

The special significance of a torchbearer of the new economy inaugurating the 81st
Conference and Concerts of an institution steeped in hoary tradition and history, I
would like to submit, lies in the shared values of excellence, respect for core values of
classicism and a fine blend of tradition and modernity. I would also like to highlight thé
ubiquitous information technology’s impact on and value-addition to music, whether
through digital sound and digital recording techniques, downloads from the internet,
or as an aid to teaching using communication technology - all of which make music
accessible to millions of music lovers and connoisseurs who are unable to attend the
concerts or are separated by geography.

Sri Murthy is fond of western classical music. We are indeed grateful to him for
spontaneously and graciously agreeing to inaugurate our annual event.

The unique Margazhi music festival in Chennai is one of the largest in the world
and I am proud to say that The Music Academy has been playing a pioneering role in
it, always being at the forefront of this great cultural extravaganza. On this inaugural
day of our flagship December season, there is palpable optimism that it promises to
be yet another exciting and successful one.

The response to last year’s festival from members and rasikas alike was extremely
heartening and there was abundant goodwill and warmth for our great institution.
The resounding success of a festival of this magnitude is largely due to the splendid
co-operation of our members and rasikas and artistes and the generous support of
our sponsors and advertisers. The involvement of all the members of the Committee
as a team also needs to be highlighted. We greatly appreciate the hard work put in
by our dedicated staff. The Academy is also fortunate in getting the help of so many
committed and selfless volunteers. The scouts have been playing a very useful role too.

{10}
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The year 2007 has been a highly successful and eventful one with a heightened
level of activities. Apart from the regular endowment programmes, the HCL Concert
Series has also taken off well. Our thanks go to HCL Technologies for sponsoring the
monthly concerts which go a long way in encouraging promising young musicians.

The year saw a big thrust to the long-needed modernization and upgradation of
the Academy’s infrastructure. The Executive Committee has identified priority areas
for modemnization and upgradation. They are: replacement of seats in the auditorium,
both in the ground floor and the balcony; providing a new, state-of-the-art acoustics
system from Bose; installation of a new energy efficient air-conditioning system in place
of the present one that has outlived its utility; electrical work involving transformers
etc; locating new compact transformers in appropriate places; developing the until-
now unusable rear portion of the complex to locate the cafeteria there in a more
spacious manner; improving the aesthetics and facelift including renovation of the
stage; digitising the priceless archival material consisting of music recordings and
books; enhancing car parking facilities. The various components of the project are in
different stages — some have been completed, some others are planned to be taken
up soon after the season and the rest would be planned soon. All this calls for a
corpus donation of well over Rs.2 crores. Donors have been extremely generous and
spontaneous in the cause of this great institution.

Our grateful thanks are due to the following friends and well-wishers of The
Music Academy for their handsome donations: Sri. Venu Srinivasan through his
company TVS Motors Ltd, who kick-started the modernization programme through
the replacement of seats at the ground floor; Sri. Suresh Krishna through his company
Sundram Fasteners Ltd; in both these cases we have received the first half of their
total donation and the balance is expected in the coming weeks; Sri. C. Sivasankaran
of Sterling Group in the name of his father Sri. R.Chinnakannan; Sri. R. Srinivasan of
Redington India and his son Sri. Ashok Srinivasan for a new Bose Acoustics System;
Sri. A Sivasailam and Srimathi.Indira Sivasailam in the name of “Sivasailam Charities”
for the digitization, development and use of our valuable archives; THE HINDU and
HCL. Further, a substantial donation has been indicated by TCS.

The seating system in the ground floor has been replaced with a modern and
comfortable one from a leading firm in Mumbai along with new flooring work.

The work relating to replacement and shifting of electrical transformers is over. The
other connected, major electrical works are also completed. The north-western side of
the auditorium has been developed nicely for a permanent location for the cafeteria,
freeing up some of the current canteen space for additional parking requirements.
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The Academy now has separate entrance and exit gates that will help reduce
congestion and traffic hold-ups to some extent both within and outside our

premises.

The new Bose Acoustics system has been installed and this year all of you will
have the pleasure and experience of enjoying the season with our own high quality,
state of the art audio system instead of through a hired system as in the last two
years. This has been made possible by the spontaneous generosity of Sri R.Srinivasan
of Redington India and his son Sri Ashok Srinivasan. I must acknowledge the support
we received from Sri Ratish Pandey, Sri Arun Kumar, Sri Kaushal Garg and Sri Anil
Girimaji of Bose Corporation for completing the installation in record time. I must also
particularly thank the young, top notch vocalist Sri T.M. Krishna and his accompanists
Sri R. K. Sriramkumar and others for taking the time and trouble of testing out the
new system and help its fine tuning through a trial concert. We are also fortunate
to get the services for the entire season of Sri S.L. Balaji, one of the finest sound
technicians of Chennai.

A little later today Sri Narayana Murthy will be formally commissioning the new
Bose Acoustics system.

The project for the digitization of archives will start soon after the season. It is
also planned to take up the installation of a new, energy saving and efficient air-
conditioning system well before the summer.

The seat replacement work in the balcony would be taken up immediately after
the dance festival.

It is our dream to provide world-class infrastructure and ambience for the comfort
and listening pleasure of our members and rasikas.

It may be pointed out that the overall modernization project is being carried out
with the architectural design and supervision of Sri. P.T. Krishnan, one of Chennai’s
finest architects and I gratefully acknowledge his tremendous help.

The Academy’s Journal could not be brought out from 2002 onwards for reasons
known to members. With the help of an enlarged Editorial Board we have now been
able to resume its publication with the back issues as well as the current one coinciding
with the onset of the season.

We have also received more endowments in 2007. We acknowledge with thanks all
the donors, particularly the following for substantial additions / new endowments -
Sri P. Obul Reddy, Sri N.S.S. Mani, family members of Sri K. Chandrasekaran, Srimathi
Indira Sivasailam, Dr. Gutti Rao and Sri Pichumony Iyer and Srimathi Kunthalam
Trust.
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The website of the academy www.musicacademymadras.in has been updated with
the details of the forthcoming season.

It is with deep gratitude that we acknowledge the participation and support of
all the musicians and artistes, musicologists and scholars and it would not be an
exaggeration to say that their unflinching support as well as outstanding concerts/
performances/lecture demonstrations at The Music Academy, has largely contributed
to the Academy’s fine reputation and success. We have also taken necessary steps to
appropriately enhance the compensation to the artistes, besides further streamlining
the process relating to selection of artistes in a transparent manner.

It is with gratitude that we acknowledge all the sponsors/stall hirers/advertisers in
the souvenir for their continued support that would enable us to conduct the annual
festival successfully.

During the season, The Music Academy confers special honours on outstanding
individuals who have contributed immensely to preserve and enrich the fine tradition
of classical fine arts. This year we have selected a stalwart, mridangam maestro Vidvan
Palghat Sri R.Raghu for presiding over the Conference and receiving the prestigious
title of Sangita Kalanidhi.

Born in Burma, Palghat Sri R. Raghu was initially tutored on the mridangam by
Swami of Rangoon and his abilities were spotted by mridangam maestro Tinniyam
Venkatrama Iyer who taught him for a short duration in Rangoon and later on in
Madras. From 1940, Sri Raghu came under the tutelage of the incomparable Sangita
Kalanidhi Palghat T.S. Mani Iyer.

At the age of 13, he had the opportunity to accompany Sri Ariyakudi Ramanuja
Iyengar and a year later the Alathur Brothers. His career as a mridangist took off from
there and he started accompanying senior vocalists. With B.A. in Mathematics in his bag,
Sri Raghu decided to become a professional percussionist. Sri G.N. Balasubramaniam
(GNB) greatly encouraged him. While being a disciple of Sri Mani Iyer, Sri Raghu also
benefited from the affection and advice of mridangam maestro Sri Palani Subramania
Pillai.

Sri Palghat Raghu is a highly respected artiste known for his technique and mastery
over rhythm, apart from his fine musical knowledge. He has remained a top-notch
percussionist over many decades, always giving of his best. Beginning in 1960, where
he performed at the Bath festival at the instance of Yehudi Menuhin, he has given
many performances abroad, apart from being a Visiting Professor at the Wesleyan
University in the 1960s. The Mridangam-Tabla combination of Sri Palghat Raghu and
Ustad Alla Rakha performed to packed houses in the U.S. in 1968.

(13}
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I will now let you on to a secret. Sri Palghat Raghu will be celebrating his
“Satabhishekam” during the season and it is most fitting and auspicious that he is
presiding over the Annual Conference and Concerts of an institution which is only
some months younger than him. I offer our most respectful felicitations to him in
advance. It is indeed a special honour and pleasure for The Music Academy to have
chosen Sri Palghat R.Raghu for its highest award.

Two years ago The Hindu instituted an annual award of Rs.1-lakh in the memory of
the immortal queen of melody Srimathi M. S. Subbulakshmi to be given to the Sangita
Kalanidhi elect at the Inaugural function. Sri Narayana Murthy will be giving away
the “Sangita Kalanidhi M. S. Subbulakshmi Award” to Vidvan Palghat Sri R.Raghu
later today.

I am happy to inform you that this year a2 new annual award in the memory of
my distinguished predecessor of 20 years, Sri T.T. Vasu has been instituted by his
family. The award titled “Sri T.T. Vasu Memorial Award” will carry a significant cash
award to the two recipients of the Sangita Kala Acharya title, the recipients of the TTK
Award and the recipient of the Vaggeyakara Award. This award is a fitting tribute to
the excellent contribution made by late Sri T.T. Vasu to the Music Academy. Besides,
there would also be a yearly “T.T Vasu Memorial Concert” funded by the family. I
would like to particularly thank his son Sri Arun Vasu for this annual grant.

Vidvan Sri B. Krishnamurthy and Vidvan Sri V. Subramaniam are the recipients
of the Sangita Kala Acharya Awards.

Vidushi Smt. Seetha Doraiswamy and Vidvan. Sri. Bhagavatula Seetarama Sarma
are the recipient of the TTK Awards.

The Vaggeyakara Award goes to Sri Madhurai G.S.Mani.

We are presenting in this year’s programme over 80 performances which include
our stalwarts as well as young and promising artistes who are raring to go. The
morning conference sessions have been formulated meaningfully by our Experts’
-Advisory Committee. A very thoughtful and noteworthy feature suggested by this
year’s Conference President Sri Palghat R.Raghu is the dedication of every day’s
morning session to the memory of doyens of the past who could not be honoured
by The Music Academy for various reasons.

Our Sadas on January 1, 2008, will be presided over by Sri. N. Gopalaswami, the
Chief Election Commissioner of India who himself is a great music enthusiast.

The week-long Inaugural Exclusive Dance Festival started by us last season was a
phenomenal success and this year too the Dance Festival will be held between January
3 and January 9, 2008, and on a larger scale.

{14}
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The Music Academy will be reaching its momentous milestone of 80 years in
2008. While that significant and auspicious landmark would be celebrated in a fitting
manner, we take this opportunity to salute the vision, farsightedness and selfless
dedication and contribution of those public spirited persons of eminence who founded,
nurtured and developed this great institution to this level of pre-eminence over the
last eight decades.

Our entire Executive Committee rededicates itself to uphold the core classical
values that the Academy is famous for, bearing in mind the need for the right blend
of tradition, artistic excellence and modernity.

We would always strive to take the Music Academy to greater glory and to even
greater heights of excellence. We would not like to rest on our laurels as there is still
a long way to go in our journey.

On behalf of our entire team, I wish you all a glorious December season and Dance
Festival and a very happy and fulfilling New Year.

—_
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Inauguration of the Annual Music Festival

81th ANNUAL CONFERENCE AND CONCERTS
The Music Academy, Madras

N.R. Narayana Murthy
Chairman and Chief Mentor, Infosys Technologies Limited

t is a pleasure to be here. I thank the organizers for inviting me. I feel privileged
Ito be among some of the greatest and gifted practitioners and critics of music.
My knowledge of the classical form of Indian music is minimal and my familiarity
with classical music is limited to western classical music. There is not a week when I
do not listen to Mozart, Beethoven, Bach, Shubert, Tchaikovsky or Strauss. Any free
evening while traveling in the west will attract me to a concert hall. However, I must
say I have enjoyed concerts by Suma Sudhindra, R K Suryanarayana and Lalgudi
Jayaraman, just to name a few Karnatic music celebrities.

This is the 81st Annual Music Festival. One’s Sada-abhishekam is performed
when one completes his or her 80th year. It is an age when an individual reaches the
fullness of wisdom and elegance. This is especially true in the case of Madras Music
Academy. It has sighted may be more than 1000 full-moons like Madurai Mani Iyer,
G.N. Balasubramanian, M.S. Subbulakshmi (MS) and M.L. Vasanthakumari. The list
goes on and on. Today, despite my limited understanding of Karnatic music, I will
speak about the importance of music in the current times, what has made this form of
music stand the test of time, and some of the steps we have to take to make classical
music popular among future generations. I will be using the terms classical music and
Karnatic music interchangeably.

To ensure accuracy and authenticity of my speech today, I have used several
sources. The significant of them are: “The Madras Quartet” by Indira Menon, a book
by Lakshmi Vishwanathan on M.S. Subbulakshmi, “The Hindu Speaks on Music” and
several articles that have appeared in dailies like The Hindu and The Indian Express

during the past several years.

Sangita Kalanidhi Sri Ariyakudi Ramanuja Iyengar said: “Music is a divine gift that
God in His manifestation as Naadha Brahman gave to the world”. Music is, perhaps,
the most powerful, most vibrant and the most versatile communication medium.
Music is one of the best forms of creativity and originality. Music can be associated
with anything in the world, the time of the day — dawn or dusk; moods of the @nd
- peaceful, happy or sorrowful; seasons of the year — autumn, summer Or Spring;
various forms of life on earth; pantheon of Gods; religions of the world; regions and
nations of the world. Music gives an identity, adds colour and expression to almost
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everything. However complex it may be, musical beauty and charm can be appreciated
and enjoyed by all people, even those without any formal subject knowledge of music.
People just love the signature tune of Titan watches advertisement even if they do
not know that it is part of Symphony Number 25 by Mozart.

Why is music, especially its classical form, important for us?

Music lends stability to a society. Music, especially in its classical form, is an
important and enduring aspect of any culture. Culture, which is a disciplined way
of life, is critical for the stability of a society. Adherence to cultural values and
norms elevates the behavior of people, resulting in harmony. Stability and harmony
provide confidence to people. Confidence results in progress of the society. Hence,
as a stabilizing force of our society, music is a must for us and for our future
generations.

Classical music is an excellent vehicle to impart value system. As any practitioner
of Karnatic music would aver, classical music teaches devotion - devotion to Guru and
to God. Devotion to God is all about adherence to dharma -truth, civility, honesty,
societal good and ethical practices. Karnatic music is profuse with Bhakti or devotion
to God. MS once said: “Music is the easiest vehicle to attain sainthood as music has
no barriers of region, language or religion”. Mastery of music requires dedication,
discipline and humility.

Music unifies people. Music has been an important unifying force in India through
the ages and especially during critical periods of our history. Be it the Bhakti Movement
or the Independence Movement, music was at the forefront in unifying India. During
the independence struggle, cinema and drama music reached remote parts of India,
and kindled the nationalist feelings. Music is an important commonality in a diverse
country like India and brings joy to the rich and the poor, the urban and the rural,
and the old and young, just to name a few dimensions of our diversity.

Classical music is a medium to carry the noblest of human thoughts, be it devotion,
bhakti, philanthropy or global peace. For example, Kanchi Paramacharya wrote in
Maitrim Bhajata, “Cultivate friendship that conquers all hearts, Look upon others
as thyself, renounce war and unnecessary competition. Observe restraint and show
kindness. May the whole world be happy and prosperous”. As most of you know,
this precept was rendered beautifully by MS in several of her concerts.

Music soothes the mind and even has therapeutic effects. According to an ancient
text -Swara Sastra, the 72 melakarta ragas control the 72 important nerves in the body.
Be it ‘Melukovaiya’ in Raaga Bowli sung at the crack of dawn or ‘Uyyalalugavayya
sreerama’ in Raaga Nilambari sung in the late evening immediately relaxes your mind.
Music is a perfect antidote to a stressful life.
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Classical form of music has stood pure over long years despite several social
and cultural onslaughts and has actually grown in stature. During every cultural
onslaught, Indian music kept its core intact while improvising for the better. Why
did this happen? It is due to a close link between our music and our religion as well
as due to some of its intrinsic strengths.

Religion has played a critical role in Karnatic music since religion has been
integral to Indian culture. Music has always been considered as the best medium of
worship. It is said that the music emanated from the Vedas. Sama Veda is musically
rendered and has a melodic structure. “Sama vedam idham Sangeetham” is a popular
saying. Temples were the hub of cultural activities and they encouraged music. Some
of the oldest forms of music like the ‘Thevarams’ or ‘Divya Prabhandhams’ were
part of temple music. The Bhakti movement saints and the composers like Sadasiva
Brahmendra and Bhodendra of the 12th, 13th and 14th centuries effectively used music
in the form of ‘Bhajans’ to bind communities.

Towards the middle of 18th century, the trinity of Syama Sastri, Tyagaraja and
Muthuswamy Dikshitar, enriched the art with their dedication and idealism. Their
music was exclusively for Gods. It is a well known fact that when the King sent for
Tyagaraja asking him to present himself at court, he refused and sang the Kalyani
Kriti -"Nidhi chaalasukhama, Ramuni Sannidhi Seva Sukhama". Same in the case of
Dikshitar, who refused the suggestion of his wife to approach the King for money
and sang “Hiranmayim Lakshmin Sada Bhajami” set to raga -Lalita.

Classical music-is one of the very few survivors of our much venerated Guru-
Shishya system. This system of education creates people of high personal virtues.
Most of the well- admired musicians have been known for their values passed on to
them by their gurus.

Learnability is the ability and the acumen of an individual to constantly learn from
multiple sources. In spite of starting at the top and consistently remaining at the top
for over six decades, MS remained open to new ideas throughout her life. She went
beyond the Karnatic Kritis and learnt Rabindra Sangeet, Bhajans and so on. Generally,
Karnatic musicians did not believe in recording Sanskrit religious hymns. MS broke
that tradition. By her own admission, she took several months to learn and perfect
the Venkatesa Suprabhatam and Vishnu Sahasranama. Her rendition of these hymns
with the correct intonation and accent later on became the gold standard for reciting
these hymns. MS noted, “My quest for perfection is unending and I will never cease
to be a Shishya”.

By design, Karnatic music is predicated upon meritocracy. There is absolutely
no room for mediocrity in this form of art. In music, the audience also hones its
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knowledge of the art form, concert after concert. Thus, audience would not tolerate
mediocrity.

Karnatic music encourages creativity and innovation while maintaining its core
intact. It gives full freedom to the artiste to add richness without departing from
the grammar of music. Every musician becomes a music-maker by evolving a highly
individualized style or ‘Baani’ depending upon the quality and timbre of the voice
as well as intellect. I understand that the Trinity created music with ample scope for
manodharma sangita.

The modern concert format is itself an innovation by Sri Ariyakudi Ramanuja
Iyengar. He adapted several aspects of a concert to modern times in such a way that
both the laypersons and the learned never have a dull moment or feeling of boredom,
throughout the concert. The Kutcheri format that he introduced ensured that concerts
have a predictable duration with a mix of heavy and light items. Karnatic music and
its fraternity have embraced western influence positively. Western influence through
musical instruments like violin, mandolin or saxophone has lent richness and grandeur
to Kamatic music.

Karnatic music has always been far ahead of its times, be it westernization or
enhancing diversity and inclusivity. Though Karnatic music has been influenced by the
Hindu religion, it embraced people from other religions. There are several examples
in Karnatic music of people from other religions learning Karnatic music and creating
their own ‘Baanis’. Sheikh Chinna Moulana of Nadaswaram fame, K. Jesudas and
Higgins Bhagavathar are stellar examples of this tradition.

In fact, these fundamental attributes of classical music, namely, fostering of strong
value system, openness, innovation, diversity, and meritocracy are some of the time
invariant characteristics of any successful business.

Karnatic music has been around for a long time and there is a growing interest in
this form of music even today. However, as several of you would agree, it is yet to
realize its potential in terms of reach. There is a big need enhance the reach of Karnatic
music to the younger generation. There is also a concern, expressed in some forums,
that the music profession is not remunerative enough to attract a large number of
students. During the days of kings, it was the tradition for music scholars and artists to
be inducted into the court retinue as samasthana vidvans. Sonti Venkataramana, Guru
of Tyagaraja, was himself a court vidvan at Tanjore. In the north, Jayadeva was one of
the five gems in the court of Lakshmanasena of Bengal. Kalidasa had a patron in Bhoja
Raja. We have lost that tradition. We have to make music more inclusive to make it
a lucrative profession and to enhance the popularity of our traditional music.

There are many things we should do to make classical music popular. First,
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children must be taught the basics of classical music during their formative period.
It will be wonderful to make music mandatory at least till the age of ten. Inspiring
stories of musical legends must be part of their curriculum. The young must know
the story of Sangameswara Sastri, an exceptional vainika (Veena Vidvan), who, I am
told, had the premonition of his death a few hours in advance. He lay on the bed,
placing the Veena on his chest and played it gracefully till his end. The next generation
must know about Sangita Kalanidhi M. Chandrasekharan, who despite being visually-
challenged, became one of the best violinists of the modern era. In addition, light
classical music must be mixed with heavy stuff so that youngsters can sit through
concerts and appreciate the heavy stuff. Andre Rieu is an expert at this and has done
a lot to popularize western classical music amongst youngsters. Similarly, Chittibabu
has tried to bring Karnatic music to the minds of youngsters.

Second, we must focus more on research in the field of classical music. We should
have more musicologists from India. Research on Indian classical music interests even
Western Universities. But for such outside interest in Karnatic music, we would not
have seen a Higgins Bhagavathar. Universities must include music as one of the key
disciplines and encourage research. Even engineering colleges can include electives
on music. For example, the Birla Institute of Technology and Science (BITS) Pilani, a
premier engineering institution, offers courses like “Appreciation of Karnatic music”
and “Appreciation of Hindustani Music” as electives. Engineers are encouraged to
take such courses. In fact, during the 1990s, Dr. T.V. Gopalakrishnan was a visiting
faculty at BITS, Pilani.

Third, organizations can create appropriate environment to encourage music
internally. Organizations can facilitate forming ‘music interest groups’ within and
provide people with the required support. For example, at Infosys we have a music
group called ‘Sruti’. The group regularly organizes several programs on classical
music.

Fourth, Doordarshan (DD) and All India Radio (AIR) have rendered excellent
service to the nation in popularizing classical music. Though we have several private
channels, there is very little focus on classical music on these channels. This has to
change.

Fifth, we must encourage and nurture young talent. During the early days, music,
like several other forms of art, was patronized by Maharajahs and temples. It is said
that Krishnaraja Wodeyar IV announced a prize of Rs 5,000 for any musician who
could compose songs in all the 72 melakarta ragas. Remember it was more than 100
years ago and five thousand was huge money. Belakavadi Srinivasa Iyengar did the
amazing feat of composing songs in all mela ragas and eventually won the prize. I am
glad to note that institutions like The Music Academy have played a pivotal role in
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identifying, nurturing, encouraging and rewarding talent. We must also have several
competitions using TV as the other medium and award attractive prizes to winners.

Sixth we must leverage technology and make Indian music reach people across
the world.

Technology has a critical role to play in democratizing access to music and taking
music to masses. Technology facilitates identification of talent. In fact, the recording
history in India was launched by a woman - Gauhar Jan of Calcutta. It was the 1929
recording for HMV by a thirteen year old MS that made the world identify a beautiful
voice. It was sometime in the early 1930s that a young girl from the temple town of
Kancheepuram was awarded a medal at her school for her performance in a school
choir. Subsequently, a local daily carried this event and her photographs. Colombia
Company, one of the prominent recording firms of that period, was quick to seek the
permission of the girl’s family to cut a disc of her musical performance. Her orthodox
family was taken aback by this publicity. Her father Krishnaswamy Dikshitar resisted
this. The school principal somehow convinced the conservative father and Colombia
Company launched the record of this talented girl who later on became one of the
stalwarts of music -D.K. Pattammal.

Second, technology makes music affordable. Today, World space provides access
to music of various genres throughout the day in whichever part of the world you
are in. Third, technology helps in preserving music. We can listen to the artistes of
earlier generations who are no more with us. In fact, the other day I was going through
youtube.com and it had the footage of famous concerts and performances like the
rendering of Pancharatna Kritis at a Tyagaraja Aradhana and the UN Concert by
MS.

While the gramophone technology, radio broadcasting, DVD and TV broadcasting
have indeed helped artists to disseminate their music to masses, somehow, the Indian
classical musicians have not benefited much from internet. It is true that almost all
artists have their individual websites which give information about them and their
schedules. Several blogs are dedicated to music. But I feel that there is still a huge scope
of using technology in preserving the manuscripts, old concerts, identifying talent,
teaching music and selling CDs and DVDs. Andre Rieu.com is a good example.

Knowing the highly cultured people of Chennai, I am sure you will help address
some of the concerns I have raised today. Once again, let me thank you for your
kindness and generosity in listening to me.

I would like to conclude by quoting yet another line from Tyagaraja “Swara
ragasudha rasayuta bhakti Swarga-bhavar-gamura o manasa” - O mind, the nectar
of devotion mingling with Swara and Raga leads to heaven and enlightenment.
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Speech of Sri Palghat R. Raghu

hen there is a quest for excellence, it has always been in us to strive to

the utmost limits of our physical and mental capabilities to set a new goal
when one is reached. For, after all, just as Gibran says “ there is a space between
man’s imagination and man’s attainment that may only be traversed by his longing”.
When one ponders on occasions such as this, one finds that credit can be attributed
to one outstanding reason or cause. In fact, I must state that today’s function and
my standing before all of you could be ascribed to the divine instrument Sogasuga
Mridanga Talamu-the Mridangam.

It just seems like the other day that I started playing the Mridangam and 67 long
years have flown past. It has been an enlightening journey -the yearning, the toil,
progress and the joy of success- you could well say that I have had an extraordinary
time when I look back on all those eventful years, glimpses of which I propose to
share with you this evening.

Meanwhile, I have a confession to make. The confession is that all my life there has
been only one goal in my mind and that is to play the Mridangam and to ruminate
about playing the Mridangam. It has given me such exquisite joy. The fact that I
am able to play the Mridangam and delight the general public is in itself a reward.
However, to top it all, the coveted award of “Sangita Kalanidhi” is also to be conferred
on me- a great honour.

We were repatriates from Burma. Burma is known for teak, but my association
with teak ended with Burma and my association, thereafter, was with a different kind
of wood, the wood that is got from the jackfruit tree and which has been found the
most suitable for making the Mridangam. I started playing the Mridangam at the age
of five and was coached by Tinniam Venkatarama Iyer when he came to Burma and
even had me play a concert there. Even so, I would have, like any normal youngster,
finished my graduation and possibly taken up a government job but for the fact that
destiny intervened in the form of the great genius Sri. Palghat Mani Iyer. I heard him
and was entranced. I wanted nothing else but to be in his presence, to learn from him
and play like him. It became an obsession, so indomitable that my grandfather could
not contain it. Soon, I was taken to Sri Mani Iyer and thereafter my college education
was extra-curricular activity and Mridangam became curricular.

I now have to tell you of the concerts that my great guru played accompanying
veterans like Sri. Ariyakudi Ramanuja Iyengar, Sri. Maharajapuram Viswanatha
Iyer, Sri. Musiri Subramania Iyer, Sri. Chembai Vaidyanatha Bhagavathar, Sri. G.N.
Balasubramaniam to name only a few stars of the past. To each of them he brought
his unique impress of compelling mesmerism through navigated patterns of magical

{227}

—l

THE MUSIC ACADEMY MADRAS

quality. Blessed it was to be alive in those times and sheer heaven to be present there
at those concerts.

More than the number of hours that Sri Mani Iyer sat and taught me it was the
subtle directions and tips that he would give us combined with the opportunity of
watching, assimilating and imbibing even as he played for the great artists of the
past which constituted the core of my training under him. Sri Mani Iyer himself took
personal interest in my career by recommending me to many artists and to Sabhas
besides taking a paternal interest in my life. I believe I had a very special place in my
Guru’s heart, which to me is the highest award, as you would all agree, that I could
ever aspire for. I was then inducted into playing for several eminent Mahavidvans like
Ariyakudi Sri Ramanuja Iyengar, Sri G.N.Balasubramaniam, Madurai Sri Mani Iyer
and others with all the veterans displaying extraordinary affection and solicitude for
their younger accompanist. Thereafter, there was no turning back and I was firmly
embedded in the saddle of professional music.

Gratitude is not a word to be lightly bandied about. “Guruvu Chillaginja, Guruvu
bramaramu, Gurude bhaskarudu, Gurude bhadrudu” (Saint Tyagaraja). What I owe to
my guru Sri Palghat Mani Iyer is something very sacred and so special that it defies
description such that mere words would never suffice to convey its depth.

My fascination for various great vidwans including Sri Palani Subramania Pillai
had an impact in my evolution. Sri Palani had a special affection for me, which he
expressed on more than one occasion. As for me I was delighted with the intricate
patterns and the complex laya matrices that he wove particularly in misra chaapu tala.
These were all great sources of inspiration and I spent countless nights of sleeplessness
marvelling at the immensity of the various possibilities for improvisation.

All the veterans of the past as I said earlier, treated me with paternal affection. I
recall with particular relish and emotion my association with Sri. G.N. Balasubramaniam,
who took such an abiding interest in my career and even described me as one of his
eyes. Such a comment, from a person known for his reticence was a rare honour that
I would ever cherish.

In this context, I recollect my good fortune to have had the benevolent affection
of Alleppey Sri. K. Parthasarathy Iyengar popularly known as “Papasami” on whose
initiative I was invited at the age of fifteen to accompany Sri. Ariyakudi Ramanuja
Iyengar.

Capitalizing on the continuity of a vibrant tradition, a further refinement was
brought to the art of Mridangam playing by Tanjore Sri Vaidyanatha Iyer, and
popularized by my charismatic guru. Following in their footsteps, I had always felt
that a Mridangist should specially enhance and boost the main artiste in the role
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of an accompanist. The mood of the song, the music and the musician must all be
brought out in their infinite variety so as to be presented as a composite whole to
the public. Every concert of mine, I have endeavoured to make educative, both to
the public and the cognoscenti because, that, I feel is the role of an inspired artist.
He must not only entertain but also elevate. Standards should not be allowed to
fall for any reason because the greats with whom I have been associated were very
popular, yet never pandered to low taste. Just as a vocalist or a main artist indulges
in manodharma in raga exposition, niraval or kalpanaswaram, there is immense scope
likewise for a Mridangist. On-the-spot improvisations and taking uncharted paths on
the road to discovery of something new can be exciting both for artists and listeners
as collaborators.

I am of the considered view that knowledge and appreciation of music in general
is a prerequisite for a sensitive Mridangist. The main artist likewise, must have a
certain level of awareness of the nuances of Mridangam playing and sensitivity to
the Mridangist’s line of thought. From this meeting of minds alone can emerge a
meaningful interaction leading to greater levels of excellence in a concert. It is not
the tala alone that is relevant- the “Kalapramanam” or the pace would be equally
significant. On certain occasions, with conditions being just right in a concert, it
can lead to the Mridangist experiencing a state of ecstasy and an altered state of
consciousness. “Tani Avartanam” can never be considered in isolation and must
always be an extension of the krithi for which it is played as a natural flow and a
logical extension of the mood of the krithi. The lighter compositions call for a different
consciousness altogether with the approach being different.

Earlier in the speech, I spoke about the Mridangam as being divine. However,
constant meditation and ceaseless striving by human effort would be a ‘sine qua non’
in highlighting and bringing out the divinity in art. This I would think should be the
true aspiration of any artist.

The role of rhythm or laya has been spoken of by poets with cosmic connotations
right from the rotation of the earth, the roll of the waves, to the sway of the trees and
the flight of birds. In practically everything in nature, you can see laya or rhythm in
action. I would like us all this evening to look at something that is very basic to our
existence, which is our heartbeat. The heart forms the core of our existence and is a
fundamental prerequisite to life. The proper functioning of the heart is critical to our
existence but when it does not happen, the condition is described in medical parlance
as “Arrythmiasis” or irregular rhythm. So irregular rhythm or the absence of proper
rhythm affects us all in a very fundamental manner and the “avalayam” or lack of
laya can be a matter of great concern to human well being. Ladies and gentlemen, I
am sure you would all agree with me when I say that this establishes the primacy of
place that rhythm or laya has in our existence.
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I have had a long and interesting association with the Music Academy starting
from the year 1944 when I first played here. I would like to recall what my illustrious
guru Sri Palghat Mani Iyer spoke in his presidential address in 1966. He said that
the Academy is like Lord Anjaneya who was unaware of his own strength. This, he
said in a positive manner to tell the Academy that its stature is of a very high order.
I am certain that with the dynamic leadership of Sri. N. Murali, the Academy would
reach higher summits and more importantly continue to be a sanctuary that truly
cherishes art and artists.

Youngsters today have an appealing spark of intelligence. I would therefore like to
share some stray thoughts with them for reflection. Remember, as the poet Kalidasa
said, “Puraanamithyeva Na saadhu sarvam”. All that is old is not necessarily gold. If
that be so, please draw from the pioneers of the past only whatever is relevant, useful
and appropriate for the present. If you follow this, you would not find yourselves
wrecked on the shores of blind tradition but rather be firmly rooted in innovation
based upon dynamic tradition. Please do question, but at the same time do not discard
all that is old and venerable because you might be missing something that is truly
valuable. Please do use your intellect because it is given only to be used, but also
remember in the ultimate reckoning the intellect has to be tempered by the heart.
Aesthetics is an elusive concept and would not submit itself to be arrested merely by
the intellect. It demands much more from all of us. It demands our hearts and even
our souls.

[ would reaffirm to your earnest consideration that many artists of the past knew
their worth and kept a certain reserve and a dignity about them. In so doing, one
does not have to come across as being arrogant. To indulge in abject prostration is
also not appropriate because that would be essentially running down the noble art of
which you are all special emissaries.

As the president of this year’s conference, I am conscious of my duty to preside
over the deliberations of the Experts’ Committee. The Experts’ Committee of
The Music Academy has hoary antecedents having been presided over by such eminent
Vidvans as Sri Tiger Varadachariar and Sri. Harikesanallur Muthiah Bhagavathar. I am
conscious of the singular honour bestowed on me in this regard and I earnestly seek
the co-operation of all the experts and every one of you here to make the deliberations
a meaningful success.

Let me close this pleasant interaction with you this evening by placing all this at
the feet of my beloved parents and respected Gurus to whom all reverence is due
from my part on this august occasion.
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Welcome Address of
Sri. N. Murali, President — The Music Academy Madras

at the Sadas, January 1, 2008

Sri N. Gopalaswami, Sangita Kalanidhi awardee Vidvan Sri Palghat R. Raghu,
other awardees of this year, Sangita Kalanidhis, Vidvans and Vidushis, members
of The Music Academy and other rasikas, ladies and gentlemen,

It gives me very great pleasure to welcome you all to this Sadas and to wish you
a very happy and a great New Year.

It is our particular honour and delight to have Sri N. Gopalaswami, the Chief
Election Commissioner of India, preside over the Sadas this evening. After a brilliant
academic record he joined the Indian Administrative Service in 1966 and served the
State of Gujarat with distinction in various capacities for 25 years. He moved to the
Government of India in August 1992 and served in different capacities, particularly
as Secretary, Ministry of Culture, Secretary, National Human Rights Commission and
Home Secretary before becoming an Election Commissioner in February 2004 and the
Chief Election Commissioner in June 2006.

He was involved with the conduct of elections both to the Centre and several states
apart from the election to the offices of the President of India and Vice-President of
India. Particular mention must be made of the smooth manner in which the Election
Commission under his leadership has conducted the most difficult elections in states
such as Bihar, U.P. West Bengal and mostly recently Gujarat.

He is full of humility and is upright. Above all, he is an enthusiastic connoisseur
of Kamnatic music. Members and rasikas here would not have failed to notice how he
has been an ardent rasika in our midst during the last few days, attending continuous
concerts, before seamlessly becoming the Chief Guest today.

I thank Sri Gopalaswami for readily agreeing to preside over the Sadas of our 81st
Conference and Concerts.

Today, it is time to bid adieu to an exciting and highly successful season that
provided a sumptuous feast of music spread over 18 days.

It is not an exaggeration to say that this is one of the finest and most successful
seasons in many years, for the sheer variety, size and importantly, quality of
performances, for the incredible response from members and rasikas, for the record
audience turnout for concert after concert in our main auditorium filling up even the
mini hall on several days for the live LCD screening, and above all for the sense of
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satisfaction, joy and warmth experienced by the enthusiastic audience, the wonderful
artistes and the whole organizing team that worked tirelessly and passionately.

The season even witnessed a new phenomenon in the last few days, of patient and
ardent rasikas queuing up for hours for daily tickets even from day break reminiscent
of cricket test matches of yore. And this morning we even had queues for our Members’
day breakfast which again recorded an unprecedented attendance.

Coming to today’s function, I offer my warmest felicitations and congratulations to
this year’s Sangita Kalanidhi awardee, the mridangam maestro Sri. Palghat R.Raghu.
You will please recall that I talked about him at length on the inaugural day. I once
again offer my most respectful salutations to him on his “Sathabhishekam”. You may
recall that Vidvan Sri. Palghat R. Raghu also received the “Sangita Kalanidhi Smt.
M.S. Subbulakshmi Award” instituted by The Hindu on the opening day. I must
also express our grateful appreciation for the dignified and crisp manner in which he
presided over the multi-dimensional conference sessions, where eminent musicologists
and musicians presented excellent Lecture-demonstrations. I may add that when Sri.
Palghat R. Raghu presented his Lec-Dem on “Multi-faceted splendour of Mishram”
on 30th December, the response was so overwhelming as to leave standing room only
in the mini hall.

I offer my congratulations to the other major award winners - “Sangita Kala
Acharya” awardees Vidvan Sri B. Krishnamurthy and Vidvan Sri V. Subrahmaniam,
recipients of “TTK Award” Vidushi Smt. Seetha Duraiswamy and Guru Sri.
Bhagavatula Seetharama Sarma and Vidvan Madhurai Sri G.S. Mani who is receiving
the “Vaggeyakara Award”. I also congratulate the artistes who would later this evening
be receiving various awards for performances during the season.

At the inauguration, I referred to our modernization programme that is in progress
and gratefully acknowledged the generosity of some friends and well wishers of The
Music Academy through their handsome donations. Now, it is my pleasant task to
acknowledge those generous donors who have come forward even as the season is
in progress in support of this great institution -- they are: Sri Venu Srinivasan for
his second handsome donation that will enable us to replace the seats at the balcony
soon after the season; Sri V.T. Somasundram for his spontaneous donation through his
company, Trichy Distilleries for our modernization project; the family of late Srimathi
Saraswathi Narayan for creating a handsome endowment called “Saraswathi Narayan
Memorial Endowment”. For Smt. Saraswathi Narayan, music was a great passion
and Sangita Kalanidhis Sri D.K. Jayaraman and Smt. D.K. Pattammal were among
her tutors and she was involved with music right up to her passing. The income
from this endowment would support musically talented youth from the economically
challenged section of the society. The Music Academy will evolve specific criteria for
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this in consultation with the family. I would like to specially thank Sri L. Lakshman
and Sri L. Ganesh of the Rane Group for this commendable initiative in the memory
of their mother.

I thank Sri N. Nagamani and his family for their very substantial enhancement
of their endowment for the “Yogam Nagaswami Award” for the Seniors category
during the season.

The family of our esteemed colleague on the committee and a Trustee Sri Karthik
Narayanan has instituted an endowment called “The C.V. Karthik Narayanan
Endowment” with a significant amount and the income will be given as grant for
research on music. I would like to thank Smt. Uma Narayanan for her generosity.

Well, ladies and gentlemen, this outpouring of spontaneity and support to the
cause of our great institution is indeed very heart-warming and it reminds those of
us in charge of its affairs that it is our sacred duty and responsibility to continue to
uphold the core values of the institution and to strive to take it to even greater levels
of excellence always bearing the interests of the institution and its larger purpose in
mind. After all, we are mere instruments in the cause of this great institution. As
indicated by me at the inauguration, this Academy enters its 80th year in 2008 and
plans will have to be properly drawn up to mark the momentous and auspicious
milestone in a fitting manner. We hope to see you all in as large numbers during the
activities and programmes concerning that great landmark, as we have witnessed
during the current season.

I would like to gratefully acknowledge the tremendous efforts of all the players
involved, who put their heart and soul into making this mega event a tremendous
success. I had also acknowledged all of them in advance on the inaugural day.

Before I conclude, I would encourage you all to attend our Dance Festival 2008
that would be held from January 3rd to January 9th, 2008.

Thank you very much.

THE MUSIC ACADEMY MADRAS

Address at the SADAS 1st Jan. 2008

Sri N. Gopalaswami
The Chief Election Commissioner of India

Let me begin by paying obeisance to the Trinity of Karnatic music and all
vaggeyakaras and all the great men and women who had dedicated their lives
to Karnatic music. Endaro Mahanubhavulu, Antariki Vandanamu

I will be failing in my duty if I don't, at the outset itself, express my sincere thanks
to the President and the Members of the Executive Committee of the Music Academy
for inviting me to preside over the Sadas of the 81t Annual Conference. I feel greatly
honoured.

I was fortunate to have the opportunity to become a rasika of Karnatic music from
my early school days. With a grandmother who played veena and the host of aunts
who learnt vocal music and veena, I was at home with Karnatic music. The atmosphere
outside was also suffused with Karnatic music. In the small town of Mannargudi in
Thanjavur district that I grew up, temple festivals and marriage processions meant a

feast of music mainly Nadaswaram of eminent practitioners. The Sri Rajagopalaswami

temple at Mannargudi boasted of the longest Brahmotsavam in Tamil Nadu, an 18 day
long affair when a host of artists used to perform. That experience set me up firmly
as a rasika of Karnatic music. On looking back at that period of my life, the only
regret | have is that I didn’t cash in on the opportunity I got to learn music. In the
Ganapati Vilas elementary school where I studied, during the lunch recess, a teacher
used to teach music to aspiring students. I used to stand near the window and listen.
Though he invited me to join the class, I was too shy to join a class full of only girls.
Much later in life, while at Vadodara, I learnt music for a short time but pressures
of office proved too difficult to overcome and I had to abandon the quest. Being a
staunch rasika, the least I could do was to organize concerts of eminent musicians in
Surat and in Vadodara during my period of stay there. After coming to Delhi, I got
associated with the Shanmukhananda Sangeet Sabha an institution of longstanding
that has brought listening pleasure to Delhi rasikas.

Karnatic music with its strong base in Bhakti was patronized by Kings and the
rich gentry in a temple-centric mode till about the early part of last century. With
the vacuum caused by the exit of Kings not being filled by the successor colonial
government, support for music and dance was available only through the rich
zamindars until independence when the government stepped in.

It is in this background one has to understand and applaud the vision of the
founding fathers of the Music Academy who laid the foundation for this great
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institution way back in 1927. That one event ushered in a paradigm change in the
way music and dance was patronized in Tamil Nadu for ever thereafter. The baton
had passed on in a very subtle way from the Kings to the rich few, but finally, to the
many who became members of the Academy and other institutions which promoted
music and arts. The Democritization of Patronage had its own indelible stamp that
has not only endured till now but has also grown from strength to strength. That this
is the only Academy in Chennai amongst the many Sabhas speaks of volumes of the
contribution of this august institution in promoting Karnatic music, musicians and
young talent. No wonder that the title Sangita Kalanidhi conferred by this Academy
is considered the crowning glory to a successful musician’s career. Padma Shri and
Padma Bhushan are welcome but Sangita Kalanidhi is different and unique.

Much later in my career I had the opportunity as Secretary, Department of Culture
and Home Secretary of the Union Government, to contribute my mite to the glory of
Karnatic music by playing a small part in the recognition of musicians and dancers by
the Government of India in the grant of Padma awards. In the two years that I had
the opportunity to be there at the right place, more than a dozen Karnatic musicians
and dancers came to be recognized with these awards which is a matter of great
personal satisfaction to me.

At this juncture I must also give voice to the general perception that the practioners
of Karnatic music and related classical dance forms are not getting due recognition
in the conferment of Padma awards. This situation requires to be remedied by a
conscious effort and I request the President and Executive Committee of the Academy
to take the lead in this matter.

I had the opportunity to contribute in another small way in mooting the idea for
the beautification of a park in Tyagaraja Nagar area of Delhi with a view to using it
for a Tyagaraja Festival of music. The other instance was the recognition as a world
heritage site conferred on Gangaikondacholapuram and Darasuram, two magnificent
examples of Chola architecture and sculpture, as an extension of the world heritage
monument status given to the big temple in Thanjavur.

As a rasika I have watched the Karnatic music scene over the last five decades and
I am getting more and more convinced that the future is bright for Karnatic music.
It is true that centers like Thanjavur which nurtured Karnatic music have declined.
But that in my view is only in respect of vocal music. The Nadaswaram music
however, thrives and is doing well. Few years ago while waiting at the bus stand in
Thiruvaiyaru, I heard a scintillating exposition of the Raga Kalyana Vasantham by a
Nadaswaram artist and I could not resist the temptation to go across to the marriage
hall to convey my appreciation to him. Last year during the Kumbhabhishekam of
the Santana Ramaswamy temple at Needamangalam, I had the pleasure of listening
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to two very young artists who seemed to be well on the way to upholding the name
of Needamangalam in the world of Nadaswaram. They were the great grandsons of
the maestro Needamangalam Meenakshi Sundaram Pillai. I also had the pleasure of
listening in on a whole night concert of four talented Nadaswaram artists supported
by 8 tavils. The Nadaswaram stands tall in the name of the Academy. I wish that
it gets its due and stands tall on the concert platform too, not be merely a Mangala
Vadyam. It deserves its rightful place as a King of instruments.

I am glad to note that in the cities there are lots of opportunities for training
in vocal and instrumental music and in dance and many parents encourage their
children. The contribution of the television channels too is not inconsiderable. Many
institutions and individuals are vying with each other to scout for talent. All of them
deserve our appreciation for their contribution for the promotion of Karnatic music. I
also notice a changing trend in that there are many young people who are willing to
take up music as a full time career. Classical music is a niche area and the audience
for it is special and yet, if the the young are willing to take it up as a career, it is
only indicative of the fact that the work of the Music academy and other institutions,
in encouraging the musically talented, is bearing fruit. True, there still is a long way
to go but I am convinced that the movement is in the right direction.

However, there is one area of concern. There are many stalwarts who have left their
indelible mark on the Karnatic music scene in the last few decades. The recordings
of some of them have been made available to the public but a lot more is available
which is yet not being brought out. I am glad that the Academy is to start digitization
of its archives soon. Similar archives are available with other institutions also. A rich
treasure is also held by All India Radio both in Chennai and Delhi. Unfortunately, all
this is not seeing the light of the day, though of late, many titles are being brought
out by All India Radio, Chennai and AIR and Doordarshan, Delhi. The process can
be speeded up only if it is taken up as a definitive project with a specific time frame
and in a public-private participation mode. It is necessary to take immediate action
if these archives are not to be irretrievably lost. The Academy can play an important
role here, if only to reach the voice of the masters to the young aspirants wanting
to learn. I am sure that the Academy takes the collection to a wider audience after
digitization, by going beyond their library.

With that note of expectation, let me conclude, first by congratulating the
very deserving Awardees of this year’s conference, Vidvan Sri. Palghat Raghu,
Sri. B. Krishnamoorthy, Sri. V. Subramanyam, Sri. Seetarama Sarma, Smt. Sita
Duraiswamy and Sri G.S. Mani.

The fortnight long programme of music concerts has ended. For some it is
entertainment, for some it provides relaxation but for many it is an annual pilgrimage,
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ajourney of the soul in the ocean of Ananda. The Academy, its President and members
of the Executive Committee deserve the thanks of all Rasikas for making this experience
possible.

The music season of Chennai is a unique event and the biggest of all such festivals.
Its success depends upon on the enthusiasm of the Rasikas as well. Let me therefore
applaud you for your steadfast support to classical music and to the Academy.

I end with wishing you a Happy New Year and greetings for a Happy Pongal. May
there be prosperity to all and more listening pleasure to lovers of Kamatic music.

Sarvepi Sukhina santu, Sarvesantu niramayah

OM Shanti, Shanti, Shantihi

THE MUSIC ACADEMY madras
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President of the Conference

Sri Palghat R Raghu

Bom on 9th January 1928 in Burma to Ramaswamy and Ananthalakshmi, Mridanga
Vidvan Palghat R Raghu was inspired by his mother and aunt, both of whom were good
singers. Initially tutored on the mridangam by Swami of Rangoon, his abilities were noticed
by mridangam maestro Tinniyam Venkatarama lyer who taught him for a short duration
in Rangoon and later for a year in Madras. From 1940 Raghu apprenticed himself under
Sangita Kalanidhi Palghat T S Marti lyer.

At the age of 13 he had the opportunity to accompany Sangita Kalanidhi Ariyakudi
Ramanuja lyengar and at the age of 14 he performed with the Alathoor Brothers, Sangita
Kalanidhis Sivasubramania lyer and Srinivasa lyer. His career as mridangist took off from
there and he was soon accompanying the senior vocalists of the time. Qualifying with a
BA in Mathematics, Raghu chose to become a professional percussionist. He benefitted
immensely from the encouragement given by Sangita Kalanidhi G N Balasubramaniam
in the early years. While being a student of Mani lyer, he also gained the affection of
mridangam maestro Palani Subramania Pillai and benefitted from his advice.

Palghat Raghu is a highly respected artiste known for his technique and command over
rhythm, apart from his fine musical awareness. He has remained a top-ranking percussionist
for many decades, giving his best to each and every performance thereby enhancing the
musical experience. Beginning with Bath Festival in the UK in 1960, which he participated
in at the instance of Yehudi Menuhin, he has frequently performed and taught abroad apart
from being a Visiting Professor at the Wesleyan University in the 1960s.

He is the recipient of several titles and awards. The Music Academy takes pride in
conferring its Sangita Kalanidhi on this great artiste.
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SANGITA KALA ACHARYA AWARD

Vidvan Sri. 3. Krishnamoorthy

Bom on 24th August 1932, to Balasubramania lyer and Lakshmi, Vidvan B
Krishnamoorthy trained from the age of 5 in the Bhajana Paddhati under Atmanatha
lyer and Tirugoshtiyur lyengar of Ramnad District. Formal training in music began
under Rama lyengar, a disciple of Sangita Kalanidhi Ariyakudi Ramanuja lyengar
when Krishnamoorthy was 10.

He later trained under his own brother Sangita Kalanidhi B Rajam lyer before
training under Sangita Kalanidhis Musiri Subramania lyer, Tiruppamburam N
Swaminatha Pillai and T Brinda at the Central College of Kamatic Music. He also
underwent specialised training under Sangita Kalanidhi Mudicondan Venkatarama
lyer, Umayalpuram Rajagopala lyer and T Jayammal. A polyglot, B Krishnamoorthy
is known for his vast research experience in music leading to a unique repertoire and
an active involvement in several scholarly publications. B Krishnamoorthy has been a
teacher of many years standing, which includes a long tenure at The Music Academy's
Teachers' College of Music. The Music Academy takes pleasure in conferring the title
of Sangita Kala Acharya on him.
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Vidvan Sri. V. Subramanyam

Bom on 6th November 1934 at Trivandrum, to Vaidyanatha lyer and Meenakshi,
V Subrahmaniam displayed the ability to identify ragas even at the age of three. He
began training in music under S Sankara lyer in 1951 and gave his first performance
in 1953.

In June 1956 he became a student of Sangita Kalanidhi Semmangudi R Srinivasa
lyer and remained one till the maestro's passing in 2003 thereby becoming a true
representative of the Semmangudi bani. He also underwent training in Padams and
Javalis under Sangita Kalanidhi T Brinda. Qualifying with a Masters in Economics
from the Annamalai University, Subrahmaniam opted for a corporate Career but
retained an active interest in Kamatic Music.

A graded artiste of the AIR from 1958 he has set to tune the compositions of the
Jagadgurus of Sringeri. A member of the Experts Committee of The Music Academy,
he is a respected Guru today apart from holding teaching assignments at Kalakshetra
and the Tamil Nadu Isai Kalluri. The Music Academy takes pleasure in conferring the
title of Sangita Kala Acharya on him.
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Vidvan Sri. Bhagavatula Seetarama Sarma

Bom into a family of Kuchipudi artistes on 10th October 1936 in Kuchipudi village
of Andhra Pradesh, Seetarama Sarma leamt music under E Seetarama Anjaneyulu in
Kuchipudi and later under Nethi Sreerama Sarma and Prof. T R Subramanyam at
Vijayawada. He joined Kalakshetra as Lecturer in Music in 1962 and was associated
with that institution for many years during which he composed music for dance
dramas. He holds a Diploma in Nattuvangam and is a specialist in the compositions
of Sangita Kalanidhi Mysore Vasudevachar. He has a vast repertoire of pada vamams,
tana vamams, padams and javalis. He founded Kalapeetham, an institution for teaching
music and Nattuvangam in 1985 and is also the Principal of Sangeetha Gurukulam,
Madras. He has set to music many verses including those of Subramania Bharati,
Kamban and Kalidasa. The Music Academy is proud to present him the TTK Memorial
Award for 2007.

THE MUSIC ACADEMY MADRAS

THE MUSIC ACADEMY mADRAS
NEighty First Conference - 2007

TTK MEMORIAL AWARD

Vidushi Smt. Sita Duraiswamy

Bom on 27th January 1926, Seethalakshmi as she was then known trained from
the age of 7 under P S Seetharama Bhagavatar. She underwent training at the age of
10 at the Summer School of Indian Music run by Sangita Kalanidhi P Sambamurthy.
She later leamt the jalatarangam from Ramaniah Chetty, one of the founding members
of The Music Academy. She joined the Teachers College of Music run by The Music
Academy and graduated from there in 1941, winning a gold medal in the process.
She was also trained on the veena under Suryanarayana Sastri. Performing vocal
music regularly over the radio from a very young age, she is however best known
for her jalatarangam concerts which she has performed frequently in India and abroad,
winning praise from audiences and the press. Her efforts in keeping this rare art alive
are commendable and The Music Academy is proud to present her the TTK Memorial
Award for 2007.
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VAGGEYAKARA AWARD

Vidvan Madhurai Sri. G.S. Mani

Holding a BA degree in Economics, Madhurai G S Mani has been involved with
music from a very young age, learning from his mother Sampoomam Ammal, Babu
Ayyangar and Dr P C Sitarama lyer. His classical renderings are rich in raga, kriti
and swara expositions. He has been performing over the AIR since 1950 and has
produced several radio and television documentaries with music as the theme. He
worked in films for many years as assistant music director to M S Viswanathan. He
has released several audio cassettes of devotional music and is well known for his
lecture demonstrations on music, especially the one which links classical music and
films. Widely honoured and feted, he has composed over 350 songs in the classical
genre in Telugu, Sanskrit and Tamil. The Music Academy confers the Vaggeyakara
Award on him this year.
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Conferment of the Special Lifetime Achievement Award on
Violin Maestro Padma Bhushan Sri Lalgudi G. Jayaraman
9th March 2008

Welcome address by Sri N. Murali, President

iolin Maestro, Padma Bhushan Sri. Lalgudi G. Jayaraman was conferred a

Special Lifetime Achievement Award by the Music Academy on 9th March,
2008 for his outstanding contribution to Karnatic music. Sri. Gopalakrishna Gandhi,
Governor of West Bengal, the Chief Guest of the evening, presented the award to
Sri. Jayaraman. On the occasion, the President of the Music Academy, Sri. N. Murali,
welcomed the gathering.

"Sri Gopalkrishna Gandhi, Sri Lalgudi Jayaraman, the eminent persons on the
stage who are to felicitate Sri Jayaraman, Sangita Kalanidhis, Vidvans and Vidushis,
members of The Music Academy and other rasikas, ladies and gentlemen,

It gives me very great pleasure to welcome you all to this Special Function in
connection with the 80th year of The Music Academy being held to confer the Special
Lifetime Achievement Award on violin maestro Sri Lalgudi G.Jayaraman.

It is our particular honour and delight to have Sri Gopalkrishna Gandhi, Governor
of West Bengal, preside over the function and confer the Award. It is indeed gracious
of him to have travelled all the way from Kolkata to be with us here today. As you
all know, Sri Gopalkrishna Gandhi is no stranger to Chennai.

After finishing his masters in English Literature from St. Stephen’s College, Delhi,
he joined the Indian Administrative Service in 1968, serving in different capacities in
Tamil Nadu and was Secretary to the Vice President of India and Joint Secretary to
the President of India before taking voluntary retirement from the IAS IN 1992. He
then took up the position of Minister (Culture) in the High Commission of India, U.K.
and Director, The Nehru Centre, London. Of great significance was his appointment
as High Commissioner for India in South Africa in 1996. He took up the position of
Secretary to President of India in 1997, was appointed the High Commissioner for
India in Sri Lanka in 2000, the Ambassador of India in Norway in 2002 before he
took over as the Governor of West Bengal in December 2004. As Governor of West
Bengal, he has spoken and acted with his conscience, which is a rare attribute of
Governors these days.

Sri Gandhi is erudite, a multifaceted personality, author, writer and also a translator.
He authored a novel "Refuge" on the subject of Indian Tamil plantation labourers in
Sri Lanka and a play "Dara Shukoh" on the life of Emperor Shah Jahan's eldest son.
He has translated into Hindustani, Vikram Seth's "A Suitable Boy."
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He is deeply interested in culture and classical fine arts. Above all, he is a person
of great dignity and humility. It is but fitting that he presides over this special function
and confers the Special Lifetime Achievement Award on violin maestro Sri Lalgudi
G. Jayaraman.

I thank Sri Gopalkrishna Gandhi for so kindly agreeing to preside over this function
and his wife Srimathi Tara for her gracious presence.

I extend a épecial welcome to those eminent persons on the dais who have
spontaneously agreed to offer their felicitations to Sri Lalgudi G.Jayaraman on
this occasion - Sangita Kalanidhi Sri T.N.Seshagopalan, Sangita Kalanidhi Sri M.
Chandrasekaran, Sangita Kalanidhi Sri R. K. Srikantan, Sri B.M. Sundaram, Smt. Chitra
Visweswaran and Guru Sri Kaaraikkudi R.Mani.

The Music Academy is now in its auspicious 80th year, having been formally
inaugurated on 18th August 1928. We, who are privileged to be in charge of running
its affairs during these extremely significant times, take this opportunity to salute
the vision, farsightedness and tireless and selfless dedication of those public spirited
persons of eminence who founded, nurtured and developed the great institution to
this level of pre-eminence over the last eight decades.

We rededicate ourselves to uphold the core classical values that the Academy
is famous for, taking into account the need for the right blend of tradition, artistic
excellence and modernity.

Our Executive Committee decided that the first act in commemoration of its 80th
year would be to confer a ‘Special Lifetime Achievement Award’ on a musician whose
contribution to Karnatic music has been monumental. The name that spontaneously
came up is that of the living legend of Karnatic Music, the violin maestro Sri. Lalgudi
G. Jayaraman. We thank Sri Lalgudi Jayaraman for agreeing to receive this special
award today. The Academy has not honoured him earlier. There cannot be a worthier
occasion than this and a worthier musician than Sri Lalgudi Jayaraman to receive this
special, one-time commemorative Award. Further, there cannot be a worthier person
to preside over this special function and confer the award than Sri. Gopalkrishna
Gandhi.

Sri Lalgudi Jayaraman is a giant among musicians, occupying a pre-eminent position
in the pantheon of all time greats of Karnatic music. His monumental contribution
to Karnatic music has been multisplendoured and has earned for him widespread
appreciation, accolades, and affection.

Sri Lalgudi Jayaraman’s musical lineage is impeccable and he hails from a family
of musicians that traces its guru parampara to the saint-composer Tyagaraja. His great
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grandfather Sri Lalgudi Rama Iyer was a direct disciple of the saint-composer, who
visited Lalgudi, offered prayer at the village Shrine there and composed five songs,
the Pancharatna in praise of the deity and his consort. The saint composer also set foot
in their house at the invitation of Sri Lalgudi Rama lyer. Sri Lalgudi Jayaraman has
said that he treasures that good fortune the most and that perhaps accounts for his
Sangeetha. Such was the emotional significance Sri Jayaraman attached to his native
place Lalgudi, that it has now become synonymous with his own name. He learned
his music from his father Sri Gopala Iyer who was brilliant, a strict disciplinarian
and who identified sparks of genius in his young son. The youngster worked hard
and soon mastered the art. On the sound musical foundation laid by his father, Sri
Jayaraman built a fine edifice composed of ragas, swaras and all things musical.

Soon the young Jayaraman’s musical prowess attracted the attention of everyone
including stalwarts. At the Pudukottai Tyagaraja festival Ariyakudi Ramanuja Iyengar,
forced to find a replacement for the indisposed Papa Venkataramaiah, told the
organizers to fix up Kandaswamy Bhagavathar’s nephew young Jayaraman. Madurai
Mani lyer prophesied “this boy will go places”. Palgaht Mani Iyer marveled at
Jayaraman’s musical acumen. Sri Jayaraman has accompanied scores of great vocalists
across generations, and also noted flautists and veena players.

Even as early as 1958, Shri Lalgudi Jayaraman emerged as a ‘soloist’. News of
Lalgudi’s virtuosity spread throughout India and even beyond its shores. He soon
established himself on the international circuit too. He participated in the Edinburgh
Festival in 1965 and the legendary Yehudi Menuhin was so overwhelmed by his
artistry that he gifted the Indian maestro an Italian violin. Sri Lalgudi performed
frequently abroad.

Thus, over the last six decades he has been an exemplar of excellence, his art rising
as a mighty tidal wave from the depths of the vast ocean of Karnatic music, in terms
of musical calibre, performing ingenuity, discipline and remarkable staying power.
The maestro has been constantly in search of something fresh and purposeful in his

“own musical idiom.

His bani is firmly rooted in total commitment to traditional values, analytical
thought, discipline and perseverance. He has been described as not only a visionary
but also a ‘revolutionary’ in musicianship. He hardly ever trespasses the boundaries
of classicism, yet redefines the art with a refreshing approach that has placed him
firmly at the top echelons of Karnatic music.

In playing the violin, Sri Lalgudi represents a fine blend of technical skills and
musical skills. He has pioneered a new tradition of violin accompaniment with his
ability to blend, to complement any style effortlessly. Sri Jayaraman has used technique
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as a means to project basically voice and sahitya-oriented music of the Karnatic system
and to give expression to musical values and his own musical ideas. His knowledge
and understanding of the role of an accompanist in a Karnatic music vocal concert
underscored his competence as a sideman and led to his oft-repeated statement that
the main artist is the King and violinist is only the Prime Minister. According to the
Sruti Foundation Study Group set up to analyse the Lalgudi Bani in the year 1990,
the following are its main characteristics: use of the violin to project music as sung
as far as possible; intellectual approach to music; attention to grammar, strong sense
of laya, emphasis on aesthetics, structured alapanas, fidelity to sahitya structure and
bhava which can come only from a knowledge of lyrics and from learning to sing
the songs, introduction of sangatis of own creation in kritis and attention to musical
interpretation of the lyrics in the presentation of lighter compositions.

Sri Jayaraman's versatility and genius extends to composing too. He has several
varnams, padavarnams and tillanas to his credit. He has also composed kritis, operas
and orchestral pieces (vadhyavrindas).

His dance opera “Jaya Jaya Devi” is a resounding success, having received rave
reviews both abroad and in India. In fact, as a finale to to-day’s function, we will have
an episode from “Jaya Jaya Devi” choreographed and presented by Smt. Rhadha.

Sri Lalgudi, to everyone’s pleasant surprise, even agreed to compose music for the
film “Sringaram” directed by Sharada Ramanathan for which the maestro received the
National Award for Best Music Direction.

Sri Lalgudi’s offerings to the world of Karnatic Music extend beyond his music and
compositions. In 1985, he voluntarily stepped in to renovate the dilapidated houses
of the legendary Trinity at Tiruvarur. The Lalgudi Trust also engages in several
philanthropic activities and music education.

Sri Lalgudi is also a sincere and munificent teacher. He has guided many disciples.
His son G.J.R Krishnan and daughter Vijayalakshmi hold the Lalgudi flag aloft as torch
bearers of the famous bani. Sri Lalgudi is a ca:ing family man and he has received
inspiration and tremendous support from his mother Smt. Savitri Ammal who is well
past ninety and his affectionate wife Smt. Rajalakshmi.

Sri Lalgudi Jayaraman’s association with the Music Academy has been long and
fruitful. In fact, he was launched on the concert platform in Chennai in the 1948
December season of the Academy when he accompanied Sri K.V. Narayanaswamy in
the afternoon session at 3.30 p.m. Vidvans were curious to know that a young man
from Lalgudi was playing well and so GNB, Alathur Brothers, Semmangudi Srinivasa
Iyer, Chembai and Chowdaiah were all seated before the young Lalgudi at the concert.
It was truly baptism by fire for the young lad. Over the decades, Sri Jayaraman has
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enthralled rasikas at the Academy accompanying stalwarts and also as a soloist. It
may also be pointed out that Sri Lalgudi accompanied some of the stalwarts in the
year they received the Sangita Kalanidhi award, particularly Madurai Mani Iyer and
Alathur Brothers. He has presided over the Sadas in the year 1990 when Sri D.K.
Jayaraman received the birudu of Sangita Kalanidhi from him. Even recently, during
the 2005 December season, he, along with Krishnan and Vijayalakshmi gave a lecture-
demonstration on the “Lalgudi Bani.”

At this juncture I would like to acknowledge with thanks that Drs. Leela and
Engikolai Krishnan based in U.S.A. who are ardent rasikas of Sri Lalgudi Jayaraman
and well wishers and patrons of the Music Academy over the years, have expressed
their desire to present a cash award of Rs.1 lakh for the Special Lifetime Achievement
Award to Sri Lalgudi G.Jayaraman in connection with the 80th year of the Music
Academy. This award will be in the name of “Smt. Meenakshi and Mysore Asthana
Vidwan Engikolai Chidambara Ganapatigal”. This is in addition to what the Academy
itself is doing. (The Music Academy presented Sri. Jayaraman with a citation, a gold
medallion and Rs. 15,000/- in cash).

In conclusion, let me say that today is a proud and joyous day in the annals of
this great eighty year old institution as all we gather here to honour one of Karnatic
music’s greatest legends and a colossus among musicians, Sri Lalgudi G.Jayaraman. As
I pointed out The Music Academy has not honoured Sri Lalgudi G.Jayaraman earlier.
[ may be permitted the liberty of drawing a parallel here. On the day of Mahatma
Gandhi’s birth anniversary last year, it was widely reported in the media that the
Nobel Foundation regretted not giving the Peace Prize to that great “Apostle of Peace”,
who is also the grandfather of our Chief Guest, Sri Gopalkrishna Gandhi. Well, dear
friends and rasikas, in all humility and sincerity let me say that the Music Academy
has done better than the Nobel Foundation at least in seeking to erase the mistake
and the aberration. In its auspicious 80th year, the Academy takes particular pride and
joy in conferring the Special Lifetime Achievement Award on the “musician among
musicians” Sri Lalgudi G. Jayaraman. Our Chief Guest Sri Gopalkrishna Gandhi will
be conferring the Award later in the evening.

On behalf of all of us gathered here I wish Sri Lalgudi G.Jayaraman a long life
and continued great service and contribution to our wonderful tradition of classical
fine arts.

"Thank you very much.”

®
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EXCERPTS FROM THE SPEECH OF
Sri Gopalakrishna Gandhi

Governor of West Bengal
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@oe LussgBw QssTe ‘add’ uareddigoum. ‘uged plus parentage Gun&ngs’ and
that combination not only screens ignorance; it even manages to make ignorance look
vaguely attractive.

Walamey sneav@f) - ssQuepis@uier @QeQearim sms o W ]
Qungissm L g8 smaw@flum sfé¢ CuPEOsTeimy mismr. “Silver tongued’
snCar srev@hwmt! e ymflwgSGw ‘Silver tongued'. Satyamurthy, after a
few moments of hearing the great orator speak in Tamil, whispered to him ‘Sastriar,
ugamiésGe, Mother tongue GawGuw Gusai@y’ meaning, of course, English. wof
FeTReuLd s @)bs swued Gemdrari. So, let me also switch to the so-called’
‘Mother tongue.’

I 'had the privilege of first hearing Sri Lalgudi Jayaraman some forty years ago in
the musically charged town of Thanjavur, in a large hall adjoining what used to be
called Rajah’s Choultry. The audience was seated on the floor. The acoustics were
poor, but the appreciation rich.

The air was hot but the atmosphere pleasant; children wailed but no cell phones
interrupted the concert with potted melodies. Lalgudi looked much the same as he
does today except that, he had a head of jet black hair. He enjoyed himself even as
the audience savoured every moment of the concert. The whole thing would not have
cost the organisers more than five thousand rupees. Lalgudi moved from pallavi to
thillana effortlessly and without any fuss.

Today concerts are held in far greater comfort for artiste and listener, but there
is fuss in the air; fuss about the sound systems, about the lighting ‘effects.” Artistes
and their accompanists spend an inordinate part of the limited time adjusting and
readjusting the amplification, often betraying very short tempers. Each member of
the ensemble demands individual attention from harassed sound technicians. Today,
technology is not to the aid of music as much as music the aid of technology.

And then the music party itself is something to reckon with. Lalgudi did not come
to that Thanjavur concert with a whole battalion of accompanists. I think they were
three in all. Today a mini audience can be seen on the stage. In the 1960s when the
morsing and kanjira were added to MS’s accompanying party (apart from ‘fiddle’
Sundaresa lIyer, ‘ghatam’ Kothandarama Iyer and ‘mridangam’ T.K. Murthy), Rajaji,
seeing the enlarged group leaving Kalki Gardens, said to Sri Sadasivam, ‘Enna
Sadasivam, audienceaiyum kooda azhaichindu porela?” (Are you taking the audience
along). Today, seeing the instrumentation that goes with concerts, Rajaji would
probably say ‘oru industrial exhibition amaikka porel polirukkae! (Looks as if you
are going to set up an industrial exhibition). Before hearing “Vatapi Ganapatim,” we
have to see a whole architecture of machines through tangles of wires and innumerable
black boxes.

145 ] . " -~



THE MUSIC ACADEMY MADRAS

Classical music presupposed a certain leanness of externals, contrasting with the
amplitude of its ‘within.” It is therefore with profound respect that I read Lalgudi
telling The Hindu in an interview last week that he wants to delve deeper into ‘the
ocean of music.” That was spoken by a true descendant of Tyagaraja.

We all know of that wonderful new gadget, the GPS. An old practice that anticipated
the GPS: place specifications prefixed names in this part of the country. Great Karnatic
musicians were known by their hometowns. Very modest places, villages, in fact, were
made famous by the musicians that bore and bear those names. ‘Ariyakkudi’ ‘Chembai’
‘Maharajapuram’ ‘Tirukkodikkaval’ as in Krishna Iyer, 'Musiri, ‘Semmangudi’
‘Palani’ as in Subramania Pillai, 'Tirumakudalu' as in Chowdiah, ‘Kumbakonam’ as
in Rajamanikkam Pillai’, ‘Lalgudi’ Jayaraman. And even if "Thanjavur’ Balasaraswati
and ‘Madurai’ S. Subbulakshmi brought to mind well endowed towns, we know that
those great artistes grew up in the most modest of circumstances.

Musicians need to be helped by the equivalent of heritage conservationists. Sabhas
like the Music Academy are heritage conservationists. I would appeal to younger
artistes in the classical tradition to bear in mind the fact that they carry a heritage
to be conserved rather than a skill to be turned into a commodity. “Classical music
ought not to be the preserve of Academies; but ought it to become so productified as
to become a ‘cash and carry” affair? I do not have an answer to that question, just an
anxiety. There is something to be said for the effort that was needed to set up the old
gramophone record machine on which the 78 rpm would be placed, with the snake-
gourd pin taking its own time to get going. Now, when the CD can be slipped into cars
while driving, on computers while working, walkmans while jogging, should that CD
be giving us Tyagaraja, Dikshitar and Syama Sastri? Again I do not have an answer to
the question. “To all devotees of classical music, in which category I include myself as
an unworthy digit for I lack the jnana, I would say this: let us not confound classical
music with crusty conservatism. But let us acknowledge that there is something called
musical intelligence, musical intention and musical integrity - which, all three, go to
make classical music classical. It is only then that a classical musician can conserve
and enrich, continue and contribute, protect and renew.

I should also add that what is intrinsically valuable is, by definition, un-proud.
Senior classical artistes have made their contribution. Younger classical artistes must
make theirs, not by some prudish touch-the-notches, but by an innately modest
recognition of their trusteeship. To be authentic and real but not be puffed up about it
is not easy. But it is important, I think, for younger artistes to attempt that balance.

Rasa is not and cannot be monochromatic. One can want to start the day with

the Suprabhatam, listen to baul music at noon and end hearing Begum Akhtar at night,
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without being infidel. I therefore laud Sri Jayaraman’s composing highly successful
music for the film ‘Sringara.’

In bestowing on Lalgudi the Lifetime Achievement Award, I do not know if we
are celebrating a Lifetime of Achievement or the Achievement of a Lifetime. Be that as

it may, for our generation which is coextensive with your span on this earth, Lalgudi
has been an inspiration.

There is in Tamil, an untranslatable word — aravamudam, the nectar that does not
satiate. Gliding in confidence, pausing in meditation, resuming with zeal, plangent one
moment, joyful the next, you, sir, have done the violin ‘proud.” Holding it in a way
the West would call ‘upside down,’ you have taken the violin to the zenith of musical
integrity, intelligence and intention. Your music cannot, will not, satiate for it has been
raised from its seven-stringed sadhana by the bow of devotion, which informed your
ancestor Tyagaraja who worshipped One who also held another kind of bow.
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SPECIAL LIFETIME ACHIEVEMENT
AWARD FUNCTION

The Music Academy, Madras
Speech by Shri. Lalgudi G. Jayaraman
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annuli) Confidence should not border on arrogance. Humility *gisv&!iuib,
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Proceedings of the Conference - 2007

December 16, 2007

The morning lecture-demonstration sessions of the conference session of the Music
Academy had an auspicious beginning with a rendition of Nauka Charitram songs of
Tyagaraja by the students of the music department of the Madras University.

At the suggestion of 2007 Sangita Kalanidhi elect, Vidwan Palghat Raghu, each day
was dedicated to the memory of yester year stalwarts who could not be felicitated
during their life time by the Academy.

The first day was dedicated to the memory of the violin maestro R.K.Venkatarama
Sastry, whose centenary is being celebrated this year.

The first lecture demonstration on ‘Rare compositions of Mysore Vasudevacharya’ was
presented by Padma Murthy, formerly Head of the Department of Music at Mysore
University and a member of the Advisory Committee of the Music Academy.

Vasudevacharya composed mostly in Telugu, a few in Sanskrit and only one in
Kannada. About 140 of his compositions have been published with notations provided
by him and the second volume with the rest of his compositions is being published.
There are many in rare ragas and talas like “Daasarathe pahimam” in Bilahari, trisra
triputa, “Mahatmule” in Rishabhapriya, “Ninne Saranantinayya” in Dhenuka, etc. His
compositions flow with bhava and lyrical beauty and are embedded with dhatu swara
prayogas, chitta swaras and sangatis.

Padma presented six of his kritis - in Vasanta, Purvi Kalyani, Pushpalatika,
Simhendramadhyamam, Sankarabharanam and Subhapantu Varali and a varnam in
Nalinakanti, a Javali in Kaanada and a Tillana in Charukesi.

Vasudevacharya c'omposed the Sankarabharanam ‘nannu brochutakevarunnary’ in
response to a challenge by the Mysore Maharaja to compose a lyric on the lines of
the western band tune played on the last day of the Dasara procession. The Charukesi
Tillana was composed by him when he was at Kalakshetra.

V.V. Srivatsa, T.K. Govinda Rao and the president of the morning sessions, Vidwan
Palghat Raghu offered supplements to the lecture and compliments to the singer.

December 17, 2007

The second day was dedicated to the memory of one of the foremost percussionists
of his times, Thanjavur Vaidyanatha Iyer (1896 - 1948) and an able Mrdangam teacher
from whose gurukula graduated Palakkadu Mani Ayyar and several others.

The morning sessions began with rendering of Annamacharya compositions by
T.V. Meenalochani, a descendent of the saint composer and her group.
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J. Venkataraman presented an intricate lecture demonstration on ‘Nadai Pallavi.’ The
raga chosen was Nalinakanti and the pallavi was structured in Trisra triputa, Misra
nadai (14 syllables per count x 7) having 98 syllables. The first half (poorvangam) had
a 56 syllable rhythmic structure and the second half (uttarangam) 42 syllables and in
its organization units of 4 syllabic extension, 3, 7, 5 and 9 figured.

Venkataraman gave a very elaborate mathematical explanation at every step and
demonstrated the pallavi with all possible permutations and combinations in the
swara singing session. He was ably assisted by Pradeep Kumar with vocal support,
T. Rukmini on the voilin and R. Ramesh on the mridangam. The whole exercise no
doubt made a very interesting presentation reflecting the extraordinary creativity,
mastery of rhythm and technical craftsmanship of Venkataraman.

Vidushi R. Vedavalli and vidwan T.V. Gopalakrishnan offered compliments on
the extraordinary technical mastery of Venkataraman in the presentation of Pallavi.
Palghat Raghu stressed the predominant place of laya in the Karnatic music and how
pallavi singing reflects this feature.

December 18, 2007

The sessions on the third day were dedicated to Turaiyur Rajagopala Sharma,
musician, composer, teacher and musicologist who enriched the fields of both music
and dance with his many contributions.

Nadananda Sangeeta Vidyalaya presented compositions of Arunachala kavi in the
very first slot in the morning where devotional songs are presented.

Natanabhushanam Nanthencode Vinayachandran presented a lecture demonstration
on ‘Kerala Natanam.’

In his introduction to the lecture demonstration, V.P.Dhananjayan said Kerala
Natanam conceptualised by Guru Gopinath is an amalgamation of Kathakali,
Bharatanatyam and Mohiniyattom. It is Kathakali sans the aharya. Guru Gopinath’s
centenary is being celebrated this year and he commended The Music Academy for
providing an opportunity to present Kerala Natanam a befitting memory to him.

First, three students demonstrated moola mudras, samyuta hastas and samana
mudras most of which are from the Hasta Lakshana Deepika. Then there was a
nritta, pure dance piece known as swaragati in their terminology. It was followed by
panthaattam, a sequence from Ramayana depicting Sita Swayamvaram in raga tala
malika.

Vinayachandran himself presented an ekaanka abhinaya showing the episode
where Krishna gets killed by the arrow of a hunter.
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The presentation concluded with a sloka, abhinayam, presenting the nava rasas
and a Kalaasa nruttam which is equivalent to tillana in the dance parlance.

Natya Sastra speaks of numerous facial movements which are practised mainly in
dance forms of Kerala. ‘Kerala Natanam’ adheres to all the salient features of the rich
Kerala dance traditions and adopts some modernity to bring it closer to the changing
aesthetic sensibilities of the connoisseurs. It was, as pointed out in the very introduction
by Dhananjayan, mostly a performance not as much a lecture demonstration.

Vinayachandran was ably assisted by three of his disciples, Smriti, Meera and
Sridevi in the demonstration and by singer Rajan Vilappil apart from a very efficient
group of musicians on the violin, mridangam, chenda, and edakka.

December 19, 2007

The morning session of December 19 was dedicated to the memory of Voleti
Venkateswarlu (1928 - 89) one of the greatest vocalists from Andhra Pradesh. He
was competent in both Karnatic and Hindustani styles.

Andavan Pichai compositions were presented by a bhajana mandali named
after him. Sri Kannikeswaran from Connecticut presented a very interesting lecture
demonstration on ‘Nottuswara Sahityam of Muthuswami Dikshitar.”

Nottuswaram is a Tamil version of the English word, note, and is used to represent
western musical notes. There are about 38 compositions all in Sanskrit composed by
Dikshitar to western tunes. In that limited sense he was just a composer of sahitya to
the tunes. All of them are based on major scale which is equivalent to Sankarabharanam
in Karnatic music.

These were all documented first during the life time of Dikshitar by C.P. Brown
in 1833, later in 1893 Manali Chinnaswamy Mudaliar published them with European
notation and Subbarama Dikshitar’s compilation was published in Telugu script under
the title, ‘Prathamaabhyaasa pustakamu’ in 1905.

Kannikeswaran gave an elaborate list of the European sources of all the tunes and
the corresponding compositions of Dikshitar. He demonstrated most of them and
sometimes with their original tunes. For example he rendered ‘Dasarathe’ and said
it was based on Feuny Poer-Phanxty, ‘Gurumoorthe’ on Psalm of Life and so on. He
classified the 38 compositions of Dikshitar with the European counterparts based on
their rhythmic structure as Jig, Waltz, Reel, March etc.,

Kannikeswaran made a comparative analysis of these compositions with their
original tunes and showed how and where they are modified.

He demonstrated ‘Shyamale Meenakshi’ and said that it was based on a French
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tune resembling ‘Twinkle Twinkle Little Star"! He gave further classifications of these
compositions according to the deity on which they were composed and the temple
town.

A thoroughly researched study it was communicated to the audience with the help
of a power point presentation.

N. Ramanathan said ‘Gurumoorthe’ was published in the appendix of Sampradaya
Pradarshini, probably because Tygaraja also wrote a composition on the same tune. S.A.K.
Durga said the compositions were written when Dikshitar was in Manali and C.P.Brown
commissioned Dikshitar to document the 38 compositions composed by him.

December 20, 2007

The morning session was dedicated to the memory of Sri Ramanathapuram
Krishnan, a very accomplished and respected music performer. His music reflected
an aesthetic amalgamation of diverse schools. Under the devotional music Ganamalika
group presented some tarangams of Narayana Theertha.

Vidwan Sri T. Unnikrishnan dealt with “Voice Culture in Hindustani and Karnatic
music.” He traced the importance of voice culture from the days of Natya Sastra and
later treatises. Musicians should not just read it as theory, but understand the necessity
to retain quality voice. He enlisted some techniques of voice production. One should
use the anatomy and physiology of voice. The three components of voice production
are resonatory, phonotory and respiratory; which help in relaxing the muscles and
ligaments of the larynx, give energy for singing and ability to manipulate effectively
to get the required voice. He drew a distinction between amateur singing, professional
singing and folk singing.

Though not trained, professional singers have their own ways of maintaining their
voices and the folk singers have their natural ways of modulations. He talked mainly
of three voice registers. He explained with demonstrations both in the Karnatic and
Hindustani styles and offered tips to gain ability to sing in three octaves. By constant
practice, careful tonal placement, pranayama and adherence to the basic principles of
voice culture, a singer will easily be able to sing any kind of music, he said.

December 21, 2007

The morning session of December 21 was dedicated to the memory of
T.K. Rangachari (1912 - 1979), a vocalist who made an indelible mark for himself and
trained a host of disciples.

Smt. Kanthimani Santhanam and party presented Uthukadu Venkata Subba Iyer’s
compositions on Muruga.
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" There were two lecture demonstrations in the session, the first one was on ‘Sangeeta

Ratnakara and Karnatic Music’ by Prof. N. Ramanathan. An erudite scholar and
musicologist Ramanathan made some very interesting observations of some of the
basic definitions given by Sarngdeva in Sangeeta Ratnakara.

He set the aim of the paper as defining and understanding the term ‘Sangita’ as
used in Sangeeta Ratnakara. It was defined in the treatise as that which comprises
gitam, vadyam and nrittam. Gitam represents tonal music, Vadyam is a syllabic form
created by the drum and Nrittam is pure dance. The term, he said, therefore did not
certainly denote what we call music today. According to Sarngadeva, ‘Sangitam’ is
classified as marga and desi, where marga represents natya of Bharata and desi a
different tradition.

Sarngdeva defined music as a combination of notes which creates a pleasing effect.
His classification and definition of music is not just confined to tala; there is music
like ragalapana which does not require being rhythmic.

Ramanathan dwelt on several other definitions given in Sangeeta Ratnakara, like
taurya trikam, characteristics of a vaggeyakara, mukhari, upadhyaya etc., He enlisted
the forms of music as referred to in the treatise. Sarngadeva discussed rasa and set
that as aim of Sangeeta which was disputed by Ramanathan.

The second demonstration was by P. Jayaprakash, on his own compositions. He has
written about 350 compositions in five languages, Sanskrit, Hindi, Telugu, Tamil and
Malayalam., all depicting temples of Kerala. Six of his compositions were demonstrated
by Vidwan T.K. Govinda Rao, Dr. Sundar and G.N. Desikan. They were accompanied
by Sriramkuar on the violin and Subramanian on the mridangam.

December 22, 2007

The morning session was dedicated to the memory of Sri T. N. Rajarathnam Pillai,
who brought about a revolution in the art of not only playing in the Nadasvaram,
especially in its manodharma aspects, but also in its construction and its place in the
society.

In the devotional music Karnaranjani group presented compositions of Poochi
Srinivasa lyengar.

On December 22, there were two lecdems. The first was “Dattilam” by
Dr. Pappu Venugopala Rao. Dattilam, a musicological text written in the first century
A.D by sage Dattila, was the subject presented by Papu Venugopala Rao. The text
contains 243 and a half verses in 487 lines. The later granthas have quoted amply
from this stupendous piece of work. Dattilam was first published in Trivandrum by
Pt. K. Sambasiva Sastry in 1930. A compendium of Indian music a Dutch publication
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by Te Neijenhuis followed in 1970. There has been a thesis on the same book in 1978.
There have been further publications in 1988 and the last was in 2002 by Dwaram
Bhavanarayana Rao in Telugu.

The text Dattilam describes music as.a Gaandharva denoting the sacredness of
the Indian music. The book defines Gaandharva as constituted by Svara, Tala, Pada
and Avadhaana, avadhaana referring to concertration. Dattilam denotes sruti as the
dominant feature over swaras.

Another feature described in Dattilam is grama. The gramas are primarily being
Shadja and Madhyama, the Gandhara not in vogue.

Sage Dattila gives an exposition on Vadi, Samvadi and Vivadhi swaras.

Dattilam categorises ‘Murchanas’ which are either Shadavam or Audavam in
nature. (Pentatonic or hexatonic).

Dattilam refers to ‘vritti’, the sage categorises them as three, namely, ‘Vritti - Vritti’,
'Dakshina Vritti’ and ‘Chitra Vritti." In the first category the song is dominant, song and
vadya embellish each other in the second and vadya is the dominant in the third. The
treatise then refers to jatis. There are four varnas namely Sthayee, Sanchari, Aarohi and
Avarohi. Dattilam has specified 13 alankaras which are decorative embellishments.
The topic of thalas is the next feature dealt with in Dattilam. These are “Yugma’ and
‘Ayugma’ that is even and odd. Dhruta, Madhyama and Vilambit are also discussed
with reference to tempos.

The second lecdem on December 22 was a paper on the musical aptitude of visually
impaired children presented by Dr. S. Sundar.

Dr. Sundar explained that the human brain, comprising a complex structure of
100 billion cells, had a unique and stupendous capacity. The capacity refers to the
important aspect of attentiveness. However when one considers attentiveness, it allows
only for one external environmental stimulus to occupy centre stage at any given
point in time. In the ambit of art, people who are able to spontaneously allocate their
attention to a single subject are able to excel in that field.

Sishupunarjanmam is a project run by Freedom Trust established by Dr. S. Sundar.
The trust has identified children who are differently abled and has taken the task
of imparting music to them. The children are visually impaired, and they have a
heightened aptitude to music. The shut down of their visual stimuli has morphed,
perhaps, into a heightened response to auditory stimuli.

Special mention has to be made of Hikari, the son of Nobel laureate who had severe
brain deformities that left him with autism and near blindedness. However he was
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an excellent composer of classical music and Tony De Blois, born blind, autistic and
retarded is a famous jazz musician.

The famous neuroscientist V. Ramachandran explains this as the phenomenal
plasticity of the brain, in the visually impaired children. One in five blind children
have perfect pitch. This is indicated in the study paper of Dr. S. Sundar.

Twenty children were taken up for the study and tested for musical ability with
reference to pitch, rhythm, tuning and identification of the tune. The findings were
that there was perfect sruti alignment with keen concentration skills. Although eye
contact was absent, all cues being auditory their memorising capacity and response
to music were excellent.

This study was contrasted against the measurables for normal children and there
was a distinct difference in the above mentioned measurables.

Vidarte presented a drawing, Mahalakshmi presented a dance item. Sathyanarayana,
Akshaya, Manoj, Sowbhagya, Srilatha and Vishnupriya presented two songs ‘Sabapathi
Ki’ and ‘Shanthi Nilava Vendum.’

Dr. Sundar summed up saying that the study gives a better understanding of
differently abled people with regards to their musical potential and skill.

December 23, 2007

The morning session was dedicated to the memory of Sri Pudukottai Dakshinamurthy
Pillai, a great mrdarigam performer who also made Kanjira a common feature in the
concert platform and a great human being.

Sunadam group presented compositions of Shyama Sastry at the beginning.

On December 23, Vidwan B. Krishnamurthi made a presentation ‘Shatkala Pallavi
in Raga Kalyani’, for which he had chosen a pallavi in eight kalai, and demonstrated
it in six kalais.

Kalyani was briefly delineated with Thanam and the pallavi; the sahityam was
‘Navarasa Rasika Sikhamane Suguna Nidhe Chandrakala Sekhara’.

This was set in Adi talam at an eight-kalai pace. Krishnamurthi explained the tala
gait. One round of talam would contain 256 aksharas. The gait of one kalai Adi talam
would be 16 aksharas, two kalai 32 letters, 4 kalais 128, and 8 kalai 256.

The pallavi was treated with absolute control and precision in all the three speeds
with niraval and kalpanaswara.

The ragamalika swaras were for the pallavi line opening with the five rasas as the
beginning — Sringara Rasa Rasike in Khamas, Veera Rasa Rasika in Asaveri, Karuna
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Rasa Rasike in Varali and Shantha Rasa Rasike in Sama rounding up with the base
ragam, Kalyani.

Suguna Purushothaman congratulated Krishnamurthi. She explained that the
handling of the pallavi needed real expertise and grit, and absolute control over
sarvalaghu — basic rhythm. Vellore Ramabhadran commended the sarva laghu
shuddham Krishnamurthi possessed and his deft handling of the pallavi.

December 24, 2007

Monday, Decembr 24, was dedicated to Veena Dhanammal, who is described often
as an institution and legend and many leading vidwans of the time benefited from
her musical prowess. Kulasekhara Alwar Pasuram were presented by Dr.Mathangi
Ramakrishna & party

Suguna Purushothaman presented a demonstration of pallavi singing. She took
up Thodi in Simhanandana talam of 32 matras or 128 aksharas. The angas for talas
have been categorised as six (shadangas) and the Simhanandana talam has five angas
except anudritham. The angas are Guru, Laghu, Dhrutham, Plutam, and Kakapadam.
This talam is the 35th in the 108 tala group and the longest one.

Suguna Purushothaman was accompanied by Charumathi Ramanujam on the
violin and senior mridanga vidwan Tanjavur Kumar.

After a brief raga alapana with Tanam, Suguna proceeded to render the pallavi.
The lyric ran thus: Narasimhanandana Priya Ahobila Vaasa Bhakta Poshaka Prahlada
Varada Ninnu Charane Gati/Parama Kripa Nidhi Nee Andro Shankaranai katha
Abhatbandhava Kava Sri Lakshmi.

The pallavi was executed dexterously and precisely with all the speed variations
and kalpanaswara ornamentations. As a person who has great control over sarvalaghu,
Suguna handled the intricate aspects of the pallavi with absolute ease.

The young violinist followed Suguna like a shadow and handled the pallavi during
her turn with equal exactitude and ease. Thanjavur Kumar, seasoned mridanga vidwan
extended exemplary support.

Suguna said that her training under mridanga vidwan Tinniam Venkatarama Iyer in
her early years in all aspects of layam had given her the resource to handle complicated
pallavis. Senior vidwans who were present in the conference complimented her on
the presentation. They said they were all reminded of the rendition of a pallavi in the
same talam in the raga Khambodi by Mudicondan Venkatarama Iyer decades ago at
the Annual Conference of the Music Academy.
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December 25, 2007

The morning session began with rendering Compositions of Mysore Vasudevachar
by Devaganavali Group. Dedicated to Rukmini Devi Arundale, founder of Kalakshetra,
December 25 featured Sarvalaghu element in dance music, Adyar Lakshmanan and
his brother Rama Rao, expanding on the subject.

T.K. Padmanabhan on the violin and Vellore Ramabhadran on the mridangam
accompanied them. Sarvalaghu was the base for the five types of tala nadai —
Chatursram, Tisram, Kandam, Misram, and Sankeernam — stated Lakshmanan. It
would be a perfect match especially for chatursra nadai, four being an even number.
All the others have odd numbers Tisram 3, Kandam 5, Misram 7 and Sankeernam 9.
The sarvalaghu rhythm can be observed in a child’s gait, the sound of a machine, the
sound of a running train, etc.

In 1944, Rukmini Devi requested V. Krishnamachari to set to tune ‘Kutrala
Kuravanji’ keeping in mind the sarvalaghu throughout. In 1947, Tiger Varadachari
was asked to tune up Kumarasambhavam with the same sarvalaghu base. He set
the slokas in ragams without any specific talam adhering only to the basic beat. The
closing slokas were set in Adi talam and in the ragas Nattai, Gowlai, Arabhi, Sri, and
Varali in that order with a finishing solkattu in all the ragas. Lakshmanan and his
brother rendered the composition beautifully.

Lakshmanan had created some Teermanams in Adi talam in mixed chatursra
and tisra gatis. He had done this through some adaptation from the text ‘Talamum

Anubhavamum.’

December 26, 2007 ‘
The morning session began with a presentation of Compositions of Periasamy

Thooran by TKG Gurukulam Group .

The session was dedicated to Sri. Thanjavur Ramadas Rao, a great mridanga
vidwan in Narayanaswamy Appa tradition. He started initially accompanying
Harikatha artists later switched over to accompanying Kanchipuram Nayana Pillai and
all leading musicians of his time. He was professor of mridangam at the Annamalai
University.

Sri. T.V. Gopalakrishnan gave a lecdem on ‘Role of Tanam in Karnatic Music’.
Elaborating on tanam, T.V. Gopalakrishnan explained that the term Tanam consisted
of the letters Ta, Aa, Na, and, M, indicating the integrating principle of Sivan, Brahman
and Vishnu.

The matra M, refers to the Omkara principle. There have been references to the
Tanam, from the time of ancient texts like Silappadikaram and Chaturdandi Prakasika.
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When singing Tanam the tonal continuity has to be constant and the flow has to
be continuous. The Tanas are categorised into Gaja, Aswa, Manduka and Markata
and aural Tanas are categorised into Chakram,Vakram, Malika, Gambhira, Vadyam
and Sama. TVG presented Tanam recordings of all the great maestros of yesteryears,
starting with a Kalyani Tanam by Ariyakkudi Ramanuja lyengar, followed by
Semmangudi Srivasa Iyer’s Sankarabharanam.

After featuring Tanam presentations by Madurai Mani Iyer, M.D. Ramanathan,
G.N. Balasubramaniam and Alathur Brothers, T.V. Gopalakrishnan gave a demonstration
of Tanam singing in Sankarabharanam after a brief interlude of Ghana Raga Tanam.

He also demonstrated Manava Tanam, Kukkuta Tanam and Manduka Tanam. He
further demonstrated Chakra, Vakra, Vadya and Vidyuth types.

He concluded the presentation with a presentation of a tanam in Sindhubhairavi.

December 27, 2007

The morning session with Amrutavahini Group presenting Devarnamas of Haridasas
The day was dedicated to the memory of Sri. Tiruvalangadu Sundaresa Iyer, a highly
respected violinist, whose playing was known for sensitivity and tuneful quality and
whose alapana renderings conveyed volumes in just a few strokes.

On December 27, Violin exponent M.S. Gopalakrishnan and daughter Narmada
presented a paper on ‘Hindustani and Karnatic Music — an Overview.” The duo offered
a comparative study of Mayamalavagowla (Deva Deva Kalayami) and Bhairavi; Ahir
Bhairavi and Chakravaham. The next piece was Ahir Bhairavi, and the corresponding
raga in the Karnatic system is Chakravakam.

Narmada explained that in the Karnatic system, the compositions formed the base
following the Harikatha or bhajana sampradaya. Narmada delineated that the Parur
school of violin playing is Gamaka-oriented. She demonstrated it by playing in the
four octaves.

Then followed Hamsadhwani (Vatapi Ganapatim) and Hansdhwani. The Hindustani
system categorises ragas according to the time of the day — morning, evening, night
and midnight. Tackling Pantuvarali and Puriya Dhanasri, Narmada observed that in
Karnatic music, the reference point for instrumental music was the nagaswaram.

Narmada spoke about the Dhrupad style of singing in the Hindustani system.
Dhrupad or Khayal was the extension of thought with its musical interpretation, she
said presenting a piece in raga Yaman (Kalyani). The duo concluded with a thillana
in Khamas and a tarana in Sindhubhairavi.
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December 28, 2007

The morning session was dedicated to the memory of Sri MD Ramanathan, who
started as the $isya of the famous ‘Tiger’ but created his own vilambita kala style and
showed that good music does not necessarily have to be extra-ordinary or dazzling.
He was also a composer of Kirtana-s and Tillana-s.

It began with Champa Kumar and Party presenting Compositions of Muthiah
Bhagavathar. -

The life and work of Subbarama Dikshitar was traced by vidwan V. Subrahmaniam
on December 28, who presented a paper on the composer.

Born in 1839, Subbarama Dikshitar was the grandson of Baluswami Dikshitar, the
youngest brother of Muthuswami Dikshitar. Baluswami Dikshitar adopted Subbarama
as his son.

Subbarama Dikshitar was initiated into Srividya Upasana at Ettayapuram. He was
intensely coached in music, Telugu, Sanskrit including kavya, natakam, alankaram
and vyakaranam. Saranga Deva's treatise Sangeeta Ratnakara defines Vaggeyakara
as a person who creates both music and song. Subbarama Dikshitar’s monumental
contribution to Karnatic music has been his lakshana grantha, ‘Sangeeta Sampradaya
Pradarshini.’

The Prathama Abhyasa Pustakumu of Subbarama Dikshitar has followed the
classification of thought along Venkatamakhi’s theories whereas Muthuswamy
Dikshitar followed Sri Govindacharya. Subbarama Dikshitar composed 12 varnams, of
which four are Tana varnams, three are chowka varnams and five are pada varnams.
‘Entha Ninnae’ is a pada varnam in Khamas raga set to Tisra Eka Thalam and this
piece was demonstrated by Hariprasad and Srinidhi, students of V. Subrahmaniam.

Subbarama Dikshitar has composed two darus and 15 kritis. ‘Kanthimatheem,” a
composition in Kalyani raga set to Rupaka Thala was the next piece that was sung
by Nagalakshmi Lakshmanan, a student of Brinda.

In this composition the words Kanthara and Kantha in the anupallavi sequence
reveal the poetic imagination and prowess of Subbarama Dikshitar. The kriti is also
set to Dwitheeya Aksharaprasam.

The next kriti demonstrated was ‘Sri Parthasarthini’ in praise of Lord Parthasarthy
dedicated to the Lord at the temple in Triplicane. The kriti is set in Yadukulakhambodi
(Adi).

Subrahmaniam along with this students Meenakshi Ganesh, Saraswathi and Srinidhi

demonstrated the same. The composition is also set to Dwitheeya Aksharaprasam
which means that all the lines have the second letter concordance. All the important
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sancharas of Yadukulakhambodi have been used including Swaraaksharam of
Pa-Da-Sa; Par-Tha-Sa. The last piece of the demonstration taken up was Srimad
Shankaracharyam set in Sankarabharanam, (Adi), a Sanskrit composition it employs
the word Sankara to convey different shades of meaning.

December 29, 2007

The morning session of December 29 was dedicated to Needamangalam Meenakshi
Sundaram Pillai. Born into a family of musicians, who specialised on the Tavil, his very
name spelt Tavil. He was a child prodigy.. He was known as abhinava nandikeswara
for his mastery over rhythm.

The morning session began with a presentation of Compositions of Muttuswamy
Dikshitar by Geetha Nivedhana Trust .

Sri Kumbakonam Gajendran gave a lecture demonstration on the rare talas in
dance compositions. Kumbakonam Gajendran’s disciple Smitha demonstrated the
same. Sri Narasimhachari and Smt Vasanthalakshmi demonstrated the role of tala in
Bharathanatyam. He explained that the arudhi was the crowning line with rhythmic
syllables and the eduppu was essentially the bridge between abhinaya and nritam.

December 30, 2007
The devotional music on December 30 morning was by Ghatam V. Suresh and
party who rendered songs on Vishnu.

The morning session for the day was dedicated to the memory of Sri.Palani
Subramania Pillai. A well known percussionist adept in playing the mridangam
and kanjira, he was the disciple of the celebrated Malaikkottai Panchapakesa Pillai
(popularly known as Thavil Panchami) and was also influenced by the renowned
mridangist at the time, Dakshinamurthy Pillai. He will be long remembered as an
epitome of supportive Mridangam accompanist.

The conference president and Sangeeta Kalanidhi designate Palghat R. Raghu
presented a lecture demonstration on the multi-faceted splendor of misram. Rhythmic
constructions in the Karnatic system are divided into five categories, chatusram,
khandam, tisram, misram and sankeernam. Chatusram is the only even numbered
construction, the others are tisram ~ three, khandam-5, misram-7 and sankeernam -9.
The vidwan's focus was on the 7 beat misram. Palghat Sri R. Raghu was assisted in
the demonstration by his grandsons Abhishek Raghuram - vocal and A. Anand on
the mridangam and Mysore Srikanth on the violin.

The Khanda Ata Thala varnam Viribhoni in Bhairavi was taken up. The total of
khanda ata thalam being 14 beats and this figure double of 7 Abhishek rendered it
while Anand accompanied him weaving all the other nadais woven into his playing.
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In the vocal rendition also Abhishek changed the nadais accurately and all of them fell
into the thala round correctly. The varnam was also rendered in Adi Thalam which
is 16 matras. The varnam was accommodated in Adi Thalam without any damage to
the basic structure but by changing and alternating the nadais.

Anand gave a brilliant exposition of a Thani, totally conceived by the veteran
Palghat Raghu in Misra Chapu Thalam. The thani composition was exceptional with all
the combinations of the other nadais woven intricately into the pattern. The grandson
was extremely dexterous that Professor S.R Janakiraman in his comments opined that
he was ‘not only a chip of the old block but the old block itself’.

December 31, 2007
On December 31, the morning sessions started with the Thevaram rendition by
Smt. Vasantha Rammohan and party commenced the proceedings.

The last day of the morning sessions was dedicated to the memory of Sri.TR
Mahalingam, a temperamental musician, who not only brought a rounded tonal
quality to Pullankuzhal playing but also excelled in expansive and sensitive playing
of raga-alapana and in displaying rhythmic intricacies on flute with great ease.

The subject of the presentation "Discussion of Madhyamavati, Sriragam, Manirangu,
Brindavani, Brindavana Saranga and Pushpalatika - derivatives of 22nd mela
Kharaharapriya." A detailed report is seperately featured.

(Courtesy The Hindu)
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The Ragas Madhyamavati, Sriragam, Manirangu,
Brindavani, Brundavana Saranga and Pushpalatika -
Discussion of their Lakshanas

- S.AK. Durga

On 31.12.07 the conference session was devoted to the discussion of the derivatives
of 22nd Mela Kharaharapriya - Madhyamavati, Sriragam, Manirangu, Brindavani,
Brundavana Saranga, Pushpalatika. Dr. V.V. Srivatsa, Secretary, The Music Academy
and Convenor of the morning sessions of the conference introduced the speakers and
gave an introduction to the Ragas chosen for today which were assigned to different
speakers to present the Raga lakshnana.

Smt. Vidhya Shankar Veena Vidhushi explained with demonstration on Veena the
raga Madhyamavathi. The speaker first spoke on Kharaharapriya which is the 22nd
Mela and Janaka raga of Madhyamavathi as that “Pracheena Lakshnagranthas” have
not mentioned this raga and only Chaturdandi Prakasika of Venkatamaki mentions
this raga. In the hands of the saint composer Thyagaraja Kharaharapriya became
"Main Raga". She demonstrated the arohana and avarohana of Kharaharapriya and
explained the swara varieties. After speaking about Kharaharapriya, she explained
the derivative of Kharaharapriya - Madhayamavati, the Audava-Audava Raga.
She played the scale SRM PNS - SN PM RS and explained the swarasthanas and
how each swara must be handled. Rishaba is always played with gamaka and she
demonstrated by playing on the veena and vocal. She brought out the similarities in
the intervals S R M P and from M P N S. It was emphasized that the compositions of
Thyagaraja, Muthuswami Dikshitar and Syama Sastri have the lakshana for the raga
Madhyamavathi and demonstrated "Dharmasamvardhini" of Muthuswami Dikshitar,
“Alakalella” and “Evarichirara” of Thyagaraja and the melodic line “Swanthambu”
in “Palinchu Kamakshi” of Syama Sastru. She made the observations that Rishaba
should be played always with gamaka to distinguish between Sriragam and
Brundavanasaranga - Trisruthi Rishaba is used in Madhyamavati” Rishaba .should
never be played as a plain note and should not be “lengthened”. Ma is suddha swara
- played as a plain note. Nishada is played with kampita gamaka from the note shadja,
Sphurita in the phrase sa ni pa ma was played in the Veena and demonstrated. She
concluded that Madhyamavati as a Mangala raga. After performing Sourashtram and
Surati which are also considered as auspicious ragas, Madhyamavati is performed as
a concluding raga.

Sangeetakalacharya Vidhwan V. Subramanyam spoke on Sriragam and Manirangu
— the allied ragas. He demonstrated by singing the scales of Sriragam and Manirangu.
In Sriragam, the Raga identity is brought out by the rishaba which must be sung as a
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plain note which makes the distinction between Madyamavati and Sriragam. Sriraga
scale was sungassrmpnssnpmrgrs. He avoided p d n p m in the scale. He
told that Sriragam is a very ancient ragam.

During the time of Venkatamakhi Sriragam rose to the level of a Mela ragam as
according to Venkatamakhi tradition p d n p m is incorporated in the scale itself. As
the seven swaras are present, it was given as Sriraga Melam and Sangeeta Sampradaya
Pradarsini also followed Venkatamakhi’s tradition.

Thyagaraja did not use p d n p m in his monumental composition “Endaro
Mahanubhavulu” but Muthuswami Dikshtar followed Venkatamakhi’s tradition and
in all his compositions in Sriragam, the prayoga p d n p m is found. The prayoga
p d np mis found in vamams. One needs to be careful, the madhyamavati chaya
should never come in Sriraga. He cited ‘Namakusuma’ composition of Thyagaraja
not having p d n p m prayaoga in Sriragam. In the 72 melaragamalika the raga in
Pallavi starts with Sriraga which may be to reverse the Doshas of many Vivadi ragas.
Dr. V'V Srivatsa supplimented details of compositions left out by the speaker.

V Subramanyam then spoke of Manirangu and said that Manirangu is an old
raga. He sang and demonstrated the arohana and avrohana of Manirangu as S R M
PNSSNPMGRSorpmG r s with Gandhara as Deergha swara. He quoted
Muthuswami Dikshitar's “Mamava Pattabhirama” Thyagaraja’s “Ranidi radu” and
Swathi Thirunal’s "Jaya Jaya Padmanabha". He said that r G r s prayoga should be
avoided pm g rsand p m G r s are used. Rishaba is sung as plain note. He also
added that this raga cannot be performed elaborately.

After V Subramanyam’s presentation, Dr V V Srivatsa added that there is a
composition "Yukthamugadu” and in modern days p d n p m prayoga is added
even for Thyagaraja’s compositions for Sriragam. He mentioned that Syama Sastri
has also composed in Sriraga. (“Karunajoodu”) After Manirangu raga demonstration,
Dr. Srivatsa added the name of the compositions “Sri Rukmini” by Meesu Krishna Iyer.
Varnam in Manirangu by Tiger Varadachariar and a Devaranama in Manirangu.

Brindavani and Brundavana Saranga were next taken up by Dr S A K Durga.
Both are derivatives of 22nd Mela Kharaharapriya. She said that before Chaturdandi
Prakasika of Venkatamakhi, there is no reference to Brundavana Saranga in earlier
lakshana granthas. Chaturdandi Prakasika gives the name Brundavani for Brundavana
Saranga. Sangeetha Sampradaya Pradarsini mentions this raga under Sriraga melam.
It is a Desya raga. Kaiski nishada alone is used in Brundavana Saranga. She gave the
arohana and avarohana as SRM PN SSNPMR G S. It is an Upanga raga. Ri and
Ni occur as Dheerga swaras and kampita swaras. It is more Jaru gamaka oriented raga.
She demonstrated the Anupallavi of “Ranga pura vihara” of Muthuswami Dikshtar
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The Ragas Madhyamavati, Sriragam, Manirangu,
Brindavani, Brundavana Saranga and Pushpalatika -
Discussion of their Lakshanas

- S.AK. Durga

On 31.12.07 the conference session was devoted to the discussion of the derivatives
of 22nd Mela Kharaharapriya - Madhyamavati, Sriragam, Manirangu, Brindavani,
Brundavana Saranga, Pushpalatika. Dr. V.V. Srivatsa, Secretary, The Music Academy
and Convenor of the morning sessions of the conference introduced the speakers and
gave an introduction to the Ragas chosen for today which were assigned to different
speakers to present the Raga lakshnana.

Smt. Vidhya Shankar Veena Vidhushi explained with demonstration on Veena the
raga Madhyamavathi. The speaker first spoke on Kharaharapriya which is the 22nd
Mela and Janaka raga of Madhyamavathi as that “Pracheena Lakshnagranthas” have
not mentioned this raga and only Chaturdandi Prakasika of Venkatamaki mentions
this raga. In the hands of the saint composer Thyagaraja Kharaharapriya became
"Main Raga". She demonstrated the arohana and avarohana of Kharaharapriya and
explained the swara varieties. After speaking about Kharaharapriya, she explained
the derivative of Kharaharapriya - Madhayamavati, the Audava-Audava Raga.
She played the scale SRM PNS - SN PM RS and explained the swarasthanas and
how each swara must be handled. Rishaba is always played with gamaka and she
demonstrated by playing on the veena and vocal. She brought out the similarities in
the intervals S R M P and from M P N S. It was emphasized that the compositions of
Thyagaraja, Muthuswami Dikshitar and Syama Sastri have the lakshana for the raga
Madhyamavathi and demonstrated "Dharmasamvardhini” of Muthuswami Dikshitar,
“Alakalella” and “Evarichirara” of Thyagaraja and the melodic line “Swanthambu”
in “Palinchu Kamakshi” of Syama Sastru. She made the observations that Rishaba
should be played always with gamaka to distinguish between Sriragam and
Brundavanasaranga - Trisruthi Rishaba is used in Madhyamavati” Rishaba should
never be played as a plain note and should not be “lengthened”. Ma is suddha swara
- played as a plain note. Nishada is played with kampita gamaka from the note shadja,
Sphurita in the phrase sa ni pa ma was played in the Veena and demonstrated. She
concluded that Madhyamavati as a Mangala raga. After performing Sourashtram and
Surati which are also considered as auspicious ragas, Madhyamavati is performed as

a concluding raga.
Sangeetakalacharya Vidhwan V. Subramanyam spoke on Sriragam and Manirangu

- the allied ragas. He demonstrated by singing the scales of Sriragam and Manirangu.
In Sriragam, the Raga identity is brought out by the rishaba which must be sung as a
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plain note which makes the distinction between Madyamavati and Sriragam. Sriraga
scale wassungassrmpnssnpmr grs. He avoided p d n p m in the scale. He
told that Sriragam is a very ancient ragam.

During the time of Venkatamakhi Sriragam rose to the level of a Mela ragam as
according to Venkatamakhi tradition p d n p m is incorporated in the scale itself. As
the seven swaras are present, it was given as Sriraga Melam and Sangeeta Sampradaya
Pradarsini also followed Venkatamakhi’s tradition.

Thyagaraja did not use p d n p m in his monumental composition “Endaro
Mahanubhavulu” but Muthuswami Dikshtar followed Venkatamakhi’s tradition and
in all his compositions in Sriragam, the prayoga p d n p m is found. The prayoga
p d n p mis found in varnams. One needs to be careful, the madhyamavati chaya
should never come in Sriraga. He cited ‘Namakusuma’ composition of Thyagaraja
not having p d n p m prayaoga in Sriragam. In the 72 melaragamalika the raga in
Pallavi starts with Sriraga which may be to reverse the Doshas of many Vivadi ragas.
Dr. V'V Srivatsa supplimented details of compositions left out by the speaker.

V Subramanyam then spoke of Manirangu and said that Manirangu is an old
raga. He sang and demonstrated the arohana and avrohana of Manirangu as SR M
PNSSNPMGRSorpmG r s with Gandhara as Deergha swara. He quoted
Muthuswami Dikshitar's “Mamava Pattabhirama” Thyagaraja’s “Ranidi radu” and
Swathi Thirunal’s "Jaya Jaya Padmanabha". He said that r G r s prayoga should be
avoided pm g rsand p m G r s are used. Rishaba is sung as plain note. He also
added that this raga cannot be performed elaborately.

After V Subramanyam’s presentation, Dr V V Srivatsa added that there is a
composition "Yukthamugadu" and in modern days p d n p m prayoga is added
even for Thyagaraja’s compositions for Sriragam. He mentioned that Syama Sastri
has also composed in Sriraga. (“Karunajoodu”) After Manirangu raga demonstration,
Dr. Srivatsa added the name of the compositions “Sri Rukmini” by Meesu Krishna lyer.
Varnam in Manirangu by Tiger Varadachariar and a Devaranama in Manirangu.

Brindavani and Brundavana Saranga were next taken up by Dr S A K Durga.
Both are derivatives of 22nd Mela Kharaharapriya. She said that before Chaturdandi
Prakasika of Venkatamakhi, there is no reference to Brundavana Saranga in earlier
lakshana granthas. Chaturdandi Prakasika gives the name Brundavani for Brundavana
Saranga. Sangeetha Sampradaya Pradarsini mentions this raga under Sriraga melam.
It is a Desya raga. Kaiski nishada alone is used in Brundavana Saranga. She gave the
arohana and avarohana as SRM PN SSN P MR G S. It is an Upanga raga. Ri and
Ni occur as Dheerga swaras and kampita swaras. It is more Jaru gamaka oriented raga.
She demonstrated the Anupallavi of “Ranga pura vihara” of Muthuswami Dikshtar

{69}

—



THE MUSIC ACADEMY MADRAS

which carries the Raga Mudra “Brundavana Sarangendra”. She also mentioned
that in modern days both the nishadams kakali and kaisiki nishdams are used in
Brundavana Saranga making the raga into Bhashanga type. She sang the last phrase
in the Anupallavi of “Rangapura Vihara” composition and demonstrated the prayoga
sung with kakali Nishada. She emphasized that only Kaisiki nishada should be used
in Brundavana Saranga. This raga is known as Sarang in Hindusthani tradition.

In Sangeetha Sampradaya Pradarsini page 534, the lakshna of Brundavana Saranga
is given. The name Brundavani is given as the name of the raga, Venkatamakhi in his
work Chaturdandi Prakasika where this raga is first mentioned writes “Brundavani
Audava Cha Sa Graha Ga dha Varjita” meaning audava raga which has Sa as graha
swara and Ga and Dha are Varja. The arohana and avarohana is givenasrmp n's
n p mrs (as kaisiki rishada - suddha madhyama and chatusruthi rishaba) beginning
with rishabha instead of shadja. Subbarama Dikshitar has given as Bhashanga raga
and Rakthi raga. According to Subbarama Dikshitar even the sruthi variation (Anya
Sruthi) makes the raga bhashanga unlike the modern day concept of anyaswara. This
raga can be sung at all times.

Subbarama Dikshitar gives in the Sangita Sampradaya Pradarsini that this raga is
called as Brundavana Saranga which means that by those who know the sampradayam
or tradition. He has not mentioned any name who are those traditionalists. So one
understands that Brundavani’ and Brundavana Saranga are two names for the same
raga.

Again as the ascending scale begings on Rishaba instead of Shadja and descending
scale starts on Nishada, the Jeeva and Nyasa swaras of this raga are ri and Ni according
to “Poorvacharyas”. He does not mention any names of the Poorvacharyas.

Subbarama Dikshitar also says that rarely the gandhara is used in Prayogas
according to traditionlists. The prayogas are R/ g rs / mr / g r s. He further says
the above mentioned sancharas with gandara prayogas can be found in geetham and
keertanai. He has given a Lakshya geetham set in Triputa tala by Venkatamakhi which
do not have any single phrase with gandhara Prayoga. It uses only ri ma pa ri sa
throughout the composition. Following the geetham he has given the composition of
Muthuswami Dikshitar - “ Soundararajam” in Rupaka talam. In the pallavi beginning
itself the gandara prayoga is given Ri garisa and the raga mudra Brundavana Saranga
occurs in the Pallavi and not as Brundavani. Dr. Durga sang and demonstrated the
prayogas in this song.

In the other composition of Muthuswami Dikshitar “Rangapuravihara” the raga
mudra Brundavana Saranga occurs and in the charana section one finds many prayogas
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with Sadharana Gandhara. She demonstrated by singing the passages where it is
found in the composition.

In sangita sampradaya pradarsini a composition of Kumara Ettappa Maharaja is
given with notation in page no 539 beginning with the words “kamalasanadi” in
Adi lata. The prayogas with gandhara is found in the composition. For the Lakshya
geetam and for the two compositions — keertanam, it is given in the raga name as
“Brundavani”.

In the Thyagaraja composition in Bundavana Saranga beginning with the words
“kamalapthakula” the kaisiki nishada alone occurs in the traditional patanthara. In
the composition of Patnam Subramanya Iyer “Sarasiruha” also the kaisiki nishada
alone was used in the past. In modern days many performers use both kakali
nishada and kaisiki nishada. There are compostions of Annamayya (Nanadikkula)
and Purandaradasa’s Devaranama.

Brindavani is a different raga found in Hindustani Music tradition with two
nishada - kakali and kaisiki. Raga Tarangini refers to this raga as Brindavani and as
a Janya of Sarang.

According to B Subba Rao, in Hindusthani Sangeet Brindavanasarang belongs
to Kafi That. The compositions are “Bhore Jin Ala” - vilambit khyal. Tilwada and
“Darshan Dena” Drut khyal - Trital which are sung popularly.

To sum up the names Brundavani and Brundavana Saranga are used for the
same raga in Karnatic Music tradition. Reference for this is Sangeetha Sampradaya
Pradarsini Vol II p 534 where Brindavani is given as the title for the raga lakshana and
the lakshana sloka in Chaturdandi Prakasika by Venkatamakshi also says Brundavani.
In Brundavana Saranga kaisiki nishada alone is used traditionally but in modern days
performers use both the Nishadas.

Vrundavani is a Hindusthani raga where two Nishada’s occur and the scale s r m
pnssnpmrsand gandhara is never used. The Thillana of Dr Balamurali Krishna
1s composed in Brundavani Raga and does not use prayogas with gandhara. The
tamil song “kaliyuga varadan” by Periasami Thooran is tuned in Brundavani with
two nishadas but gives the raga name as Brundavana Saranga.

A doubt was raised by T R Subramanyam whether there is a raga Vrundavani
in Hindustani tradition for which Dr V'V Srivatsa remarked that there is no raga as
Vrundavani which was an incorrect statement. Dr Durga refuted as there are many
reference in books and Dr N Ramanathan also endorsed that there is a raga called
Vrundavani in Hindustani tradition.
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The last speaker was Sangita Kalacharya T R Subramanyam who spoke on
Pushpalathika. He said there are not many kritis in this raga. The composition of
‘Thirupathi Narayaswami’ beginning with the words “Ikanaina” was sung and
popularized by his teacher Musiri Subramanya Iyer. He then read a list of ten
compositions by various composers in Pushpalathika. He acknowledged Balaveena
player Balakrishnan who gave him the list of ten compositions to him. The famous
composers who have written compositions in this raga are Swati Tirunal, Mysore
Vasudevachar, Pallavi Sesha Iyer and Tiger Varadachariyar. Its arohana and avarohana
are SRGMPNS-SNPM G RS. Though a very pleasing raga it is not heard
frequently in the concerts.

THE MUSIC ACADEMY MADRAS

What is Ethnomusicology

- S.AK. Durga
A Branch of Musicology and Methodology

The new discipline Ethnomusicology is widely known throughout the world but
the term “Ethnomusicology” has become an unsatisfactory terminology for many
musicologists and Ethnomusicologists because of the prefix “Ethno” before musicology.
Through the years, Ethnomusicology like any other academic field began to widen
its scope through research and teaching of the subject at the various Universities in
the world. After six decades the prefix “Ethno” before Musicology lost its meaning,
purpose and context for which it was attached with the term Musicology for this
discipline. The study of world musics with socio-cultural perspective has made the
discipline Ethnomusicology more a study of Intercultural Musicology in the 21st
century.

Ethonomusicology is both a discipline and a methodology. It is viewed as the study
of music outside one’s own culture and the discipline is introduced as “World Music”
program in many Universities throughout the world instead of Ethnomusicology for
the past five decades. The nature of Ethnomusicological studies has been enlarged
during the past fifty years and at the fag end of the 20th century, Ethnomusicology
has turned into a study of intercultural musicology mainly because of its methodology
- the socio-cultural perspective on the World Music Cultures.

Definitions of Ethnomusicology

The discipline Ethnomusicology branched out of Musicology because of the ardent
desire of many western musicologists to study non-western musics which exist with
oral traditions and especially with the tribal and village communities of the non-
western countries. The term Ethnomusicology was introduced by Jaap Kunst, a Dutch
ethnomusicologist in 1950, though the discipline was in existence in the name of
comparative musicology from the late 19th century.

After world war II, the term comparative musicology was not favoured by many
musicologists and one of them was Jaap Kunst who introduced the term Ethno-
musicology in his little booklet MUSICOLOGICA in the title page of the book
in 1950 (7p). He placed the prefix ‘Ethno’ in front of the word ‘Musicology’ with
a hyphen to indicate that the study would be on the music of the races of man or
Ethnic group.

The term was accepted and a Society for Ethnomusicology was established in
1956 at the United States of America. The hyphen in Ethno-musicology was officially
dropped by the Society of Ethnomusicology in 1957 as the consensus of the members
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was that Ethnomusicology is by no means limited to the so called music of the
Ethnic group only. Professor David Mcallester, one of the founders of the society
for Ethnomusicology and also my Supervisor for my Doctorate degree at the World
Music Program at Wesleyan University, Connecticut, USA, emphasized that this new
discipline must be defined also as a methodology. The term Ethnomusicology has been
defined by many Ethnomusicologists from time to time changing the connotations
of the term. Many definitions began to come from 1960s extending the scope of the
study wider and wider.

The definition of George List stressed the importance of oral tradition in 1962. He
remarked in 1979 that "The field of study known as Ethnomusicology has expanded so
rapidly that it now encompasses almost any type of human activity that conceivably
can be related in some manner to what may be termed music. The data and methods
used are derived from many disciplines found in the Arts, Humanities, the social
sciences and the physical sciences. The variety of philosophies, approaches and
methods utilized is enormous. It is impossible to encompass them all within one
definition."

According to Allen Merriam(1968) Ethnomusicology is the study of music “in” and
“as” culture. Professor Mantle Hood remarked that “Ethnomusicology is an approach
to the study of any music, not only in terms of itself but also in relation to the cultural
contexts” (1969). The definition given by Prof. Mantle Hood was acceptable to many
Ethnomusicologists though modifications on the definitions keep coming up to date.
Charles Seeger in his foreward to Prof. Mantle Hood’s work “The Ethnomusicologist”
remarks “ultimately there would be no roles for separate studies Musicology and
Ethnomusicology but there would still be a distinction between the Musicological and
Ethnomusicological approaches, the first to the thing in itself, the second to the thing
in its cultural context as one of quiet a number of other contexts” (1982 P V-VI)

It may be summed up that Ethnomusicology is a branch of musicology and this
discipline obtains its individual character by its emphasis for the inter-disciplinary
methodology to Musicology.

Prof John Blacking remarked that “Ethnomusicology is a comparatively new word
which is widely used to refer to the study of the different musical styles of the world”
(1974) bringing out the present day concept of the term Ethnomusicology as the study
of World Musics. From 1970s, the discipline Ethnomusicology meant the study of
world Musics and the Ethnomusicological approach or method began to be defined as
the study of music in cultural, anthropological, sociological and musical perspectives.
Ethnomusicological studies on Western Classicial Music also have come from 1980s
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(Wachsmann 1981, 1982 and Marcia Herndon 1988) and the term does not mean the
study of non-western musics and Ethnic (Tribal and Folk) musics alone in the present
day.

At the fag end of the 20th century. the connotation of Ethnomusicology has become
widened and is understood as a scientific study of all the process and products
of Music making in different cultural contexts. The discipline Ethnomusicology is
replaced by the more appropriate terminology as “Intercultural Musicology” because
of its approach, methods and range of the subject matter from the beginning of the
21st century.

Ethnomusicology emphasizes “objective” methods. New methodological tools
are used to analyse the music and of its cultural setting which includes aspects of
cybernetics, information theory, Semiotics and structuralism. The transcription and
analysis are used for the study of style and structure of music, composers and
performers. The contextual technique which is normally used in the analysis of
linguistic and Ethnographic data emphasizes the study of music in culture which is
principally a perceptive approach requiring both analysis and synthesis.

Ethnomusicologists strive for an “all embracing approach” that deals with any music
and “everything that can shed light on the human context” of music. Ethnomusicology
encompasses the study of Folk music, Art music, Religious Music Contemporary
Music, World Music cultures, Musical change, Music as symbol, Universals in Music,
the function of music in society, the comparison of musical systems, and study of
the other music cultures from their own in musicological and cultural perspectives
which distinguish Ethnomusicology from Musicology and has emerged as a discipline
Intercultural Musicology”.

Ethnomusicology as a Methodology

Ethnomusicology, the discipline is also a methodology in the sense that music
is studied in the socio-cultural perspective besides the application of scientific
methodology using transcription and analysis.

Analysis helps the musicologist to study the style of any music in a systematic
way in order to be precise in describing musical process instead of using general and
subjective terms. A socio-cultural perspective in musical study helps to understand
the concepts of earlier writers by looking into the society and culture to perceive the
reasons for changes in musical style and the intercultural aspects.

Precepts of the scientific method tending towards logical and objective ways of
thinking were first initiated and used by researchers in the natural sciences and have
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been applied to research in almost all disciplines including music since the late 19th
century. The western methodological development of the late 19th century is known
as scientific method. The scientific method which is the experimental approach to the
subject is considered as being the most appropriate method to be used for music also
to arrive at objective observation. '

The analysis of the music is made by transcribing the music. The transcription acts
as a device for solving analytical problems and the ethnomusicologist selects the type of
transcription to keep the specific investigating problem such as comparison of section
lengths in an extended improvisation, types of ornaments used by the performers
during the performance of a recital, identification of rhythm and total variation in the
performance. The limitations of notation and transcription are often discussed but still
they form the main methodological tools. The method of transcription depends largely
upon the purpose of transcription. Musicologically trained researchers’ concern is the
style and structure of the music for which the methodological tools - transcription and
analysis are used. The researchers who are interested in studying the socio-cultural
developments or social changes of the period use the methodology of sociology or
cultural anthropology.

Ethnomusicology looks for a “scientific” methodology to be objective and factual
and not to present value judgements on musical facts. The term ‘scientific” is
often understood to be synonymous with “precise”, “correct”, “valid” and “true”.
Ethnomusicology distinguishes itself as a different discipline from Musicology also
by its methodology which emphasizes the study of music with a “Scientific” method

and socio-cultural perspective besides the study of world Musics.
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Sangita in Sangitaratnakara and Karnataka-Sangita

- N Ramanathan

Sangitaratnakara is a text on 'sangita’ by Sarngadéva written around 1250-AD.
It is well known that the study of a text by itself, cannot give us a knowledge of the
performance of the music or of any performing art of a period, one can only visualise
how the art might have been. Study of a text certainly gives one an understanding of
the thinking on the art that must have taken place. The art that Sangitaratnakara has
described has almost not survived in practice. However, many terms relating to art used
in that text have survived, although their denotations and connotations have changed.
This paper will dwell mainly on the term ‘sangita’ and point out how its significance,
as evident from its usage in Sangitaratnakara, underwent changes in the subsequent
centuries and is now used in the sense of ‘music’. The paper will also point out how there
is a lack of clear understanding of the meaning of the term ‘music’ itself.

Sangita is defined in Sangitaratnakara as a combination of ‘gitam’, ‘vadyam’ and
‘nrttam’ (Sémgadéva 1992: 1,1,21cd). This definition of ‘sangitam’ certainly does not
denote ‘music’ as normally understood. What is Sangitam then?

It is a theatrical presentation of an art form consisting of ‘gita’, meaning the tonal form
or music; ‘'vadya’, meaning the syllabic form created by drums; and nrtta, meaning, the
visual form created by the movement of the limbs of the body, namely, dance. Although
the term ‘vadya’ signifies ‘musical instruments’ in general, as a constituent of ‘sangita’ it
denotes the ‘syllabic form’ created by the drum instruments (avanaddha-vadya).

Sarngadéva speaks of two traditions of theatrical presentations, ‘marga-sangita’
and ‘desi-sangita’ (Sarngadeva 1992:1,1,22-24). Marga-sangita was the art created by
God Brahma and performed by Bharata and his troupe, in the presence of God Siva.
Desi referred to that theatrical art made up of gita, vadya and nrtta, which entertained
the people of various regions in the country. The marga theatre, that Sarngadeva
speaks of, refers to the Natya or the drama of Bharata described in the Natya$astra. In
the commencement of the fourth chapter of his work, Bharata narrates the account of
presenting the natya in front of Siva.

The natya of Bharata consisted mainly of a drama that was based on one of the ten
forms of dramatic presentation called ‘Dasa-riipaka’. Dési refers to the theatre that came
in a different tradition, not based on dasa-riipaka. There are many kinds of theatrical
formats that were prevalent in the non-marga tradition and dési is one of them. In the
desi theatre although the three limbs, gita, vadya and nrtta were present, the dominant
limb was gita (music) followed by vadya and nrtta. The term dés is first heard of in the
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work, Brhaddési of Matanga. In the later works itis the term ‘sangita’ that is mainly used
although the two terms are synonymous.

While in the marga tradition we have scholars like Visakhila, Dattila and Bharata
describing the art, in the desi tradition the scholars met with are KaSyapa, Matanga,
Yartika, Kohala and others.

Now we take up the significance of the three terms, gita, vadya and nrtta.
Gita

Gita, or music, is defined as an assembly of svara-s that is pleasing. (Sargadéva
1959: 4,1ab). There is a difference in the manner of description of ‘gita’ found in the
earlier works. Natyasastra defines gandharva (gita or music) as being of the nature of
svara (melody), tala (time framework) and pada (verbal aspect). Bharata was speaking
about the music of his times in which tala was an indispensable limb in all compositional
types and hence he chose to include ‘tala’ as one of the elements, in his definition.

Vadya

Among the vadya-s in general, the stringed (tata) and the wind (susira) produce
tonal forms or melody or gita (music). The avanaddha vadya or the class of skin covered
instruments does the embellishing (uparafijana) of the gita. Sarngadéva speaks of vadya-
s like pataha which create certain syllabic combinations and based on which ‘vadya-
prabandha’ was composed. The term ‘vadya-prabandha’ denotes compositions for drum
instruments and not for melodic ones. Thus by ‘vadya’ we understand

a) the class of drum instruments (avanaddha)
b) the syllabic phrases produced through specific techniques of playing the drums
¢) the compositions created by drums - e.g. vadya-prabandha

Nrtta

Samgadéva places ‘nrttam’, ‘nrtyam’ and ‘natyam’ in a hypothetical class created by
him called ‘nartanam’. Natyam, nrtyam and nrttam are mentioned as the three art forms
based on the limb movements of the human body. ‘Natyam’ uses four kinds of ‘abhinaya’
for manifesting ‘rasa’ (Sarngadéva 1953:7,16cd-18a). Nrtya uses only angikabhinaya
and expresses only bhava. Nritta involves only the movement of limbs as prescribed
for angika (abhinaya), devoid of any kind of ‘abhinaya’ (Sarngadéva 1953:7,26 cd-28).
Definition in Sangitaratnakara follows that of Dasariipaka, a departure from the theory
of Abhinavagupta which Sarngadéva normally follows.
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Gita — Vadya - Nrtta

All the three are primarily non-referential or non-representational arts. Gita
manifests sound or tonal structures which do not denote anything other than themselves,
an autonomous art. Gita however as-an art form, namely, as seen in Karnataka music
too, has chosen to incorporate, language, an external element to reach out to a larger
audience. Both singing and melodic instrumental rendering use language. Further in
its stage presentation, Karnataka music has also incorporated, ‘vadya’ (drumming) as
a limb.

Hindustani Music, in its sphere of singing, of course, uses language. Instrumental
playing, in that style, however, has two divsions -

a) gayaki - takes the assistance of language

b) baja - keeps the language out

‘Vadya’ or drumming, is used in Hindustani too, but only for manifesting tala or
time-measure and not for rhythmic accompaniment (at least not primarily).

Western music, in its instrumental forms, namely in symphony and concerto, has
no language element. Opera, in the West, uses language heavily but in its presentation
it is the music that is primary. Music of the Ballet too, is orchestra based and uses no
language. Western art music does not use drums in its presentation format, at least as a
rhythmic accompaniment.

Vadya

In the sphere of performing arts in South India, vadya or the art of drumming has
generally not incorporated any other element and has remained independent. But the
performance of an independent art of drumming, either of Tavil or of Mrdangam is rarely
seen. Tavil performance is seen only in a Nagasvaram concert. Mrdangam performance
too is seen only in a music concert, although Mrdangam playing is an important limb of
Bharatanatyam concert too. If at all a Mrdangam or Tavil concert is performed, then it
usually tends to take music and sometimes dance as its limb. In Kerala, we come across
an independent art of drumming in the Cendai mélam.

In Hindustani system, independent performance of vadya, namely, of Tabala and of
Pakhavaja are held usually with sarangi or harmonium tune, called ‘Lahara’ providing
the tala framework.

In the West, art level drumming does not appear to exist traditionally.
Taurya-traya

In the context of sangita we should also note the occurrence of the term
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‘taurya-traya’, in the Sangitaratnakara, as a synonym. For instance, when describing the
characteristics of -

a) the composer of the music for sangita performance - vaggéyakara (Samgadéva
1959:3,5)

" b) the composer of the vadya prabandha - mukhari (Sarmgadéva 1986: 6,1058d-
1059a)

c) the teacher for dance - upadhyaya (Samgadéva 1953:7,1250)

d) the audience for witnessing sangita performance - sabhasada (Sarngadéva
1953:7,1332)

¢) the chief guest at a sangita performance - sabhapati (Sarmgadava 1953:7,1337)

- the knowledge of ‘taurya-trika’ / sangita, in other words, proficiency in all the
three arts, gita, vadya and nrtta, is mentioned as being essential.

Performance of Sangita

The performances representative of the sangita theatre form are described in
Sangitaratnakara. The description commences with the listing of the musicians and
drummers who constitute the ensemble, called ‘sampradaya’. The ‘sampradaya’ consists
of drum players, players on wind instruments and singers (Samgadéva 1953:7,1252-
1256ab). The absence of any mention of performers on stringed instruments is notable.

Sangitaratnakara also describes the hall meant for the performance and describes
the characteristics of the persons who would be qualified to be in the audience and that
of the chief guest (Sémgadéva 1953:7,1331-1350cd).

The gita - vadya - nrtta forms that are described under the sangita performance
are -
a) Suddha-paddhati b) Gaundali-vidhi or Dési-paddhati
c) Pérani-paddhati d) Kolhatika
In these presentations, especially in the first three, we observe
a) the playing of the vadya-prabandha,
b) the performance of nrtta to vadya prabandha and to gita-prabandha and,
¢) the singing of the prabandha songs by the dancer.
In the suddha-paddhati, only the prabandha-s from ‘suddha’ class are sung while
in the Gaundali performance the silaga-siida-s are sung. In the gaundali-vidhi the

performance of Raga-alapti and Ripaka-alapti belonging to anibaddha forms, by the
dancer, is also seen. Thus the sangita-performance seems to have been a theatrical
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presentation of music with support from drumming and dancing. Music seems to have
been the dominant limb.

Rasa

Sarngadeva declares that the aesthetic aim of sangita performance is Rasa and
proceeds to describe the nine rasa-s. This again is strange since Abhinavagupta does not
accept ‘rasa’ as the aim of any art other than natya (drama). And thus the inclusion of
rasa section in the Sangitaratnakara does not seem to be well founded.

In the post 15th century period we gradually see the discontinuance of these sangita
performances and the emergence of presentation formats, such as Caturdandi, involving
only the singing of prabandha-s. Some texts even alter the definition of ‘sangitam’ to
include only ‘gita” and ‘vadya’ (Ramanathan 1999:40). In other words nrtta came to be
dissociated from it. All the same, most of the texts which had a prefix ‘sangita’ to them,
‘Sangitadarpana’, Sangitaparijata’ and ‘Sangitasaramrta’, to name a few, continued to
have a chapter on dance and described the prabandha compositions.

Conclusion

Today, the term ‘sanigita’ is used in a loose sense of a heterogenous group of three arts
- gita, vaya and nrtta -, a deviation from the sense of a single unified art, that we get from
the Sangitaratnakara. For instance, the word occurring in the name of the organisation
‘Sangeet Natak Akademi’ seems to include these three arts and ‘Natak’, another art,
namely, ‘drama’. The ‘Music Academy’ of Chennai is rendered in Tamizh as ‘Sangita-
vidvat-sabhai’. Apart from Music, dance and Harikatha are brought under this category,
perhaps, justified by the broad sense, that the word ‘sangita” had conveyed earlier.

However the term ‘music’, itself, as defined in the west seems to be rather loose, since
it includes not only tonal (melodic and harmonic) forms but also drumming. ‘Music” is
derived from the Greek word ‘Muse’ standing for Gods that inspired music and poetry
(Willie Apel 1977:548) and not from a root word relating to sound, similar to the word
‘gandharva’ that was derived from ‘gandharva’, standing for semi-divine beings that
entertained gods with music and dance. A very strict distinction between the art of
‘music” and the art of ‘drumming’ is not made in the West and hence drumming is taken
as a part of music, unlike as in the Indian tradition, where ‘vadya’, the art of syllabic
structures, created by ‘avanaddha-vadya’, is regarded as an art distinct from ‘gita’, the
latter standing for the art of tonal and melodic structures, or technically music. The word
‘percussion instrument’ exists in the West, which denotes instruments in which sound
is generated through striking and includes not only instruments of indefinite pitch but
also the ones with definite pitch and even those that have different tones, as for instance,

—
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the Celesta, capable of producing tonal structures too.

The objective of this paper has been to establish that the term ‘sangita’ as described in
Sangitaratnakara stood for a composite art that had gita (music), vadya (drumming) and
nrtta (dance) as its limbs. As the art form gradually ceased to exist or acquired another
name, the term ‘sangitam’ continued to be used and has today become a synonym for
‘gita’ (melodic form). However the definition as found in Sangitaratnakara, is still being
quoted, erroneously, in the modern context. The term is also being used in the western
sense of ‘music’ and erroneously incorporates the art of drumming (vadya) too. Perhaps
it is time to understand and recognise the art of music (gita) and percussive art (vadya)
as two independent and distinct art forms.

Note: For a more detailed treatment of the ancient concept of ‘sangita’,
please see Chapter-1 of the book ‘Musical Forms in Sangitaratnakara’, by
this author, referred to above.
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Dattilam the earliest treatise on
Indian Music - a study of its contents

- Pappu Venugopala Rao

Dattila, the author of the work Dattilam begins the book with a Marigala Sloka and
talks about Gandharva Sastra by which he means the art of music inherent with Svara,
Tala and Pada. . .

UUTF URARNTAH SR RETAT

IMYGATH TEU: ARAT AT

pranamya paramesanam brahmadyamsca gururistathd
gandharvasastrasariksepah sarato’yarit mayocyate

In ancient times the word Gandharva meant music, though it does not appear to have
occurred in Vedas. Gandharva Veda is another name for Music. However, it is found in
many places in epic poetry. Bharata defines Gandharva as ‘svaratalapadatmakam’ which is
based on notes, time measurement and words. Dattilam dates back to 15t Cent. AD -2nd
Cent-AD. Bharata mentions in his Natyasastra chap 1-26 the name of Dattila and Kohala
among the hundred sons of Bharata.

ST T arcEd I Dedl Giorel adT
sandilyarih capi vatsyar ca kohalam dattilam tatha

This work consists of two hundred and forty three verses and four hundred and
eighty seven lines. Later Laksanakaras have quoted more than two hundred lines from

this work. It may be said that this work was a model for later Laksanakaras in treating
Indian music with chapters on Svara, Grama etc.

Abhinavagupta in his commentary on Natya quotes 24 verses. Nanyadeva in his work
Bharata Bhasya quotes twenty five verses. Simhabhiipala in his commentary Sudhakara
for Sangita-Ratnakara quotes eight verses. Parsvadeva in his work Sangita Samaya Sara
refers to Dattila as one of the authorities on “Tala”. In Sangita Sudha of Raghunatha Bhipala
one finds Dattila mentioned in several places.

The work after Dattilam, Brhaddesi of Matanga quotes the verses 63-91 (58 lines) from
Dattilam in the same order in Brhaddesi 201-206, verses 91-95 from Dattilam is quoted
again in his work from verses 244-248. It may be said that about 35 verses of Dattilam are
found in Brhaddest . 1

In the 6th verse of Dattilam, Dattila enlists several musical terms which he explains
later on like Svara, Grama, Mirchana, Tana, Sthana, Vrtti, Suska and Sadharana.

! Page XIV of Introduction , Dattilam, Mukund Lath, published by IGNCA, 1988
g3 }
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AT FRT WA FHEAT: AT FYT:
TYTATT agRe Qe WIUROT AT

SN qUITAT ATATEDR FYcT:

Y FETdIeer: Haraony Aok - 67

Srutayo’tha svara grama mirchand Tanasaryutah
sthanani vrttayascaiva Suskarir sadharane tathi

jatayascaiva varnasca nandlarmkarasariyutdh
esa svaragatoddesah saritksependtha nirpayah - 6-7

He describes these in verses 10, 11 — 14, 21 - 29, 30 - 41, 8, 43, 45 and 46 - 47
respectively. In the 7th verse he specifies three more terms - Jati, Varna and Alaiikira
which he elaborates in verses 48, 97 - 99 and 99 - 108.

In the 8th verse he talks of 22 different kinds of sounds in the human chest.
ot R g anfdrertay R sy,
 TF &S AL T R IR i - 8
nrnam urasi mandrastu dvavirisati-vidho dhvanih
sa eva kanthe madhyah syat tarah sirasi giyate — 8

He elaborates that the 3 registers are located at the chest, throat and head of the
human beings. Mandra - low, Madhya - middle and Tara - high are the terms that indicate
the 3 octaves or registers in ancient Indian music. This concept was followed in many
later treatises

Sangita-Ratnakara and Brhaddest have used different term for sound as Sruti in this
regard. Brhaddest distinguishes the 3 registers each of them containing 22 Srutis. Almost
similar opinion is expressed by Saranigadeva in Sangita-Ratnakara. The Srutis are thus
called because they are recognizable by the ear. Those prominent Srutis are known as
Svaras represented by the 7 notes.

In the 11th verse he talks about the tonal system or the Gramas which are primarily
of 2 categories — Sadja grama and Madhyama grama.

gramau dvau sadja-madhyamau

Kecid gandharamapyahuh sa tu nehopalabhyate — 11

Some mention the Gandhara grama as the third one but it is not available in this earth.
The Sruti values are given as follows. In the Sadja grama the third note above the Sadja is
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Rsabham. As we go higher the second note from Rsabham becomes Gandhara. Fourth one
from Gandhara becomes Madhyama; fourth from Madhyama becomes Paficama; third from
Paficama becomes Dhaivata. Two Srutis above Dhaivata is Nisada and again from Nisida
the fourth Sruti is Sadja.

In the Madhyama grama the third Sruti from Madhyamais Paficama. The Srutivariations
between Madhyama and Paficama are four in Sadja grama where as they are only three in
Madhyama grama. Similarly between Paficama and Dhaivata the Sruti variation in Sadja
grama are three and they are four in Madhyama grama. These are basically the differences
between the two Gramas. The Sadja grama begins with the Sadja and the Madhyama grama
with Madhyama. The names of the Gramas as Sadja and Madhyama gramas is based on the
beginning note.

In our present music, we have only the Sadja grama. The Madhyama grama does not
exist. It is beyond our comprehension to see why or how two or three Gramas existed in
ancient times. Therefore the confusion about shifting of Srutis to form Madhyama grama
has no relevance in present day music.

Dattila mentions the Tanas based on the Sruti variations between the two notes.
Every note is basically the last one among the micro intervals - for e.g, there are 4 Srutis
for Sadja, the fourth micro interval itself becomes the Sadja note. Similarly Rsabha has 3
micro intervals and the third one is Rsabha itself.

There are two sub notes apart from the seven notes. The Kakali nisdda and the Antara
gandhara are mentioned by Dattila in verses 16 & 17. Nisada is called Kakali when the note
is raised by 2 Srutis. Similarly Gandhara is called Antara gandhara. These 2 sub notes are
not recognized as notes. They are called Vikrta svaras.

In verses 18 & 19, Dattila deals with Vadi, Sarvadi, Anuvadi and Vivadi. Vadi note is
that which is frequently used in a Raga. It is also known as Arnsa

A HeTe Tgoll TF TGN 77 :
Rrarrarfeat 9t g aareat

¥ Aregaie: dar et At
TAIGIUTAa AT FaE e -18-19

Yo'tyantabahulo yatra vadivamsasca tatra sah
mithassamvadinau jrieyau taryodasanavantarau

Ato’nuvadinah Sesd dvayantarau tu vivadinau
svaramscaturvidhaneva janiyat svarayogivat -18-19

The note which lies at an interval of 9 or 13 Srutis is known as Saritvadi. There is a
bond between Vadi and Samvadi Svaras. Any 2 notes can be Sarivadis to each other which
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go by this definition. Accordingly s-m, s-p, 1-d, g-m, and m-n are mutually Sartvadis. The
rest of the notes are known as Anuvddis. The notes that are at an interval of 2 or 20 are
known as Vivadi svaras or dissonant notes.

Bharata's Natya sastra also defines these four classifications. However, at the time of
Bharata and Dattila there was no Raga concept. In the ancient times, they were known as
Jatis, with their characteristics.

In essence Vivad? is that which does not develop the melody in contradiction to Vadi,
Sarvadi and Anuvadi. Brhaddest in fact goes a step further and says the term Vivadi means
destruction of the loveliness produced by Vadi and other notes. The word Vivadi literally
means dissonance. Abhinavagupta describes ‘Vadi is the king, Sarivadi is the minister,
Vivadi is like the enemy and should be used sparingly and Anuvadi is the retinue or the
followers'. The notes which cannot be classified as Vadi, Sarvadi or Vivadi are called
Anuvadi says Dattilam. Bharata follows the definition of Anuvadi as given in Dattilam.

Dattila defines Miirchand which has not been defined by Bharata. Miirchana is
something more than a mere scale which increases the quality of the Raga. Brhaddesi
Sangita-Ratnakara and Sangita Saramrta of Tulaja deal with Mirchand extensively.

There are seven Mirchands for each Grama with different names. Miirchands can
consist of 7 or 6 or even 5 tones.

Etymologically Miirchani means that which creates delusion or swoon.

Dattila gives in 29 and 30th verses the definition of Tana and also their number.
Murchands consisting of hexatones and pentatones are known as Tanas.

G NEEITAT FST AT: JehIfel:
AR a7 Tard: Seredr: -30
paficasvardh satsvarasca mirchand yah prakirtitah
tanascaturasitistu ta evaptaih udahrtah - 30
They are 84 in number - 35 pentatonic and 49 hexatonic. There is a variation between
Bharata and Dattila in this regard. Bharata says that Tanas depend on the Miirchands.
Sarangadeva follows Bharata’s definition.

According to Matariga, Tana is a group of notes in descending order while Mirchana
is a group with both ascending and descending notes. When Tanas are played on Vind,
Dattila gives us two ways to drop the Varjya svaras. These two are Pravesa and Nigraha.
In the former, the Varjyasvara is played as another note and in the latter it is totally
dropped. If the strings on the Vina are not tuned in the order s r g m p d n and they are
tuned differently they are called Kita tanas. Dattila gives the number of Pirana kitatanas
or complete Kutatdnas as 5033.
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FHATSY deAN0TH dedAH{STE AT:

quiEtarcaguia FEarERFg A FAT:

quit: o Fewnfor TafiereT aeaar 38-39

kramamutsrjya tantrinarh tananairmarchandstu yah

pirnascaivapyapiirnasca kiitatandstu te smrtah

pitrnah paficasahasrani trayastririsacca samkhyaya - 38-39

Bharata does not mention K#atatanas but Abhinavagupta speaks about them. Sargita

Ratnakara defines Ktatanas as incomplete and complete Mirchands. According to
Sarangadeva, the notes which are produced by deviation of the regular order are
Katatanas.

kutatanah asarhpiirnasca savpurnd vyutkramoccaritasvarah marchanah kutatanassyuh
REATT: IYUIAT YO egeshareaRe FaT: FSa: FTaarey: 1,4-32 14-32

Dattila speaks about Sthanas.

3y T Age! gifdfa faay afa: 42
Atha sthanani yestkto dvavimsatividho dhvanih - 42

He defined Sthanas as 22 and by including variations in Mandra and Tara they
become 66. The 22 distinct sounds are the Srutis which span over an octave. Mandra,
Madhya and Tara sthanas together consist of 66 Srutis.

Dattila gives three styles in music. One is called Daksind where the vocal music
is important. The second is called Vrtti where both vocal and instrumental music are
important. The third style is known as Citra where the instrument plays a dominant
role.

gfavom gfer: Rara gaasaray fafd:

gure e 39 ard AT TUTHEAH 43

daksinavrttih citrasca vrttayastasvayam vidhih

pradhanam gitam ubhavari vadvar ceti vathakramam — 43

Bharata has similar views and Sarangadeva speaks of the three Vrttis in
Vadyadhyaya.

A major part of Dattila is about Jatis.
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FAAY AR AT AT FEERTEIAT
&N RApaTa AWT: TeHHUZAT:-48

jatayo astadasa jieya tasam saptasvarakhyaya
suddhasca vikrtascaiva Sesih tatsamkarodbhavah - 48

The Jatis (melodies) should be known to be eighteen in all.

Of these, the Jatis named after the seven Svaras are Suddha jatis, to be counted along
with Vikrtas (modifications). Other Jatis arise out of a mixture of Suddha jatis. Jatis
named after the seven svara-s are ‘Svara- jatis’ and each jati has many member jatis. That
variety which has nama-svara (svara after which it is named) as the amsa and graha
svara, and possesses certain other characteristis, is called suddha-jati. Any deviation from
the prescribed characteristics will result in ‘vikrtd- jatis” (modifications). Combination of
vikrta varieties of different jatis will yield samasargaja jatis. Dattila’s theory corresponds
with Bharata’s system.

Matanga defines jati very elaborately:
A g TS WAEId S SAIAd: Hell Sad 51 32 ...

Sruti —graha-svaradi samihat jayante jatayah ato jataya iti ucyante .........
Because the Jatis originate from a collection of micro intervals (Sruti), initial notes
(Graha), notes (Svara) etc., they are called Jatis (birth /production)
Dattila then gives ten characteristics of Jatis:
TeRit ar wigh 7 wsalgfad e
T dgedd ~ara HI= a9
TR JAT A E2AH STAAETITH 55-56

graharisau taramandrau ca sadvauduvite kramat
alpatvari ca bahutvarm ca nydsé apanydsa eva ca

Evametat yatha jatih dasakam jatilaksanam - 55-56

The Graha, the Ariisa, Tara, Mandra, Sadava, Auduvita, Alpatva, Bahutva as well as
Nyasa and Apanyasa, these , in that order, are the ten Jati characteristics.

Jati can be simply defined as the fore-runner or an old name of Raga.

After extensively dealing with Jatis in about 48 verses Dattila deals with 4 Varnds
and 13 Alarikaras.
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3 U] TeaRY F4Y e Ferar
1 geioft da qar IRaeaRifet -97/98

atha varndstu catvdro jfieyo anvarthasarjiiaya
sthayi saricarinau caiva tatha arohyavarohinau - 97/98

The Varnas are four in number. Their names are explanatory of their form. They are
Sthayi, Saficari, Arohi and Avarohi.
The later treatises have also dealt with the Varnas:
Bharata:
QRERTHAT: FAEATA I[O7 IM=RT: TearRT F&Tondar qoit: 7 ghiferar: 29-20
sarirasvarasarhbhiitah tristhanagunagocarah catvaro laksanopetd varnah tatra prakirtitah

- NS29 - 20
Matanga :

aof e mae FHT 33-11

varnasabdena ganam abhidhiyate

Sarangadeva:
maAfRarea gutt:
ganakriyocyate varnah

Sangita-Raja Of Kumbha:
I FIETHT qUIT SARET:

gita sarvasvabhiita varna itiritah

All these definitions indicate Varnas as the term used for musical or melodic
movement of notes.

Dattila then deals with 13 Alankaras. This number has changed over the years in all
the later treatises. Alarnkdras are defined as decorative adornments.

quiiaraTEg faAaY HelehRT: TG99
varndsraydstu vijiieyo alankarah trayodasah - 99
The Alarikaras have Varnas as their basis. They are 13 in number.
Bharata and Matanga list 33.
Even Vayupurana lists 33.
Sarangadeva lists about 70 Alarikaras.
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Each of them gives Varna - wise classification of Alarikaras.

Natya Sastra goes beyond to equate a song without an Alartkara as the night without
a moon, river without water, a creeper without a flower and a woman without any

ma ts:

OIAMENS:  orRRver 3R faver Rrsrara w1éY e fqsia
HATEEY T A1 AT HAFPR TAT TT Ns 29-47
$asing rahiteva nisa vijaleva nadi lata vipuspeva
analaksyate ca nari gitir alankarahing syat - Ns 29-47

Dattila devotes about 28 verses to Tala and about 97 verses to the form, meter and
nature of song.

mmmmﬁﬁa = d
AT T: UTAT: qreHrIETda T
HATET: Uﬂ'ﬂ?“f"ifa?ﬁﬂﬂ'mm:
ey 391 o wfoT: Jfa: wepvor a2
................ T MR M E: 109-112

talat samyari bhavet samyadiha siddhih paratra ca
tatra jrieyah kalah patah padabhagastathaiva ca

matrah parivartasca vastu caiva visesatah
vidari anga layah panih yatih prakaranari tatha
.................. ca gitirmargasca $astratah - 109-112

Tala leads to Samya and Samya to Siddhi,[both] here and hereafter.

In Tala one should know of the Kalas, the Patds as well as the Padabhagas; the Matra,
the Parivarta and especially the Vastu; the Vidari and Anga, the Layas, the Panis, the Yatis,
the Prakaranas,[the Avayava], the Giti and also the Marga. These, according to the Sastra,
are topics concerning Tala, which an expert should strive to know.

The function of Tala is to measure Svara, when the measure is in perfect accordance
with the measured, the result is Samya.

According to Saranigadeva the flow of instrumental music, vocal or dance is
embedded in Tala.:

M arg 91 8 Taedra ufafgeaa 52
gitarn vadyam tatha nrttarin yatastale pratisthitam - 5-2

Dattila lists 15 terms connected with Tala while Bharata has 21 terms.
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Some of the terms like Marga, Aniga, Kald, Laya and Yati correspond to some of
the Tala dasa pranas mentioned in Sangita Makaranda of Narada

Dattila then takes up Yugma (even) and Ayugma (odd) Talas.

I gedcYcH: HTd AS IragcIsy:
ATATERTOT TANT HEAT I[E ATaa -123

yugmah caccatputasthah syat ayuk cacaputasrayah
talaksarandm etesarh sarsthapya guru laghavam -123

Caccatputa or cancatputa and cacaputa. The syllables of the words show the structure
of the Talas.

Dattila deals with the formal structure of compositions from verse 139 -243, to the
very end of the book.

In the very beginning of the structure of the compositions he talks of Laya and gives
where and when these tempos are to be employed.

3y 34y w4 Rgr g A Rafeaar: 151
atha trayo layah siddha druta Madhya vilambitah - 151

The three Layas (tempo) which have been accepted, fast (Druta), medium (Madhya)
and slow (Vilaribita). These are employed respectively in Vartika, Citra and Daksina
margas.

At the end of an extensive discussion on structure he gives the subtle difference
between a Gita and a Giti.

Gita is a song Giti is an aspect of a song.

Sarangadeva defines it as:

qUIRTEidT IMATHAT g datieadr MR s<a - sr1-8.14
varnddyalarikrta ganakriyd pada layanvita gitiriti ucyate - Sr1-8.14
Giti is a method of performing a song. Dattila gives 4 types of Gitis:
Mot IAFEG AVTEIRIT: GATH:

a7 v AT fa ol gafagas:

I faqeeg guiigar T ardamardy ....237-240

gitayo’pi catasrastu magadhyadyah samasatah
aatra syat magadhi citraih padaih samanivrttakaih
ardhakala nivrttaistu varnadhya ca ardhamagadhi. .. 237-240

[o1 |
= |
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Magadhi, Ardhamagadhi, Sambhavita and Prthula
Dattila concludes by paying tributes to “Pirvicaryas’ .

The discovery of Dattilam makes a very interesting story. However, the first
publication of Dattilam came in 1930, by Pandit. K. Sambasiva Sastry, under Trivandram
Sanskrit Series, followed by many others. In 1970 it was published in Netherlands,
‘Dattilam: a compendium of ancient Indian Music’ by E.Wiersma - Te Nijenhuis. Prof.
Mukund Lath published his doctoral dissertation on Dattilam from Dethi University in
1978. A modified version of the same was published by IGNCA [The Indira Gandhi
National Centre for the Arts, New Delhi] in 1988. Sri. Dwaram Bhavanarayana Rao
published a Telugu translation of Dattilam in 2002.

Dattilam is the treatise which stands as a forerunner and model up to Venkatamakhi’s

period. In classification, scientific approach, brevity, chapterisation and methodology
Dattila laid a path that the later authors of treatises have followed. It stands as a fine

example of a Sastric text.
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The Nilotpalamba Vibhakti Krti-s of Sri Muttusvami Diksitar
- V.V. Srivatsa

The unanimous and consensus view of scholars is that the glorious period of
Syama Saastri, Tyagarajasvami and Muttusvami Diksitar symbolized the Golden Era of
Karnatic Music. Amongst these trinitarians, Syama Saastri was a tri-lingual composer
and Tyagaraja, a bi-lingual composer. In sharp contrast, Diksitar was uni-lingual
composer, if we discount his two manipravala compositions. His medium of expression
was Sanskrit, the classical language.

Etymology and semantics are accorded importance in Sanskrit, which is rigidly
bound by grammatical canons. The declension of words intonominative, dative, genitive,
possessive, accusative and other cases is called the Vibhakti technique which in musical
compositions can well be an object of study. Yogi Narayana Tirtha was the first exponent
to experiment with the Vibhakti-technique, as can be perceived from compositions of
the Krsnalila-tararigini. The credit for such usage, in a refined and effective manner, in
Krti-s accrues to Sri Muttusvami Diksitar. The vibhakti technique has been adopted in
seven of these groups - they being the Kamalamba-navavarana, Tyagaraja, Abhayamba,
Rama, Guruguha, Maduramba and the Nilotpalamba groups of Krti-s.

It is considered expedient, at this juncture, to understand the mythological and
metaphysical aspects relating to a sacred place of pilgrimage in Tamil Nadu, called
Tiruvarar, now a district headquarters. Located on the banks of the branches of the
Kaveri, the temple of Tiruvardr has Siva, in the form of Tyagaraja as the presiding Deity.
In Siddhanta - Saivism and in Sri—vidyé, the Ultimate Truth is the union of Siva and
Sakti. Sakti is not forever, in a passive state and has tendency to be active. The process of
moving away from the nodal Siva is called ‘vikasa’ or expansion and the inverse process
of movement towards the nodal Siva is called ‘safikoca’ or contraction. Sakti has a two-
fold functionality. In vikasa, we have the element of maya, the illusory words are seen,
there is an apparent distinction between the atman and the jiva and so on. In sarikdca,
plurality is progressively abolished and reality is seen.

PLEASE RECALL THE WORDS

“yagayoga tyagabhdga phalamosarige” sung by Tyagarajais a krtiin raga Andolika.
Yoga is performed with a goal. If the Karmic theory is valid, the fruits of yoga will have
to be enjoyed, there should be bhoga. If however, the yoga is done without any motive,
as a niskamya-karma, like the butcher Dharmavyadha, there is no need for bhoga. The
Bhagavad-Gita advises us to renounce the fruits of any action:

“karmajam buddhi yukta hi phalam tyaktva manisinah”. Such renunciation is
tyaga. Hence tyaga goes along with y6ga and bhoga. This lofty concept is the basis of

{93}
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the Tiruvarir temple. The form of Dévi in the yogic posture, the yogini, the tapasvini, at
Tiruvarir, is Kamalamba, whose shrine is a separate - sub complex behind Tyagaraja’s
shrine, indicating symbolically, Her search for the Parama-Siva. The Bhogini, the Mahisi,
the the consort of Tyagaraja is Nilotpalamba, whose shrine is in front of the Tyagaraja
Shrine, to the left side, duly showing Her status as an Ardhangini. The series of
krti-s proposed to be reviewed is dedicated to Nildtpalamba of Tiruvardr. Attention is
drawn to the contrast - the Kamala blossoms with the advent of the Sun and closes at
sunset; the Nilotpala, known as Alli, opens at night and closes at sunrise - there lies the
difference between yoga and bhoga. Temples at other famous centres like Sri Kalahasti,
the famous temples of Mahalifiga at Madhyarjuna (Tiru-idai-marudir) and the temple
at Vrddhacala, have dual shrines for Devi, duly portraying Her as a Yogini and as a
Bhogini.

Let us pause for a moment to observe the fact that this Tiruvartr is the birthplace
of all three composers- Syama Sastri, Tyagaraja and Diksitar. Birth at this place is said to
assure liberation. Recall the proverb; ‘muktihi jananat kamalalay®, maranar kasibhi tatra:
smaranad arunalayé’. Tiruvarir has other names like Sripura, Srﬁagéra, Kamalapura,
Kamalalaya, Maladhara Ksétra etc:

We now come to the piirvapaksa or introduction. It is the practice of Diksitar, in
his several vibhakti oriented series, to introduce the dramatis - persona, the katha patra,
in a krti - usually called the Dhyana-krti. We start with the krti “nilotpalambiké nitya-
suddha-atmike mamava”, in this series.

Nilotpalamba is portrayed as “triloka janani, tribhuvana mohini”. This expression
is indicative of the view that the creation of the worlds is illusory; 16ka and bhuvana
mean the same - she is called both janani and mohini. She is the functional power and
resident deity of the Trailokya Cakra - hence. She is Triloka-janani. She is the benefactor
and confidante of Guruguha “sad guruguha vi§vasini”. In Advaita and Sri-vidya, the
world is maya. Recall the §loka in Gauda-pada-karika:

“adyantéca yannasti vartamang api tattatha: vitatau sadréah santo, avitatahiva lakshitah
satohi mayaya janmah ucyatd natu tattvato tattvatd jayaté yasya jatam tasya hi jayate”.

The Bhagavad-Gita states “nasato vidyaté bhavd, nabhavo vidyate satah”. meaning
that the unreal cannot be born from the real and the real cannot originate from the unreal.”
If Devi is real, how can the world emanate from her? She is beyond the unreal world. She
is ‘maya-prapafica-atita-svariipini’. She is the one who blesses and protects devotees like
Mucukunda. Mucukunda was the devotee-king who persuaded the celestial - emperor
Indra to part with the Tyagaraja idol - and he installed it at Tiruvarar. Nilotpalamba
grants boons - She is “vara-dayini”. Her true self is without attributes - She is ‘nirafijani’.
Remember the upanisadic definition of the Ultimate Truth:

—{ g4 }
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“niskalam niskiriyam $antam, niravadyam nirafijanam”..

She is not a mundane boon-granter. She grants both aihika and amusmika boons.
She is capable of granting “sayuja” - the ultimate union with Brahman - She is “sayujyadi
dayini”, She is the embodiment of the ultimate “sat-cit-ananda raipini”. The Taittariya
Upanisad says:

“satyam jfianam anantam brahma”

Note several similarities between the dhyana-krti-s of the Kamalamba-N avavarana
and Nilotpalamba series. Kamalamba is ‘sakala loka nayiké’; Nilotpalimba is “triloka
janani’. Kamalamba is ‘bahu varadé’; Nilotpalamba is ‘varadayini’. Kamalamba is
“gatamayike”; Nilotpalamba is ‘maya-atita-svariipini’.

A pen-picture of Nilotpalamba, a chaya-citra is presented by Diksitar, in the
introductory composition. It is aptly tuned in the raga Chaya-gaula. It should be noted
t_hat some ancient raga-s like Mécabauli, Suddha-bhﬁpéla, Karnataka-Suddha-Saveri,
Ardra-desi, Marigala-kaisiki, Simanta and Chaya-gaula, if in existence today, are only
by virtue of Diksitar’s compositions in those raga-s, but for which, they would have been
lost to posterity, forever. This krti also rightly set to Rupaka tala; ‘riipaka’ can also be
interpreted as that which gives a ‘riipa’, that which presents a “portrait’.

Chaya-gaula is a derivative of Mayamalavagaula. It is proximate to and has nuances
of raga Saveri. The distinct feature of this raga is the omission of the svara 'ri’ in the
Avarohana, which gives a cascading effect. The structure is: Ardhana-Avarchana

Sa-Ri-Ga-Ma-Pa-Dha-Sa Sa-Ni-Dha-Pa-Ma-Ga-Sa

Mention must be made that there is another Diksitar krti in this raga ‘sarasvatya
bhagavatya samraksito’ham’.

The Nilotpalamba Vibhakti series, it is evident, was composed only after the
Kamalamba Navavarana series. It is established that the Kamalimba Navivarana
series served as a model, a prototype for other series with the Vibhakti technique. The
model shows that a series should comprise of a dhyana-krti, eight vibhakti-krti-s in
seriatim order, a revert vibhakti-krti and a mangala-krti. The Abhayamba series does
not have a revert vibhakti-krti; two vibhakti-krti-s and the marigala-krti are missing in
the Maduramba series; the first vibhakti-krti and the marigala-krti are missing in the
Nilotpalamba series. This proves that some Diksitar krti-s are yet to see the light of the day
or are lost. When we have krti-s like ‘’kamalamba-samraksatu’, ‘abhayamba jagadamba
raksatu’ and ‘madurambika samraksatu’, why not a ‘nilotpalamba samraksatu’? Alas,
such a krti is yet unknown. We wonder, in which Raga was it?

Thedvitlya-vibhaktikrtiis inraga Ritigaula. The raga is an object of some controversy.
Neither Vénkatamakhin nor Subbarama Diksitar has referred to raga Ritigaula. They
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have stated that raga Nari-Riti-gaula is the 20th mélakarta. Tyagaraja’s krti-s in raga
Ritigaula are in a raga which is a derivative of the 22nd meélakarta, with the catuhsruti-
dhaivata svara. There is a school, which equates Ritigaula and Nari-Riti-gaula raga-s
and sings the Raga with Suddha-Dhaivata Svara. This is wrong, as Muttusvami Diksitar
was well conversant with Govindacarya’s raga system as can be seen from his references
to raga-s like Hémavati, $ilini and Natabhairavi. Curiously, there are no krti-s of Syﬁma
Sastri in Raga Ritigaula.

The raga-mudra used by the Diksitar, in the dvitiya-vibhakti krti of the Nilotpalamba
series is plain “Ritigaula”. We accept it as a derivative of the 22nd melakarta, with the
catuhéruti-dhaivata svara.

Like in the Kamalamba series, this song is also atma-bodhana. Diksitar exhorts his
mind to exhort the glories of Nilotpalamba- ‘bhaja ré ré citta’. She is the ‘antarariga
mahisT’, the private and exclusive consort of Lord Tyagaraja, who performs the vitarika-
natana in the streets of Tiruvarir. Her form, Her mirti is a composition of the three
elements of the Milakiita - Sat, Cit and Ananda (She was already referred to thus in the
dhyana krti). Her body is the colour of dawn (Sobha-arunam) and her feet are lotus-hued
(parikaja-carana). She grants grace as knowledge of the brahman, as mala-vidya. She is
worshipped by the Creator, Brahma. As a ray of the resplendent sun called Siva, she
plays tricks (vindda-kirana). She resides at Kamalanagara, Tiruvartr. She is the white-
light that illuminates the path of Guruguha (guruguha marga riti gaulinim).

She demonstrates the greatness of Kamakala, the Ultimate union of Siva and Sakti.
She is pleased when worshipped with the Kadi, Sadi and Hadi Mantras of Sri-Vidya. She
revels in listening to renditions of Sama-Gana (sama-gana $irah kampinim). She destroys
all sins (akhila durita maha dhvamsinim). She is soft, Lalita with attractive breasts and
hair (kdmala kuca kaca bharariginim). She is Krsna's sister (mukunda-sddari). She exists
from time immemorial (purani).

The next composition is, like in the Kamalamba series, an assertion by Diksitar that
he has been bestowed with the grace and protected by Nilotpalamba. She, who grants
the real peace called Niravana, release from the cycle of births and deaths “nirvana
nija sukha-pradaya”. She is worshipped by Subrahmanya, the Lord of Valli (vallisa
guruguha pijitaya). And has lovely hands ($obhita-karaya). She has special interest in
the welfare of her devotees in the kingdoms of Kasi, Kannada and Gaula. (kaé-kannada-
gaula-desadi-vasa-dasa-janavana-tositaya). She is worshipped by Indra, Hayagriva (or
Brahma) and Visnu (vasavédi-vandita-vagisa-vasudéva-aradhitaya).

Diksitar provides two important pieces of information, in this krti.

1. Deéva (as Nilotpalamba) is worshipped and praised in the Siva-purana.
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2. Diksitar refers to a form of dance-drama called ‘Hallisaka’, which is extinct now.
Nil6tpalamba is said to like a presentation of this dance-drama. This provides information
with regard to the contemporary cultural state, in vogue, in Diksitar’s time.

Karnatic Music is Bhava, Raga and Tala oriented - Bharata-sarigita. Tyagaraja’s krti-
s are bhava-pradhana and Syama Sastri’s laya-pradhana. It is Diksitar who is credited
with the best exposition of raga-; his krti-s are raga-bhava laden. The genius of Diksitar
canbe seen from the fact that he is the only composer to have handled both Dévagandhara

. and Kannada-gaula.

Atma-bodhana (self-preaching), (prapanna-vacana) - assertion of divine protection
-these are followed by a formal obeisance - namaskara. Like ’kamalambikayai namaste’
and ‘abhayambikayai namasté’, we also have ‘nilotpalambikayai namasté’.

Nilotpalamba has Her abode at Tiruvariir - ‘miiladhara-ksétra’ She is the essence of
the milla-mantra, the sddasaksari. She removes “ShaTa” natal ignorance, mila-ajiiana.
Her consort burnt Kama to ashes - Devi Nilotpalamba gave him a formless resurrection.
She is worshipped by Kamala (Laksmi), Vani (Sarasvati) and Kamalé$a (Visnu). She is a
smooth but big flow of (the water of) mercy (karuna-amrta-rasa-pravahini). She desires
union with Siva as Kime$vara. She likes the "kaula" upasana of Sri-vidya. She destroys
the evils of Kali (kali-kalmasa-nasini).

It would have become clear by now that the songs covered thus far were in the raga-s
Chaya-gaula, Riti-gaula, Kannada-gaula and Kédara-gaula. The songs to follow are in
the raga-s Gaula, Mayamalava-gaula, Purva-gaula, Nari-ritigaula and Narayana-gaula.
Thus, it is evident that all compositions of this series are tuned to raga-s with gaula
in their nomenclature. Diksitar has adopted the Nama-mitra-raga scheme of the Raga-
vargikarana system. Maharaja Sahaji II has experimented with the same Gaula-raga
system in his opera ‘Pallaki-seva-prabandha’ but has not used Nari-riti-gaula. Reference
is there to a raga called Suddha-gaula. Further, Sahaji has used these raga-s only for
Viruttams, Sloka-s and Daru-s and not for krti-s. The credit for composing a series of

krti-s in ‘Gaula raga’-s goes to Sri Muttusvami Diksitar.

Let us digress to analyse the Svara structures of the raga-s of the Nilotpalamba
series, from the tabulation provided hereunder:
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Raga Types of Svara-s

Rsabha Gandhara Dhaivata Nisada
Chayagaula Suddha Antara Suddha Kakali
Ritigaula Catuh$ruti Sadhirana | Catuhsruti | Kai$iki
Kannadagaula Catuh$ruti | Sadhdrana | Catuhéruti | Kaisiki
Kédaragaula Catuh$ruti Antara Catuh$ruti [ Kaisiki
Gaula Suddha Antara Suddha Kakali
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Raga Types of Svara-s
Mayamalavagaula Suddha Antara Suddha Kakali
Pirvagaula Catuhsruti Antara Catuh$ruti | Kakali
Nariritigaula Catuhsruti Sadharana | Suddha Kaisiki
Narayanagaula Catuhsruti Antara Catuh$ruti | Kaisiki

The Parvarga-svara-s show no finite pattern. The Uttarariga-svara-s show some
pattern, to the extent that one svara cannot be repeated more than three times. The
vibhakti-s regulate and govern the sequence of rendition, in which no liberties can be
taken. The missing krti should or could have been in a Raga with Suddha-dhaivata and
kakali-nisada. We have three raga-s of the 15th mélakarta, one of the 20t mélakarta, two
of the 227 meglakarta, two of the 28% mglakarta and one of the 29t mélakarta. None
of these raga-s are Vivadi in nature. Hence, any raga from the Indu and Ritu cycles are
ruled out. There is no raga from the second mélakarta cakra. The raga of the missing krti
could be from this cycle - most probably as a derivative of the 9th mélakarta, Dhuni-
bhinna-sadja. Diksitar has excelled in his handling of raga-s like Mohana-nata, Suddha-
bhipala and the real Udayaravicandrika. Hence, the supposed Suddha-gaula could
belong to this group.

Saveri is a scale, generally with ‘sa-ri-ma-pa-dha-sa’ in the ardhana. Compare the
raga-s Saveri, Suddha-savéri and Karnataka-Suddha-saveri, to appreciate this Dhanyasi
as scale with sa-ga-ma-pa-ni-sa as the ascendant. See Dhanyasi, Suddha-dhanyasi and
Maruva-dhanyasi. Mukhari is also a scale. However, a study of these raga-s shows that
Gaula is not a scale. This has been studied in a paper called Gauda-pada-karika. The
reason for choice of these nine raga-s with Gaula in their names, by Diksitar is significant,
about which we deal later. Adequate would it be, at this stage, to conduce that the mere
presence of the word ‘Gaula’ in the names of raga-s, the Nama-mitratva, was not the
basic reason for their choice by Diksitar.

A true devotee should have absolute faith in his object of worship. He has to show,
to demonstrate, that his conviction is unshakable. In days bygone, this was done by
‘paratva prakatana’ an expression that the devotee’s Ista-dévata is Supreme. The
Upanisadic dictum ‘sadéva somyédamidamagra asid ékam éva advitiyam’. Diksitar
pronounces the paratva, the superiority of Nilotpalamba - ‘Nilotpalambikayah param
na hi r&’. He does not declare thus for the benefit of others, it is only for himself. Why?

If one congnizes the paratva, the Supremacy of Brahman, if one has the yearning for
union, for aikya with Brahman, for mumiiksatva, he will also realise his dependency, his
hinatva, his subservience to the object of his faith, his inadequacy as jiva - albeit in the
transitory state as a samsari. The Progress is steady - not necessarily rapid. ‘sdyujya’ has
several stages. Scholars opine that one of the early stages after identification of Brahman’s
paratva is the utter dependency of jiva - realisation that the jiva is a dasa. This stage is
tainted with bhéda-bhava, an erroneous impression of diversity.

[ag 1
ﬁQBI

THE MUSIC ACADEMY MADRAS

Diksitar also proclaims that ‘nilotpalambikayastava daso’ham’. Nilotpalamba is the
co-born of Nilambara, Krsna. She is the ‘ardharigini of Nilakantha’. She is worshipped
in the regions of Maya (Hardwar) Malava (Malwa- Madhya Pradesh) and Gaula
(Bengal- Bihar border). She is extolled by Indra and Matariga-vadana (Gangsa) as well
as by Mahadéva and Guruguha. She is the supposed cause of creation, sustenance and
sublimation of the universe -~ ‘mayamaya-vi$votpatti-sthiti-laya-karanayah’. Diksitar
uses a similar expression in a krti in raga Nilambari ‘bhuvanddaya ... prasaadini’. The
first definition in the Brahma-satra is ‘janmadyasa yada’. The Taittarlya upanisad says
‘yadd va, imani ... abhisamvisanti’. To that Mighty Power, I am but a dasa!’ .

The state of dasya can lead to bhakti. Dasya is a state of dualism (dvaita), of
master and servant. Bhakti is a state of qualified non-dualism (Vi$ista-advaita). Bhakti
imparts true knowledge which culminates in mukti (monism-advaita or non-dualism-
advaita). Diksitar is transformed as a bhakta and offers his devotion to Nilotpalamba
‘Nilotpalambikayam bhaktim karomi’. Siva, Her Consort is Nilotpala-nayaka. She
wears blue coloured clothes ‘nilambara’ and a garland of blue flowers ‘nila-puspa-
malavrta’. She is the prime object of praise by poets ‘kavi-janadi-modini”; also the object
of intellectual contemplation of philosophers and enlightened souls ‘siiri-jana-upasita’.
‘stirijana’ is misinterpreted by some as dévata-s - to be that the word is not ‘sura-jana’;
recall ‘sada padyanti stirayah’. Her radiance is similar to a crore of suns ‘strya-koti-
prakasini’; not that much, there is more - She was the first object to shine with radiance
and brilliance with an unsullied white colour; She is ‘piirva-gaula-prakasini’. She is
absolute knowledge ‘vidya’ and apparent ignorance ‘avidya’ as well.

Piirva-gaula is an ancient raga, a derivative of the 29th melakarta Sarikarabharanam.
Its structure, Arohana-avrohana is -

Sa Ri Ma Pi Dha Ni Sa - Sa Ni Dha Pa Ma Ga Ri Sa

It is characterized by the repetitive usage of the vi§ésa-svara prayoga ‘sagarigasa’.
The krti by Diksitar is the only krti in this raga. It is an kaika-krti-raga, but for which we
would never know this raga.

When delving on Riti-gaula raga earlier, it was stressed that Riti-gaula and Nari-
riti-gaula were different raga-s. This issue is resolved beyond all controversy by Diksitar
himself. Adequate guidance is available in the eighth composition of this series, wherein
the correct structure of raga Nari-riti-gaula is given. The sahitya of the anupallavi
reads:

‘dina-jana-arti-prabhanjana-ritigauravé ~ déSika-pradarsita cid-riiopini nata-
bhairave’.

Thus, Diksitar succinctly distinguishes and points out that Riti-gaula and
Natha-bhairavi are different. Natha-bhairavi is the raga nomenclature in the Sampiirna-
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mélakarta system, with which, we have pointed out earlier, that Diksitar was familiar.
Diksitar’s clue is such that Nari-riti-gaula is different from Nathabhairavi. Nari-riti-
gaula follows Riti-gaula in the piirvariga, the lower octavial half and is similar to Natha-
bhairavi in the uttarariga or higher part of the octave. Paificama is an unviolable svara.
The lower half of the ar6hana of Nari-riti-gaula raga is ‘sa-ga-ri-ga-ma’, closely following
Ritigaula. The upper half of the ar6hana is ‘pa-ni-dha-ma-ni-ni-sa’. There is no paficama
prayoga in the arohana. The dhaivata svara is Suddha-dhaivata. The arohana saficira
is ‘sa-ni-dha-ma-ga-ma-pa-ma-ga-ri-sa’. Note that in the avarohana, the PANCAMA IS
TAGGED ON TO THE LOWER PORTION. HENCE, Natha-bhairavi is not equal to Nari-
riti-gaula, as wrongly preached by some musicians and musicologists. Nari-riti-gaula is
an ubhaya-vakra, arohana-paricama-varjita-raga, of the chayalaga type, encompassing
nuances of both Ritigaula and Nathabhairavi.

In the krti in Raga Nari-riti-gaula, Diksitar describes Devi as ‘dina-jana-arti-
prabhanjana-ritigauravé’ - as one praised for elimination of the sufferings of the meek.
Nilotpalamba is the form or Cidananda shown by spiritual gurus - ‘dé$ika-pradarsita-
cidrapinl’. She grants Bliss to ‘atma’-s - makes them enjoy Bliss ‘anandatmanubhavé’. She
is the ocean of the nectar of knowledge- ‘jfiana sudharnavé’. Creation and destruction are
sports for Her - ‘safikalpa-vikalpa-atmaka-cittavrtti-jale’, reiterated in this ‘sthiti-layadi-
kale’. Kamalamba is described as ‘kamalapura-sadana’, ‘kamalangara-viharini’ and
‘kamalanagara-vinodini’. Nilotpalamba is ‘$rinagara-nayika’ - the queen of Tiruvariir,
the consort of Tyagaraja. In the Nari-riti-gaula krti, Nilotpalamba is called the beloved,
the Premika, the préyasi of Lord Tyagaraja — ‘vitarfika-tyagaraja-mohita-vicitra-lile”.
Why, Siva also worships Her - ‘She is $arikara-sannuta-bale”. She loves music ‘gana
lole’.

As stated earlier, the advaitin, the Sri-vidyé upasaka, Diksitar turns out to be a
jianin, in this krti, as seen from expressions like ‘désika-pradarSita-cidripini’ and
‘ananda- atmanubhavé’. Dark-blue is the colour of Sattva-guna. Thus, the introductory
phrase or upadhi ascribed to Nilotpalamba ‘shuddha-atmiké’ is fully justified.

Dévi, as Nilotpalamba, is omniscient, omnipotent and everlasting - Her presence,
Her cycle of activity, Her praise, her dominance has no beginning, has no end. Hence the
practice is to revert to the prathama-vibhakti, to the karta-karaka from the Sambddhana.
This method is in vogue in the ‘antadi’-s of Tamil language. Hence, there is an additional
krti at the end, which is called the revert vibhakti krti. This is in Raga Narayanagaulal.

I Narayanagaula is a very difficult raga. It is a Ghana-raga of the Dvitiya-ghana-parica group. Tradition holds that one of
the finest exponents of this raga, was Vinai Kuppayyar, a direct disciple of Tyagaraja svami and author of a lovely vamam
in that raga. The Tivra praydga of the rsabha svara distinguishes Narayanagaul from Surati and Kédaragaula. Diksitar’s
keti in raga Narayanagaula ‘ririmam ravi-kulabdhi-somam’ was immortalized by fine renditions by stalwarts like Maha
Vaidyanatha Ayyar, Semmarigudi Srinivasa Ayyar, Chitoor Subrahmania Pillai and others. Guruguhanjali at Madras had
the fortune to listen to the late Dorésvami Ayyarigar play this krti over a time span of 45 minutes, holding an audience of
about 500 people spell bound and in pin-drop silence.
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Let us pause to summarise salient facets of the krti-s of the Nilotpalamba series.
There are several unique features:

1 The Nilotpalamba Vibhakti krti-s are ostensibly antecedent to and modelled after
the Kamalamba Navavarana krti-s. These cannot be called Avarana-krti-s as the
avarana- of the Sri-cakra are not referred to in these krti-s.

2 They are all tuned to Gaula raga-s; a unique feature which is not found in any
other compendium of krti-s.

3 Most of the series of avarana and vibhakti krti-s composed by Diksitar have at
least one krti in a Prati-madhyama raga. Kamalamba and Abhayamba series have
Kalyani. Maduramba series has Degi-simharava, Tyagaraja series has Saranga,
Rama vibhakti series has Dhamavati and Jyotisvaripini. The Nilotpalamba series
has no Prati-madhayama raga.

4 Another unique feature in the Nilotpalamba Vibhakti series is that only Mélakarta
and Upariga raga-s are used. There is no Bhasarga-raga. All other Vibhakti series
have a Bhasariga-raga. Bhasariga-raga-s dominate the Navagraha-krti series.

5  The laya structure of this series is plain and simple, lacking the grandeur and
complications of the krti-s of the Kamalamba series with heavy compositions set
to Khanda-Ata, 2-kalai Misra-jhampa, 2-kalai Tiéra-triputa and so on. The Tala-s
used are Rapaka, Adi and Misra-capu.

6  If the 4/3/2 permutation was used in the raga scales of the Kamalamba series,
it has been used in the Tala choice in the Nilotpalamba Vibhakti series. Like the
laghu-nyasa of the Rudra-prasna of Krsna-yajurvéda, the Nilotpalamba series
appears to be a laghu-nyasa for the Kamalamba series.

7 InSahitya, there are several similarities and parallels in expressional terms with
the Kamalamba series.

8  Rare raga-s like Chaya-gaula, Plirva-gaula have been used.
9  Thereis ground to construe that one song of this series is missing.

The last krti is noteworthy for some expressions. Nilotpalamba destroys ignorance.
‘mila-ajfidna-harana-nipuni’. The best boon She grants is release from the bondage of
birth and death - ‘bhavaréga-harana-nipunatara-varadayini”. She imparts knowledge of
the Truth. She is the mother of Guruguha. Can a mother watch her child suffer?

“fizh vinayal en vazhvu pazhaga un tiruvullac cammatamd, vizhadu unaradu
vilaiyddum magavait tdy védikkai partadundd’ - says Papanasam Sivan. All that
Diksitar wishes, is mukti. He ends this series appropriately with the words ‘bhukti-
mukti-maccittam vilayatu’. Recall Bharatrhari’s last words in the Vairajriya-ataka.
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Diksitar is a composer non-parallel. He would not have arbitrarily chosen the raga-s
of the Nilotpalamba vibhakti series. The most important factor to be cognized and to be
realized in the choice of the raga-s for this series. The basis is not merely the name of the
raga - not merely because the raga-s have ‘gaula’ in their names. There is a great hidden
secret in Diksitar’s choice of raga-s. All the raga-s chosen for the Nil6tpalamba vibhakti
series are Nisada-graha which also have ‘gaula’ in their names.

The Katha-patra is Nilotpalamba, whose name starts with the alphabet "Ni’. Hence,
importance was given to raga-s which are Nisada-graha, where the starting svara can be
‘ni’. A master-stroke, this is just one of the several examples that constitute the genius
called Muttusvami Diksitar.

THE MUSIC ACADEMY MADRAS

Sangita Kalanidhi Sri Rallapalli Ananthakrishna Sarma
on Tallapaka Annamacharya

Tallapaka Annamacharya'’s lyrics occupy a high place in Telugu literature from the
point of view of time, quantity and quality. His son Pedda Tirumalayya’s lyrics and his
grand son Chinna Tirumalacharya’s works are also significant. These works inscribed
on copper plates by the authors themselves and preserved in the temple premises
of Tirumala had not seen the light of the day for the last 450 years. The endeavor of
Tirumala Tirupati Devasthanams in bringing out and publishing them is praiseworthy
and has the blessings of Srinivasa and Annamacharya.

I saw the compositions first time around 1937. I did not pay attention to them for a
while because only the lyrics were published and these were to a large extent etrroneous.
But whenever I read them, I was overwhelmed by the unique imagination, independent
sweet flow of language, undoubted straightforwardness and variety. They were written
as lyrical poetry unlike metrical poetry or prose, which give freedom to the reader. In all
these songs, except in one or two places, talas were not mentioned and only the names
of the ragas were given. Amongst raga and tala, tala occupies a predominant place. We
cannot change the tala of a composition as easily as we can change the raga. The letters
in a lyric are mostly composed with a rhythm in mind. It is difficult to imagine why then
the composers mentioned only the ragas and not the talas. Out of the ragas mentioned
by them some are not in vogue now. Some have merged with major ragas and of some
we don’t even know the shape. There is no way we can infer how they could have begun
a song and ended it, just by knowing the name of the raga.

Lack of musical notations in our country was responsible for both development
and loss in the art of music. I think writing musical notations has come into vogue only
in the later part of the last century (19" century —ed). Till then, like the Vedic lessons,
the art of singing was transmitted orally from generation to generation from teachers to
students.

The musicians that I know of are all those who have only written down the lyrics
and memorised the music from their Gurus through constant practice. For whatever
reason, the tradition of singing the Tallapaka trio’s compositions disappeared many
years ago. In the south, traditionally I understand there were two compositions -
“Devesa Ganaaraadhita” and “Narayana tey namo namo” sung in bhajans. Even among the
descendants of the Tallapaka family I have not found any living tradition of singing the
songs. I believe that for the present day musicians repertoire is largely restricted to that
of the Trinity. The Trinity’s compositions and such others have attracted them more, to
the extent that they did not go beyond even to pre Trinity composers. I have no doubt
that earlier musicians could have been singing those songs.
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An outstanding personality who made yeoman contribution to the field of music
in the beginning of this century by compiling music with notations is Sri Subbarama
Dikshitar of Ettayapuram in his Sangeeta Sampradaya Pradarshini. In this book -
appendix of the Il part, he published “Naamoraalakimpave ayya venkata ramana” in Kamboji
raga, Jhampa tala and in the first book, “Sripati paada teerthame cedani mandu” in Ata tala,
raga Sankarabharanam.

There is no mention of Tallapaka poets in any of the music books later on. I have also
not heard any musician singing the above two songs. I have been waiting impatiently in
vain to see whether any musician explores those songs.

Human psychology is to imagine a shape for things when you don’t really know the
original. Accordingly, on the basis of ancient composers’ tradition and my knowledge
of ragas and talas 1 composed music to some songs. The first song I would sing is the
one which depicts the divine dance of Alamelumanga. “Alarulu kuriyaga adenade”. 1 am
grateful and indebted to Sri Sivalanka Sambhu Prasad of Andhra Patrika Weekly who
published 87 of Tallapaka songs set to music by me.

I set music for these songs not because of my ability but because of understanding
the concepts of the ancient composers in setting music for such songs. Though there are
lyrical compositions set to music from ancient times, I can say that music has always
been secondary to embellish the lyric.

So many songs have gone into oblivion because there was no strong music for
those lyrics. There are many such compositions in bhakti and sringara themes composed
about Gods and rulers. The divine compositions of Azhwars and Nayanmars have
evolved over a period of time. Both the raga and tala have completely changed. In the
present day we find not much musical flavour in them. At times they are even crude to
the ears. [ am told that the Saivite compositions are much better and have a tradition
which encourages the preservation of the compositions. The lyrics written on the kings
mostly disappeared along with the kings. The compositions written on Gods have been
preserved though the same cannot be said about their music. It is only after the period
of Anandatheertha Basavesvara we find a lot of compositions depicting bhakti and
sringara drenched in devotion of Siva and Vishnu remaining in vogue in both Andhra
and Karnataka. In those days, they found the inherent strength of music and its power
of attraction to spread religious teachings. The Veera Saivas therefore adhered to a kind
of compositions known as vachanams, which are neither songs nor poems nor prose.
There are many of them in Kannada. The Vaishnavas on the other hand employed only
compositions set to raga and tala. It may be because of the political instabilities in the
region that many of the compositions did not get established until the 15t Century. That
was the time when the Vijayanagara empire was strengthening. There was relatively less
fear of invasion from Mohammedans and people were enjoying a peaceful time. There
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were no internal squabbles among the people. It was at that time, Sri Pada Raya, his
disciple Vyasa Raya and his disciple Purandara Dasa and other great souls took music
as the instrument to spread devotion, philosophy, morals and righteousness in Kannada
language. They established a permanent institution in Madhva and Vaishnava tradition
which s alive even to this day. Devaranarnas which are in lakhs were composed through
this institution. In the same 15th Century more and more refined Veera Saiva composers
like Nijaguna Siva Yogi used music as a tool to spread Saivism. More than 200 of these
compositions known as Kaivalya Paddathi are still available; but this tradition did not
flourish later on.

The Vaishnava religion propagated by Ramanuja had also started spreading in
Andhra at that time. On these lines, we find the compositions known as Simhagiri,
Narahari vacahanams of Krishnamachary written in about 13th Century; even they
have not been published yet ( in 1951-ed). It was in the 15t Century at the instance
of Sri Adivan Sadagopa Yateendra of Ahobilam, the Visishtadvaita tradition started
becoming popular. Tallapaka Annamaya , a Nandavarika Niyogi took to Visishtadvaita
under his tutelage. The Pancha Samskaras or the 5 doctrinal inductions were initiated to
Annamacharya at a very tender age by a priest known as Vishnu at the instance of Lord
Venkateswara. Inspired by the Kannada compositions of Sri Pada Raya Swamy and by
his own intellect, and consistent devotion to God and spiritual strength, he composed
32,000 songs ~ spiritual and erotic together.

Whatever he may be for others, he became the Pada Kavita Pitamaha for the
Telugus. His son Pedda Tirumalacharya and grand son Chinna Thirumalayya and
Chinnanna alias Chinna Thiruvengadanatha continued this tradition. Many composers
later on composed padams in Telugu but their compositions were mostly erotic and not
devotional.

We have forgotten Annamacharya completely with respect to erotic pada
compositions and named Kshetrayya as the pioneer in sringara compositions. The term
‘pada’ in Telugu as defined has acquired the definition of an erotic lyrical composition.

I may be pardoned for being expansive. In the last 500 years both in Andhra and
Karnataka the music of Pada literature has become a strong tradition. For the 14,000 odd
compositions that we have inherited of Tallapaka Annamacharya only 89 ragas have
been employed where as for 700 of Tyagaraja’s compositions there are more than 250
ragas. Out of the 89 ragas only 25 have been used frequently. There is no mention of the
tala names in the copper plates, but if we look at the pada singing tradition in Karnataka
and Andhra, we can infer from the number of letters in a line, yati and second letter
concordance that these songs have been sung in the popular talas like adi, rupakam,
jhampa, ata, misrachapu, triputa etc. When we look at these compositions from the point
of view of bhava and language, without much effort we can infer its music. Therefore,
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while composing music for these songs, I simply referred to ancient songs of a similar
kind. Even if I had a temptation to create new music, these compositions do not give
such freedom because of the inherent yati, prasa and the breaks in the syntax at regular
intervals. I did what I could within these limitations. Well, there are thousands that need
to be composed, what I did is not even hundred. For creative and intellectual musicians
there is ample scope to compose music to these compositions.

Many people have misplaced doubts that the ragas mentioned in the copper plates
are very old and the songs may not be popular, unless they are tuned to new ragas. It
may be partly true. My own experience is that it is the spiritual experience of the singer
which makes the composition more popular and not the raga in which it is composed or
sung. Even basic students of music understand any composition set to any raga can be
sung in any other raga. Therefore, it's a very gross misconception to say that by changing
the raga we can make the composition popular.

What is new today will become old tomorrow. Not only that; tomorrow we may
feel that the bhava with which it was composed is also old. Then if we go on changing
even that no composer can survive our love for modernity. Therefore, it is the duty of the
connoisseurs to understand the spiritual depths of the composers and compose music

accordingly.

Many of the ragas employed by the Tallapaka composers are not in vogue now but
for ragas like Desakshi and Samantham, their shape is completely not lost. Ibelieve with
definitions from the treatises and the shape of the notes and tones we can revive them.
I made efforts to revive the ragas from this point of view. Scholars and experienced
connoisseurs may make their evaluations of my definitions. Tallapaka composers’
compositions are more dominant in literature unlike Trinity’s compositions which are
dominant in music. I believe that vocalists who keep this concept in mind will definitely
attract the audience.

13th December 1952
Rallapalli Ananthakrishna Sharma
Researcher, Music Literature
Oriental Research Institute
Tirupathi.

(Translated and abridged version of Sri Rallapalli Ananthakrishna Sarma’s Telugu Foreword to
' Tallapaka Annamayya Paatalu Vol I published by TTD in 1952)
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Syama Sastry’s Innovations in Anandabhairavi
with Special reference to Ata-Taala Varnam

- K. Saraswati Vidyardhi

Introduction

Some of the most popular and pleasing ragas in Karnatak music such as
Anandabhairavi, Punnagavarali, Nadanamakriya, Kuranji and Mohana appear to have
evolved from folk melodies sung in villages, fields, hills and valleys by rural folks.
Those folk melodies have a simple structure and texture, easy to imitate and repeat
and pleasing to the ear. They have a direct appeal to the human heart, reflecting ethnic
sensibility. Ragas like Anandabhairavi instantly please the music lover by virtue of their
local colour and ethnic roots.

Undoubtedly, Anandabhairavi is one of the most ancient ragas in Karnatak music.
There is a famous padam by Kshetrayya in this raga (Bhamaro). There is also a memorable
keertana (Paluke Bangaramayena) by Bhadrachala Ramadas. These Compositions
demonstrate the fact that Anandabhairavi had evolved into a full-fledged raga even before
the times of Kshetrayya and Ramadas. However, Anandabhairavi is closely associated
with the compositions of Syama Sastry and Mutthuswamy Deekshitar. According to a
popular legend, Thyagaraja promised the Kuchipudi Bhagavathars not to compose in
Anandabhairavi so that the raga may be associated with Kuchipudi Bhagavathars only
as part of their dance music. Before Thyagaraja gave word to Kuchipudi Bhagavathars,
he had already composed some kritis in Anandabhairavi-Nee Balama', 'Neeke
teliyakapothe', ‘Ksheerasagara vihara’ and 'Rama Rama Neevaramu'.

Among the trinity of Karnatak music, Sri Syama Sastry almost monopolised
Anandabhairavi by bringing out its tender, graceful movements, its imploring spirit of
adoration, its feminine delicacy and dignity, flexibility and elegance; whereas Deekshitar
brought out its architectural grandeur and symmetrical felicity.

Apart from ‘O Jagadamba’, ‘Marivere’, ‘Pahi Sri’, ‘Himachala Tanaya’ etc.
Syama Sastry distinguished himself by composing a memorable Taanavarnam ‘Saamini
Rammanave’. Along with his immortal kritis, this Taanavarnam has made Syama Sastry’s
name synonymous with Anandabhairavi. Sri Niraghatam Ramakrishna Sastry bows his
head in reverence to Syama Sastry in his book, “Deekshita Kriti Rachana Dakshata” in
the form of this sloka:

“Anandabhairaveeraaga Rasaananda Swaroopine |

|

Sri Devyaakriti Stotraaya namah Sri Syama Sastrine |

To Syama Sastry, Anandabhairvi itself is a form of divine bliss blended with divine
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beauty. The taana-varam, ‘Samini Rammanave’ reveals Syama Sastry’s creative insight
into all the sancharas of Anandabhairavi and throws light on his innovative skills in the
art of composition.

Syama Sastri’s Ata-Taala Varnam in Anandabhairavi is a romantic lyric filled with
the poignant emotions of a Naayika who is a Virahothkantita (2 woman passionately
awaiting union with her lover, all the while suffering from the agony of separation from
him). The virahothkantita is imploring her maid to persuade Sri Varadaraja, who lives
in Kanchi to visit her and to save her from the arrows of Cupid.

*This Varnam has an elaborate and complex structure with Pallavi, Anupallavi,
Charanam, Chittaswaras and Anubandham having Sahityam for the entire notation.

Syama Sastry’s unique use of P and G in Taana -Varnam

Many authoritative texts on the science of Karnatak music have indicated the
Arohana and Avarohana of Anandabhairvi as follows:

Sa Ga Ri Ga Ma Pa Da Pa Sa. Sa Ni Da Pa Ma Ga Ri Sa

The distinctive phrase of the raga, ‘PDPS’ is found in the moorchana itself, but
Syama Sastry’s use of ‘G’ and ‘P’ in this taana-Varnam is unique and amazing. Usually
‘G’ and ‘P’ figure in phrases according to moorchana as ‘GMP-PM G’

But Syama Sastry sometimes omits ‘M’ and uses “G P - P G” in a very interesting
manner. Undoubtedly his unique use of these notes is an amazing advancement in the
development, of Anandabhairavi.

Syama Sastry’s unique use of ‘G’ and ‘P’ in Anupallavi of the varnam

At the opening of anupallavi itself, we can find interesting combinations of ‘G P -P
G’ without ‘M’

“GPM,MPGRS”

~GPM;GPMGG;

GMPGRS,..

The repetition of ‘G P M'in Anupallavi reminds us of a special delicacy being served
twice in quick successions during a banquet. It is served twice only because it is so

delicious and pleasing!
Even at the end of Anupallavi, the ‘G’ and ‘P’ are juxtaposed in ingenious
combinations.
PM, PGP M GP M GR N. Even here, repetition does not sound like redundancy but
only as emphasis contributing to aesthetic appeal.

* The version of the varnam presented in Compositions of Syama Sastri, Subbaraya Sastri and Annasvami Sastri:

Compiled and edited by T. K. Govinda Rao, Ganamandir Publications (1997), India.
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Muktai Swaram

In Muktai Swara, the phrases PG M, .P G, P’ appear. This is an artistic
inversion of the former use of G P M - P G R. When we sing these swaras in suitable

tempo they produce, to use a metaphor from archealogy, frozen dancing figures facing
one another.

Chittaswarams
In the latter part of this tanavarnam, the first Chitta swaram contains the phrase,
“P.GMDPMGPM”
The second Chittaswaram contains
“M,PGRS,"and “PG, G; P MGRN".

The pair of ‘P-G’ is quickly followed by another pair of ‘G-P’. But each ‘G’ is
differentiated by its length. The first ‘G’ has two Akshara-kaalas and the next ‘G’ has
three Akshara-Kaalas.

Subtle nuances in these small variations of the length of G.

Even in the fourth Chittaswaram, we find the following swara patterns:
M,-MGMD-PG,P-MG,M-GRGR-§S;

Here, the Chittaswaram acquires chaturasragamanam

- a movement involving four Aksharakalas in each kriya. It adds a significant lilt to
the composition.

Syama Sastry also diversified the nature of swaras as the long swaras followed by
the short, and the short swaras followed by the long. Two short ‘P’s have a long ‘G’
between them. To enhance the beauty of the phrases he introduces a long ‘G’ between
two short ‘M’s.

Thus the phrases ‘PG, P’ and ‘MG, M’ emerge. These innovative phrases add
variegated splendour to the entire fabric of the composition.

The fifth Chittaswaram presents a delightful exercise in short notes:
“..SMGG,PMGDPGM” and ......“G, RGGM; GP, M
S;SNSPSNDPPGRS”

Note: The underlines are intended only to draw the reader’s attention to the swarm being discussed;
readers are requested not to mistake them for symbols of second speed.

100 -
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These swara patterns in short swaras add to the graceful movement of the
tanavarnam.

Syama sastry is celebrated for his extraordinary command on ‘laya’ and for his
creative compositional skill in respect of varying patterns of taala."G’ and ‘P’ in the
previous Chittaswara appear in simple short and long forms. But here the short swaras
appear in pairs. “P; P GRS,” is here used as a special phrase.

Anubandham

This Ata-Taala Taana Varnam in Anandabhairavi has a special feature called
Anubandham which may be translated as a sort of musical winding-up (or epilogue).
In this concluding part, Syama Sastry repeats the ‘P-G’ combination in the following
phrases:

PGPM PM,GPMGPMGRN

But the feeling they convey is differenct. In Muktai, ‘G’ as part of P-G is a long
swara. In Anubandham ‘G’ is short in the same combination. Swaras which flank a
particular note also change its significance in feeling and aesthetic appeal. In poetry,
repetition of the same word accentuates and emphasizes the meaning and feeling in a
particular context. The same purpose is served by the repetition of phrases and swara-
combinations in music. Minor changes in the length of swaras also contribute to suggest
different shades of emotion.

Conclusion

In this taana-varnam, ‘G’ and ‘P’ appear in inseparable combination of other notes as
in phrases like M GM P-SM G M-S GR G. In this article, the author has endeavoured
to highlight the frequent and ingenious use of ‘G" and ‘P’ in juxtaposition. This kind
of ‘G-P’ juxtaposition in Anandabhairavi reflects Syama Sastry’s innovative genius.
Strangely, it is not found in the Moorchana. An analytical study of how two swaras are
used in a taaana varnam of Syama Sastry has required an article. No wonder not even
a huge volume can exhaust the marvels of kritis like ‘Mari vere gathi’, “O Jagadamba”
in which Syama Sastry explores different dimensions of Anandabhairavi with great
emotional fervour and creative insight. Moreover, who can communicate the bliss of
Anandabhairavi in words? It is possible only through singing and listening.

[ ]
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Recently discovered compositions of Tyagaraja
- Pappu Venugopala Rao

Veturi Ananda Murthy in a series of articles ‘Madurai Saurastra sabha
granthalayamuld krottaga dorikina Tyagaraja kirtanalu’ (New kirtana-s of Tyagaraja
found in the library of Saurastra sabha at Madurai) published in the Telugu cultural
monthly 'Rasamayi’ between September 2002 and January 2003, speaks of hitherto
unknown compositions of Tyagaraja. Saurastra sabha at Madurai houses manuscripts,
primarily, those obtained from Valajapettai Verikataramana Bhagavatar and other
disciples of Tyagaraja. There are about 104 palm leaf manuscripts and 154 paper
manuscripts in the Saurastra sabha Library. They found 15 Tyagaraja’s compositions
unpublished so far in paper manuscripts. They are in mss. B.No 10 - Pg 54, 77 - 80, 100
and B. No.12 Pg 11 and B.N0.30.1 These are listed below:

1. Harihari yanukove - Pantuvarali - Adi

Kantakulanu nammaneranura - Saveri - Capu

Pahi paramadayalo - Kapi — Adi

Lali yfigavayya - Kédaragaula - Ripakam

Mutyala cavikelo - Gaurikalyani - Adi

Dhana suta taruni parijana saukhyamu - Kamalamanohari - Adi
Sitalaksmana sahitam — Athana - Adi

Nagumomu jlipavu - Yadukulakambhaji - Adi

Undiyemi urvi bharamugd - Yadukulakambhoji - Adi

O ® N NG LN

10. Desikavara sarananti - Saraniga - Capu

11. Karunajidu nanu - Yamuna Kalyani - Adi

12. Gattivadavanucu - Bégada - Adi

13. Savikara girijaramana — Yamuna Kalyani - Rapakam
14. Itika nijabhakti leka - Athana - Adi

15. (Arasi) raksificédevaré - Hamsadhvani - Adi

KR Verkataramana Bhagavatar of Madurai, great-grandson of Valajapéttai
Verikataramana Bhagavatar presented a lecture-demonstration titled ‘Rare krti-s of
Tyagaraja’ in the morning sessions at The Music Academy on 27th December 1950
(Journal of the Music Academy 1951:29). He presented in all 9 songs. These included six
from among of the 15 listed above.

1 Page 37, Rasamayi Sept 2002
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The other 3 were:

1. Abhimanamu ledemi in Nagasvaravali now being sung in Andhali [also notated in
‘Rare and Unpublished Kirtanams of Thyagaraja’ ed. by Sangitakalanidhi T.V.Subba
Rao, Andhraganakala Parishat, 1951]

Balakrsnam in Natakurarji

Pilacina palukavy in Ramapriya

The last two have not yet been recognized as Tyagaraja’s compositions. They are not
included in any later publications in any language so far.

The Journal of the Music Academy (1951:90-96) carried 7 unpublished kirtana-s of
Tyagaraja collected by Vissa Appa Rao. Six of them figure in the 15 listed above. The
only one which is not there is ‘Rama rama rama rama’ in raga Syama, Adi tala.

The Music Academy published the Journal of 1947 as Sri Tyagaraja Centenary
Commemorative Volume. This volume consists of many invaluable articles on various
aspects of Tyagaraja and his compositions. There is an extensive article written by Prof.
P.Sambamiirti about the Valajapéttai manuscripts at the Saurastra sabha, Madurai, which
lists the different kinds of manuscripts and the contents available in them. He also gives
the genealogy of Tyagaraja Svami (1947:123) and lists 14 unpublished compositions in
(1947:126-127). [cf. Great Composers:II Tyagaraja Appendix-1, by P. Sambamdirti, 1970]
These 14 include 7 (14, 7, 8, 4, 5, 10 & 6) of those found in the list of Ananda Murthy.
The list includes ‘Sari vedalena parthasaradhini’ ~Todi -Jhampa with a note in parenthesis
“This kriti was composed by Tyagaraja in praise of Parthasarathi Swami of the Triplicane
temple, Madras, when he was sojourning in the city in the last century”. But we don’t
find any such composition except the one on Kaveri, in raga Asaveri, which begins with
similar words, ‘Sari vedalina yi kaveérini jadare’

In an article in the same issue of the Journal “Two Manuscripts of Tyagaraja songs’,
V.Raghavan (1947:133-148) presented the following 2 new songs with notation-

Maravairi in Nasikabhiisani and

Mrdubhasana in Maruva-dhanyasi

Both the songs figure in the Journal of Andhra Ganakala Parishat (Journal of the
Music Academy 1951:96; T V Subba Rao ibid.). But later research reveals that 'Maravairi’
is not a Tygaraja composition and it has not been included in any further publications.
T.S.Parthasarathi, while including the song ‘Mdravairi’ in the Appendix of his book ‘Sri
Tyagaraja svami Kirtanaikal’, adds a note that the song does not contain the signature
(mudra) of the composer implying that it may not be Tygaraja’s composition.

V.Raghavan in another article ‘Tyagaraja songs and Manuscripts’ (Journal of
the Music Academy 1951:163) mentions a new song of Tyagaraja ‘Raksificedevaré

13121
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raghukulatilaka’ (written erroneously as ‘Reksificedevare) in raga Hamsadhvani. This
song is included below with a slight variation in pallavi in the list of songs given by
Veturi Ananda Murthy above. The text of the 9 songs which have not been published
earlier in The Music Academy Journal are being given below.

1. H0eRe SHBH - POSR - 80

B Snarge WDBS* - SnES0 DGKS - dEgSosd vee - 588 SeK8o
S I 300LD0-250E THRYA - ;’mdgmdﬁ 8D - 533:6.)62 I°0E  nSon

—

2. B308Len 3-8355 S0 - FIKJ Hednol - PEH e 1S

3. Joden DHoSwe S-KH8000IBY - HEVF R #™ - HoSdLKS NS

4. oo 8¢ 3)50K-6593 e - @RI - SaHS e EK 300
* % %

1. mutyala cavikelo - gaurikalyani - adi

pa- mutyala cavikeld - mudamu miraganu - satyavantuudu sita-
satito callaganu
ca-1. addala mantapam - bamaru raghavuni - muddugaraga -
Juci - munulella bogada ..mu..
2. devasudatulu patta - divyajotulanu - pavanuni - gunamulanu -
paderu migila .mu..
3. suralu sumamula vana - guriyimpa jési - sarasijaksuni jici -
santasillaganu..mu..
4. ragatalamrdanga - ravalice baga - tyagarajavvela - dayato
badaganu..mu..

2. 5HNSSOB - 5O SIT0 - 8D

S0 &3, 8, $6oed, xS, Frpgio-Swydor TS "

20 830050 BEY B T-OSIIS0ME nén
S 1 S SSSwen STHTE - Dy Io B nesn
2. S0uy) s Sod ool So@s - Sodad Saplno 111
3. %008 dHo #mHS' dd - 5350 Kepdor T~ 1l
4. IS poHeds - 088 >derd (8-380) 18N
5. Tadin8 VoK argh-0raEd 3OD &K 1&h

2. 8.8 ¢
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2. dhanasutataruni - kamalamanohari - adi

pa- dhana, suta, taruni, parijana, saukhyamu - dabbarara rama
a- anayamu bettapu debbalabbaga - aranimisamugaka ..dha..
ca-1. iccina dhanamula vaccédaka - ciccu vere ledu ..dha..
2. muccu kodaku pafici yante tandriki - munigina duhkhamura
i ..dha..
3. kulasati parula jicuno yani - kopamu galgunura ..dha..
4. vaccina bandhuvulaku - dayaléka vartaladi(te - vétara) ..dha..
5. rajasannuti seyaka tyaga - rajanutuni delisi bratukaga ..dha..

3. S0 HIPI0 - O - 6O

S f’oe‘ogéea 30, 58D - Dodacdh Juordirdo
B 1 HESEH oS DSrSo, - GgdRd, Fdogrdd dIro e
2. oREBIEE B0, SEJ - SrKSe Jowrdo e
3. DH2d) 888 SE00, Tb - HKdS S'S8wo &
4. 588 333 Jorzo, HOFOS & gHoEO Y1
* *k

3. sitalaksmanasahitam - athana - adi

pa- sitalaksmana sahitam, m@nasa - cintaya nijad@sahitam
ca- 1. surataru kusuma vimanam - dyutijita somabhaskara
samanam ..si..
2. mangaladivyakaram, varaniga - magama sarncaram ..SL..
3. hanumatkaradhrta caranam, hari, - maganita lokavaranam
..SL..
4. patita pavana virajam, paripalita tyagarajam ..SL..

4. SHIRED 29DP) - DL TP - 8O

S SHIPSH 273Y - T8 VOB - I (T JDE 1
il JBTE HEDS - wrged o - SKSPS S50 1nSn
S Jow EX)od - IEB0BS B - Jogh aHrsT

PS8 aSnody EFoES0WoKN) Bt - SJonBo&Bo°

S'oH50TS BN MII0BS - TsrdS0 Far
TSrE HVS - aghow - ook Sor §oosr nSn

Yook
4. nagumomu jiupavu - yadukulakambhaji - adi

pa - nagumomujipavu - natoé balkavemi - na prananayaka
a- pagavaru paracina - badhalace ménu - sagamaye nanaboku
.na..
ca- veyi kannulace - vetajendina dé- vendru dannagaleda
payaka yundu kalankamucandruni jici - hayjendaleda
toyamuppaina samudra snanamuceéta - nayasamu poda

—_ == s T —

5. 608 ddHW - AHHB S205% - @O

Su ®0d oo &dg S "
e ©08 G &bg TEINM, § - SodTB EDodod SrEdT kol
I B0808 VSGI,r SIS oS - Sob Hod 5538

IJ0S Sghoraioshd SHEE - E30°0 EHoH o0 I ievodu

¥k K
5. undi yemi - yadukulakambhaji - adi

pa- undiyemi urvi bharamuga
a- undiyemi urvi bharamuga ko - dandapanini kanulaninda
cudaniva ..dundi..
ca- manasuna nityaniitanamaina sogasunu- mari mari ganaleka
nenaruna tyagarajanutuni pogadaka - kanaranidi kanucu
vinaranidi vinucu ..undi..

6. BBESG - VO - TRY)

S QBESG 02083 & & - TrFen S350 5°G083 1
& QBB IEIB0 T B - I oS50 Irg Soodd g
S 1 eHEEH ey Ford #§ - B Hoerdd & Ik nn
2. 2 #d ISBo&Sasry agl - T SalnrdSairg nan
* %k
ll 115 .l




THE MUSIC ACADEMY MADRAS

6. desikavara -saranga - capu -

pa- désikavara carananti idu - rasalu taramu kadanti
a- evarani neranammukondu deéva - etla manasu moksamandu
..de..
ca- 1. tapatrayametlu tolagu bhakti - dipa melagu 16 velugu ..dé..
2. € japa monarintunayya tyaga - ragjuni dayajidavayya ..de..

7. SRR B - CHBEDR SO - 00

Sn &0 27 S5 ESerdd
@il SEp30S KB 500500 388 - AESSN 3008 2S0d! Serge JosLIS n&n
B 1 oDETSKH IS S8 - IS5 wedd DI08! Sorgn Joskds! nEn

2. 080D E Sk K788 § - 5080 FoB D! Serge JoELBHS!
3. KK 53)&»3} @rh IS - ergiicea 86 ToAEsS 20508 Eergeo 30KLIS! nkw

Yk
7. karunajiudu nanu - yamunakalyani - adi

pa- karunajiidu nanu kamalapati
a- caranamulégati marimari véditi - niratamu nammiti sumati!
kalyana venkatapati ..ka..
ca- 1. amikacétanu néemamu dappiti - némani palkadu sumatt!
kalyana venkatapati ..ka..
2. pantamutdduta panatula giditi $ri - kantuni pondetu sumati!
kalyana verkatapati ..ka..
3. baguga nannelumi yogi vinuta - tyagaraja varada ragacarita
sumati! kalyana verikatapati ..ka..

8. 2092 P28TS - OTIR - SO

Sn 205” JuFTE TH o IHH BOABT "
N 605°8% 38 ol - TTo58S 88
QOF Y JTgd INF - vodew sHoNS 58 83 uos™n
.0 0 ¢

8. inka nijabhaktileka - athana - adi

pa-inka nijabhaktileka norula necucu tirigitira
a- rankadina sati tanillalani - borikadina riti
lankadhipu sanyasi vésiyai - lalanala kdsificina riti tana

- kinka

{116}

THE MUSIC ACADEMY MADRAS

—_

9. (0BR) B80T BBT - F0HEP-EO

S (08%) 88083 - 53 B 1
N £ & 39 (3-8o) 2035 o I
S 1 SIEESHNSE - SSASrer

(8350988 - b 822) 1SN
2. 8058 ¥FJE - prdTrahs

884)85'S0d - #6 (Dografy) e SN
3. (%8) oruHo8d>S - Ederrok

3 805088 - (35ardeok) nesdn
4. (38) oo - ByEICe

3 egriooad - $yd e e

1 8 & ¢

.2 c~ — - . — g
9. (arasi) raksincedevare - hamsadhvani - adi

pa- (arasi) raksinicede - vare raghutilaka
a- karunatd nannu (sa-kala) bhuvana palaka

ca- 1. dasarathanrpavara - tanayagraja

(dasamukhadarpavi - darana téja)

2. karivara posaka - kamitadayaka
karadhrtakodanda - sara (sandayaka)
3. (kari) rajanutapada - karunapanga
éri raghunandana - (Sivacapabhanga)

4. (nata) brahmasura - rcitacarana
§ri tyagarajasa - nnuta suguna

However it is necessary to probe into the structural analysis and authenticity of these
songs before we conclusively prove whether these compositions were actually authored
by Tyagaraja. There are about 12-15 compositions already erroneously in vogue as
Tyagaraja’s compositions. We need to look into the language, style, literary content and
structure to accept or reject them. These have come to us through the manuscripts at
Madurai Saurashtra library without any music or notations.

At the behest of Rasamayi, Sangita Kalanidhi Nedunuri Krishna Murthy tuned 9 of
these compositions and produced a CD in 2006 under his trust Nada Sudha Tarangini.

2 All corrections/additions in parentheses in the text are made by Sri Veturi Ananda Murthy in Rasamayi
January 2003 page 41-44
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Two Javali-s of Tiruppanandal Pattabhiramayya
- Ritha Rajan

In the entire range of the Javali-s in Karnataka music, the outstanding ones
are those that were composed by Tiruppanandal Pattabhiramayya and Dharmapuri
Subbarayar, in terms of raga selection, raga handling, attaractive music setting and
lyrics. Pattabhiramayya's Javali-s bear the mudra ‘talavana’, ‘talavanésa’ or ‘taladhipa’,
a modified name of Sri Tatavanééara, the presiding deity at Tiruppanandal, Tanjaviir
Districtand are not to be confused with the Javali-s of Cinnaiyya of the Tanjavir Quartette
which were composed in praise of Camaraja Vodeyaru, the king of Mysore.

The Javali-s of Pattabhiramayya in the raga-s Athana and Darbar bear testimony
to the composer’s extraordinary skill in having adapted the two raga-s to the typical
Javali spirit. Both are set in brisk madhyamakala. The Athana raga javali is virtually
made of musical sentences with deliberate atita graha and present a powerful gait. It is
the only javali of its type. The mudra carana is not found in print and perhaps appears
for the first time.

The Javali in Darbar raga has pallavi and carana format, found in a few javali-s
What is really interesting is that of all the javali-s that we are familiar with, there are
only about two javali-s which have the longest carana and Darbar javali is one of them.
The other javali is ‘idi niku’ in Bégada raga. The carana of the Darbar javali is set to 16
avarta-s in ripaka tala with the least dhatu repetition, a noticeable feature found in a few
Pattabhiramayya Javali-s.

1. Raga: Athana Tala: Rupaka
Pallavi
sari €émi sarasaksi nikidi
sari émi sarasaksi
Anupallavi
karamitci péra pilacina
karuna rasambe 1€kunduta
carana
1. madiraksi marmamu nidu
hrdayambugana 1eékana
mudamandu mdvi yanara
pedaviyagan biguvul jércuta
2. rati géli kori avveéla
batimali c@la védaga
ksiti nélu talavanésudani
ati véga giidagan bhedincuta
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pallavi 1
! I ] I I 1
I [ Il I ! mp |
I | il l [ sari |l
1 I | —
pp mg | m p | p I np ,d- | dn ,p | , mp |
e. I mi sa | . ra |l sa D G . sari |l
I I Il I I 2 Il
— | I I I S R
pp mg | m p | p I n p | d ann | pm pp ]
c. I m sa | . ra I sa .. | ksi. n1. | kidi sari |
{ [ It I I 3 [
- | [ L | |
pp mg | m p | p Il mp ns Imsmsnd | dn ,p |
€. .. | m sa | ra I sa I ksl I A
anupallavi _
I | I I I pm |
[ i Il ! I kara |l
I ) o ) [ I I —_
p s ! s s 1V , s 0 s d }V n s | , nr W
mi I tci pe | ra B bi la | ¢ na | karu W}
—_ [ | m__ 1 __ I
sm d | d d | d 0 pd pr ) sn d | pm pp |
na. I ra sa | mbe Il I¢&. i ku. | nduta sari |l
carana 1
I I ] ! I |
I [ It I [ mp |
I [ Il I [ madi |l
| I I [ () Il
1 P L I R |
pp mg! m p | ,p p #t np ,d I dn ,p | mp np |
ra. .. | ksi ma | oma mu |l ni. Il du. .. | ma. di. |
1 I Il I | Il
pp mgl m p | ,p p I np ,d I dn ,p | , pm |
ra. .. | ksi ma | rma mu |l ni. I du. .. | . hrda |l
I ) o ) m_ _ | | _
p s | s s 1, s I ss d | n s |, ns |
ya mbu | g2 I na Il [g. I ka na | muda |l
o ) o ) 1 I |
s g | T s |, s b ss ,d | n s | , nr |
ma | ndu md | vi Il ya. I na ‘ra | peda |l
_ I I m_ I
sm d + d d | , dd H pd pr | sm d | pm pp |
vi I ya ga | nbigu I wvul. I jé | cuta sari |l
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Vote: ‘G’ — antaragandhara, ‘n’- kakali nisada.

2. Raga: Darbar Tala: Riipaka
Ilaguna nunda vaccuni & nilavéni
talavana I5luni vya kiilamella telisi nivipu //dilaguna//
carana
angand maninidu bhrmga kuntalamula gani ni
anga sanga metu kalgunani kungu cundu na
ingitam berungi nannu kaugalinci nadu tanuvup-
ponga mataladi pedda panga namamidanu dalaci  // 1laguna//
pallavi
S R I S Y I
, ns | pd ,p | p p I, p I dp pp | mr rm Il
1. | la. I gu na | nu | nda. va. | ccu |
— | | S | | I
s , s , I rm I pd ,d | pm p | , d |
na , I I 6. W nT. .la | .. v& | ni I
2 | | I | | I
I R Il 1 | _
rs ns |l pd ,p |l p p I, mp |l dndpmpm | r rtm Il
1 | la. I gu na | nu | nda... va. | ccu |
_ 1 | N | R R | I
s T , Iy rm I pd ,d I pm p | , d
na , | | o. I m la | . vé | ni |
o | I | | I
ns | r s | r I sis n ) ns d | p ,
ta. | la va | na I 10 I lu ni | vyd I
— | | M _ I
, rm | p d | n p I mdpm} r rp | p d |
. ki, | la me | lNla I te. i I si ni. | vi pu |l
2 ! [ o | !
, ns |t r g | g r 0 sis n | ns d | p ,
ta. | la va | na |l 1la. I lu ni | vya ]
| | | | _ ]
, rm | p d | n p Il mdpm |l r rp | p d |
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BOOK REVIEW

MUSIC EDUCATION AND OTHER ESSAYS : by Prof. R.C. Mehta, Sanjay
Prakasham, Delhi, India 72 pp Price Rs. 200/- $ 12.00.

This book is a collection of nine articles written by Prof. R.C. Mehta, who is an
academician and North Indian musician of Kirana Gharana. The first article is “Music
in Education” - A brief on Three issues” which emphasizes that music has the power
to develop the mind. He gives the different stages to follow in music education. “The
early introduction of music in the form of rhythmic movements simple melodies and
songs and class singing interwoven with games, exercises, mathematics and language
would lay a firm basis in children for sensing beauty in sound and rhythm.” (p.6) and
the second stage must give equal opportunity for all to enjoy music and to prepare an
enlightened civic life. The third stage aims at specialization in music the also discusses
how North Indian listeners and musicians can enjoy their counterpart South Indian
Music. It is very interesting how a north Indian musician - musicologist speaks about
appreciating other style of music, which shows his broad perspective. In the second
article the author brings out the issues that music teachers are facing and how they can
be solved. The third article deals with the role of music in promoting harmony with
linguistic and communal groups in India. The author has written suggestions as to how
to achieve this goal in detail and has given specific recommendations to the Private
Music Institutions and also which belong to the Government of India. “In search of
Methodology” is the title given to the fourth article which gives many new approaches to
the present music education system and pragmatic views which would certainly improve
the present system of music education in Indian Institutions. It is interesting to read the
fifth article “Music education objectives before a discipline”. The author gives seven
distinct guidelines to music educators and also questions that "Are we moving with the
times?" The author emphatically says that “Curtailments in educational budgets must
not be permitted to affect vitally the cultural subjects, especially music. The sixth article
is titled “Raga - an Indian Cultural Expression”. The author brings out the changes that
have come in the Raga expression or elaboration with the socio-cultural changes such
as the “Concept of the raga and its performance time, the concept of vadi-samvadi and
the concept of Bandish etc.” and at the end he asks a few challenging questions such as
“Is there anything beyond the raga? Beyond the conception of Raga? Does the micro-
macro of melodic musical innovation, for Indian Music start and finish at Raga?” (p.51)
The author ends the article with an unanswerable question that Raga has not remained
static and changes have occurred through the years so what are the future directional
possibilities? The “Value of Folk Music in Nation building” is the seventh article is a
thought provoking article. He brings out that not because of folk music is important
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for its utilization point of view and pleasing melodies but also folk music lays a vital
role in the silent revolution that is taking place in the country, how folk music can
help in building a strong Nation by bringing communal harmony at national level and
international integration. The eighth article is “Ethnomusicology with special reference
in Gujarat”. Ethnomusicology is a discipline and a methodology where the music is
looked at in a socio-cultural perspective. In this perspective, the author analysis the large
number of folk songs that exist in Gujarat. The author rightly remarks that song style is
an essential constituent of each culture’ supported by a quotation of Alan Lomox’s “Folk
song and culture, (1971 p 221). The article is a fine example of a study on folk musicinan
ethnomusicological perspective. The last article is “Folk music as a functional in social
Education” which tells that the Folk songs can serve the purpose of social education by
their propagation.

This work by Prof. RC Mehta is a valuable contribution to the area of Music education
and Ethnomusicology. The articles are written with an analytical approach and will help
music educators and music Institutions to develop further the potentialities of music in
National building and socio-cultural behaviour of men to attain communal harmony:

- S.AK. Durga
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THE DEVADASI AND THE SAINT— The Life and Times of
Bangalore Nagarathnamma: V. Sriram; EastWest Books (Madras)
Pvt. Ltd., 571, Poonamalle High Road, Aminjikarai, Chennai- 600 029.
Rs. 275

This is an important biography of a remarkable figure, who
straddled the world of Kamatic music at a time, when its social context
was undergoing a major transformation. Its author is widely known,

particularly among those who follow the music magazine Sruti where he has a number
of articles to his credit, featuring interesting anecdotal material, mostly descriptive but
rich in detail and of immense value to historians and sociologists alike.

Defies Categorisation

This book, in my estimation is a slight departure from his usual style for he does
attempt to position Bangalore Nagarathnamma (1878-1952) within a larger social
study of the changing cultural milieu of music in Madras and southern India, when
hereditary practitioners, especially women, were confronting a number of challenges
and responding to them in their own distinctive ways.

What one is struck by when reading biographies of people like Nagarathnamma or
of M.S. Subbulakshmi, is the extraordinary energy of women artistes living out their lives
in full, in times of almost heady change that brought both opportunities and profound
instability and dislocation, forcing them perhaps to seek solace in personal devotion.
The psychological complexities of a whole generation of practitioners — especially
women — escape easy categorisation; and the conventional descriptions that we all
resort to, for example, the ones that the author makes of Nagarathnamma as champion
of the devadasi practice, or the diehard feminist who took on the strait-laced Virasalinga
Pantulu or the pious devotee who answered the saint's call, all somehow seem emptied
out of the travails of history. Having said that let me quickly add that the biography is
of enormous value in reconstructing the details of Nagarathnamma's life as well as of
the context in which she lived. Carefully reconstructing bits and pieces about her life
and labour, Sriram's work is a treasure trove of detail that suggests the extraordinary
pressures that she and her community had to deal with as individuals and as part of
a collective whose value was under threat. He draws his inspiration from an earlier
biography by Banni Bai although it is unclear how his own work differs and departs from
the earlier work. One would have welcomed a fuller treatment of the earlier biography
and its location and which would have in my estimation substantively enhanced the
present work. For instance, how did Banni Bai see Nagarathnamma's defence of Muddu
Palani's work — did she endorse it all? We know from other kinds of writings that
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members of the devadasi community were very articulate and functioned as cultural
translators, enjoying in the process a certain status and confidence. How they deployed
this resource is an interesting question to address, and the Muddu Palani case could well
be a useful site to examine an older debate about gender relations within the tradition-
modernity grid.

Her Battle

The section on Nagarathnamma's battle for refurbishing the sanctuary of Tyagaraja,
the saint-composer of Tiruvaiyar, is perhaps the best in the book. The centrality that
Tyagarajaenjoyed in the imagination of the Madras elite aswell as in that of the community
of musicians comes through vividly and speaks for the power of a collective investment
in an iconic figure that gestured to the individual, to the community of practitioners,
and to the world of the new patrons at the same time. What is not so present in the book
is the music and performing style of Bangalore Nagarathnamma. This is not surprising
for we do not have too many recordings that would permit a close reading of the audio
material. What we do get a glimpse of is the polyphonic nature of Nagarathnamma's
musical inheritance, which was part of an older phase of Kamatic music's historical
trajectory when the emphasis on a particular style of rendering was not severely insisted
upon. We are yet to comprehend fully that phase of music's historical past, and it is to
Sriram's credit that he presents us with information and an analysis that permits us to
ask even more questions.

- Lakshmi Subramanian
(Courtesy The Hindu)
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IENCE OF SREE CHAKRA - Appended with
Dikshitar's Kamalamba Navavarana Kriti-s: By Dr. Pappu
Venugopala Rao. [Pappus Academic & Cultural Trust (PACT),
Chennai. Hardbound. Pp. 204. Rs. 999 / US $ 45].

Dr. Venugopala Rao says in his introduction that we
should not have fears and apprehensions about Sree Chakra.
After all, it is the yantra of the Mother Goddess. There may be
bad children but there is no bad mother.

The book has a beautiful cover page with the figure of
Tripurasundari drawn by no less an artist than Bapu. This, along with the rich red calico
binding with the Sree Chakra printed in gold, and the embossing of the Sree Chakra
in every page, make it appear like a divine diamond set in gold. The extremely heavy
para-intellectual and para-emotional, spiritual subject seems to unwind itself with a
clarity possible only through the conviction and self experience of this erudite author.
The success of the book is the achievement of communication.

The multilingual bibliography given at the end reveals the weight and importance
of the subject, but Dr. Rao needs to be thanked for his spoon-feeding technique which
makes the subject digestible even for the uninitiated. The inclusion of tabulations
and elucidations to highlight the relevant designs of the avarana-s in the complicated
diagrams of the Sree Chakra, separate diagrams and lucid explanations of the oft
repeated terms in our daily life like yantra, tantra and mantra — make it all delectable
reading. The book is aligned in nine chapters to suit the nine avarana-s and the mystic
number of nine. The appendix contains details of the navavarana kriti-s of Muthuswami
Dikshitar which are by themselves embedded with mantra-s.

Chapters 1 -9 take you on a profound conducted tour of an internal journey, into a
world of esoteric bliss. In this process many a divine secret gets unfolded. At the same
time, many familiar terms are precisely explained. The author explains that the means,
method and end are three components involved in accomplishing any act. These are
Yantra — a diagram, Mantra — a formula, and Tantra — its function.

Mantra is amental process. The author explains mantra as amass of radiant vibratory
sound energy or a formula consisting of a number of letters. A particular structure and
combination of syllables is known as 'matrika’ indicating the subtle form of Goddess.
This 'sabda sakti' gives life to the beings. Yantra implies forms given to the formless.
It is a dynamic diagram and not a static picture. Tantra expounds or gives the gnana
of mantra, yantra and their application. Hence it constitutes knowledge, meditation,
procedure of rituals and conduct of life. It is defined as the science of esoterics and the
art of realisation.
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Chapter 2 describes the Sree Chakra in detail. It is conceived as a form pattern of
Sakti and Siva mutually energising each other. The details of the diagram are discussed.
Chapter 3 deals with the navavarana or enclosures within the Sree Chakra. The symbolism
involved is three fold and nine fold. There are 43 triangles with the central dot or bindu
which is also considered a triangle. The details of the nine enclosures along with the
tabulation and diagrams reveal the profundity of the subject. They enable us to realise
how all the divinities are embedded in the diagram of the Sree Chakra.

Chapter 4 delineates the mantra-s of Sree Vidya. 'Vidya' is the very mantra dedicated
to the Goddess. The author lucidly explains the three mantra-s namely 'Bala’, 'Panchadasi'
and 'Shodasi'. There is a mine of information for the true seeker. 'Bijakshara-s' are
formulas, having in letter form profound concepts, and the author gives the reader a free
opportunity to understand the expansion of each letter in the mantra-s. By this charitable
act, the author takes all the readers into a bandwagon towards liberation, which is not
easily reachable. The simple explanation of the three 'kuta-s' or groups of seed letters in
the 'Panchadasi mantra' is like peeling the banana and feeding the readers.

The essence of Sree Chakra is a combination of five up-turned triangles and four
down-turned triangles representing the powers of Siva and Sakti respectively. The
author connects the diagram with the three 'kuta-s' of mantra and the three concepts of
creation, protection and dissolution respectively. The readers have to enjoy the sweet
themselves and not just listen to the glory of the taste.

Chapter 5 is another esoteric experience, where the secrets of the '‘Kundalini' power
and its connection with the Sree Chakra are showcased. The interconnection between
Vedic, Yogic and Tantric principles make the reader wonder at the integrated existence
of various practices in our Hindu world. The amazing assimilation of knowledge of
these and the consummate skill in teaching them to the readers makes Dr. Pappu's book
an invaluable contribution to human society. The lucid explanation of the connection
between the Sree Chakra and the human chakra-s flows like nectar. The author cautions
that Sree Vidya needs personal initiation from the right guru.

Chapter 6 is devoted to the explanation of the inexplicable 'Tripurasundari'. She is
smaller than the smallest and greater than the greatest. The five aspects of Sree Vidya are
guru, goddess, mantra, chakra and the sadhaka or the practitioner.

Chapter 7 gives the 15 meanings of mantra. 'Mananaat traayate iti mantrah'. It is
that which protects when it is chanted. Chapter 8 gives the pooja vidhi along with the
mantra-s and the ten mudra-s explained with illustrations. 'Mud' means bliss and 'dra’
means dissolution, that is, it gives the bliss of dissolving duality of the worshipper from
the worshipped. Mudra saktis are embedded in the third line of the Sree Chakra and
they carry the seal of authority controlling the lords of the ten directions.
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Chapter 9 gives a bird’s eye view of the various scriptures connected with the
subject, ranging from the 6th century to the 18th century AD. The Appendix contains
a detailed analysis of the navavarana kriti-s of Muthuswami Dikshitar which are
embedded with the mantra-s and concepts. The author highlights how Dikshitar
employs all the case endings for the name ‘Kamalamba’ or ‘Kamalambika” in these kriti-
s. His connecting the unique cross-legged seated posture of Kamalamba at the Tiruvarur
temple with Dikshitar’s phrase ‘vinoda charane” exhibits the author’s in depth field work
knowledge without being a deskwork archaeologist.

The Appendix is a crown-jewel and the two CDs (sung by Anooradha Sriram
and Sriram Parasuram) given with the book add to the esoteric artistry in the process
of creating an awareness, preserving our invaluable spiritual heritage and removing
our ignorance. This laudable effort of Dr. Pappu Venugopala Rao has the purpose of
establishing the oneness of knower, known and knowledge. The book is a rare tool
for realising the harmony between the individual and the universe or Divinity with
Humanity.

- Padma Subrahmanyam
(Courtesy SRUTI, MAY - JUNE 2008)
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