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OUR CONTRIBUTORS
Dr. Achuthsankar S Nair heads the Centre for Bioinformatics, University of Kerala. He 

is an electrical engineer who had his education from University of Kerala, IIT-Bombay and 

University of Cambridge, UK. He had served as Director of C-DIT, Govt of Kerala and also 

as Visiting Professor in University of Korea. He has published research articles on Carnatic 

music and local history of Trivandrum. Dr Nair is also a student of Carnatic vocal music under 

Sri Payyannoor Mahendran since 2006. He is the executive producer of the famous web site 

www.swathithirunal.in.

Dr. Arimalam S. Padmanabhan working as a Fellow in the Central Institute of Classical 

Tamil, Chennai, is a veteran Musicologist, Musician, Music composer and an Orator as 

well. His specialization of research is on Music in Traditional Tamil Theatre with special 
reference to the Plays of Sankaradas Swamigal. His research is centered on the ancient 

Tamil Classics such as Tolkappiyam, Sangam Literature etc. He has authored 5 research 

books and about 75 articles on music, theatre, folk art forms, dance and Classical Tamil.
He has composed music for two short films, several dramas and large number of songs 

and a recipient of Kalaimamani from the Tamilnadu Government.

Professor S.R. Janakiraman Professor SRJ, as he is affectionately known in music circles, 

is a veteran musician and a brilliant musicologist renowned for his powerfully authoritative 

and profoundly inspiring lecture-demonstrations. He received training under several 
great masters such as Tiger Varadachari, Budalur Krishnamurti Sastri, T K Ramasvami 

Ayyangar and Kalpagam Swaminathan at Kalakshetra, and Musiri Subramanya Ayyar, 

Tiruppambaram Swaminatha Pillai, Mayavaram V V Krishna Ayyar and T Brinda at the 

Tamilnadu Government Music College. He was trained in musicology by Professors P 

Sambamoorthy, Balakrishna Ayya and P K Rajagopala Ayyar. Author of several books, he 

is a Sangita Kala Acarya.

Mr. Kanniks Kannikeswaran is a musician, composer, music educator based in Cincinnati 

Ohio. He has been an Adjunct Faculty at the Composition / Musicology / Theory Division 

of the College Conservatory of Music since 1994. His presentation titled ‘The nottu-svara- 

sahilyas of Muttusvami Dlksitar’ won him an award at the 2007 conference of the Music 

Academy, Chennai. Kannikeswaran is the first to record the entire set of nCttu-svara-sahityas 

with Indian voices and western orchestration.

Dr. V. Premalatha Assistant Professor in the Department of Performing Arts, Sri 

Vcnkatcswara University, Tirupati. Study of Music manuscripts has been her main area of 

interest. She was the recipient of the National Fellowship in Arts - Music (Junior) awarded 

by the Sangcet Natak Akademi (2003-05). She has presented research papers at various
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seminars and Conferences and some have been published in leading journals. She is now 

handling a Major Research Project funded by the UGC, surveying and documenting the 

Music manuscripts of the Oriental Research institute, S V University, Tirupati.

Dr. N. Ramanathan, A musicologist, who has guided many doctoral dissertations on 

music and after retirement from the University of Madras, is presently associated with The 

Chennai Mathematical Institute and the Kalakshetra. He is on the Advisory Committee of 

The Music Academy and a member of the Editorial Board of its Journal.

Dr. Ritha Rajan A performer of Karnatic music and a scholar. She has retired as the 

Professor and Head of the Department of Music, Queen Mary's College, Chennai and is 

an Advisory Committee member of The Music Academy

Dr. S. Sankaranarayanan has a Doctoral Degree in Ancient Indian History and Epigraphy.

He was Director and Professor of the Oriental Research Institute of the Sri Venkateswara 

University, Tirupati and served as the Head of the Department of Indian Culture of the 

same University. He is at present the Honorary Director of The Adyar Library and Research 

Centre, Chennai. He received the ‘Award of Certificate of Honour to Eminent Sanskritisf 

by the President of India, in 1994.

Dr. T. S. Sathyavathi Professor in Sanskrit at Vidya Vardhaka Sangha First Grade 

College For Women, Basaveshwarnagar, Bangalore, is a scholar, composer and performing 

musician. She has been guiding many research scholars and is a recipient of many titles 

and awards.

Dr. Swapna Sundari received training in Kuchipudi under the renowned masters Pasumarthi 

Seetharamaiah and Vempali Chinna Satyam. Her gurus in Bharata Natyam include K. N. 

Dakshinamurthy, Adyar K. Lakshmanan and B. Kalyana Sundaram. She received specialized 

training in abhinaya from the veteran performer and teacher, Kalanidhi Narayanan. Swapna's 

painstaking research into the temple dance traditions indigenous to the region of Andhra 

Pradesh has resulted in the unearthing and reconstruction of a nearly defunct dance genre,

Vilasini Natyam.

Dr. Vijay Krishnan a Professor of Linguistics at The English and Foreign Languages 

University, Hyderabad, India, is a vainika who trained under the late Shirmati Karpagavalli 

Gopalakrishnan, disciple of the Late Ranga Ramanuja Ayyangar of the 'Krtimanimalai' fame.

He has subjected his musical insights to a thorough linguistic scrutiny in his book "The 

Grammar of Carnatic Music" (Mouton de Gruyter, 2007) and subsequent presentations. 

Apart from being a theoretician on the cognitive aspects of music, he is a performer who has 

performed widely in India (including the Music Academy, Madras), Europe and the US.
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EDITOR'S NOTE

I have the great privilege of continuing with the same Editorial Board as 
of 2008. This has been a very positive component because it gave me the 

consistency, continuity and commitment at the same level as of last year. 
We had a perfect understanding of our roles which helped me to bring out 
the journal with many more academic articles.

This year we have included five articles from the lecture demonstrations 
presented during the December 2008 morning sessions: ‘Some Eka- 
Krti-Raga-s of Tyagaraja’ by Professor S.R. Janakiraman, ‘Music in 
Manasollasa’ by Professor T.S. Satyavati, ‘Music and Language as Innate 
Systems’ by Professor K.G. Vijaykrishnan, ‘De-mystifying Svati TirunaP 
by Professor Achyut Sankar Nair. We have included an article on ‘The 
music of dramas of Svami Sankaradasa’ (in Tamiz) by Dr. Arimalam 
Padmanabhan. Apart from these five, you will also find the summary 
of the discussions on the ‘Comparative study of the Laksana-s of some 
Raga-s’ pertaining to December 2008 conference organised by The Music 
Academy in which a panel of experts, namely, Sri Chingelput Ranganathan 
Tmt. Suguna Purshothaman, Tmt. Ritha Rajan, Tmt. R.S. Jayalakshmi, and 
Sri N. Ramanathan participated. A year ago, Prof. Kannikeswaran from 
Cincinnati, USA, presented a lecture demonstration at The Academy on the 
‘nottu-svara-sahityas of Muttusvami DTksitar’ That article is included in this 
journal.

We requested famous dancer-scholar Dr. Swapna Sundari for an article on 
‘Vilasini Natyam - Tradition & Transition’ and have included it. Another 
very great scholar Professor Sankaranarayanan, Director of The Adyar 
Library has been kind enough to share with us a well researched article on 
‘The Maratha king Sahaji and his GaurT- Sankara Pallaki Seva Prabhandha’ 
One more article is on ‘Talakalabdhi of Acyutaraya: Discovery of a new 
work on tala’ by Dr.V. Premalatha a promising young scholar.

A
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We published some ‘Rare musical compositions of Tyagaraja’ in the 
Journal of 2008. This year we have hitherto unpublished ‘Compositions 
of Muttusvami DTksitar from the Manuscripts of the Tanjavur Quartet 
with notations’ contributed by Prof. Ritha Rajan. There are also the usual 
preliminary pages covering the Inaugural function, the Sadas and the day to 
day details of the conference of 2008. There are a few Book Reviews and 
New Arrivals included at the end.

With as many as ten research articles covering a wide variety of topics, I am 
sure the Journal lives up to the expectations of the scholars and connoisseurs.
I am grateful to all our contributors. As the readers might have observed 
in the last year journal, we are incorporating diacritical marks in all the 
articles this year also.

We have uploaded to the Academy website, www.musicacademymadras.in 
the database of all articles of the Music Academy Journals right from 1930. 
This has been possible due to the single handed efforts of Dr.V. Premalatha. 
The Executive Committee of The Music Academy has decided to gradually 
and selectively upload the Academy Journals to the website. This year we 
are making a beginning. Most of the old numbers of Academy Journals are 
available for sale.

Sri N. Murali, The President has been a constant source of encouragement 
and inspiration.

Our endeavor has been and will be to publish research oriented academic 
articles covering wide range of topics with no errors to the extent possible. 
Readers are encouraged to send their feed back or comments by email to 
editormajournal@gmail. com

Pappu Venugopala Rao 
Editor

J^
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82nd ANNUAL CONFERENCE AND CONCERTS
Monday, 15th December 2008

Welcome address by Sri. N. M urali, President

H onourable Vice President of India Sri. M. Hamid Ansari, His Excellency 
Governor of Tamil Nadu Sri. Surjit Singh Bamala, Sri. Thangam 

Thennarasu, Minister-in-waiting, Vidvan Sri. A.K.C. Natarajan, other awardees 
of the 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 great pleasure in 
extending a very warm welcome to every one of you to this inauguration of the 
82nd Annual Conference and Concerts.

I extend a very special welcome to our Hon’ble Vice President 
Sri. M. Hamid Ansari. We are indeed overwhelmed and touched by his wonderful 
quality of honouring his commitment made, whatever may be the inconvenience 
he has to endure. For, following a change of schedule, Parliament is now in 
session and as Chairman of the Rajya Sabha, he has presided over its morning 
session today and has taken the flight to be here with us. He is flying back 
straight after this function. It is a fine example of always keeping one’s word 
and is eminently worthy of emulation by those holding high public offices. I do 
not find words to adequately express our collective appreciation and gratitude 
to him for this unforgettable gesture. It is also a reflection of his deep interest in 
culture and fine arts.

Our Hon’ble Vice President Sri. M. Hamid Ansari has had an illustrious 
career in the Indian Foreign Service, having served as an Ambassador to 
U.A.E., Iran and Saudi Arabia, Chief of Protocol, Government of India, 
High Commissioner to Australia and Afghanistan and India’s Permanent 
Representative to the United Nations. His deep interest in academia and 
education has seen him, as Visiting Professor, Centre for West Asian and African 
Studies, Jawaharlal Nehru University, New Delhi, Vice-Chancellor of Aligarh 
Muslim University and Professor for Third World Studies, Jamia Millia Islamia,

http://www.musicacademymadras.in


New Delhi among other positions. He was the Chairman of the Fifth National 
Commission for Minorities from March 2006 to July 2007 before he took office 
as Vice-President of India and ex-officio Chairman of Rajya Sabha from August 
11, 2007. He is a person of erudition and is a prolific and scholarly writer.

I would also like to refer to a special connection which makes our Vice 
President’s visit one of historical and memorable significance. It was his 
maternal grand uncle Dr. M.A. Ansari, the great freedom fighter who was the 
President of the 42nd All India Congress Session held in Madras in December 
1927. In tandem with this session, an All Ipdia Music Conference was held with 
the creme-de-la-creme of Carnatic Music performing and papers on music being 
presented by experts. One of the resolutions passed at this Music Conference 
was for a Music Academy to be set up in Madras. Pursuant to that resolution, 
this Music Academy was bom in 1928.

I would like to extend a very special welcome and thank our Governor 
His Excellency Sri. Surjit Singh Bamala for his spontaneous acceptance of our 
invitation to preside over this function.

Our Governor has had a long and glorious innings in public life having 
been Minister at the Centre and the Chief Minister of Punjab. He is a leader 
who combines a fervent concern for regional aspirations with a broad national 
vision. As a political leader he has embodied the values of peace, democracy 
and secularism. He has endeared himself to everyone through his qualities of 
humanism and self effacing humility. In his leisure time he gives expression to 
his fine creativity through painting which is his passion. His interest in music 
is also well known. I thank him immensely for agreeing to preside over this 
function.

The special significance of the presence of the two high dignitaries at this 
function lies in the fact that the year 2008 marks the auspicious 80th year of the 
founding of The Music Academy and there cannot be a better way of celebrating 
this occasion.

I extend a special welcome to the Minister-in-waiting, Sri. Thangam 
Thennarasu who is the Minister o f Education, Government o f Tamil Nadu.

---------------------  THE MUSI C ACADEMY • J OURNAL 2009 • VOLUME 80 ---------------------
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This Margazhi music festival which is unique to Chennai is one of the 
largest in the world and The Music Academy has always been at the forefront.

The new season will begin today, taking off from last year’s highly 
successful one, though it will be on a rather sobering note. For, it takes place in 
the wake of the deadliest and most audacious terror attack on India. Our hearts 
go out to the innocent victims of the brutal carnage and the brave persons who 
sacrificed their lives in the line of duty and all their families.

The forthcoming music season can, perhaps, provide a degree of solace 
and create an uplifting and transcendental experience in the aftermath of 
the horrendous events. It could also help turn one’s thoughts away from the 
continuing global economic and financial meltdown that has had an adverse 
impact on India too. In these troubled times, Chennai’s famed music festival, 
could at least help strike soothing notes of hope, peace, goodwill and harmony.

Against this background it is heartening to find such an overwhelming 
response from rasikas even within a few hours of the Academy’s counters opening 
for season ticket sales. It is also a matter of great reassurance and satisfaction to 
us that quality classical musical fare in an excellent ambience will always find 
appreciative audiences in large numbers.

As members and rasikas are aware, the on-going infrastructure upgrading 
and modernization programme during the last three years has created a vastly 
enhanced ambience. All this has been possible through the great and spontaneous 
generosity of the wonderful donors in the cause of this great institution. We have 
earlier handsomely acknowledged every single donor for making this endeavour 
possible.

Significant improvements to infrastructure have been made since last 
year’s annual festival. As promised, the balcony seats have been replaced with 
modem and comfortable ones with greater space and legroom, involving some 
civil work also. Around 150 seats had to be sacrificed in the interests of comfort 
and safety. A new modem, energy saving and efficient air-conditioning system 
has also been installed.

Painting of this heritage building, long overdue, has been completed 
through the generous sponsorship of Nippon Paints and with the hoardings
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already gone, the Academy’s building is now back to its full grandeur. In all 
this, our fine architect Sri. P.T. Krishnan’s role has been invaluable.

In connection with the Academy’s 80th year of its founding, the Academy 
conferred a Special Lifetime Achievement Award on the violin maestro Vidvan 
Sri. Lalgudi G. Jayaraman at a very well attended function in March 2008 
presided over by His Excellency Sri. Gopalkrishna Gandhi, Governor of West 

Bengal.

The Music Academy’s archives o f music recordings and books are a 
veritable treasure trove. A long time dream that is now materializing is the 
project for digitizing its music recordings. The Academy has in its possession 
its own recordings as well as those donated by well wishers of about 6000 hours. 
Sri. R.T. Chari, our esteemed Committee member, a passionate connoisseur of 
Carnatic music and heritage, has a collection o f about 6000 hours of Carnatic 
music. He is in the process of handing over all this to ‘The Music Academy- 
Tag Digital Listening Archives’ which has been set up at his own cost. It will 
initially have 10 touch screen kiosks linked up to a central server which houses 
all the music. At the touch of a screen connoisseurs can listen to any individual 
musician or a composition or a concert or excerpts of concerts. This facility was 
inaugurated at a special function just a couple of days ago. The Music Academy 
is indeed grateful to Sri. R.T. Chari and his brother Sri. R. V. Gopalan representing 
Tag Corporation and Ramu endowments for this wonderful generosity.

The Academy’s Journal, a highly valuable publication, will sport a new 
look and will be released at this function by our Governor. The new Editor of 
the Journal is Dr. Pappu Venugopala Rao, one o f our Secretaries and a renowned 
musicologist and scholar. He is ably assisted by a reconstituted and enthusiastic 

Editorial Board.

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 chosen a stalwart, 
clarionet maestro Vidvan Sri. A.K.C. Natarajan for presiding over the Conference 
and receiving the prestigious title o f Sangita Kalanidhi.

---------------------  THE MUSI C A CADE MY • J OURNAL 2009  • VOLUME 80 ---------------------

14

Vidvan Sri. A.K.C. Natarajan comes from a family that has been devoted 
to wind instruments. He was taught the nuances of playing the clarionet by his 
father Sri. A.K. Chinnikrishna Naidu who was an accomplished performer on 
the instrument. From the age o f ten he also learnt vocal music from Alathur 
Venkatesa Iyer and Nagaswaram from Iluppur Natesa Pillai. His preference was 
for the clarionet in which he gave his first public performance in 1946. He joined 
All India Radio in 1949 and resigned his job in 1952 to become a full fledged 
clarionet artiste. His performance that year in Madras was praised by none 
other than the great Ariyakkudi Ramanuja Iyengar. The nagaswaram maestro 
Sri. T.N. Rajarathinam Pillai also encouraged him and gave him the title of 
Clarionet Everest.

Sri. A.K.C. Natarajan worked hard for the clarionet to be accepted as a 
Carnatic instrument by the layman and connoisseur. His profound vidwat and 
musical abilities combined to bring the vocal and nagaswaram banis to the 
instrument. His raga alapanas, his swara renditions and his special manner of 
presenting kritis are unique and ensured a wide fan following.

The Music Academy in recogonising his pioneering efforts that have 
certainly enriched Carnatic Music takes special pride and pleasure in the choice 
of Vidvan Sri. A.K.C. Natarajan for its highest award.

Three years ago, THE HINDU instituted an annual award of Rs. 1 lakh in 
the memory of the immortal queen of melody Sri. mathi M.S. Subbulakshmi to 
be given to the Sangita Kalanidhi elect at the inaugural function. The Honourable 
Vice-President of India will be kindly giving away the “Sangita Kalanidhi 
M.S. Subbulakshmi Award” to Vidvan Sri. A.K.C. Natarajan later today.

The Sangita Kala Acharya Award goes to Mridanga Vidvan Mavelikkara 
Sri. K. Velukutty Nair and to Bharatanatyam Guru Smt. Sarada Hoffman. Both 
have contributed significantly to their respective fields.

The two recipients of the TTK Memorial Award are Violin 
Vidvan Sri. Annavarapu Ramaswamy and vocalist, Vidvan Sri. Palai 
C.K. Ramachandran. Their meritorious contribution to Carnatic music is being 
recognized by The Music Academy.
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This year the The Music Academy has also introduced a Musicologist 
Award. It will be given to Dr. S.A.K. Durga, the renowned music scholar and 
ethnomusicologist.

These five awardees will also get “The TT Vasu Memorial Award” which 
is a significant cash award that was instituted by the family of late T.T. Vasu last 
year.

We are presenting in this year’s programme over 80 performances which 
include our stalwarts as well as young and promising artistes who are all set 
to give their best. The morning conference sessions have been formulated 
thoughtfully by our Experts’ Advisory Committee whose new Convenor is our 
Secretary Dr. Pappu Venugopala Rao.

Our Sadas on January 1, 2009, will be presided over by Sri. S.Ramadorai, 
CEO and Managing Director of Tata Consultancy Services.

The third edition of our weeklong Dance Festival is being held between 
January 3 and January 9, 2009.

The year 2008 is the year of the birth centenary of so many stalwarts 
of the past who have contributed immensely to and enriched our fine tradition 
of classical fine arts -  Sri. Semmangudi Srinivasa Iyer, Sri. R.K. Venkatarama 
Sastry, Sri. Palani M.Subramania Pillai, Sri. Kunnakkudi Venkatrama Iyer, 
Sri. M.M. Dandapani Desigar, Sri. Periyasamy Thooran and Dr. V. Raghavan. 
Dr. Raghavan had also distinguished himself as the Secretary of this Academy 
for several years. We salute them all.

On behalf of our entire team, I wish you all a very enjoyable music 
season and a dance festival and a New Year that is free from sorrow, strife and 

violence.
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Inauguration of the Annual Music Festival
82nd ANNUAL CONFERENCE AND CONCERTS

The Music Academy, Madras

Monday, 15th December 2008

Hon'ble Sri. M. Hamid Ansari
Vice President of India

It is a privilege for me to be present here today among such a distinguished 
and discerning audience at the inauguration of the Annual Conference and 

Concerts of The Music Academy. The month of December in Chennai is the 
month of melody. Various cultural organizations compete to showcase the 
brightest and the best, the upcoming and the emergent, and of everything else 
that lies in between, of the ocean of Carnatic musical talent. This not only makes 
the city the cultural pole star of the country but has sustained and enriched the 
varied and vibrant musical traditions of India.

The Music Academy has a glorious history and tradition of over eight 
decades. It not only covers the theory and practice of music but has undertaken 
important steps in spreading awareness about various aspects of classical music 
through its lecture demonstrations and academic discussions.

The Annual Award that the Academy confers on eminent musicians 
is a just recognition of their talent and hard work. I heartily congratulate 
Sri. A.K.C. Natarajan, who has been conferred this year’s Sangita Kalanidhi 
Award for his significant achievements, especially for the determination with 
which he pioneered the use of a western instrument, the clarionet, in Carnatic 
music.

The city of Chennai, and the Music Academy, needs to be complimented 
for promoting music over the decades.

To my mind, music does for the soul what yoga does for the body and 
mathematics for the mind. Music transcends the barriers of culture, class, 
ethnicity and other divisions as it carries within it the seeds of all that is pure, 
exalting and, indeed, divine. Since all traditional belief systems hold the priority 
of the soul, the centrality of music is beyond dispute.
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There is one other point about music that is noteworthy in the Indian 
context. It transcends barriers of caste and creed and is a unifying thread. All 
sections of our very diverse population have contributed to it, and all enjoy it in 
equal measure.

The creativity and spirituality associated with music is well known. Less 
appreciated is the linkage between music and technological innovation. This 
manifests itself in the development of musical instruments. The modem age 
and the technological revolution have given new instrumentalities to understand 
music, create music and reproduce it. It has made the task of popularizing music 
across physical and ethereal media much simpler.

Yet, as all the artists and rasikas in this audience realize, there is never 
any substitute for hearing music in person in a concert. The immediacy and 
spontaneity of a concert can never be replicated by technology.

I once again thank Sri. N. Murali for inviting me to inaugurate the Annual 
Conference and Concerts of The Music Academy.

I also take this opportunity to wish all connoisseurs of music and the artists 
who would perform during this season many hours of musical bliss.

• .................................................
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PRESIDENTIAL ADDRESS BY
His Excellency Sri. Surjit Singh Bamala,

Governor of Tamil Nadu

at the inauguration of the 82nd Annual 

Conference and Concerts 

The Music Academy, Madras

H is Excellency Sri. Surjit Singh Bamala, Governor of Tamil Nadu at the 
Inauguration of the Annual Conference and Concerts at Music Academy, 

Chennai, released the Journal o f the Music Academy. In his speech, he 
commended the services rendered by The Music Academy for the promotion 
of classical music and dance. He congratulated The Music Academy for its 
dedicated service in spreading our rich art and tradition and conveyed his warm 
felicitations to Sri. N. Murali, President and the Executive Committee of The 
Music Academy, artists, musicologists, scholars and all the rasikas.

• ................................................•
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uDQnnrrBmlijwh ̂ sdsdsuit ofi^gHrrai A.K.C. ^m iraar  
SieUlTdbSrilaT &8D®D&M) S.flDJJ (15.12.2008)
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LD6nfl̂ 6DT ClpnrLraJdSl cSleroerasp fLu51rfl6im&ja(6TijU] .@6©aa@  mujrij®LJ6iD6u. ^6roaujrT6U 

6uamrTarTp <(s>pium 6Tp? c31pp @6©a6®iu p6DTpnadila 61abrT6iroT@ <S>6iDauL 6urnjpp6UiTa6Trt 

6Uny3U6UITa6TT U6UIT.

<^6TDŝ L£i6XDupuS1eb J561D6DTUJ U6U gjT{bpn6niir(3a 6TT p 6um GmpGlao6iroTyi0aa C6U6Dbrgu]. 

31p p 6iDpu5l6u arT6u urfjlpp, 6j51(LprBgj6i51il(5 , tl6uprt51aarT6DDT6b 6T6nTugj Q>6ij6l6ijrT0<®6D3auiS1rfluj(fl6DT 

?L6Tr6TTniTrijaj G6uil6iDa. 3 iGpGurT6b gj6UTuaaL6iD6u r̂T6tinr©Lb (Surrgj GprT6uuflujrTa ,@0LJup @6©a. 

g_6ua ar£j<$pa ai_6iSl60T prijasiijmrTa 6i5l6mij(paiJ flaeuTeroeur, USlu r̂fla t*Harn_i£). c^«?a6rouu5l6UT 

ang6lSl6b (yjy)61]pib p6©6UTpp, (y)6©6TTpp, GT(yipp, (@f£j(p (P(y)li)lu51®a(pm (3 l6n)6IJTpp

®6roaaa6©6U(65iTa(6T5a®ij), <@6n)ao#lana(6T5a(pLb ctott rflijib pnyjpp 6U6uuTaarkJa6TT. @6roa

6T6UT6g>ILD .@LDUJLD6®6Uu5l6b 6j>0 L|6TT6lfl ĉ |6TT6X| fLf&Ja6TT (Lp6DT r£lpd5)6DTGp6ljT. pli5)(y)a@ afliaib  

(3 l6iDmppp CurT6o, arr6iifliLip<£lfb@ arT6iflprT6n)6ur c3 i6iDmppp Guit6d, rflp^lijriia(6T5a® ijeaSleuRLorr 

d jla ijp p p  C5urT6u, ariidippd5lp«rTaG6ij GprT6nnfjliu arii&g 6i51p 6upa6iDu, liiliLjjtfla c§larTLiil, 

c§laa6iDuiurT6b G1afiTij6ULJU@^^uu@6U6®p pfT6DT flauiip Flu0m urraiumna a®gjd51Gp60T.

® p g J L 6DT 6T6nr <@6® aU  UUJ6UUTpd£l6UT 6©m6U a p a 6©6TT 2_rEJa(6T5 L 6UT udSIrrrBgiJ 61arT6TT l̂Gp6DT. 

1 9 6 5 - 3 £ m  c9i6DijT@ 6T6OTp @®prTpiT cStb^sipTiT (urf) 6l 6u riiaG L .a  sjiliit c5 l6urTa(6T5a @  arij^bp  

6iS)p6upa6a>uuSl661 ® r jg j  6j> 0  a ipp ii) 6u p p p .  3l££l6b. p r£ ja (6nj6©LUj # L iT a 6Tfl6b, Lfilaa # lp u u n a  

G p iia rflu  61upp # lit ® ® 6uerog p r n iia 6TT 6Triia6TT a r o u a ®  61prfl6]51pprT6b, ,3 l6U © a@  <@6ma 

rflay ia rfl ^ r a rp  ,3 l6iD m pp p 0 <£lGprTm 6T6UTpm 6T6arG6u G p iia ^ lu  F lu p p  6j?©6U6©ij 61prf)6iSlaa6ijm

6T6nT6X|ib (Slaayipp^l6b 0rfjluiS)Lliji0ppp.

c^aaLDUJli] prTSDT ®0pnprflLm UrTLpffilp® (Ha6imf5l0pGp6UT. 3l6UITa6TT 6T6OT6uflLli) (31pflj® 

aipp^6®^arT6iTOTiSlpgjrSna6DTp6urTrflaiilprTUjrT?6T6nTp(SailLmTa6fT.GaLL6i]L6DTI63Slp6û a6rouuSl6DT 

9 fiTrfofiTT 61a6UTp 6UrT(#laa 6UrTujUL( 61I0 GlDFT? 6T60Tp 6TbUOibUOlp̂ jl6l5)0pp 6T6UTa®, i@p <@6DTU 

<3(<fjlrrarfl 6Tearpngjjiii, @0pnprfl6UT urflLjj(T6mrr <3î liT6urrpLb Gp6n>6u 6TOTTp GpnenTrfflujp. 

c9i6IDaiUIT6U, piija6Tfl6DT ÎjrfllTSUrTpU) i£)6lDLpprT6b pnenT 61a6UTp 6Unrf1p§J 6U0d51Gp6DT ST6DTP 

61arT6DTG6UT6DT. c^6U nra(6T5LD «@6lDappniTa6Tr. “6T6DT #L6BT A.K.C. pLljrTg}6UT 6T6UTU6U60T p6DT® 

urTLrTppijappmna l̂6TrrrrflsxjTLl 6un l̂uu6U6DT. a6©ua(p <316U61D6&t pn6DT ^igyuiSl 6®6ua l̂Gp6tfr” 

STBDTp 6T(Lp̂ l6urniT. a6D)uuS]6TJT0U3 c9Ipp<s Q)ui_|aClarT6oiiT(3 ua6u 1 .30a®  rfjlayiarfl <5l6n)U)pp, 

aijipii) 6 u p p p .
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C^lpp 6U0LU) 1956 li c5j)60Dl3 prT 6̂TU6UIJ SlDeiDp ^Irfl653*1̂1 LDLp&D)6U aUfJLD6OTnjJtSl6TT61D6TI

c5l6U(Ta6TT arij^p a6unr51̂ 1 flu0d51pniTa6TT.

2 5 .12 .1 9 5 6 m ^j6DTp @ij6ij 9 .15  mroufla® stctt mrT6DT#a ® ®  ^)0 6 urT6u@p6n)p

(mfjT.N. ijrT (̂jp l̂6DTm iSl6TT6iD6rr c9 l6uiTa6TT (5 larTLLJ51uSl6U6urT^lad51prTiTa6ir. <3 &6UTrT6b, prj^liT6ijiL6uamrTa 

ET6DTmiT6DT^a@0 (L[T5 T.N.R.t5 l6uiTa6frl2 .12.19566b(@6D)p6UCTTijiGarrpp6]SlilLrrrTa6ir. ®pprrp6ru6ug 

2_6u^lp@ Fr-QjiTlaujuj (Lpyuurrp GurfligLJurT0m. c9 l6Uijp SLpuq iLinnjrjngum r-@ flaujiu (jpipiurTpp. 

c5jj6DTn6u (£H6uiTa6TT 6^nrflaa C6U6nurijiuj Gp^)u5l6u, iurT6iD(j 6urT^laa6n)6uuup 5T6DTp @ijLjuii) 

n ^ p p p . c§lp amium, pnp6ru6uij mrTGm6ropaerr 6T6uG6un®m ®0ppniTa6TT, @0ppfTgjjii. 6T6DT 

mrT6m#a @ 0 pnprfl6DT (T.N.R.) cgirflacgpm, c51©(6T5i i  urflLjjijemiTmrTa 6T6nra0 d^6TOLp$0ppprTgijm, 

(3 1 iTaffrflLp^l6u 6^0 pperopuSlLm ® 0 u u p  Gun6b lifla Clp0aam na pnem uLp^leupppngijm, 

ariii^p nSlpnjpaOTDuuSleb r§6rop6̂ m6UT(Lp6TT6Tr 61urflLU6uiTa6TT 5T6DT6nflLm 61prTLiTL| ClarT6iror@, 

61urflijj6iiiT 6un#laa C6U6miTipuj Gp l̂uSleb j§ 6unrfladSl6nTprTiLirT? ffT6DTa GailLrTiTa6TT. fT6DTp 61u0 m 

unaiumna a 0 ^ 1, l̂06urT6u@p6iDpiurT6n)ij m6UT̂ l6b iSlorriip^lpp, “3 i6uiTa6fr GlpujeumodSl, 

c§l6uiTa6TT 3106TT &T6UTa0 <il6iDLppj, jS Gumu 6unrfl” GTOTTp 3i®6iD(65uSli:LmrT l̂rfl Gpn6nrn51ujp. 

prT6P)im 6urri#lLJuprTa amn51nSlLG>L6nT.

t31p6DT uip, rj6i| 9.15 mroufla® ElprTLriii^l, @rj6ij 10.30 m6uufl 6U6idijuS16u 6urrrflpGp6UT. 

(3 lpp  r^layjarfl cSi6̂  <®p^lujrT CSgyi(SLUiTEiSl6b (AIR) GpijipiurTa 6p6i51uuuumiSlpp. c9l6nTp (Lpp6b ct6ut 

6unL^a6n)auSl6b d£l0 uum  ejpuL@, (3 1 ^ 6 0  2_6uap^lgijm, st6dt ®6roa 6unLpa6roa uuj6iniTm, fl6uprf5l6iDUJ 

GpnadSl G un ap  flprTLrij<ilujp. 3 1 pp @  <@pp arijiSp  6i51p6upa6n)u prr6UT anij6DDTmfTa r3l6rompa g | 

5T6nTU6IDp Lfflau flU 0 6 TOmUL(L6DT ®aa6lDUu5l6b 61prfl6]51ppa 61arT6TT(̂ IGp6DT. lSlp@  a rij^ p  63Slp6Up 

a6lDU lillLJjrfla (3larTLLJ51liSl6nT p6ID6U6UIT 0 ^  N. (Lprj6Tfl (3l6UITa6TflLlil0pp ClprT6n)6uGu#) 3l6IDLpUL| 

6u p p p . <@pp 3 &6mJTS prRja(6p a 0  a r ij^ p  a 6urrrSl̂ l n S I® p  6UL£rii(pm pua 6jam 6DTpna a 6rouuSl6b 

r̂rmrT6DTm fla u jp  p rijacsp a®  3l6Tfla® (@0a<^l6DTGprTih 5T6Drp flprfi6]SlpprTiTa6TT.

3 lLjGurrp ClprrLr&jdSluj ElprT6iD6oGurfl 3 l6iDL5 Ui-| ®66) ®6DTpm r51p a 6]Sl6U6®6u. flprTLiippj 

a rij^ p  6UrTUJLJUrTL@ n5]p6UrT6DTa6TT, 6UUJ6l5l6nT 6]Slp6UrT6nTa6TT, eT6DTUrT6b 3 l6nTL) flarTOTDTL o^®u  

flu0maa6Tr 6T6DTp u6O0ii 6iinijppaa6fr ElarT6b6iS) 6U06iip 6T6urp 6 0  c S i^ G  arreu <@6roaa 

Ga6tD6uaarra 5T6DT &T6DPT6Puiim flurr(Lpp 6T6nr6iD6DT Lfilaeijii m«il|^arfl 3l6n>i-iiJ 6iaujp63SlilLp. 

®g6DDT@ c3 !)6iroTGa 0 5 ®@ (y)6DT, p 6TT6Tflijn5l6b anrfl6b 6upp flarT6iiiiryi0pp Gunp, flurfluj 6i51u p p  

6 jp u ilLp . 2_oS1it iSleroL̂ uGueoTn? 6T6DTp Ga6TT6iSl felpppp. 6T6U6urTm 6U6U6U amujL|ijpp (3 uburT6TT 

a 0 6 n)6DUTu5l6nTrT6b 6T6b6urr6upn51p0m Gm6b Q>0 a a ^ l 6T6DT6TD6UT anuunpr^l, mp iSlp6iSl 6T@aa 

6tD6uppp. <3 lpp@ ang6Dimi] «@uGunp Ljrflpppi. 6 0  3 i 6MTG arT6umna piT6DT <®6roapflprT6Tnir@ 

6jGpn îj6TT6i| tlaLupeTTeTreromiuneb Lffemngm iSlp6iSl 6unujppp. arli^pa6unrSl^l 6iSl0p 6urTrijarTL06b
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rBujrTggOTT LD6mpuja ssiLnaj] sTroTup ^l6U6®60 rijLijrTgjenT cS&Leuijff-GufleuT c%6iD6DiJTU-|Lb,

^m inL irra jp  c§uburT6TT GurT6U fL6TT6Tip.

5T6Dra@ ( i l e a j L ^  <@f5^ nSlpnosj, erern mrT6DT#a @ ® ,  61^6^6106ur (yr§ u6Uijrru)6DT c9i6uiTffi6rr 

[«̂ l6TTrrrfl6UTLl LDnCLD6n)^), r5rr^6TU6uij &atj6urrajtfil mnCSmeiD^ ^)(nj6urT6u(j)gjj6n)p (ut^ T.N. i ju g g i j^ lm ib  

lSl6TT6ro6TT c^eUlVaCTT, 6T6UT ajnj6ID0jliJrTIT QJT§ A.K. tfl6DT6UT d61(njrijl6DUT pntL|@ c§l61J(Ta6TT, 6T6DT

@ 0 p n ^ r r  ,3i6upg>jTrr (ut§  6l6ur£j«G>Lff- ggujiT ^euiTffieTT, <§}gyuLjjiT (urf) {s G l ^ lj LS16TT6XD6TT c!H6uiT«6Tr 

m p p i i  meroppaj a^rii&jj mrTGm6rops(6Tjj6iDLUj ungjm j n51rjjSjnL<$6Tfl6b aLDiTUiSladSleniGpeDT.

6T6DTLHT6U, (3l6UTl_|6Tr6Tni) flarT6uijTL IJ^1®U flU0UJa®6TT ^6®6Ijr6U©li] 6UrTl5pgiJffia6TT ff61(l51uJ6IDp 

FTjrT6DT 5T6DTflp6nrpU] LOp«®(ipyULirTp. (Sl6UrTa(6T5ffi@ ST6DT lI)6DTlDrT(TrB  ̂ p6DTrfjl6ffiUJ (Hdgrfld ilsjpa  

f1arT6TTiilGp6DT. aLeromeronje1 f la iu ,  u 606id6ijt ST^liTurriT«®rTG^ 6T6DTp ^6iDaju5l6ijr 6urfl®6TT gtott flp (grfl6U  

r5Lg6un@i^l6DTp6OT. £ it G lu p ii)  (y]6ropu5l6u aL6®iii6rouja flauj^rT6b, r f lp u u n a  @ 0 a a 6 u n i i )  6T6UTi_ip 

rSlaaujii].

<@j5̂  a r i j^  6]S1̂ 6û a6rouuSl6DT iDrTflU0ii) ss6urTr£)di) n51©gjj 6T6UTffi(gj «£lra)LejejgiJ
6T60T c§iroTiSlp@ un^^lgLDrT6DT a r i j & s  6]Slp6unr6DTa(6T5a(g <il6n)LSjgj mnrfjlrfl, c?H6uiT«6ifl6b 6j)06U6UTrT« 

<®d5Pj£jJ* .SJrjjflj 6]5l06TD^U 61up<fl6DTGp6Dr.

6T6UTa@ 6umijLJ6©u p p p  fla6TTrj6uuu@p^liu p6ro6U5urr, I L u  ff)6ro606U(Taefr,

anrflujg|ffl#la6fT, 61urT06TrrT6TTiTaerT m p p i i )  rfjliinjrTa (gj(yinSl6nTiTss6TT, anouiiSleDT ElunpuurT6TTiTa6Tr, 

c!Hriiai5<£)6nTiTffi6TT c!H6iD6UT6U0«(3jii) 6T6nT S_6iTLDniT(5p p6DT(51a6urB^ pLDefoanijriiaeroeTT 

ldsutuLf,rir6ULurra f ls jr fln S le jp a  flan6TrdSlCp6DT.

5T6mp 6̂iD6U6a)LD cLeroijuSleb, 5T6DT6iD6DTiL|Lb cWrf)]iijrTL06b dGaromh 0j6Upa6TT <®©p3jrT6U, 
LD6DTCTfl̂ p6351(5iiiJiji u6Dnfl6U6DTL|L6DT G a ilQ a  FlarT6TTd51Gp6UT.
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WELCOME ADDRESS OF
Sri. N. Murali, President 

The Music Academy, Madras

at the SAD AS, January 1, 2009

Sri. S. Ramadorai, Sangita Kalanidhi awardee Vidvan Sri. A.K.C. Natarajan, 
other awardees of this year, Sangita Kalanidhis, Vidvans and Vidushis, 

members of The Music Academy and other rasikas, ladies and gentlemen,

It gives me great pleasure to welcome you all to the Sadas and to wish you 
a bright, happy and peaceful 2009.

It is our special honour and pleasure to have Sri. S. Ramadorai, Chief 
Executive Officer and Managing Director of Tata Consultancy Services (TCS) 
preside over the Sadas this evening. Sri. Ramadorai has been associated with 
TCS for the past 36 years taking over as CEO in 1996 and has been largely 
instrumental in building TCS to a $5.7 billion global software and services 
company. It is currently the largest IT services company in Asia. Sri. Ramadorai 
has now firmly set his sights on ensuring that TCS is among the global top ten 
software companies by the year 2010.

TCS is well known for its values of integrity, leading change, excellence, 
respect for the individual and fostering an environment of learning and 
sharing.

Sri. Ramadorai was awarded Entrepreneur Manager of the year in 
November 2006 by Ernst and Young and was recognized in the same year as 
the 6th most influential IT leader in the world by Computer Business Review. 
In recognition of Sri. Ramadorai’s commitment, dedication and contribution 
to the IT industry he was awarded the Padma Bhushan in January 2006. 
Sri. Ramadorai is a person of humility and is unassuming. He is keenly interested 
in music.

I thank Sri. Ramadorai for spontaneously agreeing to preside over the 
Sadas of our 82nd Conference and Concerts in the auspicious 80th year of the 
founding of The Music Academy.
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The special significance of the head of India’s largest I.T. Company which 
is part o f the glorious heritage and tradition of the highly respected Tata Group, 
presiding over the Sadas of an institution equally steeped in heritage and hoary 
tradition lies in the convergence of values of excellence, core classical values 
and a fine blend of traditional values and modernity. It also signifies the role 
and value of IT in music -  whether it is through recording, preservation and 
dissemination of music in digital format or the use of internet to make music 
accessible to thousands of music lovers and connoisseurs who are separated by 
distance from live concerts.

Today, the curtain comes down on a remarkable festival that provided a 
veritable feast of soulful music spread over eighteen days. The response from 
members and rasikas has been overwhelming and has been largely responsible 
for the resounding success of the festival as also, indeed, the splendid cooperation 
and performance of all the artistes at the concerts and the musicologists and 
scholars at the discussions and Lec-Dems and the generous support of our 
sponsors and advertisers. The involvement and exemplary teamwork displayed 
by all our colleagues on the Committee needs to be highlighted and commended. 
I must in particular express my appreciation for the efforts o f the members of the 
Programme Committee and its Convenor Sri. K.V. Krishna Prasad. The Academy 
counts itself extremely fortunate in getting the help o f so many committed and 
tireless volunteers to whom it expresses its deep appreciation.

I must here refer to the large turnout of members for concert after concert 
as also the extraordinary interest of rasikas both from within and outside India. 
It was also touching to see yet again, rasikas queuing up before the break of 
dawn for daily tickets. Even the LCD projection at the mini-hall was fully sold 
out on some days. A time has, perhaps, come for us to think of creative and 
technological solutions to meet this resurgent demand for high quality classical 
music fare.

Coming to today’s function, I offer my warmest felicitations and 
congratulations to this year’s recipient of the prestigious Sangita Kalanidhi 
award, the clarionet maestro Vidvan Sri. A.K.C. Natarajan about whom I spoke 
in detail at the inaugural function.
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1 must also express my appreciation for his qualities of unpretentiousness, 
simplicity and spontaneity while presiding over the interesting and multi­
faceted conference sessions. At these sessions eminent musicologists and 
musicians including younger musicians presented high quality lecture- 
demonstrations, followed by highly interactive participation by members of the 
discerning audience. The new convenor of the conference sessions, and one 
of our Secretaries, Dr. Pappu Venugopala Rao, deserves kudos for the way the 
morning sessions were conducted. The active participation and involvement of 
our Experts Advisory Committee members was also commendable.

I offer my warm felicitations to the other major award winners — “Sangita 
Kala Acharya” awardees Vidvan Sri. Mavelikkara K.Velukutty Nair and 
Bharatanatyam Guru Smt. Sarada Hoffman, recipients of “TTK Award” Vidvan 
Sri. Annavarapu Ramaswamy and Vidvan Sri. Palai C.K.Ramachandran and 
Dr. S.A.K. Durga who is receiving our first Musicologist award. I also 
congratulate the artistes who would be receiving later this evening various 
awards for performances during the season.

As members and rasikas have been noticing and feeling, the on-going 
infrastructure upgrading and modernization programme has created a vastly 
enhanced ambience. All this has been possible through the large-hearted and 
spontaneous generosity of the wonderful donors who have been individually 
acknowledged earlier. Some of the unfinished work like modernization of the 
stage is planned to be taken up after the season.

The financial and economic meltdown has created a ripple effect adversely 
affecting several countries of the world. But, fortunately, The Music Academy, 
is facing the ripple effect of an altogether different kind -  the generous and 
benign variety of ripple effect of donors supporting the institution in a big way 
over the last two years.

To mark the 80th year of the Academy’s founding, a classy and high quality 
commemorative book is planned to be published. Sri. R. Srinivasan one of our 
Vice-Presidents, who had only last year given us the wonderful gift of the Bose 
acoustics system, has once again come forward spontaneously even during the 
current festival, with the sponsorship of the publication of this book which we 
hope will be a collector’s item.
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‘The Music Academy-Tag Digital Listening Archives’ set up for the 
Academy at his own cost by Sri. R.T. Chari, one o f our Committee members 
and inaugurated just before the season, attracted keen interest from 
connoisseurs even as the festival was in progress. Apart from scores of people, 
trying out and getting a feel of what is in store for them, some collectors of 
prized music recordings have offered to share their collections with us. I would 
appeal to more and more collectors to come forward to offer their recordings 
through our Listening Archives, for the benefit of musicians, discerning rasikas 
and students of music. I must hasten to add that there would be no commercial or 
pecuniary exploitation involved. After a proper study, the Executive Committee 
would, in due course, be able to formulate norms for the membership and use of 
this wonderful digital Archives Listening facility.

For our great institution the New Year has begun exceptionally well. A fine 
example of the tremendous outpouring of generosity and goodwill towards it 
was seen even at this morning’s breakfast. Through the good offices of our Vice- 
President, Sri. R.Srinivasan, the Kalpathi family represented by Sri. Aghoram, 
Sri. Suresh and Sri. Ganesh have, on this New Year’s Day, handed over to us a 
very handsome donation towards the renovation of our auditorium. I take this 
opportunity to express all our appreciation and grateful thanks to them for this 
wonderful generosity.

Before 1 end, let me invite you to stay back after this function to listen 
to a special and innovative 1-1/2 hour concert —  “PANCHA VADHYAM” 
conceptualised and led by mridangam maestro Guru Sri. Kaaraikudi Mani.

Finally, I would encourage you all to attend our Dance Festival that would 
be held from January 3rd to January 9th, 2009.

Thank you so much.
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SADAS -  1st JANUARY 2009 
EXCERPTS FROM THE SPEECH OF

Sri. S Ramadorai
CEO & MD, Tata Consultancy Services
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Sri. S Ramadorai, CEO & MD, Tata Consultancy Services who presided over 
the Sadas of The Music Academy, in his address mentioned that music has 

the power to build communities, inspire and encourage collaboration. Any art 
form needs a supportive ecosystem to thrive just like a seed needs the right kind 
of soil to grow. In the present times of global economic challenges, of difficulties 
and distress, music is perhaps the one real remedy that calms our minds and 
gives us the courage and wisdom to rise and swim against the current.

He mentioned that over the years 'technologisation’ of music has taken 
place. Podcasts, blogs, wiki enabled databases of lyrics, tutorials on Skype, 
Facebook communities, online transliteration tools, notation typesetters and 
Twitter feeds are freely available. Technologies such as 3G, LTE /802.16M, 
my space, Facebook are revolutionizing music. This has created a host of 
online communities of music lovers, discussing, sharing and learning music. 
Technology allows musicians to connect directly with listeners. Efforts are also 
being made to notate music by developing automated systems and the fact that 
Carnatic music is so orderly and scientific helps. Without technology, music 
communities would have faced a danger of becoming isolated into pockets.

Sri. Ramadorai thanked the President and the members of the Executive 
Committee of The Music Academy and said that it was a great honour for him 
to be amongst the giants of music and to preside over the Sadas. He mentioned 
that a performance at The Music Academy is like getting a label from the best. 
He congratulated the Awardees and stressed that the December music season is 
an emphatic and grand display of the fact the Carnatic music is alive and well.

•#
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DANCE FESTIVAL

The Dance Festival of The Music Academy, Madras, was held 

at the TTK Auditorium from 3rd January to 9th January, 2009. 

The Dance Festival was inaugurated by Mr. Roland Herrmann, 

Consul General of the Consulate General of the Federal Republic 

of Germany, Chennai.

U _____________________________________
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PROCEEDINGS OF THE CONFERENCE 2008
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Day 1 -  Dec 16 2008

The morning conference sessions of the Music Academy commenced with 
the Sangita Kalanidhi elect and president of the Conference clarionet maestro 
A.K.C. Natarajan in the chair.

The session commenced with an invocation song ‘raghuvTra ranadhlra’ 
(Huseni raga) sung by Srividya. Following the practice initiated last year, 
mornings session of each day is dedicated to a stalwart musician of yester 
years in the field of Carnatic music who were not recognized by the Music 
Academy during their life time. The first day session was accordingly dedicated 
to Kunnakkudi Venkatarama Iyer whose centenary is being celebrated this year. 
Dr. S.A.K. Durga, member of The Experts Committee recalled Venkatarama 
Iyer’s yeomen services to the field of Carnatic Music as a legendary vocalist.

Prof. S.R. Janakiraman presented the first lecture-demonstration of the 
conference on ‘Some Eka Krti Raga-s of Tyagaraja.’ He chose, in all seven ragas 
in which Tyagaraja composed only one krti efcch. The raga-s and compositions 
chosen were: Vijayavasantam (‘nT cittamu na bhagyamayya,’ Adi-tala), 
Dundubhi (‘lTlaganu,’ Adi), KaikavasT (‘vacamagocarame,’ Adi), SupradTpam 
(‘varasikhivahana,’ Adi), DTpakam (‘kalalanercina,’ Adi), Varidhi’ (‘daya 
jucutakidi,’ Adi), Vardhani (‘manasa mana samartyamemi,’ Rupakam).

S.R. Janakiraman briefly dealt with each of the ragas, their characteristics, 
arohana, avaroharia, and the melakarta they belong to; the treatises which 
mention them; and any particular special features they display. He demonstrated 
the songs in his inimitable style. He emphasised the fact that there are no 
other compositions in these ragas by any other composer and the only way to 
understand them is through the single composition of Tyagaraja in each. While 
treating the composition in Dundubhi he brushed aside the views of some that 
the raga can be Divyamani. He admitted the presence of a weak dhaivata in 
Kaikavasi, found in some schools. Vidwan AKC Natarajan, however, expressed
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doubts about the existence of dhaivatam in Kaikavasi. Janakiraman was assisted 
by Aswin and Rohan from Toronto.

Day 2 -  Dec 17 2008

The invocatory song ‘pahi jagajjanani’ (HamsanandT raga) was rendered 
by Ms. Dikshita. The second day’s session was dedicated to M.M. Dandapani 
Desikar, this being his centenary year. Vidushi R. Vedavalli spoke about 
Desikar’s compositions, his multi-faceted personality and love for Tamil isai. 
There were two lecture demonstrations in the session.

The first one was by Dr. Achyutsankar Nair on “Demystifying Svati 
TirunaJ.” The speaker began with establishing the name of Svati TirunaJ. He 
gave conclusive evidence about the many facets of his life.

The speaker, with the help o f a power point presentation, gave some 
hitherto unknown historic evidence on Svati TirunaJ (his name and fame), 
interestingly, based on the media of 1830s and 1840s in England and Australia. 
In the controversy which originated in 1980s, it was argued that the name ‘Svati’ 
was first used in printed documents in early 1900 only. To refute this, half a dozen 
documents are presented, the earliest being a small book by John Caldecott, 
‘Description of an Observatory Established at Trivandrum by His Highness the 
Rajah of Travancore,’ published in Madras in 1837.

B.M. Sundaram questioned the speaker on why the king did not compose 
in Tamil which was the mother tongue of so many of the court musicians. Nair 
reiterated that the king did not compose in Malayalam either except for some 
padams.

V. Sriram supplemented with one more reference to Svati Tirunal from 
‘Southern India, Its History, People, Commerce and Industrial Resources’ by 
Somerset Playne (1915) where it is clearly stated that the ruler Svati TirunaJ (sic) 
ascended the throne in 1829 at the age of sixteen and that his brother succeeded 
him in 1847.

Finally the existence of Svati TirunaJ has been established beyond any 
shadow of doubt but the questions about how many of the compositions attributed 
to him are actually his, of them how many were set to music by him and such 
other are still left open to debate.
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The second lecture demonstration was on Dandapani Desikar’s 
compositions by P. Muthu Kumarawamy, a disciple who was very close to 
Desikar during his life time.

The presentation was structured as a walk through Desikar’s life, 
interspersed with some of his own compositions and also songs of others that he 
tuned. He was assisted by two disciples.

Muthu Kumaraswamy began with Sambandar’s Tevaram ‘angamum 
vedamum’ composed in praise of Lord Ganapatlsar, presiding deity at 
Tiruchengattankudi, Desikar’s birth place. Desikar began his concert at the 
Tiruvayyaru Tyagaraja Aradhana with ‘anai mugattone,’ (Devamanohari) and it 
caused a furore! This song was presented with beautiful cittasvarams at the end 
of both anupallavi and cararjam.

Desigar was very much devoted to Madurai MTnaksi Amman and composed 
nine songs on Her. Muthu Kumaraswamy presented some of the songs. This 
was followed by demonstration of some more compositions, ‘ezhu icai agiya’ 
a very beautiful song on Sarasvati with the names of seven notes in Tamil. The 
composition ‘navukkarsar’ in Hemavati on Tirunavukkarasar whom Desikar 
considered as an inspiration, was presented.

Desigar composed 52 songs, published in 1964 as Tcait Tamizh Pa Malai.’ 
Some of the rare ragas he used were, Revagupti, Sarasangi, Visarada, Urmika 
and Kokilam.

Day 3 -  Dec 18 2008

The third day’s morning session was dedicated to the memory of SrTrangam 
Gopalaratnam. The invocation song ‘sarsvatljaye’ (KalyanT raga) was rendered 
by Ms. K. Jyotsna, disciple of Sangita Kala Acharya, Smt. Seetha Rajan.

Dr. T.S. Sathyavathi from Bengaluru spoke on the ‘Relevance of 
Manasollasa to present day music.’ Manasolasa’ is a book written by Somesvara, 
a Chalukya king of the 12th Century. This is a book of 100 chapters divided into 
five parts (vimsati-s) consisting of 20 chapters each and the five vimsati-s are: 
Rajyaparakrana; Praptarajya SainyTkarana; Upabhoga; Vin5da and KrTda.
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Two chapters under the IV part are ‘Gita Vinoda’ and ‘Vadya Vinoda’ 
which deal with music. Classical music is defined as both entertaining and 
elevating. It is both apata-madhuram (instantly sweet) and alocanamrtam 
(thought-provoking).

A detailed article by the author is published elsewhere in this journal.

The lecture was complimented by Prof. S.R. Janakiraman and 
T.R.' Subramaniam. Suguna Purushotaman wanted to know difference between 
the two Adi talas mentioned in the book.

V. Sriram enquired about the availability of the manuscript and the speaker 
said it was already published in three volumes. A.K.C. Natarjan, commended 
the speaker.

Day 4 -  Dec 19 2008

The fourth day’s Morning Session was dedicated to the memory of 
Nacciyar-koyil Raghava PiMai, a tavil vidvan. Meera Srinivasan and Sasvati 
Prabhu, disciples of Sri. Lalgudi Jayaraman, rendered the invocation. There 
were two lecture-demonstrations at in the session.

The first one was on ‘Suladi -  A Structural Analysis’ by T. Sachidevi from 
Bangalore. Sachidevi defined the word ‘Suladi’ as a group of glta-s with a jati at 
the tail end of the composition. The four components of the Suladi are: Udgraha; 
Dhruva; Antara and Abhoga.

Samgadeva explains the structure of this kind of composition in his 
‘SangTtaratnakara.’ ‘SangTtasaramrta’ of Tulaja also gives an explicit and detailed 
definition of Salaga-suda Prabhanda-s.

Though Suladi-s are basically contributions of Haridasas in Kannada, 
TaMapaka Annamacarya also composed a Ragatalamalika.

Sachidevi attempted to trace the etymology of the word ‘Suladi’ and finally 
defined it as a samuha or a group of glta-s. The three components, udgraha, dhruva 
and abhoga, are respectively sung in vilamba, madhya and druta tempos.

Sachidevi demonstrated one Suladi in all its three components and 
tempos. Suladi-s are generally thematic compositions with a spiritual aspect 
and Purandaradasa, gave examples and a structure to Suladi in Kannada. This
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structure is adhered to by earlier Haridasas, but later composers have Suladi-s 
with different structures. She attempted to define Carnatic music as one which 
evolved from Karnataka. This gave raise to a debate. Prof. S.R. Janakiraman 
complimented the speaker and quoted Annamacarya’s ‘Suladi.’

The second lecture-demonstration of the day was about the bhakti and 
philosophy of Purandaradasa, Vyasaraya and Kanakadasa by Sudha Ragunathan. 
Sudha Raghunathan started her lecture with a prayer by Purandaradasa and 
offered the lec-dem as a dedication to her guru M.L. VasantakumarT from whom 
she learnt the Dasara Padagaju.

The Haridasa movement was not only a bhakti but a reform movement, 
she said. Their compositions reflected five components of Adhyatma anubhava 
-  the spiritual experience from self-experience to realising the ultimate reality.

She gave biographical details of all the three composers and dealt with 
some of the lyrical content of all the three composers, their approach to bhakti, 
their outlook of life, their attitude towards materialism and their expression 
of devotion and philosophy. She demonstrated a few songs of each of these 
composers.

Some of the songs presented were ‘manava janma’ (part) in Purvakalyani, 
‘jagadoddhararia’ in Hindustani Kapi, ‘tugidali rangana’ in NTlambari, ‘mella 
mella ne’ in Mohanam, ‘ragi tandlro,’ ‘tamburi rmtidava.’

She enlisted the schools of philosophies of the three Acaryas -  Sankara, 
Ramanuja and M adhva-and illustrated how these were reflected in the Haridasa 
compositions.

Their approach was to make these compositions easy for congregational 
singing and lucid for lay-men to understand. She also listed some of the lady 
Dasas. She sang some of the compositions of Vyasaraya, particular mention 
may be made of the famous ‘krsna nl begane baro.’ Sudha Raghunathan then 
dealt with Kanakadasa and his compositions with the demonstration of ‘baro 
krsnayya.’

Finally she attempted to make a comparison of the three composers and 
their approach with respect to their bhakti and expression of music. In a way,
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she said they were are not comparable because they have had more similarities 
than the few subtle differences. She concluded the programme with the famous 
song, ‘indina dina subha dina...’ (today is the auspicious day, auspicious star and 
the week is auspicious)

Day 5 -  Dec 20 2008

The morning session on December 20 commenced with the rendering of 
the song ‘vande vasudevam’ (SrI-raga) by Sri Chandrasekhar and Sri Sankar 
Venkataraman. The session was dedicated to the memory of Palakkadu Rama 
Bhagavatar. Dr. S.A.K. Durga spoke about him. There were two lecture- 
demonstrations in the session.

The first lecture demonstration was by Dr. Shubha Choudhri, from the 
Archives and Research Centre for Ethnomusicology of the American Institute 
of Indian Studies, New Delhi. She spoke on ‘Creating and Maintaining Music 
Archives.’ She said that capturing and recording audio video, documentation of 
the photographs and other materials help us in understanding the evolution and 
preserve music for posterity. She emphasised that the contextual information 
is also equally important of any music concert like —  how, when, where, for 
whom and why.

A collection is different from Archives, Dr. Choudhri said. Archives is a 
structured and organised collection, catalogued and documented properly. While 
there may be digitisation with new technological skills, it is important to keep 
the originals under safe conditions of temperature and humidity.

‘Tiruvarur-sthalam as interpreted in Rukmini Devi’s choreography in the 
‘Rupamu Juci Varnam’, was the subject handled by S. Jayachandran. It was 
packed with discourse, a power point presentation and dance demonstration all 
put together. Jayachandran spoke of the significance of TiruvarQr as a famous 
Saivite pilgrim centre with sthalapurana, the iconographic details of Somaskanda- 
murti and the esoterics of the temple. He dealt with the choreography of Rukmini 
Devi line by line of the Cauka-varnam ‘rupamujuci’ in TodI raga, Adi-talam. 
The various components of the varnam and the secrets embedded in each line of 
the text have been fully exploited by Rukmini Devi in choreography. The pallavi 
of the varnam states “I came to see your form out of love — why should you be 
so angry?”
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In Tiruvarur it is protocol that the Lord conceals His body. It is covered 
with flowers and this is popularly known as ‘Tiruvarur rahasyam’. The speaker 
then went on to anupallavi and caranam giving the nuances of Rukmini Devi’s 
choreogaphy, based on various philosophical texts and esoteric secrets. Dancing 
for each line of the songs was explained and demonstrated.

The analysis provided a deeper insight of the various concepts ofTyagaraja 
Svami at Tiruvarur and more than that it established the necessity to understand 
the Agamic and ritualistic information before attempting choreography of any 
particular composition like this.

Day 6 -  Dec 21 2008

The session on December 21 was dedicated to the memory of
S. Balachander, the great vlna exponent. Sangita Kalanidhi R. Vedavalli spoke 
about him. The song ‘srl vine namaste’ (KalyanI raga) rendered by Ms. Maitreyi, 
appropriately preceded the dedication speech.

There was only one lecture-demonstration in that session and it was on 
“Multifacets of Khandam and Trisram with a special reference to Guru Sri. 
Palani Subramania Pillai’s style” by Prof. Tiruchi Sankaran, disciple of the 
legendary mridangam maestro Sri. Pazani Subramania Piflai.

Sankaran spoke about the art of accompaniment. He was nostalgic about 
his guru and played the mridangam in different permutations and combinations 
as taught by him. He talked about the many varieties of trisram, caturasram, 
khandam etc. and of the evolution of the Tala concept itself. He tried to emphasise 
the subtle differences between gati and nadai. A couple of audio recordings of 
his guru served as illustrations for the points he made.

Day 7 -  Dec 22 2008

The morning session of December 22 commenced with the song ‘nlye 
carnam’ of Mahakavi Bharatiyar rendered by Bharat Sundar. The session was 
dedicated to Sulamangalam Vaidyanatha Bhagavatar (1866-1952) an erudite 
scholar, musician and playwright about whom Dr. SAK Durga spoke.

There were two lectures in the morning. The first one was by a young and 
dynamic scholar Vikram Sampath from Bangalore on ‘Mysore as seat of Music.’ 
Vikram had recently published a book entitled ‘Splendours of Royal Mysore, 
the Untold Story of the Wodeyars.’
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He classified the Wodeyars period of rule into three eras —  1399-1750, 
1799-1868 and 1881-1950 —  early, middle and modem respectively. He said 
that Mysore has been a culturally dynamic and musically vibrant kingdom and 
substantiated his point with several examples. He began with Cikka Devaraya 
(1673-1704) who composed Gita Gopala, with seven caranams known as 
SaptapadT, on the lines of Jayadeva’s AstapadT in different raga-s and tala-s.

Shifting his focus to the modem period he attributed the evolution of 
Mysore Vina bani to Vina Sesanna, the great-grandson of Paccimiriyam 
Adiappayya. He showed how the Mysore Vina bani got established during 
this period with the contribution of stalwarts like VTnaSesanna, Samanna, 
Venkatagiriappa and others. He elaborated on Sesanna’s life and gave details 
of how the Mysore VTria is structurally different. He talked of the reforms and 
modernisations that took place during the period of Nalvadi Krsnarajendra 
(1884-1940).

He elaborated on Mysore Vasudevachariar’s contribution. The last ruler 
Jayacamaraja (1919-1974) and his sister Vijaya Devi qualified in Western 
Classical Music. Jayacamaraja was a SrT-vidya upasaka and most of his 
compositions were on Devi.

The second lecture of the session was on ‘Comparing the language and 
music faculties in humans’ by Prof. K.G. Vijayakrishnan from Central Institute 
of English and Foreign Languages, Hyderabad. He began with the statement 
that two major substantives that all systems of music share with language are 
rhythm and pitch. He showed the similarities in accentual shifts in pronouncing 
the words in speech and music. Rhythm and meter in poetry relate to musical 
phrases in compositions. He demonstrated this with clips of Hamsadhvani and 
Sahana.

Prof. Vijayakrishnan concluded with some interesting inferences, one of 
them being that knowledge of pitch of any one system does help transfer to 
another system categorically.

Full article by Prof. Vijayakrishnan can be seen elsewhere in this Journal.

Day 8 Dec 23 2008
The session commenced with the song ‘bharatf maddisana’ (Devamanohari 

raga) rendered by Ms.Mangala Ravi and Ms.RamyaNarasimhan. The discussions
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of December 23 were dedicated to Sattur Subramaniam about whom Prof.
S. R. Janakiraman spoke briefly. There were two lecture demonstrations during 
the day and the first one was by Smt. Ganga Ramachandran on ‘Contribution of 
Ermappadam Venkatarama Bhagavatar (1880-1961) - rare ragas.’

Ganga Ramachandran started her presentation with a brief biographical 
sketch of Ennappadam Venkatarama Bhagavatar, who composed about 146 krti-s 
of which about 108 are on Lord Krsna with his mudra Venkataramana. He also 
composed nirupana songs for Harikatha-s without any mudra. He was honoured 
by The Music Academy in 1959 with a Certificate of Merit. She spoke of eight 
rare raga-s and tala-s employed by him and listed them; Sumukhi, Rasabauji, 
MurajTnadam, Vmdavanakutuhalam, PrakasinT, SrTdharT, PriyadarsinT and 
Rasavarali and also mentioned some tala-s like Nuti, PrTti and Devaranjanam.

Chitraveena N. Ravikiran, next, presented a lecture demonstration on 
‘Uttukkadu Venkata Kavi,’ whom he described as one of the most brilliant 
composers. He started his presentation with questions about his existence and 
the authenticity of authorship of all the compositions attributed to him. He listed 
the ksetra krti-s composed by him on different pilgrim centres to substantiate 
his style and lyrical structure. He said that a sannidhi, a memorial, exists at 
Uttukkadu. His composition ‘Guru Ennapunyam’ in RTtigaula establishes a 
human guru to him while the Suratti composition reiterates the guru factor. 
Uttukkadu’s mention of Purandara Dasa and Tulasidasa establishes his time as 
later than 1623.

Ravikiran brought to the attention of the audience the article of
T. V. Subbarao in 1956 issue of the Journal of The Music academy, in support 
of Uttukkadu Kavi. He was one composer who wrote about Radha, he said. He 
also talked of his Samskrta compositions and Navavararia krti-s to establish his 
mastery over the languages. Ravikiran talked of a secondary signature in some 
of his compositions.

Day 9 Dec 24 2008

The morning proceedings on December 24 were dedicated to Karukurichi 
P. Arunachalam. B.M. Sundaram spoke of his contribution to music. The session 
commenced with an invocatory song ‘sobhillu saptasvara’ (Jaganmohini raga) 
rendered by Smt.Gowri Gokul.

--------------------- THE MUSI C ACADEMY • J OURNAL 2009 • VOLUME 80 _____________

37



There were two lecture demonstrations during the session; the first was by 
Pt. Suhas Vyas on ‘Bandishes of Pt. C.R. Vyas’, which was more a performance 
of the compositions of Pt.C.R.Vyas. Suhas talked of his father Pt. C.R. Vyas 
and his compositions, the spiritual nature of them and presented a few of them. 
His signature was Gunijan and they are rich in sur, taal and laya, he said. He 
demonstrated brilliantly bandishes in Nata Bhairava, Yaman, Bilaskhanf Tod!, 
RamakalT and concluded with a beautiful bandish in raga Basanta Kedara.

The second lecture demonstration was by Sri. Sriram Parasuram on 
‘Hindustani ragas and their adaptation into Kamatic Music.’ He chose five pairs 
of ragas, Begada (Bihagada), RamakalT (RamakalT), Dvijavanti (Jayajayavanti), 
Bilahari (Bilaval) and the Kanada family raga-s. He emphasised the process 
of transformation was complete in some cases as in the case of Begada. He 
drew the attention of the audience to the two nisada-s of Begada which are its 
hallmark and the employment of gamaka-s in them. He gave examples of many 
compositions and demonstrated some, shifting from one style to the other with 
great facility and ease.

Day 10 Dec 25 2008

The morning sessions were dedicated to the memory of Harikatha Pitamaha 
Adibatla Narayana Dasa. Pappu Venugopala Rao spoke about his contribution 
to harikatha and music. An invocatory song ‘durgadevT’ (Dharmavati raga) by 
Ms. Smitha preceded the dedication speech.

Sangita Kala Nidhi Nedunuri Krishnamurthi, assisted by disciples, the 
Malladi Brothers gave a lecture demonstration on ‘Annamacarya’s compositions 
and the music he composed for them.’ Dr. Pappu gave a brief introduction to 
Annamacarya and his compositions.

Nedunuri began his lecture with a sublime note of how he was influenced 
by Lord Venkatesvara and Annamacarya every time in deciding any raga for any 
composition. When he was working in Tirupati as Principal of Sri Venkateswara 
Musi'c College, he came across these compositions and was approached to set 
some songs to tune. He was initially reluctant, being an ardent devotee of the 
trinity and their music. But when he first set to music ‘emoko cigurutadharamuna’ 
in raga Tilanga there was no looking back. He completed composing tunes of 108
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of Annamacarya’s songs and is still engaged in composing for more. Nedunuri 
was assisted by Malladi Brothers in the presentation.

Day 11 Dec 26 2008

The morning session on December 26 commenced with the rendering 
of the song ‘pranamamyaham’ (Ranjani raga) by Km.Aarti and Km.Archana. 
The session was dedicated to Paramesvara Bhagavatar. It had one lecture 
demonstration by Rajasri Ramakrishna, the presentation of Bodhaka Award to 
Kalyani Sarma and a brief performance by her students. Rajasri Ramakrishna 
presented a lecture demonstration on ‘An analytical study of abhyasagana in 
Sangita Sarvaarthasara Sangrahamu.’

She introduced the work Sangita Sarvaartha Saara Sangrahamu, of Vina 
Ramanuja as first published in 1859 with subsequent editions up to 1917. She 
listed the contents and said that the unique feature of the work was exercises in 
swaravali, datu, janta and alamkaras all with sahitya in either Telugu or Sanskrit 
for the benefit of students of music. She gave examples of the lessons and 
demonstrated them and compared them with similar works like Prathamabhyasa 
Pustakamu of Subbarama Dikshitar (1905), the Gayaka Siddhanjanam of the 
Tachur Brothers (1905), the Sangita Swara Prasthara Sagarahamu of Nathamuni 
Pandita (1914) and the Thenmattam Brothers’ Sagitananda Ratnakara (1917).

Day 12 Dec 27 2008

Sangita Kalanidhi T.K. Govinda Rao presented a lecture demonstration 
on ‘Periyasami Turan’s compositions,’ on December 27. The morning sessions 
were dedicated to the memory of Periyasami Turan to mark his birth centenary. 
The invocation song too was that of SrT TQran, ‘garianathane’ (Saranga raga), 
rendered by Km. Aishwarya Balasubramanian and Km.Vaishnavi, students of 
Sri Govinda Rao. Govinda Rao set about a hundred of Turan’s compositions 
to music. Turan was a devotee o f Murugan and composed many songs in His 
praise.

Interspersing with some nostalgic moments T.K. Govinda Rao presented 
a few compositions, including the rare ‘piccai edukka vanda’, a ragamalika in 
nine raga-s in the form of srotovaha-yati in which the musical lines grow in 
duration step by step.
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The second lecture of the day was on ‘Konnakkol’ by Tiruchi
R. Tayumanavan who had accompanied legends of yester years like Ariyakkudi 
Ramanuja Ayyangar, Semmangudi Srinivasa Ayyar, Alattur Brothers, 
M M Darjdapani Desikar and many others. He talked briefly about his 
introduction in to the art o f Konnakkol and then proceeded with demonstrations 
beginning with basic patterns and moved on to more complicated. He talked about 
the ‘colkattu’ used by the Vidvan-s of those days while rendering Konnakkol. 
He showed how it was used in tani-avartanam along with other percussion 
instruments. On the request of R. Vedavalli he demonstrated konnakkol along 
with other accompaniments, while his own disciple sang ‘vatapi-ganapatim 
bhaje’ in Hamsadhvani raga.

Day 13 Dec 28, 2008

The day's proceedings on December 28 commenced with a song 
‘svararagasudharasa' (Sankarabharaqa raga) rendered by Km.Bhavadharini, a 
disciple of SangTtakalanidhi Smt. D.K.Pattammal. The session was dedicated 
to Alattur Venkates Ayyar. Sangita Kala Acarya Chengalpattu Ranganathan 
spoke about his Guru and his contribution to the field of music. Incidentally, 
Sangita Kalanidhi designate A.K.C. Natarajan was one of the senior students of 
Alathur.

AKC Natarajan and Dr. B.M.Sundaram presented a lecture demonstration 
on ‘Nagasvaram and Clarinet -  A Comparative Analysis.’ After a brief 
introduction by Natarajan, Sundaram talked about the origin and evolution of 
nagasvaram. He attempted to set at rest the discrepancy in the name Nagasvaram 
by quoting from many earlier works including a composition of Muttusvami 
DTksitar in SrTraga. He said that Nagasvaram was a mangala vadya with a great 
scope for raga-alapana.

AKC Natarajan talked about the evolution of the role of clarinet from 
Sadir performance to Tevaram recitation, All India Radio and finally to Music 
concert platform. Popular dancers of yester year included a clarinet artist in 
their orchestra. He recalled his first appearance and performance at The Music 
Academy. Then he demonstrated how gamakas are played on the clarinet, 
choosing the raga-s TodT and Varali.
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Day 14 Dec 29, 2008

The morning session began with an invocation song, ‘sangltasastra- 
jnanamu’ (Mukhari raga) rendered by K. Gayathri, disciple of Smt. Suguna 
Purushottaman.Theday s proceedings were dedicated to Madurai Somasundaram. 
Dr. B.M. Sundaram spoke about his contribution to music. There were three 
presentations on the drama music in Andhra, Tamil Nadu and Karnataka.

The first speaker, Meegada Ramalinga Sastry, started with a verse that 
asks people to come and pay homage to the Telugu mother. He stated that out 
of the 500 or more Padya-nataka-s available in Telugu, only five are presented 
regularly. These are Satya-Hariscandra, Gayopakhyana, Srlkrsnarjuna-yuddham, 
Pandava-udyoga-vijayam and Cintamani. He sang verses from Hariscandra first. 
Then followed several dramatic verses from SrT-krsna-rayabaram when Krsna 
visits the Kaurava-s for the last time before the war and tries to negotiate (for five 
villages) for the Pandava-s. Lastly, at the request of Prof. T.R. Subrahmanyam, 
he also sang ‘adigo-dvaraka,’ which is a verse describing Krsna’s capital city.

Arimalam Padmanabhan spoke on music in the plays o f Sankaradasa 
Svamiga! (1867-1923), the man who pioneered the concept of the Boys drama 
companies in Madras. He began by singing ‘kayada kanagatte,’ the song for 
‘Vaflit-tirumanam’ which was composed by Svamiga! over 110 years ago and 
which is still sung in theatres all over Tamil Nadu.

A full article in tamil by Arimalam Padmanabham can be seen elsewhere 
in the Journal.

Day 15 Dec 30, 2008

The morning session of December 30 commenced with a prayer 
song ‘vidulaku mrokkeda’ (Mayamalavagau|a raga) by Km. Dharini and 
Km. Lakshmi Madhav, students of Sulochana Pattabhiraman. The morning 
session was dedicated to Vina vidvan, the late Citti Babu and a brief note about 
the musician was presented by Prof. T.R. Subramanian.

The main presentation of the morning session was a lecture-demonstration 
on ‘Different Schools and Styles in Dhrupada Singing’ by Prof. Ritwik Sanyal 
of Banaras Hindu University. Tracing the origin of the Dhrupada form to the 
Prabandha system and to the Dhruva-pada of Man Singh Tomar, the author
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mentioned that it denoted, not just the song but, the entire style which included 
the Alapa, Joda, Jhala and the Dhrupada song. Referring to his own tutelage 
under Zia Mouinuddin Dagar and the link to the BTna tradition, he sang an alapa 
in Raga Bhairava and explained the different stages of development of alapa, 
namely, akara, dagar and andolita.

Among the various schools of Dhrupada, the prominent ones, apart 
from Dagara, are those of BThara or Darbhanga (rhythm dominated), Betiya 
and Visnupura. The other compositional types like Dhamara and Sadara, that 
go with the Dhrupada style were also explained. After a brief reference to the 
Havel! or temple tradition of Dhrupada the speaker dwelt a bit on the early years 
of 20th century when Dhrupada almost went out of vogue and on the revival of 
the tradition in 1970s.

Day 16 Dec 31, 2008

The last session of the lecture-demonstration was on December 31. The 
prayer was rendered by Sri Shyam Prakash, a disciple of Dr. S.A.K. Durga. The 
session was dedicated to Sri Huluguru Krsnaacaryulu, a musician scholar. The 
note on his contribution was presented by Dr. M.B. Vedavalli.

‘A comparative analysis of four ragas Rudrapriya, Karnataka Kapi, Darbar 
and Kanada’ was a group presentation by Chingleput Ranganathan, Suguna 
Purushothaman, N.Ramanathan, Ritha Rajan and R.S.Jayalakshmi.

A detailed summary is published elsewhere in this Journal.

Day 17 Jan 1 2009

Open House

At the Open House convened by Pappu Venugopala Rao, N. Ramanathan, 
T.R. Subramaniam, V. Subrahmanyam, S.R. Janakiraman, A.K.C. Natarajan, 
T.K. Govinda Rao, M.B. Vedavalli, B.M. Sundaram, Kalpakam Swaminathan, 
Suguna Purushottaman and S.A.K Durga took part. Some other musicians and 
rasika-s too presented their observations and suggestions.
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Achuthsankar S Nair

Svati Tirunaj is today Kerala’s most proud icons of musical tradition, as 
much as Bharatiyar is to Tamiz poetry. In a short span o f 33 years, he is believed 
to have composed over 300 compositions and also some literary works. His 
administrative reforms ushered in modernity. At the same time, he led a very 
religious life. He attracted artists, scholars, scientists and rare talents like a magnet. 
Historians of Travancore rate his period as golden period of modem Travancore. 
However, a blot on his name and fame was created in the controversy that arose 
in 1980s. There were two aspects to which the controversy boiled down to, 
which in plain English were: (i) Was there a person called Svati Tirunaj at all ?
(ii) Compositions attributed to him are either his courtiers’ or only the sahithya 
is his, music was set by Muttayya Bhagavatar and Semmarigudi Srinivasa Ayyar 
under the patronage of the Travancore Govt in 1940s. We respond to the first 
aspect in part-I of the article and the second in part-II.

Part-I: Svati Tirunal: The Person, The Ruler, The Modernist
What are the sources of history that can tell us about the life of Svati 

Tirunaj? Where can I confirm that there was a king by this name? Though 
hundreds of documents in Kerala government archives can be cited, this article 
however chooses to discuss only a few in English. While presenting these 
documents on the name and fame of Svati Tirunaj, we also try to recapture the 
great personality that Svati Tirunal was, touching not only his love for music, 
but also for science and modernity. Let us first of all observe that Svati Tirunaj 
has an arguably authentic biographer in P Shungunny Menon. I am referring to 
the lengthy chapter on Svati Tirunaj in ‘The History of Travancore’, published 
in Madras in 1878 [1]. Shungunny Menon was just one year younger to Svati 
Tirunaj and outlived him by decades. He had served Svati Tirunaj as a senior 
officer in Travancore Government and his office was less than 250 meters from 
the palace complex inside the fort where Svati stayed. The name ‘Svati’ appears 
in it. However, we will soon see that this is not the first one to do so.
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An English reference that is widely quoted about Svati TirunaJ’s childhood 
are the extracts from the British officer, Colonel James Welsh’s Military 
Reminiscences [2]. James Welsh visited Trivandrum in 1819 and also 1825, 
and met Svati on both occasions. By the time Welsh visited Travancore, the last 
attempt to overthrow British domination, Velu Thampi’s futile revolt, had been 
quelled and the British were, for all practical purposes, the sovereigns of the 
state, with the Travancore royalty becoming a mere front-office for them. This, 
coupled with his military background, suggests that there was little reason for 
Welsh to paint an exaggerated picture about Travancore royalty. In addition, 
Welsh’s 1819 report has sufficient pointers to his attitudes about the natives. 
These are typical of a 19th century Sahib’s attitude towards ‘heathen’ culture 
devil worshippers. In the extract that we are about to give also, the concluding, 
extra-ordinary praise goes side by side with frank critical remarks (on Svati’s 
English). Considering all the above circumstances, we can read the 1825 extracts 
from Welsh’s book as a fair and faithful statement (the bracketed comments 
being that of the author):

"TREVANDERAM 1825: The elder boy, now thirteen [Svati], seemed greatly improved 
in mind though rather diminutive in person. He read a chapter of Malcolm s Central India; 
the Governor-general s Persian Letter, on the capture of Rangoon; a passage in Sanskrit; 
another in Malayalam, and seemed equally clever at each. He then took up a book of 
Mathematics, and selecting the forty-seventh proposition o f Euclid, sketched the figure on 
a country slate; what astonished me most, was his telling us in English that geometry was 
derived from the Sanskrit, which was 'jaw meter ’to measure the earth, and that many of our 
mathematical terms were also derived from the same source, such as hexagon, heptagon, 
octagon, decagon, dodecagon etc. His remarks were generally apposite, but their language 
inelegant and ungrammatical. This is much to be lamented, because with so many studies 
on hand he can never read enough of English to correct his idiom; and the master, a very 
clever Tanjore Brahmin [Subba Rao who later became the Dewan] could not speak it much 
better himself. His Persian was pure and elegant; but of other languages I am too ignorant 
to offer an opinion. This promising boy is now, I conclude sovereign of the finest country in 
India; for he was to succeed to the musnud the moment he had attained his sixteenth year. 
The younger brother gave us various specimens of his acquirements; somewhat inferior, of 
course to those of the rising sun o f the country, but still very fair. "

Welsh’s account gives us a revealing picture of Svati Tirana], the teenager 
student (of age to be in 8th standard, by today’s school system), who surprised
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the British visitor with his knowledge of mathematics, specifically Euclid’s 
geometry, and then astonished him with his knowledge of the etymology of 
the terms in Euclidean geometry. For a boy of 12 years of age, he seems to be 
a polyglot, widely read, and above all, he seems to be an exceptional student 
of mathematics. The references to the breadth of his studies goes well with the 
hearsay about his general scholarship.

We now move on to the origins of the Maharaja’s Free School which 
later became the University College in Trivandrum. In 1834, Svati Tirana] 
visited the Christian Seminary in Nagercoil where he met John Roberts. 
A slightly exaggerated report on the English schools in Travancore appeared in 
The Gardner’s Magazine of 1841 [3]. It has an important pointer to the training 
received by Svati Tirana]:

This prince was only twenty-eight years of age, and had not reigned more than 
ten years, yet, during that short period, he had caused himself to be distinguished by his 
accomplishments as well as by his' liberality. They would, no doubt, be interested in learning 
that this prince was educated by his prime minister— a rare tutor for a sovereign. The 
prime minister was a Brahmin, from Tanjore, and, what was also remarkable, he had been 
educated by a man of science and a missionary, Elias Swartz [Schwartz ?], the well-known 
author of the "Flora Botanica. " but this distinguished prince, not satisfied with advancing 
the .interests of elementary education, had established an observatory, and placed in it 
an English gentleman, a member of the Royal Society of London,... The Rajah had also 
established a magnetical and meteorological observatory, having being led to do so by 
becoming acquainted with a report on meteorology, published by the British Association.

In 1832, at Alleppy [now Alappuzha], he met the British Commercial 
Agent and amateur astronomer John Caldecott, whom he invited to Trivandrum 
to establish an observatory, which materialized in 1837. Here is an extract of a 
book by Caldecott, published in Madras in 1837 and in London in 1839 
(available in British Library, London) published during the life time of Svati 
Tirana] himself [4]. We find here the first printed reference to the name 
“Svati Tirunal”, as early as in 1838, during his own life time, demolishing 
once and for all, the theory that the name was invented after 1887 (We also 
have reference to the name “Svati” in Australian news papers in 1847 and in his 
biography published in Madras 1878). The marble tablet referred to below is 
intact in the observatory building in Trivandrum, which is presently under the 
control of the University of Kerala, where the author works:
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_“HIS HIGHNESS THE RAJAH OF TRAVANCORE, already celebrated for the 
munificence with which he promotes the education and mental improvement o f his subjects, 
resolved in the latter part of last year on the establishment, at his capital, Trevandrum, of an 
Observatory of a superior kind; with the double view of affording his aid to the advancement 
of astronomical science, and of introducing by its means correct ideas of the principles of 
this science among the rising generation under his government; and having confided to 
me the superintendence of the institution as Astronomer, I take this early opportunity of 
introducing it to the notice of the public...

On the north and south faces, and let into a panel, formed in the parapet wall, are to 
be placed marble tablets, bearing an inscription, as follows:-

THE TRIVANDRUM  OBSERVATORY, FO UNDED BY HIS HIGHNESS

Sree Padmanabha Dassa Vunchee Baula R am a Vurm a Koola Shakhur
Kireeta Putee S w atee Rama Rajah Bahadoor Munnei Sooltan Shemshair Jung.

A .D . 1837.

There is some evidence on Svati’s deep involvement with the observatory, 
in the form of a letter written to Caldecott to negate some rumors about closure 
of the observatory, while Caldecott was on official business in England. This 
letter is available in the archives o f the Royal Society, London. We produce 
below excerpts of text.

From His Highness The Rajah of Travancore To Mr. Caldecott
Palace, 4th January 1843
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My Dear Sir,

I am extremely sorry to learn from one of your private notes to my brother that you 
received an intimation from the resident to the effect that I frequently evinced to him much 
regret at the expenses incurred on account of the observatory establishment and that in 
consequence l am inclined to abolish that institution altogether, adding likewise that you 
made up your mind even to resign your situation, if the Resident's communication on the 
subject be not unfounded. Here I must not omit to say, in diametrical opposition to what 
the Resident has been pleased to intimate to you as my sentiments that neither such mean 
idea has ever entered into my head, nor have I, either directly or indirectly communicated 
anything upon this point to the above purport, but on the contrary, whenever Kristna 
Rao*, who, you know, is a vulgar minded man and a total stranger to any learning at all, 
endeavored to persuade me that there is no utility by the continuance of the observatory 
establishment, I used to check him and at the same time express to him my sense o f the 
high advantage derived from this establishment in a scientific point o f view, as I am fully 
sensible that by reason of my patronizing it, my name, however, undeserving o f any celebrity
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is favorably noticed even in distant regions, among the scientific personages of the present 
day. I hope that from the above statement, you will fully understand my sincere wish to 
continue the observatory permanently, and as I am always resolved to assist and promote 
the establishment as far as it lies in my power. I request you will cast off any suspicions upon 
this score which I am afraid are purposely excited to create misunderstanding between us 
andfirmly rely upon my foregoing assurances.

We now turn to Svati Tirunaj’s own association with scientific and literary 
societies. He was a Honorary Fellow of the Royal Asiatic Society. This society 
was founded in 1823 by the eminent Sanskrit scholar Henry Colebrooke and a 
group of like minded individuals. Svati Tirunaj seems to have been proposed as 
Honorary Member by the Vice-president of the Society Sir Alexander Johnston, 
as seen in the proceedings of the society. He is listed as honorary fellow in the 
Journal of Royal Asiatic Society of Great Britain and Ireland, Vol. 17, 1843 
[5]. It is also seen from The Asiatic Journal and Monthly Register for British 
and Foreign India, China, and Australia, published by Parbury, Allen, and Co., 
1835,p 237 [6], that Svati Tirunaj was a patron of the Madras Literary Society.

In Trivandrum, there were no news papers then, but Svati Tirunaj himself 
had established a press and started a ‘Pancahgam ’ (Malayalam Almanac) to be 
printed every year. It came out in 1847 with a reference to the demise of Svati 
Tirunaj. It had many carama slokas in it, one of it from the same pen that wrote 
the lullaby for him, that of Irayimman Tampi. This sloka in Samskrta refers to 
Svati by the very same name (Svati Janena...). It also contains slokas by his 
Sanskrit teacher and astrologer. The news of Svati’s demise was not an event 
confined to Travancore or India. It got reported in England and Australia. In the 
proceedings of the 24th anniversary meeting of the Asiatic Society held on 8th 
May 1847, the first item was an obituary on Svati Tirunaj [7].

His Highness the RAJA OF TRA VANCORE, who died at his palace ofTrivandram on 
the 27 th of December last, an Honorary Member of this Society, was eminently distinguished 
among the princes of India as an enlightened patron of learning and science. To an 
extensive acquaintance with the languages and literature of Southern India, he added the 
knowledge of Sanskrit, Persian, and English. His early appreciation of the value of literary 
pursuits, and his freedom from the prejudices which might have operated unfavourably to 
the extension of researches in science conducted on European principles, may probably be 
traced to his early education under an enlightened Brahman, who had been a pupil of the
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celebrated Schwartz. His Highness ascended the musnud on attaining the age of 16, the 
period of majority according to the Hindu law, in 1829. A hospital, schools, and a printing 
establishment were among the early evidences of the liberal principles of his rule ; but the 
most noble proof of his desire to extend the practical benefits of true science was the erection 
of an Observatory at his capital, and the appointment o f an able English Astronomer to the 
superintendence of this fine institution.... The early death of this enlightened and princely 
patron of true science is a subject ofjust regret; and much anxiety will be felt until it shall 
be ascertained that the Observatory and the other institutions which he so munificently 
established, will not be suffered to fall into decay.

Here is another obituary from Allen's Indian Mail[8]:

The death of the Rajah ofTravancore has excited far more, both attention and regret, 
than usually follows the decease o f native princes. Both intellectually and morally he was 
indeed far beyond his country and equals in rank; in both respects he might have taken a 
high place among the most enlightened of European Sovereigns, had his destiny been so 
cast.

Again
You will be grieved to learn about the demise of His Highness the Rajah ofTravancore. 

Among the native princes of India, he was distinguished for his superior intelligence and 
extensive acquirements in oriental literature. He is not unknown to fame in the European 
world, for most of you must be aware that the deceased Rajah maintained an observatory 
at considerable expense, and that Mr. Caldecott was for a length of time, his highness s 
astronomer. The ephemeris emanating from the Travancore observatory was a valuable 
contribution to astronomical science The Rajah also supported an English school on a 
scale of liberality that perhaps has few precedents in other native states. He was a steady and 
staunch advocate of education, friend and patron of men of letters his loss will doubtless 
be greatly deplored by Travancoreans as a national calamity... Ram Row, the deceased 
prince will be succeeded by his brother Varthanda, the Eliah Raja...The new sovereign is 
half European in his pursuits and tastes. He has credit for considerable intelligence.

I n the end of the above report, the name of Svati is mentioned as “Ram Row” 
instead of Rama Vurmah, but then, we see his brother’s name too is mutilated as 
Varthanada, in place of Martanda Varmah. Let us see yet another report where 
his name along with title appears as such. This is from an Australian News 
Paper (As a native prince in India, the British media had some natural interest in 
reporting the demise o f S vati. This Australian report make us suspect that his fame 
was spread throughout the commonwealth). The Maitland Mercury & Hunter 
River General Advertiser of Wednesday 21 July 1847 [9] also carried a news 
item titled “The Death of the Raja ofTravancore” Here is an excerpt: “At the
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Palace, Trevandrum, on the 27th December, 1846, Highness Shree Palmanabha 
Dausa Vunchee Baula Rama Vurma Koola Shakhura Kireeda Padee Swandee 
Rama Rajah ..., Maharaja ofTravancore, A prince eminent as an oriental 
scholar and poet, being master o f  Canarese, Gentoo, Mahratta, Hindostanee, 
Persian, Sanskrit and Oorda language as well as English

This part of the article has cited many references that have hitherto not 
been cited by biographers or researchers of Svati Tirunaj. In fact, there are many 
other evidences which throw light on the life and times of Svati Tirunaj. But less 
than 10% of the sea o f documents at the Government archives at Trivandrum, 
Madras, New Delhi and also in India Office Records at London and Indian 
archives in Cambridge University have been researched well. In addition, books 
and news media have not been comprehensively researched too. There remains 
a sea of data to be mined with great amount of effort and care. Critical studies 
on such vast data will help us to reveal the personality of Svati Tirunaj more and 
more accurately. It is hoped that this article will trigger the same.

PART — II Svati Tirunal: The Composer

This part o f the article discusses two sets of questions, (i) Are there 
evidences that Svati Tirunal was a composer? Was he merely a poet? Were his 
sdhithya-s set to tune by courtiers? Were some o f  the compositions attributed 
to him wrongly? (ii) Are the compositions attributed to Svati Tirunal which are 
popular today in concerts, set to tune by Muttayya Bhagavatar and Semmahgudi 
Srinivasa Ayyar?

As far as the first set of questions are concerned, we provide some 
direct and indirect pointers about Svati’s musical ability, we leave it to the 
reader to conclude on whether he was a mere poet or uttama vaggeyakara. On 
misattributions, as was stated previously, there are issues for research in case of 
some of the courtier’s compositions being attributed to Svati Tirunaj and also 
vice-versa (this depends on the readers conclusion on the previous point). The 
settlement of the confusing attributions is unlikely to happen easily in most 
cases as Svati’s court had many great composers (Irayimman Tampi, Satkala 
Govinda Marar, Ponnayya, Vadivelu, Palakkad Paramesvara Bhagavatar) and 
some of them had common mudra-s and sometimes chose to write on the same
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local deity of Trivandrum. As scholarly friends, they could have sought and also 
given consultations. We have only printed documents on musical compositions 
dating from 1854 (easily available ones are even later). The resolution will have 
to be based on these printed documents and presenting case by case evidences. 
Anyone who studies history seriously can understand the difficulty in answering 
such questions perfectly, either in affirmative and also otherwise. However, the 
burden of painful proof cannot be left with defenders in either case.

About the second question, we have a clear answer: definitely not, for 
about 125 compositions, and possibly not for many more, and definitely yes 
for some. The major focus of such a discussion is the notations available in 
‘Balamrtam’, published by S. Rariganatha Ayyar in 1918 [18]. Selections from 
the 1918 notations are compared in this article with the notations published by 
Muttayya Bhagavatar and Semmarigudi Srinivasa Ayyar in 1940s.

To answer the question as to whether Svati Tirunal was a musically talented 
person, what evidences are there? As the period of his life coincides with that 
of the trinity, we know that we have no direct evidences -  no recordings, no 
person who can testify today. In such a case, as for every other composer, we are 
constrained to fall back to writings about the person's life, carefully weeding out 
biases i f  any, and analyzing multiple sources for consistency. It is very painful to 
say this, but even the status of great Purandara Dasa as a musician, if questioned, 
can only be established like this. As long as a question does not arise, we accept 
a version that seems logical and generally tenable.

1. Govt, records of his times contain references about expenses of buying 
Mrdarigam for the young Raja to play[12]. Similarly, there is also 
expense mentioned about buying Svarabat for the young Svati[12]. 
Svarabat is an instrument that Svati is believed to have played, in 
addition to Vma. Svarabat was popular in Travancore till the end of 
19th century after which it seems to have gone into oblivion.

2. Svaraksara, a specialty very often found in Svati’s compositions is 
a very strong element to be considered in this discussion. Palakkad 
Paramesvara Bhagavatar who was almost of the same age as Svati 
Tirunaj, and survived him almost by 50 years, is perhaps the best
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person who could testify to this ability. We find T. Laksmanan Pijjai, a 
composer himself whose life time overlapped with that of Paramesvara 
Bhagavatar, mentioning about Svati’s Svaraksara ability [11]: “We 
cannot here help alluding incidentally to His Highness s merits on the 
side o f  poetry. His Highness religious sentiments are generally high, 
and his mastery o f  the language most admirable. The story is told how 
when his most devoted and highly talented musician Parameswara 
Bagavathar once sang to His Highness an air in Swaras most 
elaborately woven, His Highness followed it up almost instantaneously 
with words to suit them, having initial letters corresponding to the 
Swaras. No wonder the Bagavathar was struck dumb with admiration 
at His Highness readiness o f  invention and marvellous command 
o f  the language” The question is, is this “readiness of invention” 
possible for a mere poet? Couple of years prior to Laksmanan PiJJai’s 
article, Chidambara Vadaar answers this question in the preface to 
his 1916 pub!ication[13]: “In the 19 Chowka varnams Composed by 
the Maharajaha, about 50% o f  the letters used in the language form  
also the swaraksharas. None, but an expert scholar -  in literature as 
well as music -  can accomplish this feat; and the Maharaja stands 
unrivalled in this kind o f  composition”, Among these beautiful Cauka 
varnams, referred to by Vadyar, only one, ‘Dani Samajendra’ in TodT 
(which takes off with a svaraksara and then returns with waves of it 
again in the Carana) is popular outside Kerala (it was a favourite of 
Musiri Subrahmanya Ayyar). 18 other gems, most of which are widely 
available in print in full notation from 1916 onwards, seem to be 
destined to be gems shining only on one side of the Western Ghats.

3. We see Laksmanan PiJJai [11] mentioning specifically about Subbarao 
accompanying the rajah on the mrdarigam: It is worth mention that 
Subba Rao, Dewan o f  H. H. Swati Tirunal Maharajah, was himself 
musician versed in Swarabit and drum. He is reputed as His Highness’s 
the Guru in the Swarabit. It is said that he was a master o f  the drum, 
in which he would accompany His Highness. He used to have frequent 
musicial entertainment at his own residence in which the celebrated 
Vadivelu took part.



4. There is an indirect reference to Svatis’s musical accomplishments 
by Svati’s biographer, Shungunny Menon, who served Svati Tirunaj 
and was a senior officer in Travancore Government and whose office 
was less than 250 meters from Kuthira Malikai where Svati stayed. 
While writing about Uthradam Thirunal Marthanda Varma in “The 
History of Travancore ( 1 8 7 8 ) ” [1] ,  he says: the only difference between 
the two [Svati and his brother] was in poetical talents and musical 
accomplishments, in which His Highness Marthanda Vurmah Maha 
Rajah was inferior to his lamented brother” Menon describes the 
scholastic achievements of Svati Tirunaj thus: The Maharajah was 
a remarkable Sanskrit author... in addition to numerous songs and 
hymns in praise o f  the Almighty and the creation o f the universe. He 
also composed similar songs in Telungu, Hindustani, Mahratta and 
other languages and these are even to the present day well known 
throughout India. We also see that Menon quotes a specimen of 
Maharaja’s samskrta composition as translated by Rev Mateer in the 
book “Land of Charity” [ 14]. It happens to be the Varna in Suddha- 
Saveri, Jagadisa Srijane. Mateer cites this as a poem composed and 
published by His highness the late Rajah Vunchee Pala Rama Vurmah

who died in 1846. ...the sentances skillfully constructed and the 
whole adapted to be sune in the most popular and melodious Hindu 
tunes.

5. Later in this article we make a reference to C.R Day’s famous book on 
“The Music and Musical Instruments of Southern India and Deccan” 
published from London in 1891 [15], as it gives the notation for a Svati 
composition “Sarasa samamukha". For the present, what is noteworthy 
is that it lists in chapter VIII “Famous Indian Musicians o f  the South”. 
The list starts, not surprisingly, with “Tiagya Raja". Soon to follow are 
“Siama Sastri” and “Diksitalu”, and we find at least 7 names which 
can be reckoned as Travancoreans. “The late Maharaja Kolasekhara o f  
Travancore” is one. This should be read along with the later reference 
we make about C.R Day. “Nathiya Vadivelu -  A singer o f  repute and 
composer ofVarnams, swarajotas. He is believed to have introduced the 
use o f  European Violin into southern India” also appears prominently. 
Palakkadu Paramesvara Bhagavatar and his son feature in the list.
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6. C R Day seems to have communicated to the then Maharaja of 
T ravancore, Visakham Tirunaj (who is the son of Svati’s sister) in around 
1885 through Poona Gayan Samaj regarding Svati Tirunaj, the details 
of which appear in the Samaj’s Souvenir [16]. CR Day has asked “Was 
the air “Sarasa Samamukha ” by Maharaja Kulasekhara ? I f  so at what 
date ? It appears to be popular all over South India ” and the Maharaja 
replied “The note Sarasa Samamukha was composed by Vanchi Bala 
Rama Varma Kulasekhara Perumal Maharaja, who reigned between 
1829-30 and 1846-47. The exact date o f  this particular composition 
is difficult to ascertain as every year His Highness produced lots o f  
them ."  All serious students of this paper will find it beneficial to read 
the full text of this Q & A.

7. All later biographers and also musicians who published sahithya/
notation of compositions of Svati (in the foreward to their publications 
dating from 1892-1922) do make comments about Svati’s musical 
accomplishment. Of these, comments of Renganatha Ayyar and 
Cidamabara Vadyar which are fully available in “New Light on Svati 
Tirunaj” are worthy of thorough study. One of the books brought to 
light in this article is “Sangeethagunadarsham” published in 1892. We 
will hear more about the book later. For the moment, we just quote 
from the preface wherein the author T Appasvami PiJJai describes the 
selection of songs: with a copious selection o f  valued Krithies by
the great masters o f  music such as those o f  His Highness Svati Tirunal, 
one o f  the late renowned Maharajas o f  Travancore in part-IE  It may 
be noted that the book also contains Tyagaraja, Dlksitar, Syama Sastri, 
Subbaraya SastrikaJ, Vina Kuppayyar, Pattanam Subrahmanya Ayyar 
and padams of Ksetrayya and the author chose to use the phrase by the 
great masters o f  music such as those o f  His Highness Svati Tirunal.

Let us now have a brief discussion about the possible biases and influences 
or possibility of informed judgments of the authors of the above statements. 
These are aimed at enabling the reader to do a critical re-analysis of the facts and 
opinions that we have presented so far. Of the quoted persons, an investigation 
into their life and profession will reveal that all except C R Day had the advantage 
of making informed opinions about musical abilities of Svati Tirunaj. Shungunny
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Menon & Visakham Tirunal Maharaja had the opportunity to make first hand 
observations about Svati Tirunal. As an insider of the court of Svati Tirunal and 
of later kings, Menon could definitely have had his biases. But we do find that 
he was never shy of criticizing the royalty in his book. He does explicity refer to 
Bala Rama Varma, Svati’s predecessor as a weakling. Also it is noteworthy that 
Menon also declined the offer to be Prime minister of Travancore. Visakham 
Tirunal writing about his uncle could naturally be discounted for the family 
pride. We must however remember here that Visakham Tirunal wrote what he 
did in a private communication. If he wanted to go public, he had a press under 
his control. T Appasvami PiMai was a palace musician and his citing Svati ahead 
of Tyagaraja as great master of music may be understood in this context. As 
understood from the prefaces and forewards, Vadyar and Ayyar seems to have 
been driven by friends and well-wishers than the Travancore palace. They even 
cite the popular demand for resurrection of Svati Krtis in the SrTmulam Praja 
Sabha (The text of the legislative proceedings of 1914-16 needs to be researched 
to identify the exact demands), the then legislative house. T Laksmana PiMai, 
though a Govt, servant (holding a post equivalent o f a Finance Secretary) is 
definitely a character of great independence. Since we have quoted Laksmanan 
PiMai quite frequently in this article, it may not be inappropriate to give some 
more information about him to see his comments in correct perspective. That he 
was a composer of merit adds to the weight of his opinions. We see that he was 
an ardent admirer of the Tanjore quartette too. Lakshmanan PiMai writes about 
Vadivelu with great admiration. Laksmanan PiMai attributes the great Kambhoji 
Ata-tala Varna to Ponnayya (most Kerala text books of the present attribute it to 
Vadivelu !).

There can be this grand-conspiracy theory that all the above gentlemen, 
over the years, having a hidden agenda to write praises of Svati Tirunal so 
that he becomes accepted as a composer in future. I would only request that 
the proposers be kind enough to bear the burden of proof. When the proof is 
delivered we have a competitor for the Da Vinci Code !

1 find it difficult to refer to the ‘Kalpiccundakkiya K rti’ interpretation 
without a touch of humour. Many Malayalam Books refer to Svati Tirunal
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compositions as “Kalpiccundakkiya Krti” which when literally translated is 
“made under orders” Well, if we do accept this literal translation, then we will 
also have to accept certain other translations, to be consistent. And the conclusions 
would be as follows: 1. AM former Travancore kings must be alive today, 
because they never passed away, they only left the land (Malayalam records say 
-  ‘Nadu NTngi’ which is literally only ‘left the land’). 2. AM Travancore kings 
could have never taken any meals, because they can only instruct others to eat 
(Malayalam phrase ‘Maharajavu Kalpiccu Amrtetu Kaziccu’ is literally only 
‘Maharaja ordered the meal to be eaten’-th ey  order, some one else eats !). 3. AM 
Travancore kings could have never moved out of palaces, because they can only 
instruct others to move (Malayalam phrase “Maharajavu Kalpiccu EzunnaMi” is 
literally only “Maharaja ordered to proceed”). Cidamabara Vadyar’s book has 
the long preface in Malayalam and also English. Comparing the two is a quick 
way of resolving the meaning of ‘Kalpiccundakkiya Krti’

In this part of the article, so far we have dealt with the questions of 
musical abilities of Svati Tirunal. Let us now leave the composer and focus on 
the compositions. As a king, Svati Tirunal did not have the fortune of a direct 
shishya parampara, hence the music of many of his compositions were lost. Some 
survived through oral tradition, some had to be reset. The balance sheet of the 
controversy of 1980s was that it left an impression that all Svati Compositions 
were merely sahitya set to tune in 30s and 40s by Muttayya Bhagavatar and 
Semmangudi Srinivasa Ayyar. We now present some facts for cerebration.

We begin with T Laksmanan PiMai’s quote which refers to the merit of some 
Svati compositions , in 1918 [11]: His Highness’smaller compositions are charmingly 
simple, simpler than most Qther compositions and hence adapted even for beginners in 
music. His larger pieces, such as his Varnams, are on the contrary, highly complex and 
would put to test the vocal powers of an advanced musician. His Highness is equally at 
home in both these kinds of compositions. In some devotional pieces, His Highness finds his 
most congenial sphere, the charm of the melody being nearly allied to the Sopana method 
and attaining the highest perfection in the line. The style combines the excellences of Aryan 
and Dravidian music while avoiding the defects of both. A native and pristine simplicity 
like that attaching to the poems of Chaucer, which is simply inimitable, characterizes these 
compositions. We insurance the piece ‘Dhanyoya’in the charming tune of Gopikavasantam. 
One is inclined to think that His Highness ’ Varnams and Kirtanams are only subsidiary
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composition, when compared with such pieces. In them one can release the garb which
Hindu music assumes out in the rural parts of Travancore, "beneath waving palms and *
land-locked lagoons ” Here is a charm and simplicity that is peculiar to Travancore and
that is quite in happy harmony with the simplicity o f life and habits o f its peace-loving \
people. Sing to the countryman the most finished compositions of Tiagayya and he may \

\

rarely nod, but whistle or sing even the portion of the Maharajah’s simpler compositions 
like the ones noted above, and you will see that his countenance is visibly lighted up with 
joy. Such is the charm of simplicity.

His Highness compositions are periodically sung by all these musicians on occasions 
of festivals and minor ceremonies and also daily in the interval o f meals of the reigning 
sovereigns. The custom happily continues to the present day. While we were afraid that 
His Highness ’ larger compositions were forgotten through neglect, and most of the adept V
musicians that could sing them were one by one sinking into the grave, without the chances of ,
the compositions being handed down to the next generation, it is gratifying to find that under [
the patronage of His Highness the Maharajah's Government, successful attempts are being 1
made to resuscitate them and give them a permanent form for transmission to posterity. The 
yeoman service rendered by the late well-known Chinnaswami Mudaliar towards the cause '
of Hindu music by transcribing in English notation many of the compositions of Tiagayya, 
cannot but be remembered with gratitude for ages to come. It would be well if  some one 
would do the same in respect of the Maharajah s compositions.

Elsewhere in the article, T Laksmanan PiHai refers to Coimbatore Raghava 
Ayyar (1825-1875) as follows: ‘With his death lost one veteran musician who 1
could sing to perfection compositions o f  Svati Tirunal ” J

The composition ‘Sarasa samamukha’ in Khamas has a special role in any 
discussion about Svati. It can be traced back in notational form to 19th century 
and reference to it is available at regular intervals up to the notation published 
in 1942 by Muttayya Bhagavatar. The earliest reference to the notation of this 
composition is from C.R Day’s book published in London in 1891 [15]:
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There are two more compositions of Svati Tiruna! in Day’s book, in 
Mohanam and Bilahari. These are yet to be identified. We will shortly analyse 
the staff notation above and compare it with today’s musical structure of Sarasa 
Samamukha. SangTta-Gunadarsam - T  Appasvami PiHai (1892), Svati Tiruna] 
Krtis — K Cidamabara Vadyar (1916) and Balamrtam — Ranganatha Ayyar 
(1918) contain this compostions, last one, with notation. In the Telungu work 
“SarigTta Sarvartha Sara Sangrahamu’ of 1859, the sahithya of this Krti is given 
with title ‘Malayalapu Kulasekhara Maharajugari Krti’ ‘Gayaka Parijatam’ of 
1877 in addition to some other Samskrta/Telungu works listed by Dr R P Raja 
in [17] contain this krti.

Papanasam Sivan’s personal reminiscences ‘Enadu ninaivuk kadal’ 
contains reference to ‘Sarasamukha’ Between 1899 and 1910, Si van lived 
with his mother in Thiruvanantapuram, where he was inspired by the composer 
NTlakantha Sivan. He Studied in Fort High School — about 50 meters from 
the spot where Svati was bom. Papanasam says: “My primary Guru was 
‘Svarakkudukkai ’ Nurani Mahadeva Bhagavatar. He was the son o f Nurani 
Paramesvara Bhagavatar” This Nurarji Paramesvara Bhagavatar was the close 
companion of Svati Tiruna] who composed the Nata varna ‘Sarasijanabha’
Papanasam Sivan continues: ‘During the months o f Aippasi and Pahguni, an Utsavam 
used to take place in the temple of Padmanabhaswami in Trivandrum. During this festival, 
the idols of Padmanabha, Narasimha and Krsna were taken around the corridors of the 
temple, to the accompaniment of the dsthana vidvans singing the krtis of Svati Tirunal 
Mahadeva Bhagavatar was a key figure in these proceedings. I vividly recall an occasion 
where he started the fast paced krti in Khamas, 'sarasasama... In the third stanza, ‘prakata 
pala the musicians started svara prastara. Each musician sang in turn and the resulting
music was inspiring. Though 63 years have lapsed since, the scene and the music are etched 
in my mind"

T Laksmanan PiHai too makes a reference to this Krti[ 11]: It is not necessary 
here to enumerate His Highness ’ compositions in full, which consisted of all varieties 
such as Kirtanams, Varnams, Padams and Tillanas. But we may give some representative 
specimens and thus try to create real and interest in such of the readers as are not familiar 
with them to study the compositions at leisure. We begin with a Krithanam in Kamas Raga. A 
Kirtanam is a simple composition consisting of a Pallavi burden, an Anupallavi or auxiliary 
to the burden, and one or more Charnams, a Charnam being generally equal in metrical 
extent and in Tala or time to the Pallavi and Anupallavi put together. Kirtanams are mostly
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intended for devotional subjects. They are made to all Talas except Ata Tala. Kritanams 
have to be distinguished from Krities in that the latter, though composed of the same parts, 
have only one charanam and hence are simpler. The song in Kamas Raga beginning with 
'Sarasasama mukha ’ is popular not only in Travancore, but also beyond the Ghauts. This, 
however, is not His Highness ’ablest production and, as it happens to some poets, the ablest 
pieces are not always the most popular.

Let us now examine the available notations of Svati compositions, before 
1940s. There are some printed books in Malayalam containing Svati Tirunaj 
compositions, freely available in Kerala, all dating back to pre-1920s (in fact I 
have multiple copies of many of them). Except the first two, remaining ones are 
easily available in traditional families in Trivandrum:

1 Svati Tirunaj Krithis -  Govt Publication (1853): 83 compositions 
without notations

2 Article in KeralTe Suguna Bodhini -  C S Padmanabha Pijjai (-1884-): 
2 compositions in notation

3 Sahglta Guriadarsam -  T Appasvami Pijjai (1892) 59 compositions, 
1 in notation, 5 with cittasvaras

4 Sahglta Balabodham Kittu & Ramasvami Bhagavatar (1896): 
5 compositions without notations

5 Svati Tirunaj Krtis -  K Cidamabara Vadyar (1916): 312 compositions; 
varnas partly notated, cittasvaras available fo r  some krtis

6 Sahglta TatvadTpika -  S. Venkita Subbayyar (1917): 2 Varnams in 
notation

1 Balamrtam -  Rahganatha Ayyar (1918): 125 compositions notated

8 Sahglta Rajarangam Rahganatha Ayyar (1922): 13 compositions 
notated

Even though the third one is freely available in Kerala, to the best of 
my knowledge, it has not yet been discussed in any articles. It contains 33 
compositions, 20 padams, 5 svarajatis and 1 varnam of Svati Tirunaj in notation. 
No.3 is a book written for the Government schools and contains 5 compositions 
without notations. It is interesting to note that while the camatic music notation 
system was quite well established in Tamil Nadu during the times of the trinity
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itself, in Kerala it seems to have been established only in early 20th century. 
(There is a reference to the notation system in Travancore in Poona Gayan Samaj’s 
1887 publication which states “Music is never taught in Travancore under any 
system o f  notation. It is taught more like the Vedas, by oral instruction” The 
1892 work ‘SangTtagunadarsam’ is possibly the first printed Malayalam work 
attempting a notation of musical compositions. Elsewhere, we see very crude 
form of svara notations without even dot marks indicating upper and lower 
octaves and also the tala ahgas being left to the imagination of the readers. Only 
Balamrtam comes up with a proper notation in 1918. The evolution of camatic 
music notation system in Kerala is a matter to be researched, and it has a bearing 
on fact that Svati songs were not notated earlier.

We now enter into a comparison of available musical notations of Svati 
compositions. Our bench mark is Balamrtam, since it is the earliest work that 
contains 125 compositions of Svati Tirunaj in full notation. Let it be noted that 
Rahganathayyar was the son of Bhattaraka Sastrikaj who was a member of the 
court of Svati Tirunaj, being a member of team of musicians led by Harikatha 
exponent Meru Svami. Merusvami was a Maratha Brahmana who was a spiritual 
Guru of Svati Tirunaj. Also Ranganathayyar acknowledges the advice from 
Chathu Bhagavatar, another member of Svati’s court. This is why we make the 
book our bench mark for comparing notations.

We present below a comparison of notations of some selected Svati 
compositions, we confine to Pallavi alone, due to space limitations.

1. Sarasasamamukha -  KhamSs -  Adi

1891 CR Day (Staff Notation) -  Translated into Carnatic Notation for Comparison 

S a , , , ,  Sa Ni Ni Dha Dha Pa Pa Ma Ma Ga|Ga,, Ma Pa Ma , ,  Ga Ma Pa Ni Dha Ni Dha Pa Dha

1919 Ranganatha Ayyar: Balamrtam

Sa, , , ,  Sa Ni Ni Dha Dha Pa Pa Ma Ma Ga|Ma„„MaGa|MaNiDhaNi Pa Dha Pa Ri|

1942 Muttayya Bhagavatar

Sa, , , ,  Sa Ni Ni Dha Dha Pa Ma Ga Ri Ga|Ma„„MaGa|MaNiDhaNi Pa Dha Pa Ri |
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The staff notation (possibly scored by the European master of the 
Maharajah’s Police Band) seems to have been an amateurish attempt at capturing 
Caranatic music. After the first few phrases it goes haywire. We also see Day 
mentioning that Khamas is no different from Garudadhvani !
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2. SSve Srlkantam -M ohanakalyani

1919: Balamrtam

, ,  Ri Sa Ni Dha Pa Saa , ,  Sa Ni Dhaa || R i, , , , ,  |Ga Pa Pa Ma Gaa||

2000: T K Govinda Rao

, ,  Ga Ri Ri Sa Saa,, Ni Dha Saa , ,  || R i , , , , ,  |Ga Pa Pa Ma Gaa||

There is a belief in Kerala that Svati Tirunaj invented the raga 
Mohanakalyani or at least was the first to compose in it. While the former cannot 
be ascertained, the latter has not been disproved.

3. Smarajanaka subhacarita - Behag

1919: Balamrtam

, ,  Sa Sa Ma Ga Ma Pa Pa Ni Ni| Saa , Sa Ni Dha Pa|

1924: SangTtarasarnavam

; ; ;  | ; Sa Sa || Maa Gaa Maa | Paa Paa Saa Nii Paa Ma Ma i Ga Ri Sa Saa

1947: Semmarigudi SrTnivasayyar 

Sa Sa Maa Gaa Maa Paa Paa Ni Dhaa| Saa , Saa Ni Ri Sa Ni|

Behag was among Svati Tirunaj’s favourite ragas. Smarajanaka is 
undoubtedly the most famous one. This Krti is notated in Tamiz in the book 
SangTtarasarnavam in 1924 (Madras) by K V Srinivasa Ayyangar.

4. Nrtyati nrtyati - Sankarabharaqam

1919: Balamrtam

Saa Sa Sa Ni Dha Dha Pa Pa Ma Ma Ga Ga Ri sa Sa Ma Ga Ma Pa Ma Pa Dha Ni

1942 Muttayya Bhagavatar

Saa Sa Sa Ni Dha Dha Pa Pa Ma Ma Ga Ga Ri sa Sa Ma Ga Ma Pa Ma Pa Dha Ni
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As may be noted from the table, Muttayya Bhagavatar has faithfully 
reproduced Rariganathayyar’s notation verbatim.

There are many many more investigations that are possible to be done 
in Balamrtam. For want of space, it is not attempted here. 121 of the 125 
compositions notated in Balamrtam very unambiguously resemble their present 
musical forms.

Earlier in this article we mentioned about the popular demand for 
resurrection of Svati Krtis in the SrTemulam Praja Sabha in 1914-16, the then 
legislative assembly. We raised this point to highlight that it was not the wish 
of the Travancore royalty alone to popularize Svati Krtis. A very interesting 
fact in this context that about 7 years prior to the establishment of the Sri Svati 
Tirunaj Music Academy in 1939, Trivandrum city could boast of a ‘ Svati Tirunaj 
SahgTta Vidyalayam’ run by one Narasimhan Tampi who along with his wife 
ran the school which had 200 students enrolled in it at one time. The school 
was ran in a house near the premises of the present Central Jail in Pujappura, 
Trivandrum. Narasimhan Tampi has written a very lengthy auto-biography 
which is unpublished but available with his daughter, Indira Bai Tankacci, a 
famous dancer. Tampi laments how the pristine purity of Svati compositions 
have been lost due to it being handled by Tamil musicians who are practicing 
sangathis alien to the tradition. He also laments that he did not get enthusiastic 
support from the Travancore palace. He also writes about Muttayya Bhagavatar 
visiting the school and listening to their style of singing Svati Krtis and engaging 
his wife to notate all the padams. My great grand mother’s daughter worked as 
a teacher in this school. The history of this school, which for some time existed 
alongside the academy, is worth researching.
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Closing Remarks: Even if Svati Tirunaj is credited with compositions 
about which there is no controversy regarding authorship or retuning (all 
compositions in Balamrtam, is an instance), Svati Tirunaj still deserves his 
humble place in the map of Carnatic Music. There are over 300 compositions 
attributed to him. Even by the most generous discounting, it cannot be reduced 
by more that 40 or 50. The plea of this author is to leave the controversy to settle 
at this point and let Svati Tirunal be Svati Tirunaj, nothing less and nothing 
more.
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Ragas -  1. Vijayavasantam
2. Dundubhi
3. Kaikavasi
4. SupradTpam
5. DTpakam
6. Ganavaridhi
7. Vardhani

It is a fact too well known that Tyagaraja has covered a wide gamut of 
Raga-s of different categories. He himself mentions in one of his krtis the phrase 
“\inta  ragalu”. He has covered a wide range of Ragas, the total number being 
around 210. Not only Tyagaraja has taken care of all the major and minor 
ra g a s  of times immemorial but also the fact remains that he is perhaps the first 
and the foremost to compose in a good many Ragas for the first time. They are 
the musical gifts to musical fraternity to survive for eternity. We can almost 
give an overwhelming statement that most of the ragas  are to be found in the 
Sahgrahacudamani of Gdvinda written in Sanskrit to be dated roughly to the 
latter half of the eighteenth and the former half of the nineteenth century A.D. 
It throws a great surprise to us that some of the ragas  are not to be found in 
this acknowledged text referred to above. Further, some of the ragas  are only 
those which survive today only through Tyagaraja’s compositions. As far as my 
knowledge goes, there is no other second composition of any composer in such 
ragas. A few have just been listed above and they are treated presently in my 
demonstration.

1. Vijayavasantam

This raga is not mentioned either in Sahgrahacudamani or Sahglta- 
sara-sahgrahamu. Only Pudukkottai Narasimha Bhagavatar’s Tyagaraja 
Svami Kirtanalu (1908:270) and K.V. Srinivasa Ayyangar’s Ganabhaskaramu 
(anu-B:27) mention Vijayavasantam under Visvambhari, the 54th Mela with 
the aroharja-avaroharja ‘SMPDNS-SNPMGS’ Rangaramanuja Ayyangar
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also mentions this raga in his History of South Indian (Carnatic) Music 
(Appx- IV:cix) under 54th Mela with the same arohana-avarohana.

Krti -  nl cittamu na bhagyamayya -  Adi-talam.

K.V.Srinivasa Ayyangar’s Sri Tyagarajasvami Kirtanalu (248) gives the 
text of the song under the raga name Vijayavasantam but in the table of contents 
(p.85) the name occurs as JTvantini.

2. Dundubhi
This raga is also not found in Sangrahacudamani or Sahglta-sara- 

sahgrahamu. It is mentioned by Narasimha Bhagavatar (1908:267) under 48th 
Mela Divyamani. Raga name has been handed down through the Umaiyalpuram 
Sisya parampara of Tyagaraja. It is yet to be known where Tyagaraja got the 
clue to this raga from. But T.S.Parthasarathy in his book Sri Tyagarajasvami 
KIrtanaikal (307) as also K.V. Srinivasa Ayyangar in his (Adi) Sri Tyagarajasvami 
Kirtanalu (242, TOC-85) mention the name of the raga of the krti ‘lllaganu 
ju c e ’ as Divyamani. I may have humbly to say it is wrong. Rangaramanuja 
Ayyangar’s book (1972 Appx IV:cii) and Ganabhaskaramu (anu-B:12) mention 
this raga a little differently as Dundubhipriya with the arohana-avarohana 
*6RGMPDNS-SNPMGRS’

Krti lllaganu Adi-talam

3. Kaikavasi
This raga finds mention in Sahgrahacudamani (145), Sahglta-sara- 

sahgrahamu (84), Narasimha Bhagavatar’s Tyagaraja Svami Kirtanalu (271), 
as also K.V.Srinivasa Ayyangar’s Sri Tyagarajasvami Kirtanalu (248), but is not 
found in Sahglta-sarasahgrahamu. In Ganabhaskaramu (it is. seen in anu- 
B:6),. This is placed under the 60th Mela, NItimati. Rangaramanuja Ayyangar 
(1972AppxIV:cxv) also mentions this raga with the arohana-avarohana 
‘SRGMPDNS- SNPMGRS’

Krti - vacamagocarame -  Adi-talam

K.V. Srinivasa Ayyangar’s Sri Tyagarajasvami Kirtanalu (248) gives the 
text of the song under the raga name Kaikavasi but in the table of contents (p.85) 
the name occurs as NItimati.
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4. Supradlpam
This raga is found in all the texts, namely, Sangrahacudamam (100), 

Sangita-sara-sangrahamu (33), Gdnabhaskaramu (anu-B:33), Narasimha 
Bhagavatar’s Tyagaraja Svami Kirtanalu (93), Rangaramanuja Ayyangar’s 
book (1972AppxIV:lv) and also K.V. Srinivasa Ayyangar’s Sri Tyagarajasvami 
Kirtanalu (297, TOC:66). It is placed under the 17th Mela, Suryakantam, with 
the murchana ‘SRMPDNS-SNDPMGMRS’ It may be interesting to note that 
Supradipam figures as the name of the 17th Mela in the earlier Kanakambari 
nomenclature given for the 72 Mela-s, which, later on got transformed as 
Suryakantam in Sangrahacudamam with Supradipam as janya  thereunder as 
noted above. Incidentally in the Later-Kanakambari nomenclature, the name of 
the 17th Mela is Chayavati.

Krti -  varasikhivahana -  Adi-talam

5. Dlpakam
This raga is found in both Sangrahacudamam (139) and Sangita-sara- 

sangrahamu (81), as also Gdnabhaskaramu (anu-B:12), Rangaramanuja 
Ayyangar’s book (1972AppxIV:cv) and K.V.Srinivasa Ayyangar’s Sri 
Tyagarajasvdmi Kirtanalu (245, TOC:85) under the 51st Mela, Kamavardhini 
or the erstwhile Ramakriya, with the aroharia-avarohana ‘SGMPDPS- 
SNDNPMGRS’ Even Ramamatya's Svaramelakaldnidhi of the 16th century 
(1550 AD) mentions Dipakam as a Janya of Suddharamakriya mela. It is a 
surprise that this raga is not mentioned either in the Caturdandiprakasika (1625 
AD) or the Sahgitasdramrta of King Tulaja (1735 AD). It is found in Narasimha 
Bhagavatar’s book wrongly under mela 45, p.267

Krti -  kalalanercina -  Adi-talam

6 Ganavaridhi
This raga is mentioned in Sangita-sara-sangrahamu (41), 

Sangrahacudamam (132), Gdnabhaskaramu (anu-B:7), Rangaramanuja 
Ayyangar’s book (1972AppxIV:lxxxvii) and K.V.Srinivasa Ayyangar’s 
Tyagarajasvdmi Kirtanalu (227, TOC:84), under the 35th Mela, Sulini with the 
aroharja-avaroharia ‘SMRGMPDNS-SDNPMRS’ This raga is mentioned in 
Narasimha Bhagavatar’s book, as ‘Ganavardhi’ p.255]

Krti -  daya jucutakidi -  Adi-talam

---------------------  THE MUSI C ACADE MY • J OURNAL 2009 • VOL UME  80 --------------------

76

SOME £KA-Kivri-RAGA-S OF TYAGARAJA

7. Vardhani

This raga is found in both Sangrahacudamam (11) and Sangita-sara- 
sangrahamu (31), as also Rangaramanuja Ayyangar’s book (1972AppxIV:xlv), 
K.V.Srinivasa Ayyangar’s Tyagarajasvdmi Kirtanalu (27, TOC:62), and 
Narasimha Bhagavatar’s book (61) under the 111*1 Mela Kokilapriya. It is found 
in Gdnabhaskaramu. . anu-B:26.

It could be either the janya  of Kokilapriya or Gaurimandhari. Tyagaraja 
has adopted the aroharja-avaroharia ‘SGMPDNS-SNDPMGS’, a clear Sadava 
raga, omitting the Rsabha.

Krti -  manasa mana samarthyamemi -  Rupaka-talam

The above treatment of the subject hovers over the limited range of 18th, 
19th Centuries and early half of the 20th Century AD.
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THE WESTERN AIRS OF MUTTUSVAMI DlKSITAR
Kanniks Kannikeswaran

Introduction
The focus of our study here is on the genre of nottu svara sahityas that came 
into being when Muttusvami Dlksitar wrote lyrics in Samskrta to colonial tunes 
that entered India during the late 18th century and the early 19th century. These 
compositions are entirely western in terms of melodic content and approach, 
yet they are totally Indian from the standpoint of the Samskrta stotra literature 
based lyrics that constitute their body.

These compositions were referred to first as the nottu svaras by the composer’s 
nephew Subbarama Dlksitar in his 1905 work prathamabhyasa pustakamu 
henceforth referred to as PAP. The phrase nottu svaras is an interesting one 
adapted from the English word note and the Indian world svaras where the 
word ‘Note’ refers to a notated western melody or a western air. While creating 
the nottu svara sahityas the composer does not don the traditional role of a 
vaggeyakara, given that he has superposed lyrics on existing melodies.

The nottu svara sahityas in themselves are short compositions, much like the 
gitas without distinct sections. Further, all of the nottu svara sahityas are in the 
major scale that corresponds to the scalar structure of the raga sahkarabharanam. 
Table I lists the similarity and differences between the nottu svara sahityas and 
the krtis of Muttusvami Dlksitar.

Table I - krtis and nottu svara sahityas of Dlksitar - a comparative look

Attribute Krti nottu svara sahityas
Melodic Foundation raga Based Not based on ragas
Composer’s role Authored both the lyrics and 

the underlying melody
Composer wrote lyrics 
on top of European 
melodies

Structure pallavi, anupallavi (and 
in some cases), caranam 
structure.

Mostly eka dhatu\ no 
particular structure is 
evident.
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Melodic sophistication Characterized by gamakas No ornamentation
Lyrical Content Stotra lyrics in praise of 

temples and deities
Stotra lyrics in praise 
of temples and deities

Number of 
compositions

433 39

Language Sarpskrta (with a few 
exceptions)

Sarpskrta

Meter Prosodic lyrics not set to a 
meter

Lyrics follow the meter 
of the original tune.

There are a handful where Tyagaraja has written lyrics to tunes in the 
western idiom. There are also other sporadic instances where the same has 
been tried by other composers (Marr 1994)1 2 3 There are later composers who 
have composed ‘English notes’ .̂ However, with 39 nottu svara sahityas 
DTksitar is the only composer to have indulged significantly in this non traditional 
compositional form.

DTksitar (1775-1835) was born in Tiruvarur, near Thanjavur and he lived much 
of his life in Tamilnadu during the rule of the East India Company. DTksitar 
traveled widely and is often referred to as the eternal pilgrim. His sojourn covered 
Tiruvarur, Manali near Chennai, Kashi in North India, Kanchi, Thanjavur, 
Madurai and Ettaiyapuram in Tamilnadu. The British had a presence at all of the 
locales listed above probably with the exception of Tiruvarur.

About 472 compositions are attributed to DTksitar, of which 39 fall under the 
category of nottu svara sahityas? DTksitar’s musical legacy was passed on by his 
brother Balasvami DTksitar (1786-1859) to his adopted son Subbarama DTksitar 
(1839-1906) who wrote the colossal work sahglta sampradaya pradarsini 
(henceforth referred to as the SSP) in 1904 wherein he published 229 of the 
krtis of DTksitar. Soon after, he also published the PAP that contains the text and 
the musical solfege notation of 33 of the 39 nottu svara sahityas known today.

1 A list of such compositions is discussed in John Marr's preface to ‘European Airs of Muthuswami DTksitar /
2 Harikesanallur Muthaiya Bhagavatar’s notes 'G mg rgP RG S' and Tiruppazhanam Pancapakesa Sastri’s ‘S G P  

pmgm R’ stand out as examples.
3 This count is based on the listing of DTksitar’s compositions in T. K. Govinda Rao’s compendium.
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Cataloging the nottu svaras sahityas

We look at the three primary sources (Marr 1994) and three secondary sources as 
we attempt to ascertain the total number of nottu svara sahityas. The first source 
is a manuscript dated April 1833 (Sambamurthy 1963) presented to a British 
Revenue Officer Brown; it contains ‘Sanskrit words’ for ‘English tunes’ without 
their musical notation. The European titles of nine of the twenty songs are listed. 
It is evident that twelve of the twenty sahityas mentioned here are written by 
DTksitar as seen from his signature guruguha used in the text4 although the 
names of the sahityakartas are not mentioned in the manuscript.

The second source of reference is the work titled ‘Oriental Music in European 
Notation’ authored and published by A.M. Chinnaswamy Mudaliar in the year 
1893. It has six of the nottu svara sahityas in the staff notation. The third source 
of reference is the PAP of Subbarama DTksitar published in the year 1905 
featuring 33 nottu svaras sahityas with their musical notation. The following 
are Subbarama DTksitar’s words.

These are called jatisvarams. gamakams do not occur specifically in these nottu 
svarams. All these svarams are (in) those of sahkarabharana ragam, They will 
be in tisra gati, or catusra gati. These svara sahityams are not only easy to 
sing and play on the vina, but are also charming and very useful to beginners 
practising the first exercises.

The first of the secondary sources in 'nottu svara sahityas' of Muttusvami 
DTksitar by Dr. V. Raghavan published in 1977 This work features the musical 
notation and sahityas of all the 33 composition featured in the PAP. In addition, it 
presents the notation and sahityas of rajiva locanam and santatam govindarajam 
(that are presents in Vina Sundaram Iyer’s compendium of the compositions 
of DTksitar) and features gurumurte as a nottu svara sahityas. In addition it 
presents the lyrics of subrahmanyam, sauri vidhi vinute and cintaya citta which 
are listed in the first primary source. This book also contains a preface which 
discusses the source of the lyrics and the notation, the nature of the text and its 
similarity with the krtis of DTksitar.

4 This is also evident from the fact that most of these are included in Subbarama Drksitar’s work PAP.
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The second source is a book titled ‘The European Airs of Muthuswamy 
Dlksitar’ published by Shankaramurthy of Bangalore with a foreword written by
J.A. Marr. The compositions presented with the musical notation in English 
are the same as the one covered in Raghavan’s work. The foreword written by 
J.A. Marr creates a context for the work and reproduces from the Brown 
manuscript, the names of the original melodies wherever known.

The third source is a more recent publication of the complete set of compositions 
of Muddusvami Dlksitar edited by T.K. Govinda Rao. This contains the notation 
and text of 37 of the 39 nottu svara sahityas in addition to gurumurte which is 
listed as a krti. The musical notation of gurumurte is consistent with that found 
in the SSP. Thus, this source also includes the notation for subrahmanyam and 
sauri vidhi vinute (that are not seen in the two secondary sources mentioned 
above).

Interestingly, the nottu svara sahityas is listed as a krti, in an appendix to 
Subbarama Dlksitar’s SSP (Primary Source 2). It is listed as a miscellaneous 
composition along with five nottu svara sahityas in Mudaliar’s work (Primary 
Source 3). Raghavan and Shankaramurthy list gurumurte as a nottu svaras 
sahitya although with a melodic contour different from the one in the SSP.5 
Thus including gurumurte and cintaya citta (an incomplete composition) we 
have a total if 39 nottu svara sahityas.

Melodic content of the nottu svara sahityas
The nottu svara sahityas seem to throw some light on some of the popular 
colonial melodies of the early 19th century. An analysis of the melodic and 
metric contour of the nottu svara sahityas reveals that some of these melodies 
are reels6 and jigs7 from the Irish folk music repertoire while some others are 
country dances, waltzes and marches, all in the major scale corresponding to 
the murchana of the 29lh ragahga dhirasahkarabharana, some with occasional 
accidentals (sharps and flats).
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5 Each of the lines following the first line of the composition gels treated as a carana in Raghavan’s book. Thus there 
arc four carana with similar J/ia/w.v much like the composition gatamnha by Tyagaraja.

6 The reel is a fast paced dance in the catusra gati popular in Ireland and Scotland. Smooth in rhythm, adaptations of 
the Scottish reel were popular in English ball-rooms at the end of the 181*1 century.

7 A fast paced dance item in the tisra gati that is popular in the Irish folk repertoire.
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jagadisa guruguha is a good example of a reel, mucukunda varada is an example 
of a jig, while somaskandam is an excellent illustration of a waltz. There are 
marches such as cintaye'ham sada and country dances such as the galopade 
kamalasana vandita.

Let us now look at the nottu svara sahityas in terms of melodic sources. While 
the names of some of the original sources of melody are mentioned in the earliest 
source of information on the nottu svara sahityas i.e. the Brown manuscript of 
1833 this paper provides additional pieces of information and throws light on 
the diverse range of western melodic sources that Dlksitar drew from.

It is to be reiterated that the original melodies hails from the folk and popular 
traditions of Europe and not from the classical tradition (Kannikeswaran 2007). 
sakti sahita ganapatim for instance is based on the tune of la bastringue (a 
phrase that translates roughly as ‘a noisy ruckus’), an original French tune that 
is still heard today.

A comparison of the melodies of the nottu svara sahityas as they were notated 
in the PAP with the original sources reveals that the tunes have undergone some 
modification. It is not known whether the modification happened in the hands 
of Dlksitar or if it happened later on.

Chinnaswamy Mudaliar states in a footnote to his work (circa 1894) that his 
transcription was based on what was prevalent at the time of writing and that the 
melody of the nottu svara sahityas may have deviated from the original given 
the at least sixty year time difference between the time the Samskrta lyrics were 
written by Dlksitar and the time he (Mudaliyar) transcribed them in the staff 
notation8 For instance, varasiva balam is based on the original ‘Castilian maid’ 
whose rhythmic gait is trisra while the Subbarama Dlksitar’s notation presents 
it in catursra jati eka talam. Castilian Maid is a folk tune of anonymous origin 
that was transcribed by Benjamin Carr (1768-1831) in his book ‘Carr’s Musical 
miscellany in occasional numbers’ published between 1812 and 1825. Carr was 
a British composer and publisher who migrated to the USA in 1792.

8 It is to be note that the PAP was published about a decade after Mudaliyar’s publication. Subbarama Dlksitar (1839- 
1906). the adopted son of Balasvami Dlksitar (1786-1859) was born after the passing of Muttusvami Dlksitar. 
His exposure to the composer’s music was though his father and the other disciples of his father and uncle in the 
Eltayapuram Royal Court. (Rangaramanuja Iyengar 1974)
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Castilian Maid: gmgm I DPG I PMR I MGS I S gmgm I (in 3/8s)

varasiva balam gmgm I DP I GPI MR I MG I SS I (in catursra gati)

Here is an illustration of a change in melody that might have been instituted by 
the composer himself, jagadlsa guruguha is based on Lord Me Donald’s reel, 
a popular reel played even in today’s Celtic music repertoire has a two part 
structure. The original reel transcribed in the svara notation runs thus.

Line A psgs I rsgs I psgs I rsgs I psgs I rsgs I pdpm I gs S I

Line B p„d I pgsg I pgsg I mrR I PD I pgsg 1 rgm, gr I gsS 1

In jagadlsa guruguha, Lines A and B are switched and an additional word is 
inserted at the pickup to the first beat of the song as illustrated below. There is 
also an insertion of an additional note at the end of the second line with the lyric

‘ i r f ’

---------------------  THE MUSI C ACADE MY • J OURNAL  2009 • VOLUME 80 ---------------------

g m 1 P . d  1 P g s g  1 p s s  g 1 m r R

ja g a 1 d l sa  1 guruguha 1 harividhi 1 vinutam

P D 1 P g s g  1 r gm,  gr  1 g s S 1

deha 1 trayavilak  1 shariam a n ahda  1 lakshanam 1

p s g s 1 r s g s  1 p s g s  1 r s g s 1

nityam suddham 1 bhuktam muktam  1 satya nir vi 1 ka lpa nishpra II

p d p m 1 g r S  1 S 1 1

paheam anan 1 dam ajam  1 sr l  1 1

The nottu svara sahitya dasarathe is written on top of the melody ‘Fanny 
Power’s Planxly’ written by Turlough O ’ Carolan (1670-1738). O ’Carolan was 
a wandering ministrel or bard (and a renowned harpist) held in honor in Ireland 
who traveled the country on horseback composing poetry and music (planxties) 

in honor of his patrons.

kamalasana vandita is based on the tune of a gallopade.The Oxford Companion 
to Music describes the gallopade as a ‘quick, lively round dance, in two-in a 
measure time with the characteristic of a change of step, or hop at the end of 
every half phrase of music’ Elsewhere, it is described as a popular country
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dance tune in England and in America’.̂  Said to have been born in Hungary in 
1815 the dance itself was considered to be more of a marathon as the dancers 
would race around the ball room9 10.

Probably the best known of the original melodies is that of the British national 
anthem ‘God Save The King’ which transformed to santatam pahimam in the 
hands of Dlksitar. The very same tune prevails in the United States as ‘My 
Country ‘tis of thee’ and in Germany as ‘Heil dir im Siegerkranz’, and in many 
other countries often as a patriotic song. Interestingly there is also a marathi 
version of this song that was performed by one hundred marathi students during 
the coronation durbar of King George in Bombay in a variety entertainment 
program orchestrated and presented by the renowned Hindustani musician 
Vishnu Digambar Paluskar (Bakhle, 2005).

There is also a case of a new melody, or a melodic variation on a colonial 
tune within the realm of the nottu svara sahityas. syamale mlnaksi is a simple 
composition whose tune is conceived of as a variation of ‘Twinkle Twinkle Little 
Star’ consistent with its harmonic structure. A set of 12 variations on this tune 
had been written earlier by Wolfgang Amadeus Mozart in the 1700s.11

Thus we see that the nottu svara sahityas are not just a homogenous collection 
of ‘English Notes’ and that there is diversity not only in their melodic content 
but also in the original sources and the manner in which they are conceived.

An analysis of the lyrical content of the nottu svara sahityas 
Dlksitar’s knis in general contain a set of epithets of the deity being addressed 
in the form of a long sentence punctuated with a single verb such as bhavayami, 
asrayami,mamava at some point within the krti. The verb formation is consistent 
with the vibhakti or the case ending in which the nouns are set. The same pattern 
of lyrical construction is seen in the nottu svara sahityas as well. With rare 
exceptions, all of Dlksitar’s krtis contain his signature i.e. the guruguha mudra. 
It is however seen missing in the text of eight of the nottu svara sahityas in the

9 The author has seen it performed at the Independence Mall in Philadelphia.
10 As narrated by Sara Johnson.
11 The tune for ‘Ah! Vous dirai-je, Maman’ appeared first in France and it is said to have existed even prior to its publi­

cation in 1761. Leopold Mozart and his son Wolfgang Amadeus Mozart wrote several variations on this tune in the 
1700s. The English poem ‘Twinkle Twinkle Little Star’ was written to this tune in the early 1800s.
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PAP. However, later versions contain the guruguha mudra12. in all but three of 
the compositions13

Presented below are the lyrics of on the popular tune ‘Rakes of Mallow’ 
in circulation in the Irish, Scottish and Appalachian repertoires today 
(Kannikeswaran 1997).
vande minaksi tvam sarasija vaktre aparne durge natasura 
brnde sakte guruguha palini jalaruhacarane 
sundara pandyanande maye surijanadhare 
sundararaja sahodari gauri subhakari satatamaham

Here are the lyrics of kamalasana vandita based on the tune of the gallopade.
kamalasana vandita padabje kamaniyakarbdaya samrajye
kamalanagare sakalakare kamalanayana dhrta jagadadhare
kamale vimale guruguha janani kamalapati nuta hadaye maye
kamala sasi vijaya vadane meye
kamalendrani vagdevi sri gauri pujita hrdayanande
kamalaksi pahi kamaksi kamesvara vara sati kalyani

It is clear from even a cursory look at the lyrics of these two compositions that 
the composer uses the guruguha mudra in the nottu svara sahityas in the same 
manner as he does in his krtis. Further, even with the lack of a formal pallavi- 
anupallavi structure, the lyrics of many of these compositions exhibit ‘second 
consonant concordance’ or dvitiyaksaraprasam. The two compositions above 
can be considered representative of the set of nottu svara sahityas which in 
general have the following generic characteristics that are integral features of 

his krtis as well:

a) The usage of stylistic features of stotra lyrics and the usage of the guruguha 

mudra

b) The occurrence of sabdalahkaram such as dvitiyaksaraprasam (in most 

cases) and yati14

c) Rich allusion to Indian religious and vedanti and temple traditions.

12 Refer to Raghavan's preface in his publications of the nottu svara sahityas.
13 These three are dasarathe, he maye, and pahimam janaki.
14 First letter concordance
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It is thus clear that the alien tunes do not stand in the way of DTksitar’s lyrical 
flow that characterizes his melodically sophisticated krtis.

The similarity in lyrics between the nottu svara sahityas and some of the krtis of 
DTksitar in striking (Raghavan 1977). dasarathe for instance contains the lines 
komala padabj a kodanda rama syamala vigraha sampurna kama which are very 
similar to the lines komala kara pallava pada kodanda rama - ghana syamala 
vigrahabja nay ana sampurna kama in the composition mamava pattabhirama. 
Likewise, in mucukunda varada DTksitar refers to Tyagaraja as Guruguha gurb 
and he use the phrase sri guruguha gurum in his krti Tyagaraja yoga. The phrase 
he maye mam badhitum kahitvam kcihi tvam yahiyahi in he maye is virtually the 
same as the line maye tvam yahi mam badhiturp kahi in the tarahgini raga krti. 
There are many such similarities.

The pluralism exhibited in the nottu svara sahityas is also similar to what is 
seen in the krtis of DTksitar. The nottu svara sahityas are in praise of deities such 
a ganesa, skanda, arijaneya, siva, devi, visnu laksmi, bhairava, sarasvati and 
rama. It is to be noted that 10 of the nottu svara sahityas are in praise of devi 
and 8 in praise of siva. The temple towns that are clearly addressed in the nottu 
svara sahityas Kanchi (with 10 compositions), Madurai (2),Chidambaram15(l) , 
Tiruvarur (2). The others do not have specific references to stalas.

Circumstances surrounding the creation of the nottu svara sahityas 
The nottu svara sahityas are based on melodies that are an assortment of jigs, 
reels, marches, country dances and waltzes. Almost one in ten compositions 
of DTksitar is based on a foreign tune16. What then was DTksitar’s exposure to 
colonial music?

The DTksitar family resided in Manali near Madras under the patronage of 
Dubash Muttukrishna Mudaliar. It is said that the later patron Venkatakrishna 
Mudaliar who had business connections with the East India Company would
15 Santatam xovindcirajam has only one references to govindaraja and has no mention of nataraja or cidamharam. We 

arc therefore not including it as a Chidambaram specific composition.
16 The SSPand the PAP list a total of 220 krtis and 34 nottu svara sahityas yielding a ratio of 1:8. T.K. Govinda Rao's 

book attributes 472 compositions to Dlksitar of which 39 are nottu svara sahityas yielding a ratio of about 1:12. 
These ratios are to be taken with a note of caution. The nottu svara sahityas and the krtis cannot be weighed on the 
same scale given that the melodic value and comprehensive mosaic painted by latter is of a much higher order than 
the former. Subbarama DTksitar makes it very clear that the noffu svara sahityas are meant for beginners and those 
practicing the first exercises in kamafic music.
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often take Muttusvami DTksitar and his brother Balasvami DTksitar with him 
during his trips to Fort St. George (Venkatarama Iyer, 1968). It is here that the 
DTksitar family got acquainted with colonial music. It was also at this phase in 
Dlksitar’s life that Balasvami DTksitar learned to play the fiddle and later began 
playing karnatic music on the fiddle. He is thus credited with introducing the 
fiddle to the world of karnatic music.

It should also be noted that there was a British presence at Banaras, Kanchipuram, 
Thanjavur and Ettaiyapuram where Dlksitar spent significant portions of his life. 
Even Madurai felt the presence of the British (Lewandowski 1977). Further, 
Thanjavur during Dlksitar’s days was ruled by Serfoji II who was a great patron 
of the arts who maintained in his court a European band that played western 
marches and dances as well as tunes adapted from the Indian classical repertoire. 
(Booth 1997). Further the devadasi repertoire of the Thanjavur are included the 
kolattam dance genre with simple English officials by the performance of songs 
like the British national anthem. (Kersenboom-Story, 1981).

So when did Dlksitar create the nottu svara sahityas? To answer this question let 
us take a second look at the earliest primary source of information on this music
i.e. the manuscript dated 1833 that states that Indian lyrics written to western 
tunes were being presented to the British Revenue Officer Mr. Brown (Raghavan 
1977). This manuscript is available at the Madras Government Oriental MSS 
library and it states thus. “The following are Sanskrit words arranged to favourite 
English tunes"

Two facts stand out from an examination of this manuscript. 1. Only twelve 
of the thirty nine compositions of DTksitar in this genre are featured in this 
manuscript. 2. There are compositions by other composers listed as well in the 
manuscript. Based on this manuscript, it is only possible to asset that the twelve 
of the DTksitar nottu svara sahitya compositions had definitely come into being 
and were in circulation during or prior to 1833 and that the manuscript was a 
generic compilation of such compositions written by an assortment of composers 
(mostly DTksitar) during that period.

It has been suggested that the nottu svara sahitya might have been written 
by DTksitar during the time that his family stayed at Manali (Durga 1996) as
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precursors to his later compositions. But this conjecture is at odds with the 
generally accepted belief that DTksitar began composing only after his return 
from Banaras which in turn was chronologically later than his family’s stay at 
Manali. We could thus postulate that the nottu svara sahityas were written no 
earlier than the early 1800s.

Now, given our observation that the lyrics of the nottu svara sahityas bear 
a remarkable similarity to the lyrics of his heavier krtis, one also only infer 
that the nottu svara sahityas were written at various points in time during the 
composer’s active composing career (circa 1802-1835) and at the various 
pilgrimage sites that he visited or perhaps even at Ettaiyapuram where he spent 
his last year17 Also given the large number of nottu svara sahityas dedicated 
to deities enshrined at Kanchipuram18 one could infer that a sizable number of 
nottu svara sahityas were written possibly during the composers sojourn there 
in the early 1800s soon after his return form Tiruttani. The fact that there is 
a total absence of nottu svara sahityas dedicated to deities in the Thanjavur 
area is significant. Most of the raganga raga krtis written by DTksitar during 
his stay at Thanjavur are in praise of deities enshrined in Thanjavur (Raghavan 
1980). The total absence of nottu svara sahityas in praise of brhad Tsvara or 
brhadamba could only lead us to infer that none of these compositions were 
written in Thanjavur.

What was the inspiration behind DTksitar’s creation of a relatively large number 
of compositions in this genre? It is known that the British considered various 
means to popularize their music amongst the Indian population, one of which was 
to form military bands amongst the native regiments of the East India Company 
(Booth, 1997)19 T.L. Venkatarama Iyer’s biography of DTksitar maintains 
that the composer wrote sahityas to western tunes at the request of Revenue 
Officer Brown who wished to popularize colonial melodies amongst the natives. 
However, given that only 12 of the total corpus of 39 nottu svara sahityas are
17 “While al Manali, Muttusvami picked up many of the melodies played on the Band, and later in life, acting on the 

suggestion of a Col. Browne who was in the service of the East India Company and who wanted to familiarize 
English tunes to the Indian public, DTksitar gave them a Sanskrit sahitya. Some fifty of such songs have come down 
to us" (Venkatarama Iyer).

18 10 of the 39 noun svara sahityas are in praise of deities enshrined in Kanchipuram.
19 There was a perception on the part of the British that European music was “not in much repute among the natives 

of India" There were voices within the East India Company that suggested that measures needed to be taken to 
improve the appreciation of European music among the Indian population. (Booth, 1997).
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featured in the Brown manuscript dated two years prior to the composer’s death, 
it is obvious that the scope of the composer’s work in this genre is larger than 
what we know was presented to the British.

And as established above, if the nottu svara sahityas were written at various 
points in.his life and at the various shrines that he visited, the factor that drove 
him to create music in an alien paradigm could only have been a creative urge 
that was significantly greater than commission from a British Officer especially 
given that DTksitar was a composer that deliberately chose to decline Royal 
patronage unlike his father or brother20. Regardless of the reason of their origin, 
the nottu svara sahityas are a fascinating creation, given the social norms of 
the era and the orthodoxy of the musical tradition and the fact that they were 
created by one of the foremost composers of Indian classical music in the same 
integrative lyrical idiom as is krti masterpieces.

Current status of the ndftu svara sahityas

With rare exceptions, the nottu svara sahityas have not found a popular place in 
a kacceri given that they are not based on the framework of ragas and talas that 
constitute the foundation of karnatic Music21. Five of the nottu svara sahityas of 
DTksitar are featured in a modem day textbook ganamrutha bodhini and hence 
these five are familiar to those who have used this text in their formal training in 
karnatic music22. (Panchapakesa Iyer 1953)

Some of the nottu svara sahityas have survived in temples where their tunes are 
still played by the temple bands, when the deity is taken dancing in procession 
around the temple. The karnatic Band, a legacy of the British period was 
first formed in Thanjavur in the early 1800s in Serfoji’s court. Featuring an 
ensemble of clarinets, tubas, bass and side drums, this non-military European 
style ensemble adapted itself to playing karnatic music (Booth 1997). Similar 
bands in the city of Madras have been in integral part of temple festivities in 
the 1900s particularly in North Madras close to Fort St. George from where the 
British ruled. I have personally heard the tunes of some of DTksitar’s nottu svara
20 There are anecdotes in Dlksitar’s life story that testify to unwillingness to seek support from Royalty.
2 1 “On scientific assessment, they have no real place in the scheme of classical Indian music because raga and tala form 

the warp and woof in the fabric of that music and these songs bear no relation to them”. (Venkatarama Iyer, 1968)
22 no/fu svara sahityas are not to be confused with the English note written by Harikesanallur Muthaia Bhagavatar and 

rendered popular by Madurai Mani Iyer in the 1900s.
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sahityas and other marching tunes being performed by these bands in the 1960s 
and was impressed to see the continuation of this tradition even in the 2000s. It 
is thus a quixotic turn of events that alien tunes played on alien instruments now 
form part of the temple music repertoire in Chennai, the modern day capital of 
kacceri music while the same tunes, although hallowed by the stotra sahityas of 
DTksitar still do not find a logical space in the kacceri repertoire.

Significance of the nottu svara sahityas
V. Raghavan, in his preface to his compendium of nottu svara sahityas, salutes 
DTksitar thus.

Genius produces masterpieces and occasionally also relaxes and indulges 
in some playful creations. Someone in a different plane, asks and the great 
one, without lifting a brow comes down genially and obliges. It is in this 
light that - we should view the pieces which were composed by the great 
master Muttusvami DTksitar.

In the 21st century where there is more access to melodies from all over the 
world, we see that there is more to be gleaned from the 19th century nottu svara 
sahityas. DTksitar lived during a turbulent yet culturally fascinating ear. The 
maratha court in Thanjavur was home to a polyglot culture. While the rulers 
spoke marathi, the musicians in the area composed primarily in the official 
language Telugu and additionally in Sanskrit and Tamil.

DTksitar’s music synthesizes his version of the krti conforming to the grammar 
of the 19th century krti idiom, incorporating elements from the North Indian 
musical tradition along with lyrical embellishment consistent with the vernacular 
prosody of the South. His lyrical expression captures his vision of a pan Indian 
cultural landscape united by his pluralistic vision rooted in the ancient smarta 
tradition that he augments with meticulous descriptions of temple traditions in 
the manner of the Tamil Saints of the first millennium.

It was during the lifetimes of DTksitar that the Indian Royalty was beginning to 
expand their cultural horizons by including western musicians in their courts. 
Serfoji II is even credited with writing scores in the western notation for the 
Thanjavur Royal Military Band. (Subramanian, 2008).
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In such a cultural milieu, Dlksitar’s work steps beyond the conventional kyti 
form. His creative endeavors straddle popular melodies that were brought in by 
the colonizers who were engaged in warfare with the French on the Indian soil 
during the composer’s lifetime. All of the colonial tunes that were touched by 
Dlksitar transformed into prayers in the same mold as his brilliant pluralistic 
visualization of an all encompassing reality in the ancient Indian vedanta 
tradition. In creating a significant number of compositions in this new genre, 
Dlksitar makes a bold statement as he weaves in the alien melodies into his 
corpus of work, probably anticipating a prolonged period of colonization and a 
globalized multi-cultural world.
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TALAKALABDHI OF ACYUTARAYA: 
DISCOVERY OF A NEW WORK ON TALA

V. Premalatha

Technical descriptions of music occur in works devoted not only to 
music (glta) but to Natya and Sanglta also. Works on natya, sariglta and glta 
(music) have been published during the last hundred years and still there are 
many works unpublished and unnoticed, found in the form of palmleaf and 
paper manuscripts. Bharata’s Natyasastra and the Dattilam of Dattila are said to 
be the earliest treatises written in Samskrta. After these, there have been many 
works on Sanglta, dealing with glta, vadya, tala and nrtta/nrtya.

From the sixteenth century onwards, one can notice works written 
exclusively on Tala. The TaladasapranapradTpika of Poluri Govinda Kavi, 
TaladTpika of Gopa Tippa Bhupala, the Talacandrika of Virupaksa are some 
of them. Besides these, there exist many manuscripts titled, Talalaksanam, 
Talavisayah, Talaprakaranam and the like, the contents of which are not yet 
known. Meanwhile, M. Ramakrsna Kavi in his Bhartakosa, mentions a Samskrta 
work called Talakalabdhi written by the Vijayanagar ruler, Acyutaraya. This 
is considered to be the first work written on the concept of Taladasaprana-s 
in detail. Kavi has given many extracts from Acyuta’s work in Bhartakosa, 
which have been the sole reference for scholars. Unfortunately, he has not 
given manuscript details for the extracts and hence the work, Talakalabdhi, still 
remains undiscovered.

In the course of her research, this author has identified two palm leaf 
manuscripts from the Libraries of Chennai and Tirupati, which seem to be the 
Talakalabdhi of Acyutaraya. This paper is an investigation into the manuscripts 
and attempts to establish their relation to the the Talakalabdhi of Acyutaraya.

Talakalabdhi - a brief note
Talakalabdhi is referred to as a Samslqla work written exclusively on Tala 
attributed to King Acyutaraya, the successor of Krsnadevaraya of the Vijayanagar 
Fmpire. This work is accompanied by a Telugu commentary. Information 
about this musicological work is available only in the Bharatakosa written by
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M Ramakrsna Kavi1. According to Kavi, this work is also known to be called by 
the names Talakalavardhi and Talamahodadhi. The following is the note given 
by Kavi in the introduction to Bharatakosa2 3:

“Acyutaraya, the brother o f  Krsnadevaraya, w asakingof Vijayanagar. After 
the death o f  the latter in 1530, Acyuta wrote Talakalavardhi, a very good 
critical work on Tala-s. He discusses every theory till then current quoting 
Sangitacandrodaya, Manidarpana, Vidyavinoda, Caturasabhavilasa, 
Talakalavilasa, Nrttacudamani, Katyayana, SahgTtarnava, Rahgaraja's 
Bharatabhasya. All these works are now extinct. While others mention 
these works, Acyuta actually quotes from these books; their existence 
therefore can be vouchsafed. In the middle o f  the work, it is said that 
one Somabhatta wrote this work. The work is accompanied by a Telugu 
Commentary. Whether Somabhatta wrote the original work in Acyuta’s 
name or only its Telugu commentary cannot be determined. Acyuta lived 
till 1543 A.D. It is a small work o f great interest to scholars o f  research ”

Modern scholars on Talakalabdhi
References to Talakalabdhi are also found in the writings of scholars 

belonging to the twentieth century. The following is a summary of them

V Raghavan in his essays on Sanglta literature and C P Desai in his 
book SarigTta-visayaka-samskrta-grantha, refer mainly to the rare works 
quoted in Talakalabdhi but not to Talakalabdhi as such. These rare 
works are said to be found quoted in a work called NatyasarvasvadTpika 
preserved in the Bhandarkar Oriental Research Institute, Poona.

R Sathyanarayana in his critical notes on the Tala section of the 
Nartananirnaya, 3 states that Acyutaraya offers the first detailed 
treatment of the ten prana-s of tala.

T V Mahalihgam in his book, “Administration and Social Life Under 
Vijayanagar”, and C Panduranga Bhatta in his “Contribution of 
Karnataka to Sanskrit”, quoting Mahalingam, mention that Somanatha, 
a contemporary of Acyutaraya has commented on the Tala work of 
Acyutaraya, called "Talamahodadhi"

1 published by the Tirumala Tirupati Devastanams.Titupati, 1951/1998
2 page: xxii
3 vo l.l. page 264
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In the third chapter of the Mahabharatacudamapi, there is a description 
of the laksana-s of ‘nattuvan’ While delineating the essential qualities 
of a ‘nattuvan’, the taladasaprapa-s are also enlisted. The editor has 
cited the verse, “kalo marga kriyangani...” from the Talakalavardhi of 
Acyuta.

Kavi, in one of his articles titled “Hindu music under a Sultan” in the 
Journal of the Andhra Historical Research Society, Rajahmundry, 
Vol-11, 1938, states that Talarnava is a work quoted in Talabdhi 
[kalabdhij.

Thus one can notice that Acyuta’s work has been known to many modem 
scholars but only Ramakrsna Kavi has probably furnished the exact contents.

Related Manuscripts
While surveying the music manuscripts in the Government Oriental 

Manuscripts Library, Chennai during 2003-054, this author identified a palmleaf 
manuscript numbered, D 12992 titled Talalaksanam with Telugu Commentary 
(Andhra-tlka sahitam) of Kohala. This is a Samsk^ta work with a Telugu 
commentary. The manuscript is worn-out and moth eaten at many places. A 
restored copy (paper transcript) of this manuscript exists under the number R7979. 
All the extracts given in Bharatakosa under the name “Acyuta” and “Acyutaraya” 
can be located in this manuscript5. It also contains the paraphrases/quotations 
from a few rare works like Caturasabhavilasa, Talakalavilasa, Cudamani and 
others that are listed in Bharatakosa. The name of the author, “Acyutaraya” also 
occurs at a few places6. But unfortunately, the title of the work does not appear 
in the entire manuscript.

Presently, while surveying the music manuscripts of the Oriental Research 
Institute, Sri Venkateswara University, Tirupati7 another palm-leaf manuscript 
numbered R452 and titled, Talalaksanam -  KohalTya tTka, has been found to 
contain the same text as the Chennai manuscript, namely, D12992/R7979. But 
this manuscript ends with the beginning portion on prastara. The following 
colophon appears at the end of the section in folio 23a.
4 vide National Culture Fellowship project report submitted to the Sangeet Natak Akademi, New Delhi
5 See Annexure-1
6 See Annexure -2
7 Presently engaged in a UGC-Major Research Project on the ‘Manuscripts of the ORI, SV University,Tirupati’
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“iti mari taladasa pranalu — I taladhyayam sampurnamga vyakhyana 
purvamga srl ramacandruni arpitamga vrasenu. Alavelli annappa vrasinadu. 
Purvaprati sampradayameunnaru.”

Description of the manuscript material

D 12992 is a palm-leaf manuscript written in Telugu script. As mentioned 
earlier, the restored copy R7979 has been taken up for study. This copy has 
been made in the year 1948 and it consists of 193 pages. The main text (mula) 
in samskrta is written in Devanagari script and the Telugu commentary (tTka) 
in Telugu script. The corresponding page numbers of the original manuscript is 
noted at the relevant places in the paper transcript.

R452 is also a palm-leaf written in Telugu script. The fly-leaf in the 
beginning lists the works that are quoted in Talakalabdhi. The work ends in folio 
23a and the codex contains the following other works/portions as mentioned 
in the margins of the respective folios: suladi 101 tala prakaranam (f.24), 
maddalakari laksapam (f.38), dolu laksanam (f.41) bharatasastra pravartakulu 
(f.45), vlrana [?] laksanam (f.46a), sabha laksanam (f. 48), saptasvara alarikaram 
(f. 49a), aksarakala saptatala nirnayam (f. 61), adibharatam (f. 63), taladhyayamu 

dharuvulu - misritam (f.60) and patakahasta. (f.62)

Contents of the Work

The whole work is dedicated to a critical analysis of the taladasaprana-s, 
namely, Kala, Marga, Kriya, Anga, Graha, Jati, Kala, Laya, Yati and Prastara. 
The manuscripts are generally good and are devoid of common scribal errors. 
The commentary seems to be more analytical, since it is in this section that the 
views of different authors are cited, referred to and sometimes refuted also. One 
can notice phrases like, “I matam mancidi kadu” (“the view expressed in this 
‘school’ [work] is not proper”), being used in the commentary. Thus the work 
gives a very detailed treatment of the concept of taladasaprana-s.

The work begins with the definition of the term, “tala” and then gets into 
the description of the dasaprana-s. The manuscript from Chennai, R7979 seems 
to be complete since it covers the whole of the prastara also, whereas the Tirupati 
manuscript, R452 stops at the beginning of the prastara.
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Another important aspect to be noted in the present manuscripts is that 
there is no division of chapters and the text runs continuously. After one or two 
verses, the commentary is given in Telugu which also includes the phrases from 
the mu la here and there.

Authenticity of the work

The ancient works on the theory and practice of music are generally 
found in the form of manuscripts in various libraries and research institutes all 
over the world. Catalogues of different kinds have been published and there 
are many works which have not been included in the printed catalogues. The 
present author has prepared a consolidated catalogue of music manuscripts from 
various sources, which is under publication. It is surprising to note that in the 
Catalogue of Music Manuscripts, there does not exist, a single manuscript with 
the title Talakalabdhi of Acyutaraya.

On the other hand, from the scholarly references made by the modem 
writers on music literature, mentioned earlier, it can be inferred that there really 
exists a work called Talakalabdhi, written by Acyutaraya. However, there are 
a few problems regarding the authenticity o f the name of the work and its 
authorship. Both the manuscripts which are taken for this study presently bear 
the title, “Talalaksanam” and are accompanied by a Telugu commentary. Both 
deal with the taladasaprana-s exclusively. When their contents are studied, 
there does not appear any colophon or any other indication regarding the title 
of the work, though the titles of various other works which have been quoted 
as paraphrases are found in many places in the manuscripts. For example, the 
Talakalavilasa (p.51), Rangaraja-bharata-vyakhya, NrttacOdamani, (p.35) and 
so on in R7979. Under these circumstances, it is quite curious how the title, 
Talakalabdhi was assigned to this work. Perhaps, there was some other source 
(another manuscript) that was available to Ramakrsna Kavi, based on which he 

assigned the title to the work.

Regarding the authorship of this work, both the manuscripts attribute the 
work to Kohala. The name “Kohala” appears only in the beginning of the work 
(mangalacarana) and nowhere else. The following are the beginning lines of the 

work.
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“kalyanagunasampannam karnantayatalocanam | 
kausalyatanayam ramam kalaye kamalapatim ||

iha khalu sakalabharata pandita mandalakhandala sakala bharatapravarataka 
sikhamanih kohalacarya namakah paramakarunikah kascidvipascit 
sakalalokopakaraya taurya trikopakaraya tauranjakam tadasrayatvena 
dasaprapa sametam talasvarupam saprapancam pratipadayitu[rp] 
kamasciklrsitasya nirvighna pari samaptaye sarvesvara namaskaratmaka 
mangalacarana purvakam ciklrsitam pratijanlte -  visnumiti”

On the other hand, the name Acyuta appears both in the mula and the 
commentary8 only from the section on prastara and not before that. It is quite 
strange why the name of the author has not been incorporated in the beginning 
portions of the work. Therefore attributing this work to Kohala, an ancient 
authority on music, dance and drama, could have been an attempt at enhancing 
the status o f the work. Kohala does not appear to have been the real author.

Further, Ramakrsna Kavi mentions that Somabhatta, probably, Somanarya, 
the author of Natyacudamani, has commented upon the Talakalabdhi of 
Acyutaraya. Kavi cites a colophon statement from the beginning of the section 
on prastara of Talakalabdhi to confirm this. However, this citation cannot be 
located in the present manuscripts.

Conclusion
According to Ramanathan (2004), the concept of taladasaprana 

seems to have arrived only in the 16th century and is seen described in texts 
like SahgTtasuryodaya of Laksmlnarayana, Sangltadarpana of Damodara, 
RasakaumudT of SrTkantha, SahgTtaparijata of Ahobala and SaiigTtamakaranda of 
Narada. Among the above mentioned texts, except SahgTtasuryodaya, all other 
works seem to have been composed after the period of Acuyutaraya. The work 
Tala-dasa-prana-pradTpika of Poluri Govinda Kavi also belongs to a period later 
than that of Acyutaraya (early 17th century). At this juncture, a work exclusively 
on the taladasaprana-s, in detail, is highly significant.

8 Annexure- 2 of this paper lists the references made to Acyutaraya in R7979
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Only two manuscripts have been discovered so far and there are a large 
number of manuscripts dealing with tala, lying in different manuscript libraries 
all over the world. A thorough survey and study of these would throw more light 
on the Talakalabdhi of Acyutaraya and will be a good contribution to the music 
world.

[I am grateful to Miss. V Sireesha, Project fellow, working for my UGC- 
Major Research Project at the Department of Performing Arts, S V University, 
Tirupati, for her kind contribution regarding the findings of the Tirupati 
manuscript].

ANNEXURE-1

---------------------  THE MUSI C ACADE MY • J OURNAL  2009 • VOLUME 80 ---------------------

References to the contents of the work in Bharatakosa and to the 
corresponding pages in the Manuscripts

Topic
Bharatakosa 

(page no.)
R7979 

(Page no.)
R452 

(Page no.)

Tala -  Introduction, etymology 247-48 7-12 5,5a

Taladasaprana 248 13-14 7a

Kala 132 15 8

Marga 485-86 15-22 9-9a

Kriya 155 23 12,12a

Ariga 6 34 13-14

Graha 187 39-44 15,15a

Jati 226,227 .., 58-60 16,17

Kala 121 69-73 18a-20

Lay a 566 97 20a-21

Yati 512 106 21a

Prastara 400-403 109-193 -
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ANNEXURE -2
References to the Author in the mula and tlka in R7979

Pg. N o  
in

R7979
M u la C o m m e n ta r y

116-17 a(ta)nnastamuttaram tasya 
proktam acyutabhubhuja

asya - a adiginavarika uttaram pratyuttaram. 
acyu tab h ob h u ja- acyutarSyala  catanu

131-32 talandarsayitum meruh procyate 
acyu tab h u b h u ja

“acy u ta b h o b h u ja ” - acyu tard ya lacatan u .....
p. 132- anudruta prastaramunandu drutameruvu 
acyutarayala  cata ceppambaducunnandanuti

159 nirupyale viramasyoddistam 
acvu tab h u b h u ia

“acyutabhQ bhuja” - acyutarayalacatanu

173 talanvivicya kathayedityaha 
n m a v a lla b h a h

“nrpavallabhah” - raja£restumdaina acyutarayulu

174 atha matramerurayam kathyate 
a cv u tab h u b h u ia

“acyutabhQ bhuja” -  acyutarayalacata

176-77 talanvinirdisedatra

laksyalaksanavedina

“laksyalaksanavedina”- laksyalaksnlleringina 
acyutarayala  cata

182-83 evammakaparikranta merau 
talodayam bruve

“bruve” - ceppenani acyutarayalu  
a., ccunnadu.
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R A G A -S :  R U D R A P R I Y A ,  K A R N  ATA K A -K A P I ,  
D A R B A R  A N D  K A N A D A  

-  A C O M P A R A T IV E  A N A L Y S IS
N. Ramanathan*

The four raga-s Rudrapriya, Karnataka-kapi, Darbar and Kanada were 
taken up for discussion by a panel of experts organised by The Music Academy. 
Sri Chingelput Ranganathan, T mt. Suguna Purshothaman, T mt. Ritha Rajan, T mt. 
R.S. Jayalakshmi, and Sri N. Ramanathan comprised the panel and Ramanathan 
coordinated the discussion. A summary of the discussion is presented below.

The idea behind the choice of these four raga-s was that they had quite a 
number of common, overlapping and related features and consequently, a song 
composed in one raga is seen to be rendered in one of the other raga-s. Again 
each raga has more than two or more images. Although the four are classified 
under the 22nd mela, they are quite apart from many other raga-s of the same 
mela. Further the discussion had to touch upon several other related raga-s, 
namely, Purnasadjam, Hindustani-kapi, PTlu, Nayaki, Sahana, Athana, Kannada 
and Phalamanjari.

Rudrapriya:

In the discussion by the experts held in The Madras Music Academy 
on 29-12-1983 S.V. Parthasarathi (Editor-JMA 1984:35) has discussed the 
characteristics of Rudrapriya but the details are not available. Again no 
discussion comparing the above set of raga-s has been held earlier.

This raga seems to have been handled only in the sampradaya of 
Muttusvami DTksitar. In SangTta-sampradaya-pradarsini (SSP), Subbarama 
DTksitar has described this raga (1904:ssp:656-666) as a derivative of the 22nd 
ragangaraga SrTraga and it is a bhasangaraga. He has also furnished notation for 
five songs set in this raga.

1 rudrakopajata rupaka tala Muttusvami DTksitar
2 vallTdevasenapati rupaka tala Balasvami DTksitar

* With inputs from the members o f the panel

103



THE MUSI C ACADE MY • J OURNAL 2009 VOLUME 80

3 nlve rasikasikhamanT (daru) adi Balasvami DTksitar
4 amba parade vate matya-capu Krsnasvami Ayya
5 murugavunai rupaka Venkatesvara Ettappa

Maharaja

In the Anubandha-B of the SSP notations of two more songs are found 
(1904:SSPanu-B:2-3).

1 gananayakam caturasra ekam Muttusvami DTksitar

2 tyagesam bhaja re adi Muttusvami DTksitar

The melodic images of the raga that are visible in the above two songs are 
quite different from those visible in the five songs listed earlier. Moreover even 
within these two songs there are great differences.

In addition there are notations of two mores songs attributed to Muttusvami 
DTksitar presented in the book ‘Sri DTksita KTrtanamalai ’ (1979(xv):26 & 
1956(ix):33) of A. Sundaram Ayyar and the text alone of one song ‘parasaktim’ 
in ‘SrT Muttusvami DTksitar KTrttanaikaj’ (1989:301) of A. Sundaram Ayyar.

1 sivakayarohanesaya rupaka Muttusvami DTksitar

2 sri tyagarajasya misra-capu Muttusvami DTksitar

3 parasaktim adi Muttusvami DTksitar

An examination of these questions brings up certain issues.

1. The tune of the kTrtana ‘gananayakam’ looks identical with that of the song 
‘srTmanini’ of Tyagaraja set in the raga Purnasadja. The svara ‘dha’ is absent 
in this song. Thus the Rudrapriya raga which is the melodic basis for the 
song ‘gananayakam’, although assigned the aroha-avaroha ‘sa ri ga ma pa 
dha ni ni sa - sa nT pa ma ga rT sa,’ seems to have some connection with 
the raga Purnasadja having the aroha-avaroha ‘sa ri ga ma pa ni sa - sa ni 
pa ma ga ri sa’ It is possible that the song ‘gananayakam’ although set in 
Rudrapriya raga might have lost its original melodic setting and might have 
come to be rendered in tune o f ‘srTmanini’, which could have been the reason 
for Subbarama dTksitar to have shifted the song to Anubandha-B section 
and not included it along with the others under Rudrapriya raga section.
K V Srinivasa Ayyangar mentions the raga of ‘srTmanini’ as Purnasadja
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(19??:96) and that of ‘lavanyarama’ as Rudrapriya (19??:97). Sambamurti 
(1964:408) presents ‘s r g m n , s -s n p m g , r s’ as the aroha-avaroha of 
POmsadja. In the absence of a very authentic notated source for Tyagaraja’s 
songs or an oral tradition, it is difficult to say what melodic forms these two 
songs must originally have had and what form the raga ‘Purnasadja’ must 
have had earlier.

Both Rudrapriya and Purnasadja do not appear to have existed earlier 
than 18th century as they are found mentioned for the first time only in 
the Ragalaksanam of Muddu VenkatamakhT and Sangrahacudamani of 
Govinda respectively (Hema Ramanathan 2004:1158 & 1084). The form of 
Purnasadja described by Govinda incorporates ‘dha’ also.

2. Towards the end of the section devoted to Rudrapriya raga Subbarama 
DTksitar says, ‘In this raga, when the phrase ‘ma ga ma’ occurs then it is 
the antara-gandhara that is sounded. This Rudrapriya is also known as 
Hindustani Kapi’

3. In the kTrtana ‘rudrakopa and ‘srT tyagarajasya’, in the melodic movements 
occurring in descent, the phrases are mostly ‘n p m g r ’ and ‘n p g , r ’ which 
resemble Hindustani Kapi. There are many other phrases too that suggest 
Hindustani-kapi. For instance, in the ascent from purvanga to uttaranga, the 
prayoga is mostly ‘r , m p’, although ‘r g m p d n ’ is also seen. Hindustani- 
kapi, at least in its modem form, does not admit the movement ‘r g m p d n ’

Again in ‘rudrakopa’ of Muttusvami DTksitar and in the later composition 
‘amba paradevate’, the phrase ‘m p n s’ is seen to occur once, ‘m p n s ’ i sa 
feature of Hindustani-kapi but with kakali-ni,.

It is however possible that in the earlier days Hindustani-kapi did not have 
kakalT-ni and later its usage came, fashioned after raga Desa, where kakalT- 
ni occurs in the ascending movements and kaisiki-ni in the descending.

4. Of the 5 compositions, the earlier ones like ‘rudrak5pa’ have many glide 
phrases with ni and ga. e .g .‘g g n ,’, ‘n n g ,’, ‘n \g ,’, ‘n/G’

And in the svara part for the kTrtana ‘nTve rasikasikhamani’, ‘n s r n ,’ and ‘g 
n , d n , m g ,’ are seen.

Such glides with ga and ni are characteristic of the Hindustani-kapi raga.



5. Among the songs in the SSP, the later and recent ones have a section that 
resembles Hindustani-kapi, e.g. the anupallavi-s of the klrtana-s ‘muruga 
unai nambinen’ and ‘amba paradevate’ It is likely that the raga image 
changed during the period between the composing of the two songs.

It is quite possible that when a Hindustani-kapi different from the earlier 
Kapi arrived, to distinguish the two Kapi-s, the Hindustani-kapi was christened 
Rudrapriya in the DTksitar school. But this theory becomes weak when we 
observe that the songs in Rudrapriya notated in SSP are never shown as using 
the antara-gandhara and kakali-ni. Again in the initial days we do not know 
what image Hindustani-kapi must have had. And again most of the sancara-s in 
today’s Hindustanani-kapi of our music resemble those of the raga ‘PTlu’ of the 
Hindustani system {cf. The audio release of the raga played by Ravi Shankar 
(Sitara) and Yehudi Menuhim (Violin)}.

(Karnataka) Kapi:

This raga is only referred to as Kapi and not Karnataka-kapi. To distinguish 
it from the Hindustani-kapi it has been referred to later as Karnataka-kapi, 
as has been done in the case of Behaga and Hindustani Behaga. In the SSP 
(1904:ssp:608-609) although the aroha-avaroha of Kapi is mentioned as ‘sa ri 
gaj ma pa dha ni] sa - sa nij dha pa ma gaj ga ri sa’, Subbarama DTksitar adds 
that while rendering the phrases ‘s n2 p m p’, ‘d s n2 p m p’, ‘p m g2 m r ,’, ‘m 
p g2 m r s’ some musicians sing antara-ga and kakali-ni as indicated above. 
Some musicians render only antara-ga and not kakali-ni. However in the songs 
notated in SSP there are no markings found to indicate the use of antara-ga or 
kakalT-ni.

There are 9 klrtana-s composed by Tyagaraja in this raga. This raga 
is mentioned by K.V.SrTnivasa Ayyangar as the janya of 22nd mela with the 
occurrence of kakali-ni. Use of antara-ga is not mentioned. He adds that the 
song ‘anyayamu seyakura’ listed under this raga is sung in Darbar by some.

The klrtana ‘ nityarupa’ too is known to have been sung by Ramanathapuram 
Krsrjan in Darbar raga (Ritha Rajan). The book Sri Krti Manimalai gives two 
versions of this song, one in raga Kapi (Rangaramanuja 1965:618) and the other 
in raga Darbar (Rangaramanuja 1965:597). Two other songs ‘naradagurusvami’
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and ‘edi m bahubala’ are known to have melodic versions imboth Kapi and 
Darbar (Ritha Rajan).

In the drama Naukacaritramu by Tyagaraja, the tenth daru ‘cutamu rare’ 
has been in raga Kapi (Sambamurti 1962:32). But when sung according to the 
notation, the shades of Darbar raga are seen.

There is also a song ‘akhilandesvari’ of Syama SastrT in the raga 
Karnataka-kapi. In this song notated in the notebook preserved in the family, 
in the descending melodic movements ‘ga’ does not occur and the movement 
is normally ‘p m r m r ’ In the songs of Tyagaraja notated by K.V. Srinivasa 
Ayyangar and Rangaramanuja Ayyangar, in their books, the different movements 
are seen, namely, ‘p m g r s ’, ‘p m r g , r ’ and ‘p m g m r ’ In the songs notated 
in SSP, ‘p m g g r s ’, ‘d p g g r ’, ‘p m r r s ’ and ‘p m g m r s ’ are seen. But 
invariably ‘ma’ and ‘ga ma’ occur as anusvara-s even if they do not figure as 
full fledged svara-s. It could be presumed that in the songs of Syama SastrT 
and Tyagaraja these anusvara-s figured since the notations for them are not as 
detailed as those of Subbarama DTksitar.

The difference between Rudrapriya and Karnataka-kapi seems to lie in the 
purvanga part where the latter raga is characterised by ‘g m r s’, not seen in the 
former. And in this aspect the Hindustani-Kapi raga is closer to Rudrapriya than 
to Karnataka-kapi. Kapi raga does not have any resemblance to the Hindustani- 
kapi of both the early and later versions with less or more use of anya svara-s 
respectively.

In the uttaranga, in descent, usages like ‘s n p ,’ and ‘d n p’ are shared by 
both Rudrapriya and Karnataka-kapi. While Karnataka-kapi takes ‘p d n s’ ‘d r  
s’ ‘d s’ and ‘p d s’, (the latter two in the songs in SSP), Rudrapriya does not omit 
‘ni’ in ascending movements.

Historically, the raga Kapi is seen to be mentioned in the textual sources, 
only from late 17th century or so, i.e., from the period of King Sahaji of Tanjavur 
(Hema Ramanathan 2004:662-665).

From a modem perspective the two klrtana-s of Tyagaraja in the 
Umaiyajpuram parampara, ‘anyayamu seyakura’ and ‘edi ni bahubala’, and the
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daru from Nauka-caritramu display a melodic image that looks like a mixture 
o f the raga-s Kanada and Darbar. It has no resemblance to Hindustani-kapi. 
While we see more phrases of Kanada in DTksitar’s version of Kapi, Tyagaraja’s 
version leans towards Darbar. The usage ‘s n p m g m r s’ is met with only 
in the songs of DTksitar’s tradition. In the klrtana-s of Tyagaraja, the usage is 
invariably ‘s n s d , p m p , g , m r s ’

For those compositions o f Muttusvami DTksitar notated only in ‘Sri DTksita 
KTrtanamalai’ and set in the raga Kanada, we find a note that the other name for 
the raga is Kapi.

Though Subbarama DTksitar calls this raga bhasanga and presents phrases 
that take g2 and n2, the phrases do not seem to reflect the ragachaya of Kapi at 
all. In fact they sound very different and alien. Even in the notations of songs 
there is no indication of anya svara. In common parlance this raga is referred to 
as ‘Upanga Kapi’

Darbar:

In the songs in Darbar raga notated in SSP (1904:ssp:668-682), the well 
known phrase ‘ga gga ri sa’ is not explicitly seen. It is presented as ‘g g m r ’ 
with ‘gm’ coming in the second speed. This is very clear in the context of the 
song ‘tyagarajadanyam’ Regarding the phrase ‘ni nnT dha pa’ which is also not 
seen, Subbarama DTksitar says that after the second ‘ni’ the melody ascends to 
‘sa’ before descending to ‘dha’

In the song ‘halasyanatham’ presented in Sri DTksita KTrtanamalai 
(1955(viii):32), the cittasvara passage commences with the phrases ‘g , g g , r s 
n n n , d p’

Phrases ‘g m r ,’ and ‘n s r p g , ’ seen in ‘tyagarajadanyam’ suggest similar 
phrases of Kanada.

Phrases ‘d p r s ’, ‘d , m p / r , g , m p d p d m ’, ‘p , r , r_m m p , d ’ and 
‘d p d p r s ’ are today seen in the raga Nayaki than in Darbar.

‘s , p m d , d ’ occurring in the song ‘tyagarajadanyam’, too can be seen as 
a part of the raga Sahana today.
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There are many samvadT phrases in this kTrtanam, which are very much 
used in present day Darbar and other raga-s like Athana and Kanada too, as for 
instance, ‘s . r n s -  p . n m p’

In the compositions of later composers notated in SSP, one observes a 
slow change to modern Darbar with the simultaneous occurrence of ‘g , r s ’ 
phrases along with ‘g m r s’ and further, with more ‘g g r s’ and ‘g , g , r s’ and 
more madhyamakala phrases, as seen in the kTrtana ‘pahimam balakumara’ of 
Krsnasami Ayya.

There are many kTrtana-s in this raga which have been composed 
by Tyagaraja. In the songs notated in the book SrT Tyagaraja Hrdayam by
K.V. Srinivasa Ayyangar, the phrases are presented as ‘g , g g , r s’ without the 

anusvara ‘ma’ There is a kTrtana ‘mTna nayana’ by Subbaraya SastrT set in this 
raga. In the notation given in notebook with the composer’s descendants, the 
phrase ‘g , g g , r s ’ is absent and instead the phrases ‘r m r m s r , s’, ‘r m r s’ and 
‘p m r , r s’ It is quite possible that the phrase ‘g , r s’ and ‘g , g g , r s ’ is being 
interpreted as ‘r m r s’ and ‘r , m r , m r s’ This manner of notating is seen to be 
practised by later musicians too.

The phrase ‘g , g g , r s’ when rendered in medium or fast speed will 
definitely yield the notation ‘r , m r , m r s’ But when the phrase is rendered in 
slow speed, as seen in the kTrtana ‘tyagarajadanyam’, the phrase ‘g , g g , r s’ will 
get transformed to ‘g , g m r s’ which is reflected in the notation by Subbarama 
DTksitar. This is how the phrase ‘g , g g , r s ’ ought to be interpreted. However 
it seems to be interpreted as ‘m r- r , ,  g- r s’ as can be observed in the opening 
phrase of the Darbar varnam in Adi tala or in the kTrtana-s of Tyagaraja rendered 
today. It is however not certain how these songs might have originally sounded.

In present times, the usage ‘g m r s’ is seen to occur in raga-s like Kanada, 
Sahana, NayakT and Athana which are all desT raga-s, in other words, raga-s 
that have come from the North. In the Hindustani system, Darbari-kanada is an 
important raga and belongs to the family of Kanada raga-s. This family of raga-s 
is characterised by the phrase ‘n p g , m r s’ In the same way Sahana, NayakT 
and Ath(d)ana too belong to the Kanada family of raga-s. Thus ‘g m r s’ seems 
to have been a part of Darbar in Karnataka music too.
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It is this ‘g m r s’ that Darbar shares with Karnataka-kapi too.

One important difference between the songs of SSP tradition and the 
songs of Tyagaraja is that in the latter we do not come across the phrase ‘r g m  
p’ and it is invariably ‘r , m p ’o r ‘r , p m p ,’, at least as known from the notation 
of K.V. Srinivasa Ayyangar.

Raga Darbar too has a textual history starting only from the work of 
Sahaji.

Kanada:

In SSP (1904:ssp:643) the name of the raga is merely given with a 
remark that it is ‘aprasiddham’, not well known. However Sundaramayyar 
gives notations of three songs -  ‘balambikayah param’ (Aditala) (1958(xi):29), 
‘visvesvaro raksatu’ (Aditala) (1959(xii):26) and ‘vlra hanumate’ (Rupaka 
tala) (1963(iv):28) and text alone of one more ‘srT maharajnT’ (Kharida-eka 
tala) (1989:305). The last song ‘srT maharajnT’ is known to have been sung in 
Karnataka-kapi by artist Pattamadai Krsnan (Ritha Rajan).

Regarding this raga K.V.SrTninasa Ayyangar (1924a:397-8) makes a 
notable remark -  “This is a vakra-sampurna raga, janya of 22nd mela. According 
to some, it is janya of 28th mela. Some call this raga as Kannada. Since there is 
another raga by this name, it is a practice to refer to it as ‘Kanada’ Catuhsruti- 
dhaivata and sadharana-gandhara are ragacchaya svara-s. The raga acquires 
its pleasing quality due to the elongated dhaivata in the aroha and elongated 
gandhara in the avaroha. In some contexts, kakall-nisada and antara-gandhara 
occur as ragacchaya svara-s. Because of it being a desya-raga it does not follow a 
single pattern. The various prayoga-s in this raga have to be understood through 
practice, aroha: g r s r g m p m d , n s  avaroha: s n s d p m g , m r s . ”

As mentioned by K.V. Srinivasa Ayyangar, it is plausible that Kanada and 
Kannada could have had connections. If we ignore for a moment the differences 
in the mela, we would notice resemblances in many sancara-s. Mudikondan 
Venkataramayyar’s notes on the raga Kanada found in his comments to the 
edited text of Mahabharatacudamani, Chapter-4 (1955:131-2) also seem to 
endorse the remarks of K.V. Srinivasa Ayyangar. According to him -
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“Prior to roughly 50 years, this raga was regarded a janya o f Sankarabharana 
in the tamiz works on music. Tyagayyar has composed a klrtana ‘srT narada’ in 
this raga. So this raga has certainly been in existence for 200 years or so. It 
is also certain that this raga has been earlier a janya of Dhlra-sankarabharana. 
Because the gandhara had an elongated character, its pitch level appears to have 
become flattened and consequently it manipulated the existing kakali-nisada to 
be its samvadi svara and transformed it to kaisiki-nisada. Further because of the 
arrival of Harikatha of Maharashtra in Tanjavur and influenced by the Darbari- 
kanada sung by the klrtankara-s, the Kanada gradually acquired sadharana- 
gandhara and kaisiki-nisada as the prinicipal svara-s.

Because of these developments, the raga had to be referred to as the janya 
of Kharaharapriya mela.

It is also said that the raga Karnata mentioned in early texts has got 
transformed into Kanada.”

It is clear that the migration of the raga Kanada from 29th to 22nd mela 
must have taken place before the time of Tyagaraja. Further an unchanged form 
of Kannada raga too seems to have continued since klrtana-s by Tyagaraja in 
Kanada as well as in Kannada are known. Even A.M. Cinnasvami Mudaliyar 
(1893) lists songs in the two raga-s separately as they are known today. SSP 
however classifies Kannada under 28th mela. The mention of Kanada as an 
‘aprasiddha’ and at the same time the absence of any songs from that school 
is also an important fact. Thus there seems to have been a conscious decision 
taken by the DTksitar school to keep Kanada away and a conscious decision by 
Tyagaraja to use Kanada, although it is not clear if in the songs of Tyagaraja 
both Darbar and Kanada had ‘g m r s’ prayoga.

In view of Kannada also having survived in its original form, the theory 
that Kanada developed out of it, might appear implausible. However there 
are instances of a few raga-s that have survived in two forms. The klrtana ‘srT 
narasimha mam pahi’ of Tyagaraja is sung in the Valajapettai tradition in raga 
Phalamanjari (mela 22) with the aroha-avaroha -  ‘s g m d s - s n d p m g , m r s ’ 
as given in ‘Rare and unpublished klrtana-s of Tyagaraja’ (Subba Rao 1951:145) 
and popularised by artist Voleti Venkatesvarulu. And in the Tillaisthanam



tradition, in a raga with an almost identical form but under 29th mela and with 
the name slightly changed as Phalaranjani, we find for the same klrtana being 
rendered.

Similarly the klrtana ‘brhannayaki’ set in the raga Andhali classified 
under mela 28 used to be sung by artist T.Bmda using sadharana-gandhara and 
not antara-ga.

Coincidental ly both these raga-s Phalamanjari and Andhali are characterised 
by the phrase ‘g m r s’

And just as ‘gj m r s’ and ‘gj m r are vital and important to raga-s like 
Kapi, Darbar, Kanada and Athana, the corresponding phrase ‘g2 m r s’ in mela 
28/29, is crucial in raga-s like Begada, Malavi and Umabharanam.

There is also this likelihood of Hindustani Darbari-kanada giving rise to 
a new raga Kanada but different from Darbar, except for the differing dhaivata 
variety between Hindustani-kanada and the Karnataka-kanada.

Conclusion

All the four raga-s Rudrapriya, Karnataka-kapi, Darbar and Kanada seem 
to have historically arrived in the music scene only in the period of the Maratha 
rulers in Tanjavur. They are not mentioned in the CaturdandT music tradition 
either under the reign of Tanjavur Nayak rulers or in the earlier Dasa tradition. 
Even Purnasadja is an arrival in the same Maratha period.

Among these four raga-s, Rudrapriya is visible only through the 
presentation of the songs ‘rudrakopa’ and ‘amba paradevate’ Even if the 
establishing o f Hindustani-kapi is offered as the explanation for the exit of 
Rudrapriya, there is nothing melodically substantial in the above two songs to 
link them to Hindustani-kapi.

Songs in Kapi (Karnataka-kapi) too have mostly migrated to Kanada in 
the case of those from Dtksitar tradition and to Hindustani-kapi in the case of 
those of Tyagaraja.

The remaining two raga-s, Darbar and Kanada have acquired totally 
individual characters in a way that they do not overlap or tread on each other’s
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toes. The melodic preference of the present age is also such that simpler and less 
complex basic structures of raga are felt comfortable. Thus it is not surprising 
that the greatly overlapping forms of Kapi, Darbar and Kanada had undergone 
metamorphosis and surfaced as distinct personalities. The ‘g m r s’ of Kapi 
and Darbar became a sole propriety of Kanada, with Kapi making an exit and 
Darbar assuming a more rigid form with regard to its ‘g g r s’ phrase keeping the 
anusvara ‘ma’ away. Rudrapriya, which was exclusive to Dtksitar school did not 
develop further with the name itself having been appropriated by the Purnasadja 
of the Tyagaraja school.

There are various reasons that can be offered to explain the transformations 
that raga-s undergo melodically through a period of time. And it also takes time 
to realise or become conscious of the fact that the form of a raga has changed. 
This can transpire only through serious reflection, contemplation and discussion 
by scholar-musicians. Thus among the numerous instances of transformation 
of raga-s or group of raga-s in the last 250 years, Rudrapriya, Kapi, Darbar and 
Kanada offer a fascinating piece of study.
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THE MARATHA KING SAHAJI AND HIS GAURl -  SANKARA 
PALLAKI SEVA PRABHANDHA -  AN APPRAISAL

S. Sankaranarayan

Preliminary
The present essay is a short appreciative note on the Maratha king Sahaji and his 
musical opera Gaurl-Saiikara Pallaki Seva Prabandha. In this opera, the author 
spells his own name, about twenty and more times as Saha. Hence this form of his 
name, with the honorific suffix -  ji is adopted in this essay throughout. Derived 
from the Sanskrit root sah ‘to conquer’ the word Saha could be a good personal 
name signifying ‘the conqueror’. In the Maratha royal families in TanjavOr and 
in Maharastra there had also been princes named Sahu (ultimately to be derived 
from the root-sah). They were more or less contemporaries of Sahaji.

However Sahaji’s contemporary authors like SrTdhara Verikatesa (in his 
panegyric Sahendravilasa) and Tryambakaraya Makhin (in his Dharmakota, 
a sort of ValmTki Ramayana Digest) spell their patron king’s name as Saha. 
Maybe that spelling of the king’s name was quite popular one, among the people. 
Obviously taking this as standard one, he historians in general spell the king’s 
name as Sahaji.

(i) Sahaji

Veiikoji alias Ekoji founded the Maratha rule in TanjavOr inA.D. 1676 putting 
an end to the Nayak rule there. He was succeeded by his eldest son (through 
Dipambika) Sahaji. The latter’s earliest record is dated in Saka 1606 (wrong 
for Saka 1607 expired), Krodhana (A.D. 1685)1. But Louis de Mello speaks of 
Sahaji’s father Ekoji’s war with the Kallas and Maravas in A.D. 1686.2 In his 
Sahendravilasakavya, SrTdhara Verikatesa seems to tell us that the intelligent 
king Ekoji made Sahaji the ruler of the kingdom and retired.3 Tryambaka 
Makhin, in his Dharmakota gives us to understood that on his own. Sahaji took

1 Annual Report on (South) Indian Epigraphy (A.R. Ep.) 1924-25, No. 341.
2 Indian Antiquary (Ind. Ant.) Vol;. XXXIII, p. 189 , v. 10
3 Sahendravilasa of SrTdhara Vehkate$a;Tanjore Sarasvati-Mahal Series no. 54 (1952), canto II, verse 98. (Text p. 37)
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up the state administration from his father,4 (i.e. at least in part). These show 
that even after Sahaji’s accession Ekoji as taking an active part in the affairs of 
the kingdom and that the son had a good training under his able father. If we 
were to believe the Marathi inscription, Sahaji died in Nandana, A.D. 1712 at 
the age of forty. Then it would follow that at the time of his accession he was 
only about thirteen years old.

During the period of Sahaji’s reign the Marathas suffered repeated losses. His 
principality of Bangalore was sold to Mysore. As the Deccani Sultans were 
finally vanquished by Aurangazeb, and as Chatrapati Sivaji was no more and 
the Mughal generals had almost paralysed the Maratha power in the west, Sahaji 
found no other alternative but to shift his allegiance from the Marathas of Satara to 
the Mughal (A.D. 1697). Again his aggressive policy towards Rani Maiigamma! 
of Tiruchirappalli and Madurai landed him in a war which ended in his defeat. 
Sahaji had to purchase a costly peace. However Sahaji’s army did conquer the 
whole of Pattukkottai region extending as far south as the Pambanar.5 Again 
it compelled the Mughal troops to raise their siege of Gingee for a while and 
thereby helped, to some extent, Sahaji’s cousin Raja Ram to escape from the 

fort there.

Though Sahaji could not achieve much by his foreign policy, he carried on the 
internal administration successfully and efficiently. Though as a boy he came to 
power, he not only had his father’s talented ministers but he also respected their 
valuable advice. We have already seen that to begin with he had some training 
in this direction under his father. Hence he continued to had old orders and 
old servants. The agricultural yield was good and the king was obeyed by his 
servants and subjects in spite of a high rate of land-tax. He built choultries, set 
up civil and criminal courts and established hospitals in which he appointed able 
foreign physicians from Arabia. Thus Sahaji was a brilliant administrator and 
was ahead of his time in certain respects. No wonder he was viewed as the crest 
jewel or the best among the great intellectuals (cf. his description as sarvajna- 
cudamana by Verikatakrsna Kavi in his UttaracampQ).6 The internal peace and

4 DharmakQtam of Tryambakaraya Makhin, Vol. I (Vani Vilas Press, Srrrangam 1816) p. 7, verse 23.
5 A R Ep , op.cil , pt. II para. 44
6 Ind. Ant , op. cit.,p. 180.
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the efficient administration did help Sahaji to carry on his cultural activities 
without least disturbance, as we shall see presently.

(ii) Patron o f Letters and Music

After the death of the Chatrapati Sivaji, the Maratha houses of Tanjavor, Gingee 
and Satara were often engaged in mutual petty quarrels out of jealousy and they 
preferred to remain in isolation. Consequently the Maratha rajas of Tanjavor 
severed almost all their connections with their home land viz., the Maharashtra 
country. This did spoil the good opportunity of building up a Maratha empire 
in the South as envisaged by Sivaji the Great. However, it was, in a way a 
blessing in disguise. For, on account of this policy of isolation, king Sahaji 
readily and totally identified himself with the country he was ruling and with its 
ancient culture and music. This fact is probably vouched for, to some extent, by 
Sahaji himself when he calls himself as Cholarajendra in the present prabandha 
(v.l 8).

Sahaji patronised many Samskrta writers and poets of his time. He colonised 
forty-six such scholars, hailing from different places, at TiruvisanallOr (near 
Kumbakonam) and donated to them that vi llage after renaming it as Saharajapuram 
or Sahajirajapuram.7The list of poets and writers patronised by him includes the 
famous Ramabhadra Dlksita, SrTdhara Verikatesa and others. Sahaji also took 
upon himself the burden of popularising the works of some of these writers.8 
He himself was so good a writer and his patronage to the men of letters was 
so great that his contemporaries often described him as Abhinava-Bhoja or the 
Neo-Bhoja (The ancient Paramara king Bhoja (c. A.D. 1000-55) was famous as 
a poet and his patronage to poets and scholars was proverbial) and as one even 
surpassing Bhoja in liberality.9 Sahaji also appointed committees of scholars 
of repute to investigate the theories of the different schools of philosophy and 
record their findings and conclusions.10

Sahaji interest in drama and music was also equally immense. Many dramas 
were newly written by the poets of his court and they were enacted in his palace
7 Ibid., pp 128, 132-33 and 181.
8 Ibid,, p. 193.
9 Ibid,, pp. 136 and 181.
10 Ibid,, p. 179.

1 17



or in the temples under the control of the palace.11 Further there are about ten 
manuscripts in the Saraswathy Mahal Library, TanjavOr which bear witness of 
his deep interest in Carnatic Music. They contain the results of the intensive 
researches in music conducted by his court musicians appointed for the purpose. 
Furthermore, one manuscript in fact contains Sahaji’s own observation and 
conclusion on the subject.12

King Sahaji was deeply devoted to the deity Tyagaraja of TiruvarOr (TanjavOr 
Dt.). He must have realised that the knowledge of music, however profound, 
would be of no value and it would rather lead on astray, unless it is properly 
used an instrument for devotion to the Lord (cf. the conviction sarigTta-jnanamu 
bhakti-vina sanmargamu galade of Saint Tyagaraja of the subsequent age). As 
such there are manuscripts in the above mentioned Library containing about 500 
different types of krtis in Telugu and 100 in Marathi, all composed by Sahaji 
in praise of god Tyagaraja. Besides, Sahaji had also written a good number of 
Yaksaganas and Prabandhas in Telugu, with various themes of Indian epics and 
mythology,13 and also some Sanskrit and Telugu songs in praise of the deities in 
the shrines at different holy places in his kingdom. Luckily for Carnatic music, 
the successors of Sahaji followed the same liberal cultural policy and patronised 
music. Thus king Sahaji may be rightly viewed as one of the most important 
personalities ushering in the Golden Age of Carnatic music that culminated 
in the age of the Trinity viz., SrT Syama Sastri, SrT Muttusvami DTksita and 
SrT Tyagaraja, all of whom were contemporaries (1762-1847)

It is worthy of note that Sahaji was a vaggeyakara and also a great devotee 
of the god Tyagaraja of TiruvarOr, that his upasana of that deity therefore 
naturally turned out to be a nadopasana or worship by music and that all the 
three great vaggeyakaras mentioned above were born in TiruvarOr itself. Is it a 
mere coincidence? Or else, can a devotee be justified in concluding that being 
very much pleased with the nadopasana of Sahaji and his successors, the Lord 
Tyagaraja soon blessed the Maratha kingdom of TanjavOr with the three great 
nadopasakas all born in TiruvarOr, near the Tyagaraja temple itself? Is it not

11 Ibid,, p. 130.
12 Journal of Music Academy (Madras), Vol. XIX, pp. 180-81.
13 Music Academy, 48th Conference, (Proceedings). Madras, 1974, pp. 22-23.
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true that one has to reap as and where one has sown? Indeed the Lord Himself 
declares: “In whatever way men approach Me, even so do I reward them” -  ye 
yatha mam prapadyante tamstathaiva bhajamyaham.14

(iii) The Gaun-&ankara Pallaki Seva Prabandha

Engaged actively in nadopasana, Sahaji composed many songs and prabandhas 
as we have already noted. One such prabandha the author has name as GaurT * 
Sankara Pallaki Seva Prabandham, meaning ‘a prabandha intended to be sung 
(and also enacted) by devotees at the time of palanquin-worship of goddess 
GaurT and god Sankara’ The work contains twenty-two songs (popularly known 
as darus) interwoven by eighteen verses, two gTtas, a cOrnika and a few prose 
passages.

The musicologists of ancient India like Somesvara used the word prabandha 
to denote a sort of musical composition set to one or the other type of metre, 
and mainly intended to be sung without giving much importance to the rhythm 
(tala) (cf. laksanena prabandhanam yatra laksyam pratTyate padantare
svaranyasair giyante vrttajatayah / na tala-niyamas tasarp chandasas tatra
mukhyata........... ) .15 Ancient musicologists such as Sarrigadeva and Parsvadeva
take prabhanda, vastu and rupaka as synonyms and dwell at length on the four 
dhatus and the six ahgas which the prabandhas are expected to contain (cf. 
samjna-trayam nibandhasya prabandho vastu ropakam16 and catOrbhir dhatubhis 
sadbhih arigair yasmat prabadhyate / tasmat prabandhah kathito gTtalaksana- 
kovidaih //)17 But these musicologists concur in classifying prabandhas into 
two types- the one known as aniryukta ‘having no restriction’ in metre and tala; 
and the other named niryukta having such restriction’.18 However Somesvara 
affirms that these Iaksanas are expected only in the Samskrta prabandhas and 
not in prabandhas written in other languages (cf. anyesanca prabandhanam 
bhasayam niyamo nahi / )19 The Calukyan king’s only stipulation is that the 
prabandhas must be composed and sung out of deep devotion to the gods like
14 The Bhagavadgna., IV, 11
15 The Manasollasa., Gaekward Oriental Series, No. 138, Ch. XVI, vv. 199-200.
16 The SangTtaratnakara, Adyar Library series, No. 43, Ch. IV, v.6.
17 ParSvadeva. quoted by Kallinatha in his commentary on the Saiigitaratnakara, op.cit. p. 210.
18 The SangTtaratnakara. pp. 212 and 215.
19 op.cit., v. 202.
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Visnu, Sankara etc., or the goddesses like Gaurl and so on and that they should 
not be sung out of greed for money.20 It is significant that Sahaji has named the 
present Telugu prabandha as GaurT Sankara Pallaki Seva Prabandhamu; that 
his another similar Telugu composition goes by the name Visnu Pallaki Seva 
Prabandhamu; that both these prabandhas are saturated with the king’s intense 
devotion and that there is not a sentence or a word even to show that Sahaji was 
interested in material gains by composing and singing these prabandhas. Of 
course, it is not impossible that Sahaji has used the term prabandha in its simple 
sense i.e. ‘a literary work or composition’ But since we know that Sahaji was 
a musicologist of great stature, it is more probable that he had in his mind the 
technical sense of the term while writing this work.

In India there have been many kings like Harsavardhana, Bhoja etc., 
who were not only patrons of letters but were also themselves versatile 
creative geniuses with literary masterpieces to their credit. In the annals 
of South Indian history too we meet with the glowing examples of the 
Calukyan king Bholokamalla Somesvara III (A.D. 1126-38) who was the 
reputed author of the famous encyclopaedic work Manasollasa also called 
Abhilasitarthacintamani21 and whom we have already had occasion to refer to; 
and the Vijanagar emperor Krsnadevaraya (A.D. 1509-29), the author of the 
Telugu poem Amuktamalyada and of the Sanskrit drama JambavatTkalyana.22

In Tanjavor itself, the last two rulers of the Nayaka dynasty belonged to this 
class. Raghunatha Nayaka (A.D. 1614-40) was the author of many works in 
Sanskrit and Telugu, including the SaiigTtasudha written in collaboration with 
his minister Govinda Dlksita. His son Vijayamghava Nayaka (A.D. 1640-74)23 
wrote the Telugu drama Raghunathabhyudayam. Hence it is not at all strange 
that king Sahaji was a musicologist and composed prabandhas also. In fact 
Somesvara includes a good knowledge of music and the capacity to compose
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20 Ibid., vv. 203-208.
2 1 Doubts have been entertained in some quarters regarding Somfisvara’s authorship of this work (see The Early Hist, 

of the Deccan, Oxford, 1960, p,453). But Sarngadeva and other musicologists take it as a work of Somesvara only 
(see e.g. SaiigTtaratnakara, op.cit., p. 217). Kallinatha seems to attribute to Somesvara another work also, named 
Ratnavali on music (Ibid., p. 218).

22 Ind. Ant. op.cit . p. 136.
23 The dates of these two Nayaka kings are after R. Sewell’s Historical Inscriptions of Southern India (Madras, 1934),

p. 394.
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prabandhas in the list of desirable qualifications of an intelligent cultured prince. 
He goes to the extent of declaring that a king must be capable of giving a good 
music performance also 24

But the uniqueness in the case of the royal composer Sahaji is this. The king’s 
mother tongue was Marathi. We know that many of Sahaji’s court poets were 
brilliant writers in Sanskrit and that he had himself composed some good Sanskrit 
songs. Sahaji’s father was originally a feudatory of the Sultan of Bljapur where 
the court language was Arabic or Hindustani. The language of the people of 
the country Sahaji ruled was, of course, Tamil. Still Sahaji chose Telugu to 
compose the majority of his songs. In Tanjavor the Marathas succeeded the 
Nayakas, who had been the feudatories of the once glorious Vijayanagar empire 
and whose court language therefore was mainly Telugu. Moreover, some of the 
most distinguished writers of Sahaji’s court, in whose favour Saharajapuram was 
granted, wereTelugus. Hence it is true that by Sahaji’s time, the court language 
in Tanjavor was a mixture of the above mentioned five languages, as evidenced 
by Sahaji’s own short work Pancabhasavilasa-nataka in which he has employed 
these five languages viz.,Tamil,Telugu, Marathi, Samskrta and Hindustani. Yet, 
Sahaji seems to have felt more at home in Telugu than in any other language in 
composing his songs. Again Sahaji’s compositions betray his preference to the 
Telugu words of the Dravidian origin to those of the Samskrta origin. It may 
also be noted that at times Sahaji has employed words of Arabic origin too, like 
vajTru (from the Arabic word vazier ‘a minister’) (v.2) as well as Tamil names 
like atti (daru 20) and Ayyaoar (daru 21).25

Coming to the subject matter of the present work it may be observed that its 
theme is very simple. The hero of the work viz., Lord Siva, the Creator-cum- 
Ruler-cum-Destroyer of the Universe, is portrayed just as an intelligent, busy 
and conscientious ruler who is fully absorbed in the state affairs and hence 
cannot but be indifferent at times even to the pleasures of his harem. But the 
moment the Lord comes to know, through His Consort GaurT’s companions, of 
the agony of the separation from Him being undergone by His mistress and the

24 op.cit . ch.xvi vv. 114 ff.
25 Cf. the compound velayudha-dharam employed by Muttusvami Dlk$itar with the Tamil 'vel' in his otherwise 

Samskrta song Balasubrahmanyam bhaje'ham.
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latter’s deep love and devotion to Him, He sets aside all other affairs, dispenses 
with all the gods nearby,26 hurriedly goes to GaurT and makes her happy.

(iv) Siva Sankara as Madanantaka
Now naturally the modem intellectual will raise a question: Is it not ridiculous 
on the part of Sahaji to have chosen such a theme for his work and thereby 
reduce the God and Goddess to the level of ordinary men and women of flesh 
whose only goal in life is to enjoy sensual pleasures? The answer is ‘No’ By 
composing the present prabandha, Sahaji in fact intends to impress upon us that 
any devotee, if he is sincere in his prayer, can attract in no time the Grace of the 
Lord of the Universe towards himself. At the same time Sahaji spares no effort 
to bring home to us the fact that the love of Siva towards GaurT should not be 
viewed merely as the love of an ordinary kamuka towards his kaminl but only as 
the extraordinary divine love and attraction the Lord of the universe entertains 
towards His sincere devotee intensely pining for union or reunion with the Lord. 
For, though Sahaji describes many extraordinary aspects of Siva here and there, 
he dwells in about eight or nine places, on the Madanantaka (the destroyer of 
the lord of sensual pleasure) aspect of the God and all these references are very 
significant and worthy of examination.

(1) The very first reference to the Lord in the work (v.2) is as One who has 
already burnt the minister, warrior (vazier) with flower bow (i.e. Manmatha) to 
ashes and has smeared his ashes on His body. Indeed this vazier cannot hope to 
be safe and to overpower the Master who could make use of His third eye also.
(2) Similarly when ParvatT’s companions first saw the Lord, what strikes them 
first and foremost is the fact that the Lord is the destroyer of Madana (daru .l, 
anupallavi). (3) Again they are reminded of this Madanantaka aspect of Siva by 
Nandi’s address to the Lord (cf. Sambara-ari-hara, d.2, carana 2, meaning, ‘the 
Destroyer of Madana who had conqured the demon Sambara’). This aspect of 
Siva must have naturally made the companions diffident regarding the success 
of their mission especially when they happen to see the third eye on the forehead 
of the Lord by which He had burnt down Manmatha (d.3, anupallavi). (4-5) Can 
a women venture to satisfy that Madanantaka in the bedroom? Sahaji seems to 
suggest indirectly this question through the mouth of Paravatl’s companions
26 Cf. the Kumarasambhava, Canto VII, 94.
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(d. 13, anupallavi; v. 14). (6) One of these companions reminds us that ParvatT 
herself is quite aware that she is expecting the arrival of her Lord, who was 
the very Madanahara and not a kamuka (d. 14, anupallavi). (7) GaurT is shown 
to be very proud of this Madanantaka aspect of her Lord. Hence here first 
tribute to Him is that He is the Madanari, besides being Purari (d. 16, carana
1) . Indeed her Lord is the One who has destroyed all the enemies, both internal 
and external. (8-9) Even the two marigala-darus, one in the middle and one at 
the end describe the Lord as Madana-samharaka (d.17, carana 1; d. 22, carana
2) . All these suggest that Sahaji spares no pains to show that Siva is attracted 
towards. ParvatT neither by lust nor by her beauty, but only by her unsurpassed 
devotion towards Him. May be, the author had in his mind the following verse 
of the poet Puspadanta:

sva-lavanyasaifisd-dhrta-dhanusam ahnaya trnavat 

purah plustam drstva pura-mathana puspayudham api / 

yadi strainam devi yama-nirata dehardha-ghatanat 

avaiti tvam addha bata varada mugdha yuvatayah //27

In daru 17, beginning 'nTve daiva-Sikhamani,' by praising Siva through the 
mouth of ParvatT herself, Sahaji drives home to us the fact that this Madanantaka 
aspect, along with a few others, makes the Lord the most supreme of all the gods 
and that He should not be viewed as an ordinary individual given to kama. Here 
too one may recall the following later half of another verse of Puspadanta :

sa pasyann isa tvam itarasura-sadharanam abhut 

smarah smartavyatma na hi vasisu pathyah paribhavah / 28

No doubt following Kalidasa’s Kumarasambhava29 Sahaji says that Manmatha 
has started serving the God and Goddess in their bedroom by showering his 
flower-arrows on them (d. 19, carana 5). But that does not go against his ultimate 
purpose. Indeed through the introductory, intermediary and concluding passages 
and through the purportful repetitions (upakrama-paramarsa- upasamharaih kriya- 
samabhiharena ca) we have examined earlier, Sahaji has admirably succeeded in

27 SivamahimnastOtra, v. 23
28 Ibid., v. 15
29 Kumarasambhava, Canto VII. 93
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his prabandha in convincing us of the fact that the Kamari Siva has been attracted 
by ParvatT’s devotion and penance alone. This fact has been well expressed more 
than once by Kalidasa himself (cf. tapasa tvat-pravanlkrtah30 and adya-prabhrty 
avanatahgi tavasmi dasah kratas tapobhir iti vadini candramaulau31). In fact by 
composing this prabandha Sahaji suggests how to dedicate the human kama 
(urge for sensual pleasure) to God and make it divine. In this way the prabandha 
emulates the examples of Sramad Bhagavata of the sage Vyasa and the famous 
AstapadT (Gltagovinda Mahakavya) of the poet Jayadeva, both having the main 
theme of unique love of Gopis and Radha for Lord SrT Krsna. By studying them 
seriously and by meditating deeply on their real spirit many have got rid of 
their kama and becomes sages. Similarly by creating their unique and so-called 
erotic sculptures and dedicating them to Gods in the Khajuraho temples, the 
Candella artists (10th-l 1th centuries) had showed us the way how to make the 
human kama a divine one. Hence these sculptures and kavyas are not just art 
and literary pieces.They are in fact, practical, religious and spiritually elevating 
guides for us. Intelligent men and women would meditate upon their true spirit 
and beauty and would elevate themselves to divinity.

But one thing is certain. Sahaji may convince only those who can, with reason, 
discriminate the good and the bad. On the other hand, to the undiscerning and 
unimaginative so-called rationalist of today who would condemn all that is 
religious and godly as superstitions, not the present prabandha alone, but also 
almost all materpieces of literature, art and architecture of the ancient and 
medieval world would indeed be closed books only

(v) Praise of Siva and Parvati

Sahaji’s praise of Siva in this prabandha may be summarised as follows: Besides 
being Kamantaka, Siva is Kalantaka (d.8,16,17), Purantaka or Tripurantaka 
(d. 16, 21),Andhakantaka,Gajantaka(d. 16), Daksa-yajnantaka (gTta l)and the  
destroyer of Ravana’s pride (v. 2). He is Candrasekhara, Nagabhosana, Solapani 
(v. 2; d. 1 etc),Gahgadhara (v. 7; d. 22), Mrgadhara (d. 5) and VyOmakesa (v. 12; 
d. 21). He is the father of Ganesa and Guha (v. 1). He is ParvatTpati, Kailasapati
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or GirTsa (v. 11; d. 18), Bhotapati (d. 16) and Jarigamayya or Pasupati (d. 18). He 
has the Meru for bow (v. 2; d. 21; cOrnika), Visnu for arrow (cOrnika), ocean for 
quiver (d. 17), tiger-skin for garments (d.l), Nandi for vehicle and bodyguard (d. 
2 , 15 , 19)  and Ganesa, Bhairava, Bhadrakali and Ayyanar for night watchmen 
(d. 21). He seems to be fond of wearing the flower of atti32 (bauhimia tomentosa 
or the holy mountain ebony) on his head (d. 20). He is PhalalOcana or VirQpaksa 
(d. 2, 3, 8) and is worshipped and honoured by Brahma, Visnu, Indra and other 
Dikpalas, Garuda and other (d. 2, 3, 9, 12) including Manmatha (d. 19). He is 
Somaskanda (d. 5, 16) and the Supreme Dancer or Nataraja (v. 16). He is the 
Sustainerand Destroyer of even the ancient Gods like Brahma, Visnu etc. (d. 16, 
v. 2). Like the legendary medicinal shrub SanjTvakaranT. He also brought back 
to life the child of the Saiva devotee Siruttondar (d. 16) 33 For the welfare of the 
Universe He swallowed the poison Kalakota and took the incarnation of Sarabha 
(d. 16). The fire is His eye and the Ether is His body (v. 2). He is the very Cid- 
Ananda or Sat-Cid-Ananda i.e. the Existence, Awareness and Bliss (COrnika; 
d. 16). He is Vlthivitarika and Tyagesa (v. 10, 18; d. 19, 22) and the family 
god of Sahaji (d. 6, 10, 12, 13, 16) whose songs He is very fond of (d. 3, 20).

It may be observed that for these description mainly of the Saguna aspect of 
Siva, Sahaji has drawn profusely from the Skandapurana. The story of Sir 
uttondar, one of the sixty-three nayanars (Saiva saints) is found in the Tamil 
Tiruttondar Puranam also called Periya Puranam. The ideas that the Ether is His 
body and that He is Sat, Cid and Ananda are originally Upanisadic and deal with 
the nirguna aspect of God. The description of Tyagesa Siva as the family god 
of Sahaji is interesting in as much as it indicates that the Maratha of TanjavOr 
had already severed all his connections with his home land viz., Maharashtra 
(see above) and that consequently he had also forsaken the Goddess BhavanT of 
Tulajapur, the earlier family deity of the Bhosles and had chosen Tyagesa as his 
family god. Maybe Sahaji was very much captivated by the great antiquity and

32 Cf. Sarpbhu-magil-atli, meaning ‘atti’, liked by Sambhu i.e. Siva (see the Tamil Lexicon, s.v. atti) and the Tamil 
verse commencing with AttisOdi attributed to Auvaiyar. In the earlier editions of the prabandha. the word in the 
fourth line of d. 20 has been read wrongly as atti. I am glad to note that in the present edition it has been properly 
corrected as atti.

33 In d. 16, line 12, the expression Ciruta-tapasi is very suggestive of the name Siruttondar of one of the 63 Saiva devo­
tees of the PeriyapurSnam. He is said to have gone to the extent of killing and offering as food his only son to Lord 
Siva, in disguise of a mendicant and got back his son through His grace. Hence it is not improbable that the intended 
reading of the line in question is ciruta tapasi-bala palanu vilasilu sanjTva-karani nTve.
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fame of the Tyagesa temple at TiruvarOr and by the charm of the very name of 
the god viz.,Tyagesa ‘the Lord of liberality or sacrifice’. Does not an Upanisad 
affirm that the Eternal Bliss can be attained through Tyaga alone, i.e. Tyagesa 
alone, (cf. tyagenaike amrtatvam anasuh).

It is well to bear in mind another point also. Following Kalidasa’s 
Kumarasambhava,34 Sahaji describes Siva as being honoured by the gods, 
Brahma and Visnu (d. 2 ,3 , 10). It may be remembered that Sahaji was a staunch 
devotee of the god Tyagesa- Siva. He starts his Visnu Pallaki Seva Prabandham 
too yvith Sivastuti (d. 1,3) and thus shows that at heart he was a staunch Saiva by 
conviction. Yet, in the last mentioned work he describes Vi§nu not only a friend 
of Tyagesa (cf. Tyagamitra, Tyagesamitra and Tyagesa- sakha in d. 9, 13, 20, 
26,28) but also asTyagesa-vinuta i.e. one being venerated by Tyagesa (d. 30), as 
TyagesarOpa i.e. one being identical with Tyagesa (cornika) and as Tyaga- sauri 
and Tyaga-Murari meaning ‘Visnu identical with Tyaga i.e. Tyagesa, (d. 6, 10, 
12, 18,22,27,29, 31,32). This shows the catholicity of Sahaji. Here too Sahaji 
follows scrupulously the tradition laid down by great writers like Kalidasa who 
has reminded us that Brahma, Visnu and Siva are only the three manifestations 
of the One Supreme Being and hence they are not really different from one 
another and that each of them is elder and superior to the other two (ekaiva 
mOrtir bibhide tridha sa samanyam esam prathamavaratvam).35 The same idea 
has been expressed also by SrTdharasvamin in his most celebrated commentary
on the Sffmad-Bhagavata (cf. madhavomadhavau.......  vande parasparatmanau
paraspara-nuti-priyau).36

Similarly some the description of ParvatT by Sahaji are noteworthy. The 
reference to her as the animator of Manmatha (d. 17, 22) reminds us of the 
adjectives kandarpa-janakapanga-vTksana37; haranetragnisandagdha-kama- 
sanjTvanausadhih,38 kandarpasDtikapangi.39 generally used by writers in 
describing the goddess. The description of her as SahgTtarasika or the one fond of

34 Kumarasambhava, canto VII, 43.
35 Ibid, 44.
36 SrTdhara’s Commentary on the SrTmad-Bhagavata, In trod., v. 3
37 I^litatriSatT, nama 13
38 Lalit^sahasranama. nAma 84.
39 Makakavi’s AryaSataka, v. 11
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or having discriminating taste of music is also met with in the Syamaladandaka 
(cf. jaya SahgTta-rasike) attributed to Kalidasa, (cf. also the same in one of the 
Kamalamba-Navavarana-kTrtanas of DTksitar commencing kamalambike). But 
the description of the goddess as a sister of Visnu-Krsna-a description so common 
in SrT Syama Sastri’s songs (cf. Syamakrsna-sodarT; also cf. madhuripu-sahodarT 
in the first AvaranakTrtana of DTksitar commencing kamalamba samraksatu 
mam) is significantly absent in Sahaji’s present work. On the other hand it is 
interesting to note that in his Visnu Pallaki Seva Prabandha Sahaji describes 
goddess Laksmi as a younger sister of God Tyagesa-Siva (d. 23,25, 38).

(vi) Identity Mark (Mudra)
In most of the darus in the present prabandha Sahaji has used his own name 
Saha as his mudra or identity mark. But in some of the darus (d. 4, 7, 8, 9, 
12, 13, 18 and 21) we find no mudra at all, probably because the caranas of 
those darus containing the mudra are lost or not recorded. Sahaji is known to 
have other mudra as well and they are worth consideration. We have already 
seen that king was a staunch devotee of Tyagesa-Siva whom he chose to be 
his family god. Hence he had also adopted as his mudra the names of that god 
viz., Tyaga (Tyagesa), Tyagesa and Tyagaraja in other songs including certain 
darus in his Visnu Pallaki Seva Prabandha. The Vijayanagar kings had already 
used Srl-Viropaksa and Srl-Venkatesa, the names of the deities whom they 
worshipped as their sign manuals in their land-grants.40 Ksetrajna (1605-1680 
A.D.) was an ardent devotee of the deity Gopala of his village Movvapuri. 
Appropriately enough he marked his compositions with the mudra: Movva- 
Gopala. Tallapakkam Annamacarya (1408-1503) dedicated his compositions 
to Lord Vehkatesa of Tirumala Tirupati and he stamped his compositions with 
the mudra: Vehkatanayaka or Vehkatesa etc., It is not unlikely that all these 
examples were instrumental in making Sahaji adopt Tyaga etc. as his mudra. 
Thus in Sahaji also we have the example of a practice following which the royal 
composer Svati Tirunal and Muttusvami Dlkshitar employed Padmanabha and 
Guruguha as their respective mudras.

In two places in the present prabandha Sahaji has affixed his mudra in an 
interesting manner and they are worthy of study. In one place (viz.,d.3, last carana)
40 See c.g. Hpigraphia Indica, Vol. IV, pp. 22 and 278
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the companions of ParvatT are depicted as having felt helpless in attracting the 
Lord’s attention towards themselves as they find Him fully engrossed in hearing 
the songs composed daily by Sahaji. That is perhaps why the same companions 
are shown in the second place (d. 20; v. 7) advising their mistress to sing Sahaji’s 
compositions to please her Lord. The devotee Sahaji is perhaps sure that, when 
along with ParvatT, the Lord can afford to forget Brahma, Visnu etc., but not the 
devotion-laden krtis of his nadOpasaka Sahaji. With the confidence Sahaji seems 
to have been engaging himself daily in composing song after song, the number 
of which slowly swelled to several hundreds.

(vii) Two Scenes
In the present prabandha Sahaji has introduced two interesting scenes. The 
first one is where the companions of ParvatT see the Lord in his durbar being 
honoured by Visnu, Brahma, Indra and other gods who prostrate before Him, 
one by one, as Nandin cries out their names (d. 1 ,2 ; v. 4). The setting cannot 
but remind us of the one described by Kalidasa on the eve of Siva’s departure 
for His marriage with GaurT in Kaijasa 41 Here in this scene the companions of 
ParvatT first assume that they cannot approach the supreme Lord directly. Hence 
to begin with they beseech the ornaments of Siva viz., the Ganga,. the Deer, the 
Snake and the Moon for help in conveying their request to the Lord, since they 
are intimately associated with the body of the Lord. While approaching them 
the companions take note of only the good aspects in each of them. But when 
they find no help forthcoming, they notice their bad side alone and return with 
contempt. Finally the companions approach the Lord directly and they succeed 
in their mission (v. 7 ff; d. 4ff).

By the above scene Sahaji seems to intend to convey these facts: Man usually 
disparages what he vainly desires. Truly, for the unsuccessful fox the grapes 
are always sour. Secondly, no doubt those in the company of great personalities 
are expected to possess good qualities like compassion and helpful nature (d. 5, 
carana 2). But unfortunately there are individuals like the Ganga, Moon etc., 
who are impervious to those qualities even though they are always with the 
Lord, the Ocean of Compassion. Thirdly, even persons who, like the Moon, and 
the Ganga, have committed hideous sins can take refuge in God, provided they
41 Kumarasambhava, Canto VII, 43-45.
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approach Him in all humility and devotion. Fourthly, every sincere devotee does 
have the right to approach God directly and the Lord will certainly listen to his 
prayers; hence there is no need for any intermediary.

The second scene is this : The Lord has come in front of the abode of GaurT and 
the latter comes out in a hurry to receive the Lord while Nandi cries Heccarika 
(cry of caution) informing her that many gods like Indra are prostrating before 
her (GTta 2; d. 15; v. 16.) Truly, in his mind Sahaji had here that verse of SrT 
Sarikaracarya, the second half of which runs as: pranamresv - etesu (=devesu) 
prasabham upayatasya bhavanam bhavasyabhyutthane tava parijanoktir 
vijayate/42 ‘Glory to the words (of caution) of Thy Servants (to avoid the crowns 
of the bowing gods) while the gods prostrate before Thee when all of a sudden 
Thou startest to receive Bhava (Siva) who has come to Thy abode.’

(viii) On GaurT of the Prabandha

Before concluding one more point requires consideration. Sankara, the hero 
of the present prabandha, is no doubt the deity Tyagaraja VTthivitanka of 
Tiruvarnr, as the internal evidences in the work itself show (v. 10, 18; d. 19,22). 
Regarding the heroine viz., GaurT, it is usually believed that she is represented 
by the goddess Kamalamba enshrined in the Tyagaraja temple at TiruvarQr, in 
whose praise SrT Muttusvami DTksitar has composed his famous Kamalamba- 
Navavarana-KTrtanas. But it may be pointed out that Kamalamba, as depicted 
in those songs, would represent rather the Supreme Mother Goddess Adi 
Parasakti Rajarajesvari, the Mother of the great gods including Siva, Vi§nu and 
Brahma (cf. SrTkantha-visnu-virincyadi-janayitryah in the fifth avarana-kTrtana 
commencing SrT-kamalambayah pararn na hi re). Hence the description of GaurT 
in this Prabandha may not suit well to this goddess Kamalamba. On the other 
hand there is another goddess enshrined in the same TiruvarOr temple called 
NTlotpalamba and in praise of his goddess also DTksitar has composed another 
set of vibhakti-kTrtanas. In one of these kTrtanas commencing nTlotpalambam 
Diksitar describes this deity as one who is dearest and closest to the heart of her 
consort VTthivitanka Tyagesa (vTthivitarika-tyagesantararigam). This description 
suits well to the heroine of the present Prabandha also viz., GaurT. Of course,

42 The SaundarydaharT, 29.

129



neither Kamalamba nor Nllotpalamba which is even now believed to be used by
Tyagesa, seems to favour our view.

gaurT-sahkaraydh seva-prabandhd racitah pura /

saha bhupena bhaktyadya srT-gaurya samyag uddhrtah If

upodghatas ca tasyayarp krto narayanena hi /

srimat-sahkara-purvena bhavatad vidu?am mude II

This is the updated version o f the author’s introduction to the Pallaki Seva Prabandha of 

king Sahaji (M ysore, 1977)
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MUSIC IN MANASOLLASA
T.S. Sathyavalli

Art historiography is still in its infant stage in our country. Several invaluable 
works are either lost beyond recovery or, are unutilized for building up an 
unbroken history and development of Indian music. Chapters on Gita and Vadya 
of Abhilasitarthacintamani (Abh.c.) or Rajamanasollasa written by Calukya 
Somesvara III (S.) in 12thc A.D with its unusually rich information is a great 
help in this direction.

Somesvara's contribution to Indian music is unique and etra-ordinary. Besides 
treating music for the first time as totally independent of the scenic art, the 
‘gltavinoda’ and ‘vadyavinoda’ provide a new insight into the multi-faceted 
identity of the art. Music according to Somesvara is for both education and 
entertainment. This is but one example of a number of novel ideas, the work is 
bristling with.

The portion dealing with music in the work were first published as a part of 
the third and final volume of the same from Gaekwad Oriental Series, Baroda 
bearing no. 138. A Kannada translation of the entire work was later published in 
the year 1998 from the Karnatak University, Dharwad.

The work is in five sections prakarana, each comprising twenty chapters 
(adhyaya) and hence, rightly named as virhsati. Further sub divisions are made 
in some chapters according to convenience. A quick glance at the prakaranas 
will provide an estimate of the scope of this voluminous work of about 8000 
verses.

I Rajyaprapti-karana-vimsati - in 308 verses alerts the king against the vices 
to be avoided.

II Praptarajya-sthairyT-karana-vimsati has 1300 verses: It deals with the 
seven constituents of the state.

III UpabhOga-virhsati - comprising 1820 verses describes in detail a variety of 
pleasures enjoyed by a luxurious king.
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IV Vinoda-virhsati is the largest section with 3219 verses. It deliberates 
at length on different amusements and pastimes. Gita, vadya and nritya 
occupy a substantial portion of this section.

V Krlda-virhsati - consisting of 1375 verses goes on to list out a number of 
sports in which the king may find relaxation.

Author

Vikramaditya the VI was the most powerful and illustrious among the rulers of 
the Calukya dynasty. The 60 years of his rule had realized all round progress 
and prosperity. His son Somesvara, 1127-1139 A.D., seems to be the last 
successful ruler of this dynasty. Somesvara was adorned with an adorable title 
‘Sarvajna’ accorded to him in full honor of his learning. An inscription found 
at Davangagere, Kamakata bears testimony to this. He is also ascribed the 
authorship of other works - ‘Vikramankabhyudayam’ and ‘SarigTtaratnavalT’

Somesvara is so popular a name among not only musicologists but also great 
composers like TyEgaraja. In his grand composition ‘sarigTta kovidulaku 
mrokkeda’ the saint composer remembers Somesvara as varasomesvara- 
samgadeva-nandl-pramakhulagu among 20 promulgators of music.

Chapters on Music
‘Gltavinoda’ and ‘Vadyavinoda’, Chapters 16 and 17 together form the largest 
portion in the Vinodavimsati which describes twenty delightful diversions that a 
king is privileged to enjoy. Verses 1 to 567 are devoted to the exposition of music 
in general and another 381 verses go to describe the musical instruments.

Sabhapati
The very opening verse in the section lays down in unambiguous terms, the 
conditions to be fulfilled by a king to qualify himself to the please of listening 
to music -

nirujah svasthacittasca krtakaryo mahadhanah I

trpto hrstamana gite vinddam kartumarhati I (4,16, lcd-2ab)

Physically fit and mentally tranquil, contended and happy, affluent and most 
importantly, one having discharged his duties alone shall be eligible to appreciate 
music. While intellectual excellences - besides physical composure such as
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knowledge of all lore, absence of bias, oratory, discernment, sensitivity are 
emphasized in a list of twenty three virtues that are essential for the Sabhapati, 
the prime listener, the audience are expected to be no less in qualification.

turyatritayatattvajna..... kavyanatakavedinah I (4,16, 5cd-7cd)

Vaggeyara
Three levels of vaggeyakaras are defined thus, 
adhamo matukarah syanmadhuamo dhatukarah I 
dhatumatukrfyaka(a)rTpravarah parikirtitah II (4,16,15)

Somesvara defines a vaggeyakara as one who is not only capable of composing 
the lyric and melody but also as one who can himself sing and illustrate.

Gamaka

As against the defenition 'svarasya kampo gamakah Srotrcitta-sukhavah' given 
by Sarngadeva, Somesvara’s 'ragah pravardhate srutya rajyate manasam 
sada /' (4, 16, 123ab) a raga develops through sruti and always entertains the 
mind - makes one think about the deeper implications and application of gamaka 
in the delineation of a raga. It is gamaka which 'conducts the raga', being true to 
its etymology 'gamayati its gamakah.' It may be noted that notes of the same 
frequency in two raga-s are sung differently by a skillful manipulation of the 
intermediary sruti-s

The seven Gamaka-s described by Somesvara, 1) Porita 2) Kampita 3) LTna 
4) Andolita 5) Tiripa 6) Ahata and 7) Tribhinna, are common to both voice as 
well as instruments.

Raga

Somesvara gives the laksana of only such raga-s which were in vogue during 
his time.

vinode ndpayujyante tasmallaksma na laksyate I

vinode ye prayujayante tesarh laksanamucyate II (4,16, 132)

Out of 51 raga-s described about 25 bear the name of regions from which 
they originated. They are - gauda, malavakausika, harsapuri, mallara, sauvTrT,
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andhalT, barigala, karnatabangala, saurastrT, kambhoji, gurjarT, karnatavaratT, 
dravidavaratT, paurakhya, todi, dullltodi, kamOda, kamOdasimhalT, desahka, 
saindhavl, dombakrti, velavalT, nati, curighT, khambhari.

People are with varied taste. Just as Natya is an art form that entertains all classes 
of people music also does. Somesvara enlists various styles and varieties of 
glta-s such as Sama, Vyakta, Madhura, Vikrsta, Sotsaha, Karuna, Parihasadhya, 
adhyatmasangata, mangala, stotra, visamapraya, and kramasamanvita- that meet 
individual expectations.

Prabandha
The greatest contribution of Manasollasa is the laksana-s and illustrations of 
prabandha musical compositions. Examples of prosodic metres such as sloka, 
rukmavati, malinT, vaninl, mandakranta etc... gadya, tripadl, catuspadi, satpadi, 
kanda and such other literary compositions are given along with purely musical 
compositions Vastu, Vicitra, Caccari, Cakravala, PaddhadI, Tribhahgika, 
Caturangaka, MuktavalT, Svarartha and so on. A couple of illustrations may be 
cited here for better appreciation.

Jayamalika -
jay a bhuja parighadhrtagovardhana-dharadhara 

jaya kalpanta kalakesari karalakara kaliya pralayakarin 

jayamadhuvadhuvadana vidhuntuda

jaya gopTjana-nayana-nTlotpalasTtakirana...........(4, 16, 308-309)

The word ‘jaya’ is found at the beginning of every pada. It is sung in Jayatala- 
described by him as a seven-beat-tala and rendered in a raga of one s choice.

Matrka
A song with each of the svara - alphabets (vowels) matrkaksara at the beginning
of the pada is described similarly by Matariga and Somesvara also. The very
interesting illustration in praise of Somesvara himself is as follows -

asau saranyah saranagatanam I
akaramahatmayaparastakamah II

istarthadayT satatam prajanam I

Tsanakalpah kalikalajSta II
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audaryavan bibhrapoda ragam I
ahk& vipaficTmiva pak$malak$mTm I
ahkenacinnunamasan prthivyam I
krtavatarah kilakaranena II

somesveraksmapatirabhragahga-1
taranga samspardhiya sascakasti II (4, 16, 310 - 314)

Vadya

The exhaustive information about the manufacturing of musical instruments 
tata, susira, ghana, and avanaddha which appears for the first time in 

Abhilasitarthacintamani is of immense use to those in the field for, it is not a mere 
description of the instrument ready for playing but a meticulous explanation of 
the different steps involved in the making of one.

Besides giving the guna-s and dosa-s of singers and vaggeyakara-s, the work 
never fails to instruct the instrumentalists -  drummers and others — in the 
techniques of playing, avoiding blemishes. Description of hand postures while 
producing different sounds on the instrument are vivid and picturesque. The 
position in which an instrument should be held while playing is also stated. 
Appropriate occasions when the singing of compositions and the playing of 
specific instruments became a part of the proceedings, are carefully recorded. 
Accordingly, ‘Tripadl’ is sung while pounding rice and also in love in union and 
separation; ‘Satpadi’ while expounding a kathana kavya; mangala glta during 
festivals; ‘carya’ is sung by ascetics; while 'Ovi' is sung by women in the country 
of Maharashtra; ‘caccari ’ is used on the occasion of vernal festival called holaka; 
‘rahadT’ and also ‘vlrasrl in praise of heroic exploits and ‘danti’ by the cowherds 
in arguments.

Somesvara is regarded with gratitude for providing graphic descriptions 
and useful illustrations- all his own - for nearly a hundred compositions. He is 
aware of the inadequacy of mere classicism or grammatical perfection in the 
absence of aesthetics, when he specifies the best variety of compositions as 

'nirantara rasodaram' and ' nanabhavasamanvitam' (4, 16, 95ab)

135



THF. MUSI C ACADE MY • J OURNAL 2009  • VOLUME 80

Conclusion
Music in Abhilasitarthacintamani cannot be considered as non-classical or light, 
exciting and non-elevating. The royal ambience by itself breathes sophistication 
and refinement in taste. While the volume and treatment have upheld the dignity 
of the subject, the numerous illustrations, all composed in praise of Lord Visnu 
have enhanced the nobility of the art Somesvara underscores the elevating factor 
in music in preference to the exciting in the verse -

nirantararasodararn nanabhava vibhavitam [samanvitamj I 

sravyam hrdyamanudveganuttamam gTtamucyate II (4 ,16 ,95)

As Matanga says -
'vibadhanam vinddaya prababdhab kathitapi may a /' (BrD 6, 491)

It is 'praudha vindda' and not 'balavinoda' even here.

Music as visualised in ManasOllasa transcends all differences in its form. It is 
moral, universal, spiritual, independent and creative and the fruit of which, 
as declared by the author himself is exultation caused by the expansion of 
consciousness -

gitavadyaravaccetovikaso harsa ucyate

Equally gratifying is the study of this monumental work.

Appendix -1

The General Plan of Abilasitarthacintamani

fRajyapraptikaranavimsati UpabhOgavimsati

Praptarajyasthairyikaranavimsati Vinodavimsati

Kridavimsati
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Vinoda Vim&ati
1. SastravinOda 11. Para vata vinoda
2. SastravinOda 12. Sarameya vinoda

3. GajavinOda 13. Syena vinoda
4. VajTvinOda 14. MatsyavinOda

5. AnkavinOda 15. MrgayavinOda
6. MallavinOda 16. GltavinOda
7. KukkutavinOda 17. Vady a vinoda

8. LavakavinOda 18. NrtyavinOda

9. MesavinOda 19. KathavinOda

10. MahisavinOda 20. CamatkaravinOda

Name of Raga -S

1. Sri 16. GurjarT
2. Gauda 17. Desi

3. SOma 18. Soura$tff

4. Malavakaisika 19. KambhOji

5. Harsapuri 20. Punnataka

6. HindOlaka 21. Nagadhvani

7. DeslhindOlaka 22. Gurjara

8. Mai(Bhai)ravi 23. Kausiki

9. Mallara 24. Suddhavarati

10. MallarT 25. Karnatavarati

i i . Saver! 26. Dravidavarati

12. Andhall 27. Suddhanati

13. Bahgala 28. Paurakhya

14. Devala 29. Travani (Megha)

15. Karnatabaiigala 30. Ahlrl
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31. Chayanati 42. KamOda

32. Todi 43. SimhalTkamOda

33. TuruskTtodi 44. Desari ka

34. DullTtodi 45. Nandasi

35. Vallana 46. Lalita

36. BahurT 47. Kolahala

37. VelavalT 48. SaindhavT

38. ChayavelavalT 49. Dombakrti

39. CurighT 50. Ramakrti

40. Raktahamsa 51. Tundakrti

41. Khamban

Prabandhas - Comparative Chart

Somesvara Matanga Sarrigadeva

1. Kanda Y Y' a l i

2. Vrtta Y s  a l i

3. Gadya y Y  a l i

4. Dandaka y Y  v

5. Varnaka y Y  a l i

6. A r y a y s  a l i

7 G a t h a y s  a l i

8. Dvipathaka y s  a l i

9. PaddhadT Y Y  v

10. A d i l l a Y —

11. CatuspadT Y Y  v

12. Dodhaka Y —

13. Totaka Y s  a l i

14. Vastu Y Y  v

15. Krauncapada Y s  a l i

16. Hamsapada Y —

17 Sukasarika Y —
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18.
Some&vara
AsvalTla

M atanga Sarrigadeva
y ' ali

19. GajalTla Y s  ali
20. SarabhalTla Y —

21. Vicitra Y —

22. Tribharigi Y Y  v
23. Caturariga Y —
24. Arikacarini Y ^  ali
25. Simhavikranta Y —

26. Kalahamsa Y s  ali
27. Ghata Y s  ali
28. Cakravala Y Y" ali
29. Tripadi Y Y  v
30. Bandhakarana Y Y  soda
31. Patakarana Y Y  suda
32. Kaivata Y Y  ali
33. DvipadT Y s  ali
34. Vartani Y y' soda
35. Ela varieties Y Y  soda
36. JhOmbada Y Y  soda
37 Dhvanikuttani Y Y' ali
38. Dheriki Y S  soda
39. Ekatalika Y Y  soda
40. Matrka Y Y  ali

41. Svarartha Y Y' ali
42. Karana Y Y' soda
43. Varnasvara Y y ' ali

44. Muktavali Y —

45. Pratapavardhana Y —

46. Caccari — Y  v

47 Jayamalika — —

139



48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
58.
59.
60.
61.
62.
63.
64.
65.
66 . 

67
68 .

69.
70.
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Some&vara M atanga §&rngad£va

Dhavala — S  v

MarigalagTtika — S  V
Ovi — S  v

VirasrT — S  v

Lalita — —
Svarahka — S  V

Caturmukha — -/ V

Pancabharigi — S  v

RasasandOha — —
Ragakadamba — s  ali

Talamava — s  ali

Stavamanjari — —

Kanduka — •/ v

Cary a — S  V

Aksaracyutaka — —

Aksaraksiptaka — —

RahadT — •/ V

Dohada — —

Dollari — Y  v

Lolli — -/ v

Sarvatobhadra — —

Caturmukha — S  v

Danti — S  v

Sukacancu —

— Jayavardhana —
— SimhalTla S  v

_ — HamsalTla
_ — Kalahamsa-ali
_ — Pancatalesvara-ali
_ — SrTrahga-v

140

Music in M£nas5ll3sa

Some^vara M atanga &£rngad€va
— — SrTvilasa-v
— — Pancanana-v
— — Umatilaka-v
— — Vijaya-v
— — Tripatha-v
— — Haravilasaka-v
— — Sudarsana-v
— — Srivardhana-v
— — Harsavardhana-v
— — Vadana-v

soda, ali and viprakirna (v) 
to Sarrigadeva.

are classifications of prabandha-s according 

Desi Tala-s

1. Aditala 17. Ekatala
2. DvitTyaka 18. EkatalT
3. Pratitala 19. Turyatala
4. Samakankala 20. Varnatala
5. Visamakahkala 21. Varnatala (variety-2)
6. Khandakahkala 22. CaccarT
7 Purnakankala 23. Unmatrka
8. Garugi 24. Jayatala
9. Mantha 25. Rajatala
10. Pasamandraka 26. Layatala
11. Yatitala 27 ParvatTlOcana
12. Kudraka 28. GajalTla
13. Trtlyaka 29. Turagallla
14. Nissaru 30. Klrtitala
15. Antarakrida
16. Samatala

31. Kokilapriya
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Tata Yitata Ghana Sugira
Vlna(EkatantrT) Mrdanga Kamsyatala Vamsa
Alavani Hudukka Jayaghanta Muhurika
Kinnari (dvitumbika pataha pattavadya pavT
or laghu)
Kinnari (Tritumbika Dhakka Kanda Mural i
or brhat, Mandidhakka Suktivadya Kahala

Runja Tittiri
Selluka Srnga
Damaruka
Karata
Dakkali
Ghata
Damara
Bheri
Dundubhi
Nissana
TammakT
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VILASINI NATYAM- TRADITION & TRANSITION
Swapnasundari

In post-Independence India, discussions about Telugu people’s performing 
traditions have generally pertained to those which are presently being fostered 
within the modem state of Andhra Pradesh. History reveals that some dance 
traditions which had long existed in the Telugu heartland, spread to other regions 
and were sustained there.

Various dynasties including those of Telugu origin and those who embraced 
the Telugu language ruled over large regions of southern & south-eastern India. 
Under their patronage substantial literature was written and many forms of music 
and dance prospered. Vilasini Natyam  is the performing-tradition of hereditary 
female dancer-singers of Telugu origin whose art was nurtured in the temples, 
courts and public performance-spaces in southern and south-eastern India. This 
tradition is understood better against a historical back-drop.

Role of dance in traditional society
According to religion and philosophy Indian dance and music are not just 

artistic skills but also powerful tools to evoke the spirituality that lies within 
the artist and audience. Therefore these became an integral part of worship- 
rituals. Ritual music and dance was customarily rendered by dedicated groups 
of temple-musicians and consecrated female dancers.

Based on the manner in which women joined temple-service, they were 
divided into categories and their duties assigned. Telugu temple-court dancers 
were drawn from the categories of Rudra-ganika (one who was trained and 
employed directly by the temple) and Alahkara (a well-trained professional who 
was given in donation).The Rudra-ganika played an integral role in the religious, 
ceremonial and socio-religious activities of the temple. The Alahkara group 
joined the royal courts as Rajanartaki-s. Women from Bhakta, Datta, Vikrta, 
Bhrtya and Bhrta categories collected flowers for sacred offering, decorated the 
temple precincts and fanned the idol during processions etc .

By the 7thc AD temples were teeming with dancers and musicians. As 
revenues increased through donations Natya Mandapam-s were built for dance
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and music which were also represented in carvings and frescoes on the temple 
walls. The 10th & 12th centuries in particular saw a proliferation of temple- 
dancers in the country.

The dancing-girl girl was called Nitya-Sumangali -one who could never 
be widowed, being the ever-auspicious wife of the Infinite divinity. Hence her 
presence was essential on occasions such as weddings and births. She performed 
the important work of preparing the Mangala-Sutra o f the bride-to-be. To secure 
an ever-lasting married status for the would-be couple, the Mangala-Sutra was 
symbolically placed on the Nitya-Sumangali’s neck before the groom tied it 
around that of his bride.

The Telugu temple-dancer was also entitled to light the funeral pyres of 
her natural parents and that of her adopted mother. After her death, the temple 
honoured her by covering her mortal remains with Parivastram, a silken cloth 
which had previously been draped around the main deity during worship.

A 10thc. temple inscription in Andhra refers to a hereditary dancer as 
a Vilasini. Literature refers to her as Vidya-VHasini, Gudi-Ceyti Ata-Veladi 
etc. Her performing tradition has been described as Bharatam Karnatakam. 
7’saduru,eic. She had different names elsewhere, such as Devadasi in Tamil 
Nadu and Mahari in Orissa. In common parlance the temple-dancer was called 
Gudi-Sani or Bhogam-Sani, terms derived from the Sanskrit Svamini/ Bhogini. 
Her troupe was called a Melam. Commonly her dancing was called Sani-Ata, 
corresponding with the Tamil word Dasi-Attam denoting temple-dance.

Until the dedication of women to temples was banned, Sani/Bhogam 
artists sang and danced in rituals as specified in the Agama-s in daily worship 
(Nithya Seva ) and special worship (Naimitya Seva — rendered on occasions 
like Brahmotsavam - annual temple festival & Kalyanotsavam -annual marriage 
celebration of the principal deities of the temple).

Ritual songs and dances like Meylukolupu, Bheyri Puja & Bheyri Tadanam, 
Devatahvanam, Baliharanam (Asta-Digbandhana), Pallaki-Seva, Kumbharati, 
Heccarika, Kautam, Puspahjali and items like Pallavi, Varnam, Padam, Javali 
and Adhyatma Ramayana KJrtanam were performed by the Gudi-Sani-s
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Today all these feature in Vilasini Natyam , whose most important 
achievement is the revival of Agamic dances, their realignment with live worship 
inside the temple and their annual performance, since 1996.

K acceyri A ta

ra ja sth an e , sabhasthane, devagdare ya tha  kram am ,

bdhyam abhyantaram  natyam , subhadam  sdstra-sam m atam .......

The dance which is performed in the royal courts and in gatherings of 
learned people, both within and outside the temple, is deemed auspicious and 
classical...

Dance and music gained an important position in royal assemblies. 
Monarchs realized the significant role that the temple played in uniting people and 
maintaining social harmony. As with many ancient societies across the world, in 
the Indian society too, the king began to play a central role in the administrative 
affairs of the temple and came to be regarded as a living manifestation of God. 
Thus he had a right to the privileges bestowed upon the divinity.

Alahkaradasis from the vocational singer-dancer community were formally 
appointed as Rajanartakis (court dancers). Gradually there was a dilution of lines 
which divided Gudi-Sanis and Rajanartakis. However, the temple-dancer could 
occasionally perform in the royal court but the court-dancer could not like-wise 
perform in religious rituals since she was not consecrated to the temple.

The Rajanartaki's duty was to enrich the cultural activity of the court 
through regular performances. Such a concert is called Kelika in formal parlance 
and Tsaduru in the colloquial (pronounced in the Tamil as Sadir). Tsaduru/ 
Kelika was usually based upon court-poetry which exalted the patron-king. 
Compositions like Varnams, Tillanas and Padams, danced both in the temple 
and the court, were interpreted according to context.

In Vilasini N atyam , Kelika/Tsaduru is represented through K acceyri A ta  

comprising Pallavi (an item common to the temple and court) Jati-svaram, 
Sala-daruvu, Sabdam, Svarajati, Varnam, Padam, Javali, Slokam and Tillana.

Telugu Raja-nartakis Cl Gudi-Sanis were members drawn from the 
same vocational group. They served the temple and the royal court with equal
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dedication and viewed the two roles simply as different callings. Accordingly, 
Vilasini N atyam  treats these two traditions at par.

A b h in a ya  in V ilasin i N a tyam

The Telugu temple-court dancers, particularly those of North-coastal 
Andhra pursued Abhinaya as an independent artistic discipline. They engaged 
teachers to groom them in Telugu, Samskrta & vocal music. They studied dance 
and Abhinaya from senior artists of their own vocational group.

yesu -yesu  prayogesu  preksakanam  rucirbhavet

sam yagjhatehgitd  kam am  bhangya tam stan pradarsayet

Whatever is seen to be causing enjoyment to the audience, the dancer 
should add more such aspects in her performance by her observation o f  their 
response and taste...

- NrttaratnavalT 7,19

Telugu temple-court dancers placed great importance on manddharm a  

(spontaneous improvisation). Vilasini natyam  stresses this aspect.

Temple-court dancers of northern& north-coastal Andhra render Padams 
and Javalis in mrdu-madhya-laya (a gentle, medium pace) which they consider 
ideal.

In contrast, those of the southern Andhra school perform these in \ilambita 
or cauka kalam.

In the northern and north-coastal Andhra school Abhinaya is performed 
entirely in a seated position and expansive movements of the body are eschewed. 
In the southern Andhra school Abhinaya is performed in a standing posture but 
exaggerated body movements are similarly avoided

Vilasini Natyam which represents both these traditions has a repertoire of 
over a hundred Padams and Javalis of Telugu hereditary dancers. The works of 
Ksetrayya, Sarahgapani, Dasu Sriramulu and their less-known contemporaries 
are included.

Samskrta poetry finds exquisite treatment in the Abhinaya of these dancers,
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particularly of north-coastal Andhra. They sing the sloka, quote synonyms from 
Amara-Kosa, translate the Samskrta phrases into Telugu and give expression 
to each word and phrase, so that everyone can savour the beauty of Samskrta 
poetry.

Vilasini N atyam  retains this characteristic treatment along with a corpus of 
slokas from Puspabana Vilas am, SrT-krsna-karnamrtam and other works which 
were popular amongst the Telugu temple-court dancers. Well-crafted Abhinaya 
methodology can be considered the jewel in the crown of Vilasini Natyam,

N rtta  (dan ce tech n ique)

Vilasini N a tyam 1 s dance technique has been taught by some of the last 
living descendants of the Telugu temple-court dancers. Analysis shows that it is 
based on the principles of Bharata's Natya-sastra, as manifest in the regional 
adaptation described in Jayapa SenapatVs Nrtta-ratnavalT which pertains to 
dance in Daksinapatha during the reign of the KakatJya dynasty

The mighty KakatJya empire was also a major seat of fine arts. Emperor 
Ganapati Deva (cl 198-1262) ruled from his capital Warangalover his expansive 
kingdom including Aska in Ganjam (a district of modem day Orissa) and Kanchi 
(Kancheepuram in the modem day Tamil Nadu). The importance given to dance 
in this court is demonstrated in Nrtta-ratnavalT. Jayapa Senapati, who wrote 
this work was the brother-in-law and commander-in-chief of emperor Ganapati 
Deva's military forces.

Thereby the Nrtta of Vilasini N atyam  which correlates to the techniques 
specified in Nrtta-ratnavalT has a recorded history dating back to 12th c AD, 
if not earlier. It is a collation of 150 dance-movements taught by hereditary 
female dancers of the northern and southern Andhra schools. Its movements are 
divided into categories defining the type of action involved. The practice session 
is called Adavu- Samu (dance-unit drill).

The categories are; Taftadugu (striking the feet) Teyyadugu (leg-extension) 
Dzaradugu (gliding movements), Dzarupadugu (pushingmovements) Valadugu 
(arching movements), Katteradugu (cross-foot movements), Guppadugu 
(movements employing toe-jumps) Mandi-Adugu (movements done by
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lowering the body to floor-level), Vayyaram (varieties of gaits), Ubuku (dipping 
movements), Usi (movements performed to the off-beat), caukam (moving 
by brushing the foot against the floor ) TTrika & Pandrayattu (concluding 
movements).

The corre la tion

Jayapa's definition of Ardha-mandali (basic half- squat stance) is “to 
lower the body groundwards bending 4 ” 8 ” or 12” as per the wish o f the 
patron—king or the custom o f the country. To bend more than this is to distort the 
beauty o f  the dance ”

The Ardha-mandali employed by the Telugu temple-court dancers and 
consequently in Vilasini N atyam  is determined by the height and build of each 
dancer and the demand of the dance movement.

In Dalamu the dancer is “to move the upper torso gently as a soft 
emergence o f a movement ” This was most effectively performed by the 
Telugu temple-court dancers who employed Uro-ahganam (forward, upward, 
sideward and downward movement of the chest and shoulders, according to 
time-measure) described by Jayapa and now seen in Vilasini N atyam  items like 
Pallavi, Tillana etc

Dhara-hara (lifting the shoulder and breast in a combined movement) of 
Nrtta-ratnavalT is frequently used by the Telugu temple-court dancers and in 
seen in Vilasini Natyam .

Remarkably, terms like Oyyaram and Oyyarika (stately grace & 
attractiveness manifest in beautiful and increasingly complex gaits) used by 
Jayapa in the 12thc are still employed in the Telugu temple-court dance tradition 
in which Vayyara, pertains to stylized gaits.

Telugu temple-court dancers perform Samoddhrtam (moving rapidly 
and easily on feet kept flat in normal standing position) during Pandrayattu 
(quickening concluding movement) which features in Vilasini Natyam , Sarika 
(placing one foot before the other) Svastika (crossed leg-position) Sphurika 
(moving rapidly on the toes with heels kept raised), Nikuttakam (placing one 
foot with raised heel in front of the other which is kept flat), Khutta (striking

---------------------  THE MUSI C ACADEMY • J OURNAL 2009  • VOLUME 80 ---------------------

148

Vilasini Natyam- Tradition & Transition

the toes of the foot repeatedly), Ardha—skhalitam (sliding one foot side-wards), 
Sama-skhalitam (sliding feet side-ward /backward), Prstoksepam (placing the 
left leg obliquely stretched behind the right leg), Lataksepam (sliding forward 
the stretched leg from the previous position) and Kucumbini (placing the one 
foot with its heel raised, behind the other with a jump) all figure in Vilasini 
N atyam  technique.

This technique includes Bhramaris (executing spins and turns) as 
described in Nrtta-ratnavalT. Commonly used are Ahga-bhramarT (keeping flat 
feet on the ground, the dancer revolves her upper torso in a circular manner), 
AntarbhramarT (taking a circle in the direction of the right shoulder ), Bahya- 
bhramarT (taking a circle in the direction of the left shoulder ), Citra-bhramarT 
(the foot with heel raised, is used to execute footsteps while dancer is taking a 
circle in the direction of the left shoulder) and Tiryag-bhramarT (the left leg is 
stretched back obliquely and the right foot with its heel raised is placed in front 
of it). The dancer takes a circle without breaking this position).

Several Bhaumi-carTs (where both feet maintain contact with the ground) 
and AkasikT-caris (where one or both feet leave contact with the ground briefly) 
from those described in Nrtta-ratnavalT find representation in Vilasini Natyam .

For convenience, the artistic material contributed by teachers and 
informants of Telugu temple-court dance tradition has been divided into two 
recognizable schools within Vilasini N a tyam - The southern and the northern 
Andhra schools, including the coastal areas. These differ slightly from each 
other in technique and presentation.

T rain ing  o f  Telugu tem ple-cou rt dancers

Jayapa Senani mentions that dancer’s training should begin when she 
is around 6 years of age (Gauri) and resume just after she attains puberty 
(RohinT).

Telugu hereditary dancer-singers have followed this practice. A girl of their 
community began her training in dance and vocal music around the age of six 
after which she was offered for service as a Gudi-Sani. If the aspirant obtained 
provisional appointment, she was trained more specifically for her future role.
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Only if she was found competent her appointment as a temple-dancer was 
confirmed and she was consecrated.

There is an interesting definition of a Bhogini in Nrtta-ratndvali (7,160).

nartaki gay aril sydccet bhogin i patram anyatha

One who dances and sings is a Bhogini, the rest are called Patra .

It is possible that the term Bhogam-varu (the Bhogam people) to denote 
vocational singer-dancers was derived from this definition.

Though the sastras mandate that the dancer should also be an accomplished 
singer, not every dancer is endowed with the capacity to sing. The Telugu 
temple-court dancers underwent compulsory training in vocal music which 
was considered a necessary feature of their performing tradition. This enabled 
even those who were not naturally gifted singers to chant the verses and songs 
competently.

E xtension o f  Telugu cultural traditions

Political developments in southern India saw the arts of Telugu people 
extended to areas like Vidyanagaram and Colamandalam. The Deccan was 
repeatedly attacked (cl 308,1318 &1323) by Muslim invaders and the KakatJya 
capital Warangal was captured in the final assault. After KakatJya emperor 
Pratapa Rudra died in c l323 two brothers called Harihara and Bukka who 
were closely connected with this empire left the region and travelled west. 
They founded a new city under the advice of their spiritual guide Vidyaranya 
in whose honour the brothers called it Vidyanagaram. Later this came to be 
called Vijayanagaram (located in the post-Independence state of Karnataka). 
It can be inferred that its founder-rulers Harihara- I (1336 to 1343 AD) and 
Bukka- I (1343 to 1379 AD) emulated cultural features that had prevailed 
under the KdkatTyas. Thus established, Telugu cultural expressions flourished 
in Vidyanagaram through the successive lines of Saluva, Tuluva and AravJti 
dynasties. It prospered during the reign of Emperor Krsnadeva Raya (c l509 
-1530) who ruled Vijayanagaram from the capital Hampi.

Though not directly related to Harihara and Bukka, this erudite and 
powerful monarch made such significant contributions that his name is etched

---------------------  THE MUSI C ACADEMY • J OURNAL 2009 • VOLUME 80 ---------------------

150

VilSsini Nstyam- Tradition & Transition

in Telugu cultural history. His work Amukta-malyada is enshrined in Telugu 
literature as a classic. Krsnadeva Raya consolidated the supremacy of his empire. 
His campaign in Kalinga began in c l 515. He conquered substantial regions on 
the eastern coast of India by defeating the Gajapati kings of Orissa in battle and 
recovered the 7e/«gw-speaking regions of Simhacalam, KondavJdu, Kondapalli, 
Addhahki, Bellamkonda and Nagarjunakonda from them. Krsnadeva Raya also 
married the daughter of the defeated Gajapati king and consolidated the alliance 
between Telugu and Orissan kingdoms. Migration from Telugu hinterland to the 
regions that now came under the control of the Vijayanagaram empire gained 
further momentum.

Telugu culture also flourished in the state presently called Karnataka when 
Krsnadeva Raya annexed SrJrahgapatnam and appointed Varappa Gauda and 
Kempa Gauda to rule the region. On the basis of inscriptions in the various 
temples that the Kempa Gaudas built, some cultural historians opine that they 
were of Telugu stock. Pedda Kempa Gauda (cl 513 -1569) or Kempa Raya built 
Bengaluru (capital of the present-day Karnataka), its famous Somesvara temple 
( Ulsoor) and Basavesvara temple (Basavanagudi'). The Telugu Yaksaganam 
“Gahga-Gauri Vilasam”is his work.

Though presently unavailable in complete form, the work Cikkadeva 
Raya Vilasamu further establishes that Telugu Yaksaganams were performed in 
the royal courts of Mysore which was ruled by Cikkadeva Raya (cl 672-1704). 
The name of his son, KanthJrava Raju (c l704-1713) is a famous one in the 
Telugu dance-literature which emerged outside the Andhra heartland. This king 
who was born deaf and dumb, composed Yaksaganams and several Padams in 
Telugu.

Earlier in c l 512 Krsnadeva Raya extended his rule to the Tamil country 
of Colamandalam which was annexed to his already vast empire. Feudatory 
kings called Nayakas ruled these distant provinces and were under the direct 
control of the Vijayanagara empire, paying tribute to it. The Telugu Nayaka 
dynasty of Tanjavur (cl 535 to 1673) is the most illustrious line o f such feudatory 
kings. The Vijayanagaram emperor put an independent line of Telugu Nayakas 
in charge of another province-Madura. This Nayaka line ruled from cl 539 to
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1736. The Tanjavur and Madura Nayakas employed their mother-tongue Telugu 
as the court-language. As happens in history, these feudatory kings emulated 
the courtly style of their mentors i.e., the Vijayanagara emperors. Tanjavur and 
Madura became major Telugu cultural hubs in the heart of Tamil land.

When the Vijayanagara empire was defeated in 1565 AD by the confederate 
Sultanate of the Deccan, there began another migration of numerous Telugu 
scholars, musicians, poets and other performing artistes from families which had 
previously enjoyed its patronage. They sought refuge in the southern principalities 
over which the Telugu Nayakas now assumed independent control.

Acyutappa Nayaka (1560-1600 A.D) gave shelter to such migrant 
families by granting them accommodation near the UnnatapurTsvara temple. 
Consequently this place came to be known as Acyutapuram , Acyutapuri and 
Acyutabdhi. With Acyutappa Nayaka's largesse, Telugu culture developed further. 
Musical compositions by Telugu settlers of this area often carry a salutation to 
this king. Acyutapuri has been called Melatturu since early 18th century. The 
Yaksaganam tradition here was established by Telugu migrants.

The Yaksaganams and other Telugu works composed here and by the 
rulers of Tanjavur are only some examples of Telugu cultural expressions 
which traveled far from their locus and prospered in extended regions. In the 
Tanjavur region Telugu culture was further strengthened by the Maratha Kings 
(1675-1855) who succeeded the Nayakas and held rule till the extinction of this 
principality.

South Indian music and dance owes a great deal to the galaxy of singers, 
composers, dancers and musicologists in this region who were either descended 
of the Telugu migrant—settlers or brought from Andhra hinterland to serve in the 
royal courts.

Everyone knows of the famous Telugu musical personages Govinda  

DTksitulu, VehkatamakhT, B haratam  K asinathayya, G iriraja Kavi, M elatturu  

VTrabhadrayya, R um asvam i DTksitulu, M atrbh utayya, M elatturu  Venkataram a  

SastrT, S on ti Vehkatasubbaya, S on ti Venkataram anayya, Paccim iriyam  

A diappayya , Syam a SastrT, Tyagaraja an d  M uddusvam i DTksitulu and  

Subbaram a DTksitulu. People like Linganam akhT K am esvara Kavi, Vahgala
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Sinaya, Tiruvehgalacarya an d  Tirumala K avi were patronized by the Madura 
Nayakas

Artistic traditions were flourishing in the Telugu heartland even as they 
were .taking root in Vijayanagaram and Colamandalam

M usic & dance in Telugu heartland

The numerous and varied SahkTrtanams of the prolific composer 
Tallapaka Annamacarya contain valuable information about the dance and 
music of the Telugu people. The celebrated composer B hadracala Ram addsu's 
kTrtanalu are hummed in every household even today. The compositions of the 
itinerant N arayana TTrtha an d  Ksetrayya  have been a staple in the repertoire 
of hereditary dancing families and still remain popular. Another prolific 
composer SarahgapanVs songs have been danced by Telugu temple-court 
dancers, particularly in the Southern Andhra region. Pada-Varrta Pitamaha 
Karvet inagar am G ovindasam ayya’s complex Varnams have been a staple in 
the repertoire of Telugu temple-court dancers. His brother Kuvanasam ayya  
was also a composer of note. The acclaimed Adhyatma Ramayana KTrtanalu of 
M unipalle Subrahm anya K avi of Kalahasti feature in the repertoire of Telugu 
temple-court dancers as do the Krtis, Svarajatis, Padams and Javalis composed 
by D asu SrTramulu.

Treatises galore

After J a ya p a ’s Nrtta-ratnavali, a treatise called SahgTta-cintamanT was 
composed in the 15thc by Kondaveedu monarch Peda K om ati Verna Bhupati. 
R am am atya’s Svara-mela-kalanidhi and Poluri Govinda K avi's Raga-Tala- 
cintdmani and Tala-dasa-prana-pradTpika are well known. K ing Velugoti 
Sarvajha K um ar a Yacendra B hupala , ruler of Vehkatagiri in his dance-treatise 
Sabha-Rahjani presented some details about the sophisticated Bharatam of the 
Telugu hereditary dancers which was prevalent during his time. There are many 
such examples.

Som e renow ned tem ple and court dancers o f  yore
Prominent references to Telugu hereditary singer-dancers are found in 

historical and literary sources in Andhra hinterland and all the extended areas 
where Telugu culture impacted.

153



Macaldevi, a court-dancer of Daksinapatha (Deccan) was associated with 
Kakatiya emperor Prataparudra (c l291-1323). Another vocational dancer 
Lakuma Devi inspired the composition of Vasanta-RajTyam by King Komaragiri 
( c l386-1402) Telugu court-dancers Muddu Candrarekha, Bhagirathi, Loka- 
nayaki, Ratnagiri, KJravani, Sasirekha, Rupavati, Chandralekha, Campakavalli, 
Murti, and Komalavalli, occupied a prominent place in the courts of Tanjavur 
Nayakas. A hereditary dancer Vidyavati served the court of Madura Ndyaka 
Muddalagiri.

Telugu Raja-dasis of Tanjavur such as Ramabhadramba and Maduravani 
rose to fame as singer-poetesses in Raghunatha Nayaka’s court. The works 
of Pasupuleti Rahgajamma (author of Mannarudasa Vilasamu) and Muddu 
Palani (composer of Radhikd-Santvanam) have enriched the Southern school of 
Telugu literature. Another noteworthy poetess was Tirumalamba (composer of 
Varadambika Parinayamu), said to be a favourite of Acyuta Raya ( c 1530-1542) 
brother of Krsnadeva Raya.

After the fall o f the Vijayanagara Empire in c l565 AD and its final 
overthrow in cl 652, so’~ie of its tributary kingdoms came into the control of the 
Muslim rulers. Telugu kings from the Ksatriya, Velama, Kamma, Reddi and other 
clans were subsequently appointed to rule the tributary kingdoms. Zamindaris 
and princely states called Samsthanams in Telugu, came into existence.

Descendants of the erstwhile Telugu court-dancers were re-engaged in 
these Samsthanams where their art received sustenance. Such staff dancers 
were respected and bestowed titles. Some Samsthanams which supported 
Telugu hereditary dancers were; Bobbili, Vijayanagaram (not the erstwhile 
Vidyanagaram but one located on the eastern coast), PTthapuram, Gadvala, 
Madugula, Kasimkota, Tuni, NuzivTdu, TcallapaUi, Kapilesvarapuramu, 
Muktyala, Venkatagiri, K ar'eti Nagaram, Yadagiri, Uyyuru, Mailavaram, 
Parlakimidi and Jayapuram (the last two are now located in Orissa).

The decline o f  the perform in g  tradition
During the British colonial rule and before India's Independence, large 

tracts of South-eastern and Southern India which are now called Orissa, Andhra 
Pradesh, Tamil Nadu & Karnataka were governed under the common identity
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of The Madras Presidency The Telugu speaking plateau region which the 
Muslims called Telengana, the Northern Circars (coastal districts,) and parts 
of Rayalaseema (the land under the Rayalu of Vijayanagaram) were under the 
independent rule of the Nizam of Hyderabad. Subsequently, the Nizam ceded 
away the Northern Circars (cl 768) and Rayalaseema (cl 800) to the British.

Throughout this period the performing tradition of the Telugu temple- 
court dancers was in wide practice in all these areas. It began to decline towards 
the last part of the British colonial rule. Telugu temple-court dancers in the 
heartland were negatively impacted by the developments that were taking place 
further south.

The term Nautch (a corruption of the word Natya ( naca= nacana in 
hindi) was coined by the British rulers and the European travelers to describe 
what they saw in the temples and the royal assemblies all over the country. 
Ceremonial functions held by the British in the Madras Presidency often featured 
such Nautch performances as did private banquets given by British officers as 
well as those given by Indian princes who maintained cordial relations with the 
British. Exploitation of the vocational community of singer-dancers which had 
already begun, now became rampant. All this affected the reputation and social 
acceptability of temple-dancer-singers who, until this stage had preserved much 
of India’s music and dance as did their counter parts in the royal courts.

Simultaneously, increasing malpractices under the guise of religious 
activity strengthened the arguments of Telugu social reformers against the 
Bhogam-Sanis. Women who did not contribute to malpractices resented being 
equated with common dancing girls who were leading morally degraded lives 
at this time.

Due to growing social pressure, temple-dancers were outlawed vide the 
Anti-Devadasi dedication Act passed by the Madras High Court in 1947. The 
intention was to prevent further abuse of women belonging to the professional 
artistic community but the law also brought a loss of economic security and 
denied artistic identity to the already beleaguered hereditary dancers.

Some erstwhile temple-court dancers had earlier managed to find 
sustenance in the Telugu Samsthanams which were spread over this entire
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region but by now the number of dis-enfranchised artists was far too large to be 
absorbed in these. Consequently women who could not obtain such positions 
became impoverished.

After privy-purses were abolished, the larger Samsthanams and the 
Zamindaris had to prune down their establishments further. Even the few 
hereditary singer-dancers engaged here had no secure future. Out o f despair at 
their worsening plight the vocational artistic community turned away from the 
art.

Some other significant developments caused the decline of the Telugu 
temple-court dance tradition. To distance themselves from common dancing 
girls, hereditary female artists formed a guild under the title o f Kalavantulu 
(specialists of the fine arts). But by the 1940s, their male offsprings began 
to exercise considerable influence over them. These men were against the 
womenfolk continuing in the profession of singing and dancing in the prevalent 
hostile social atmosphere. Through their society Kalavantula Sangham they 
obtained written consent from the women never to return to dancing in temples 
or outside. The odd attempt at resuming dance was foiled by the Sangham and 
severely dealt with. For the past five decades, women-performers amongst the 
Kalavantulu have remained under these strictures.

Interestingly, some Kalavantulu men became professional concert- 
musicians of repute. Some of them joined the film industry and successful 
musicians, actors, directors and producers. Some entered sought-after professions 
like law, medicine, engineering, administrative service etc.

There were many Kalavantulu women who wanted to lead their lives like 
women of other communities. Some married outside the Kalavantulu social 
group and following the prevalent trend, distanced themselves from the art- 
form.

From the 1940’s some Kalavantulu girls who were trained in singing and 
dancing stepped out but not on to the concert-stage as professional dancers. 
They joined Telugu theatre or the field of cinema. Some rose to fame as actresses 
in Telugu, Tamil and Hindi films. Later some entered the field of politics.
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As a natural response to the humiliation faced by their predecessors, 
Kalavantulu who have succeeded elsewhere have scrupulously created and 
maintained a distance from their community. They have not shown concern 
towards their artistic heritage nor evinced interest in the ongoing effort to redeem 
their performing tradition.

Fortunately some aged artists like Maddula Laksminarayana, Saride 
Anasuya, Pottigari Rahgandyakamma, Golukonda Bharatamma and others came 
forward courageously to teach their art. Septuagenarians Yamini Purnatilaka 
of Draksaramam, Jaganmohini o f  Srikurmam and Nahgigadda Krsnaveni 
imparted valuable information. Some preferred to stay away from teaching but 
contributed many details about their training and earlier performing careers. 
Some refused to be filmed or photographed, preferring to remain anonymous 
due to continuing restrictions by their families. But all shared the enthusiasm to 
see their art restored as Vilas ini Natyam.

From the early 1990’s the mission of reclaiming this performing tradition 
and recasting it into a format suited to present-day stage concerts started. This 
challenging mission gained force when some aged hereditary artists boldly 
stepped out of the community’s fold to teach the art to people from other 
backgrounds such as the author of this article.

Many original features of this tradition were restored to Vilasini Natyam  
by collating the artistic material directly learnt from the hereditary dancers with 
recorded data. It was then recast into a format suited to the present context. The 
task of highlighting its characteristic technique, reclaiming its vast repertoire 
and developing an effective teaching methodology was also addressed.

An important part of the mission has been that of explaining this art-form 
to modern audiences by juxtaposing it against the ethnographic perspective.

To establish a strong identity for this performing tradition the name Vilasini 
Natyam  was coined by the late Telugu scholar, poet and cultural-historian 
Dr.Arudra on the basis of historical data mentioned earlier. He proposed three 
names to a panel comprising a many well-known cultural personalities and a 
dozen and half direct descendants of hereditary dancing families. Vilasini 
Natyam  was accepted by the majority and Dr.Arudra announced this name at a 
public function in Chennai in 1995.
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As more traditional artists came forward to teach, learning, documentation 
and recovery of artistic material continued

Substantial impetus was provided by the 400 year old temple o f Sri 
Ranganatha Svami at Rang Bagh, Hyderabad, which for the first time since 
India’s independence, took the laudable initiative of reinstating ritual dance to 
regular worship.

Presently Vilasini Natyam  repertoire comprises these Agamic (ritual) 
dances Kacceri Ata (concert-style) dances and Ata Bhagavatam (dance-opera).

Connoiseurs of fine-arts arranged concerts of Vilasini Natyam at par with 
other ‘classical’ dance styles. Audiences have responded enthusiastically. The 
print and television media has provided extensive coverage. These factors have 
contributed to the progress of Vilasini Natyam which, in just fifteen years since 
its rejuvenation, has drawn serious attention. Controversies raised by detractors 
and the apathy of official cultural organizations notwithstanding, Vilasini 
Natyam  has been progressing well in the intended direction. Its present-day 
exponents do not belong to hereditary dancing families but have absorbed the 
subtleties of this style and are performing it effectively at important cultural 
events across the country. In a significant development Sangeet Natak Akademi 
has recently termed Vilasini Natyam  as a major tradition of dance and awarded 
the Yuva Puraskar to an exponent of this style.
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“Throughout most of the world and for most o f human history, music making 
was as natural an activity as breathing and walking and everyone participated.” 
Levitin (2006). We, the peoples of modem, industrialized societies need to be 
reminded of this fact. Music making and dancing were part of communal living, 
the assumption being that anyone who can speak and move their limbs reasonably 
well is capable of singing and dancing. The underlying assumption which I wish 
to reinforce in this paper is that both language and music are innate to humans. 
Humans are pre-wired to acquire both systems with the same facility. It is then 
predicted that they should learn both systems with equal facility, provided the 
levels o f  motivation and exposure are the same. Unfortunately, as we all know, 
neither the level of exposure nor the motivation to learn is as high for music as it 
is for language and the end result is that while all normal humans learn to speak 
and comprehend language, very few humans succeed in learning music and still 
fewer manage to master any system of music.

The two primitives that language and music share are rhythm and pitch 
manipulation. Rhythm is signaled by the recurrence of prominence at determined 
intervals. For instance, in the English word ‘examination’, the syllables in bold 
face are more prominent than the other syllables. In the sentence “Ram took his 
exarriination calmly.”, the syllables in bold face are prominent and the rhythm 
of the sentence is determined by the intervals at which the prominent syllables 
occur. It can be observed that whereas we tend to give a gap between ‘Ram’ 
and ‘took’, we almost elide the ‘his e ’ of ‘his examination’ and rush through 
the syllable ‘mi’ so that the prominent syllables will tend to occur more or less 
at regular intervals signaling the rhythm of spoken English. Thus rhythm is 
signaled by prominence in language. Rhythm in poetry is a superimposition of 
the rhythm of every day spoken language on a selected metre (a rhythmic pattern 
of prominent and non-prominent syllables). For instance, the iambic metre is a 
pattern of non-prominent syllable followed by a prominent syllable, a common
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metre selected by English poets. Take the line from Wordsworth below:

“[And dead] [still wa][ter lay] [upon] [my mind]” The Prelude: Book II: 
Line 177/171

Prominence in the disyllables ‘water’ and ‘upon’ is on the first and second 
syllables respectively. It will be noticed that this fact is respected when the words 
are used in the iambic pattern. The monosyllable ,‘dead’ occurs as the second 
syllable, the seat of prominence, the most prominent syllable in the phrase ‘still 
water’ being the first syllable of ‘water’ (noun phrases in English normally have 
prominence on the noun and not the adjective) correctly fills the prominent 
position of the metrical foot and so on. Thus we see that metre in poetry cannot 
go against the grain of the patterns of word/phrase level prominence in every 
day speech in language.

Rhythm in music also behaves in a similar fashion. In Carnatic music, one 
finds at least two kinds of prominence, namely prominence within the musical 
phrase and prominence in the rhythmic phrase. For example, the sequence of 
notes in the raga Sahana ‘ni sa ri ga ma’ will always be structured as [ni sa] [ri 
ga ma] and never for instance, as [ni] [*sa ri ga ma]. The raga Sahana requires 
that a phrase beginning with the note ‘sa’ cannot end in the note ‘ma’ and that 
the notes ‘ni’ and ‘ri’ are equally prominent in the sequence (see Vijayakrishnan 
(2007) for a detailed discussion). Turning to the rhythmic phrase, ‘ta din gi na 
tom’, we find that it has to be structured as (ta din} {gi na tom} with the first 
syllables of both phrases equally prominent. In the raga Sahana, if one were 
to use the five syllabled rhythmic phrases three times as an ending, it will be 
ungrammatical to start on the note ‘sa’ as in a) below. One must start on the note 
‘ni as in b) respecting the rules of musical prominence.

a) * {[sa ri]} {[ga ma pa]}
b) {[ni sa)} {[ri ga ma]}

As in language, in Carnatic music too, patterns of prominence sanctioned 
for a raga (comparable to patterns of prominence in every day speech) must 
be respected by the prominence in rhythmic patterns (comparable to poetic 
metre).
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In music too, rhythm is signaled by prominence. However, prominence 
can be brought about by one of several factors like greater loudness, change in 
pitch or greater duration. Take the musical representation in the raga Kalyani 
below set to a four mora to a beat rhythm:

//{[Ga Ri] [Sa ni - da] {[Ri Sa] [ni Ida pa]}{[Sa ni]- [da pa ma]}
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0 ga ri 0.5 sa ni da 1.186 ri sa ni 1.85 da pa 2.562
Time (s)

Notice that musical prominence (enclosed in square brackets) on the 
first rhythmic phrase (enclosed in curly brackets) is clearly reflected in greater 
amplitude on ‘Ga’ and ‘Sa’ and the initial note of the next phrase ‘Ri’ However, 
the expected prominence on the next musically prominent note ‘ni’ is reduced 
because of the beat (tactus) on the following note. Thus we see that, in Carnatic 
music, prominence is a complex interaction between musical and rhythmic 
prominence and the beat of the rhythmic cycle.

Turning to pitch, as Levitin observes

“The direct mapping of pitch is so important... if I put electrodes in 
your auditory cortex and play a pure tone at 440 Hz, there are neurons 
in your auditory cortex that will fire precisely that frequency causing 
the electrode to emit electrical activity at 440 Hz — for pitch...what 
goes into the ear comes out of the brain.” ( Levitin 2006 p 29)

Not only is the perception of pitch frequency specific, we humans are 
wired to recognize a frequency ratio of 2:1- the octave. Even monkeys and cats 
seem to perceive octave equivalence. Therefore, we are biologically conditioned 
to recognize the boundaries of the octave and register precise frequencies in the
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audible range. That however, is not the end of the miraculous characteristics of 
human auditory perception. All natural sounds (including vowels and musical 
notes) have harmonics i.e., vibrations at higher frequencies that help us recognize 
voice quality, timbre of instruments etc. The magical thing about human auditory 
perception is that even if the fundamental frequency is suppressed (artificially) 
and only the harmonics are played, humans have the ability to restore the 
fundamental automatically and perceive the pitch of the note. In other words, 
there is a mechanism in the brain that deduces the fundamental from the neural 
firings at the frequencies of the harmonics.

If our auditory perception is so accurate and fine tuned, the questions to 
ask are the following:

a) Why is it that people differ in their ability to detect small changes in 
frequency?

b) Why is it that most cultures do not use distances much smaller than 
a semi-tone as the basis for their music? And

c) Why is it that most people can’t detect changes smaller than about one 
tenth of a semi-tone?

Before we take up these questions for discussion, let us begin by looking 
at the sequence of notes that make up the octave.

ru du
ra gi mi da ni
Dl> Et F# M Bt

C D E F G A B C  
sa ri gu ma pa di nu sa 

ga na

Although the frequency of the octave is precisely twice that of the 
fundamental with a large number of frequencies in between, no system of 
music is known to select more than twelve stable pitch boundaries within the 
octave. The crucial word here is ‘stable’ Music systems are known to exploit 
frequencies other than the designated twelve stable pitches. For instance, a
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tremolo rendering of a note exploits the frequencies below and above the 
designated one for the note, a glide is a slow progression through a series of 
frequencies between designated ones and the ‘gamakam’ in Carnatic music is a 
systematic exploitation o f pitch curves / waves / spikes between different pitch 
ranges (more o f this in a while).

Let us now return to the questions raised above keeping in mind the upper 
limit of twelve stable, pitch boundaries signaling the twelve notes of the octave. 
The first point which needs to be noted is that, although no system of music is 
known to exceed the twelve stable pitch boundaries, music systems do not seem 
to select precisely the same pitch boundaries to signal the notes. Take Western 
music, for instance, it is well-known that there was a major revamping of pitch 
boundaries after the Baroque period when the system switched from an even 
tempered scale to a chromatic scale. Any one trying to play Carnatic music on 
a keyboard will realize that certain notes sound ‘strange’ when played on the 
keyboard. And if we listen to a system of music that we are not familiar with, 
we realize that many of the notes sound ‘strange’ Therefore, not withstanding 
the elaborate mathematic claims in musicological circles (a very long tradition 
indeed starting from Pythagoras or even earlier), the twelve notes are not 
mathematically but culturally determined and the mathematics may be restricted 
to just the octave and the fifth (being biologically given).

Given this background information on the pitch faculty in humans, let us 
take up the first question above for a full discussion.

“Why is it that people differ in their ability to detect small changes in 

frequency?”

We must admit that although humans may perceive pitch accurately, their 
production is far from accurate (specially in untrained people). That perception 
is fairly accurate is borne out by a simple experiment requesting people not 
trained in music to recall any piece of music which is produced at a constant 
pitch, e.g., film music. One would see that people tend to reproduce the piece 
of music at roughly the pitch at which it is rendered in the original recording. 
Therefore the claim that human pitch perception is frequency-specific is borne 
out. Yet what about production? If we ask a person to repeat a sentence after us,
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the person while repeating it will, most probably, accurately repeat the words 
(depending on his/her competence in the language), may use the same tune i.e., 
the pattern of rise and fall in pitch But, without doubt, we can say that the 
person will not reproduce the exact frequencies he / she heard. A person doing 
that (with differing degrees of success) will however be offending the speaker as 
he/she may take it that the person is mimicking him/her. It is the pattern of pitch 
rise and fall that is important in language and not the precise frequencies.

This point requires a little elaboration. Language may use pitch in two 
different ways. While all languages use pitch to convey sentential meaning, not 
all languages use pitch to signal lexical meaning differences known as ‘tone 
languages’ However, more than half the world’s languages are tone languages 
Just as languages like English use minor differences in the sound to bring out 
meaning differences e.g., ‘pit’ and ‘bit’, tone languages use pitch differences to 
signal meaning differences in words. For example, in the language Mizo spoken 
in the north east of India, while /lei/ said at a steady high pitch means ‘slanting’, 
/lei/ said with a rising pitch means ‘to buy’ and the same sound sequence 
pronounced with a low pitch means ‘a bridge’ Note that the word meaning 
‘slanting’ will be said at different pitches by different people given their speaking 
pitch range and at different pitches even by the same person depending on where 
the word occurs in a sentence. We generally tend to start our sentences at a 
medium to high pitch (within the speaking range) but as we near the end of the 
sentence, as we run out of air in the lungs, our pitches tend to drop. But no matter 
where the word occurs in the sentence, listeners will make out the word meaning 
‘slanting’ and always differentiate it from the other two words unambiguously 
because, language does not use precise pitch information to encode lexical 
meaning. It uses contextual ‘relative’ pitch value for this purpose. Similarly, all 
languages use pitch differences to convey sentential meaning. For example, the 
sentence “You are going to Delhi.” said with a fall in pitch on ‘Delhi’ implies 
a statement but a rise on that word would convey an interrogative meaning. 
Yet the ‘fall’ and ‘rise’ do not have precisely determinable pitch values. It is the 
relative pitch movement which conveys the meaning of a ‘rise’ or ‘fall’ Thus, 
language does not require precise pitch production to signal different semantic 
interpretations.
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Having elaborated this point with respect to language, let me extend it 
to music. The fact that different musical systems have non-overlapping tone 
boundaries to indicate the twelve notes of the octave clearly shows that, even 
in music, as in language, pitch is not absolute (the Western system being an 
exception rather than the rule). Even within systems, note boundaries are not 
frequency specific but allow a small range of (intra and inter-user) variation. 
Therefore the answer to the first question is that since people do not have to 
bother about small differences in frequencies per se but perceive only patterns 
of pitch movements, it is no wonder that people, specially untrained people, find 
it difficult to perceive small changes in pitch.

Turning now to the second question, “Why is it that most cultures do not 
use distances much smaller than a semi-tone as the basis for their music?”, we 
once again need to take a fresh look at language. If we examine a cross section 
of languages we find the following types of contrasts selected by languages. 
Taking the bilabial plosive (stop) as a prototypical segment, it is possible 
for humans to articulate different types of plosive consonants using the lips, 
to site a few [p], [ph], [b], [bh], [p?], [p'], [pw], [b ], [bw], [*], [p]. These are 
basically [p/b] like with minor variations like aspiration (additional puff of air), 
a ‘j ’ or ‘w ’ co-articulation, sounds produced with inward air movement etc. 
Yet, no language is known to select more than four contrasts from this set (to 
the best of my knowledge). The question then is “why only four of the eleven 
possibilities?” Further, if a language selects a more ‘complex’ sound (down the 
list), there are severe restrictions on which combinations it can select. Leaving 
aside this second issue, the simple answer that I wish to provide is that the 
more sounds you select from a set the more effortful it is to produce/perceive 
the distinctions. The simple principle that language adopts is to select sounds 
such that the ‘conceptual’ distance between contrasts be maintained such that 
both production/perception is facilitated. If more than eleven, different sounds 
can be produced using the lips and languages do not select more than four from 
this list of possibilities, the reason lies in the language faculty not considering 
it desirable to invest more energy in production/perception at just one place of 
articulation, namely the lips.
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Similarly, though a large number of frequencies exist between the 
fundamental and the octave (which is always double the frequency of the 
fundamental), no music system exceeds twelve stable note boundaries. We do 
not need to look far for an explanation for this upper limit. Leaving aside the 
fundamental and the eighth and the fifth (which are biologically given), the 
conceptual space between the fundamental and the fifth and fifth and the eighth 
have to be ‘filled’ in as symmetrical a manner as possible. Every note selected 
in the lower part of the octave requires a selection in the upper part of the octave 
and we come to the magical number ten (twice five) with three pairs in the lower 
half (greater space) and two pairs in the higher half. Thus, we see that using the 
notion o f ‘conceptual space’ current in descriptions of language, we can answer 
the second question fairly satisfactorily.

We now turn to the third question: “Why is it that most people can’t detect 
changes smaller than about one tenth of a semi-tone? In fact, the answer to this 
questions is already embedded in the explanations for the first two questions. 
Neither in language nor in music, is there any felt need to pay attention to pitch 
per se. Pitch needs to be perceived as a dynamic movement in context. This is 
the reason why most people find it difficult to perceive changes in pitch smaller 
than one-tenth of a semitone.

We now have a full-fledged answer to our questions: Music systems, 
generally, do not select more than twelve stable pitch boundaries because of 
the requirement of perceptual distance between ‘notes’ and the principle of 
‘symmetry’ or ‘pattern congruity’ that is desirable in both languages and music 
systems. However, both in language and music systems, pattern congruity can 
be set aside in the selection of items in isolated systems. For example, while 
Mizo selects /p, b/ and /t,d/, it selects only /k/ and leaves out /g/. Simlarly, in 
music systems, scales/raagas may select fewer notes from the lower part of the 
octave than the upper part of the octave or vice versa e.g., /sa ri ga ma/ and /pa, 
ni/ ‘Mandari’ or /sa ga/ and /pa da ni/ ‘ Valaji’

One might then ask how one reconciles the claim made here that the octave 
universally has only twelve stable tone boundaries with the claim in Indian music 
theory with its claim of twenty two (sometimes twenty four or even more) srutis
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in an octave? The crucial word is ‘stable’ Indian musical system, in fact, does 
not select twenty two (or more) stable pitch boundaries. It is easily established 
that the microtonic variants o f Indian music theory are pitch movements. 
These pitch movements do not even correspond to any determinable precise 
boundaries. For example, the pitch graph given below reveals that the so-called 
Gaula Rsabham has a pitch movement precisely between the boundaries of sa 
and the Suddha Rsabham.
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And a little introspection will tell us that the Begada madhyamam must 
have a huge pitch range between the gandharam and the pancamam. Thus we see 
that both language and music exploit pitch movement, disregarding precise pitch 
values. However, we must admit that, perhaps, the kind of pitch movements that 
Carnatic music systematically exploits is not encountered often across musical 

systems.

One final issue that I wish to raise is whether language and music share a 
common organizing principle in the brain (shared neural networks) or the neural 
paths of language and music are non-overlapping. I must begin by pointing out 
that there is evidence for both positions (as in many things pertaining to the 
human brain). There are cases of people who lose one of the faculties while the 
other remains in tact after a brain lesion arguing for the functional independence 
of the two systems (Levitin). There are also cases of people who lose a partial 
faculty in both language and music as a result o f a brain lesion e.g., rhythm 
in language and music or recognition of pitch movements in language and 
music (Nicholsan, Baun, Kilgour, Munhall and Cuddy (2003). I will conclude 
this paper by summarizing the findings of a recent research project done under 
my supervision where it is shown that the knowledge of pitch values in one
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domain does indeed transfer to another domain, at least categorially. Ramadoss 
(2006) shows that speakers of tone languages (which use pitch differences 
to signal meaning differences as in Mizo above) and people trained in music 
are significantly better than speakers of a non-tonal language (which does not 
use pitch to signal differences in meaning) without any musical training at 
recognizing ‘tone’ categories and ‘notes’ (in a three note sequence) in language 
and music respectively. She showed that musically trained speakers of a non-tone 
language were better at perceiving distinct tones in a tone language than their 
musically non-trained counterparts and, similarly, speakers of tone languages 
were better at perceiving different note sequences than speakers of non-tone 
languages without any musical training. Interestingly, there was no significant 
difference across the three groups when it came to intra-tonal differences 
(i.e., minor variation within the same ‘tone’). In other words, in the context of 
language, all three groups failed to perceive ‘minor’ variation in pitch when 
the variation could be analyzed as variable realization of the same tone (a clear 
analogy would be to the segment ‘p ’ in English which is pronounced [ph ] in the 
word ‘pin’, as [p] in spin and as [p° ] in ‘cup’ where the ‘p’ is not released and 
these three variants would be analyzed as intra-segment variation). It was not 
the case that the three groups were unable to perceive minor differences in pitch 
as all of them performed equally well in the perception of a small difference of 
5 Hrtz when produced as pure sounds, in isolation. Therefore none of them was 
‘tone-deaf’, but perception of pitch categories in language and music can be 
transferred from one domain to the other.
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Type Language
N um ber of bilabial 

contrastive segment(s)

Type 1 Old Tamil P
Type 2 Modem Tamil/English p, b

Type 3 Ao p. ph
Type 4 Mizo p, Ph, b

Type 5

170

MUTTUSVAMI DIKS.ITAR’S COMPOSITIONS FROM THE 
MANUSCRIPTS OF THE TANJAVUR QUARTET

Ritha Raj an

The following three compositions were found with text and notation, 
written in Tamiz, in the manuscripts of the Tanjavur Quartet and could be 
accessed, thanks to their descendant, Sangltakalanidhi, late Sri. K.P. Sivanandam 
Pillai, who attributed their authorship to Muttusvami Dlksitar.

1. ‘jaya gaurimanohari’

2. ‘saranu kamaksi’

3. ‘srl kamaksi’

Compositions
All the three compositions are very short simple pieces, in praise of 

Goddess Sri Kamaksi and bear the signature ‘guruguha’of Muttusvami Dlksitar. 
Such short compositions by Dlksitar are not new to us. There are the nottu 
svara sahitya-s (miscellaneous songs / European airs / quasi European airs, as 
A.M.Cinnasvami Mudaliar describes them) like ‘syamaje mlnaksi’ and ‘sakti 
sahita gariapatim’, which run to just a few lines, four or eight. However two of 
the songs given here, namely ‘sarariu kamaksi’ and ‘srl kamaksi’ have six and 
five lines respectively. Some lines of the song ‘srl kamaksi’ are missing in the 
manuscripts.

Raga
Unlike the nottu svara sahitya, these three simple compositions are set 

in South Indian classical raga-s and the raga-s are merely referred to as srlraga 
janyam for ‘jaya gauri manohari’ and as mayamajavagaula janyam for ‘saranu 
kamaksi’ and ‘srl kamaksi’ One can easily identify the raga of ‘saranu kamaksi’ 
as megha ranjani, by the very clear raga structure and also supported by the word 
‘megha....’ figuring in the text of the song. The raga for ‘srl kamaksi” is perhaps 
padi, as many of the same musical phrases are also seen in DTksitar’s kirtana ‘srl
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gurima palito’smi’ in the raga padi. Also, the raga structure, though very brief, 
goes on par with what is described in SangTta-sampradaya-pradarsini. The raga 
of ‘jaya gauri manohari’ is yet to be traced.

Form
Although-the notations are very simple and inadequate, it is possible to 

satisfactorily interpret the music by making certain slight alterations. Thus, 
what is presented here is an attempt at carefully restoring the compositions. 
During the process, the typical musical pattern in such song types is recognized. 
It is a familiar pattern normally seen in three stages. It starts as a brief musical 
statement, unfurls the raga in the next stage and finally winds up.

The song ‘jaya gauri manohari’ is given as todayam. It is set in tisram. 
Todayam is sung in the bhajana as invocation. Todaya mahgalam as a 
commencing item in dance is seen in the book ‘Dance pieces in Marathi by 
Serfbji Raja’, published by Saraswati Mahal Library, Tanjavur. Thus the song 
‘jaya gauri manohari’ may be a todayam of either bhajana or dance type.

The song ‘saranu kamaksi’ is mentioned as gltam in brackets, and the tala 
is given as misram. When rendered, it has the musical movement of a usual 
triputa tala gltam. Though it is mentioned as gltam, the song ‘saranu kamaksi’ 
should be regarded as the form ‘sararju’ In the bhajana and drama, the form 
‘sarariu’ comes after the todayam. In the ‘sarariu’ songs, the word ‘saranu’ occurs 
at regular intervals.

There is no mention of the song type for ‘srl kamaksi’. Perhaps the repeated 
ending ‘namostute’suggests a similarity between the third song of the bhajana 
paddhati. ‘murahara nagadhara’ which has the repeated ending ‘namo namo’ 
May be that could have become 'namo’stute'.

It is possible that all the three songs formed a part of a series for a 
‘nirupanam’ or drama on Kamaksi’, for which Muttusbvami DTksitar might 
have composed them. It seems likely since the manuscript has come from the 
‘Tanjavur nalvar sampradayam’ or the Tanjavur quartets’ tradition.
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1. jaya gaurimandharl -srTraga janyam — todayam - tisram
In a song by Muttusvami DTksitar the occurrence of raga name 

gaurimanohari is strange. Or is it a coincidence? It is quite possible that as in the 
case of the song set in saila desaksT raga, wherein the words are ‘srl sulinlm’, 
this song could have been in velvajl which was originally a janya of srTraga mela 
as seen in Sahaji’s Ragalaksanamu. But this is unlikely since melodically the 
raga is not velavalT.

jaya gaurTmanohari jaya ganaghyari [ganaviharT] 
jaya kama-janaka-sodari jaya kamaksT sundari 
jaya karuria rasa lahari jaya kanaka-ratnambari 
jaya kamesa-priyakari jaya guruguha sambhava-kari

p m g r s n r s 9 I n s g r g m P m P
ja ya gau ri ma no ha ri I ja

I
ya ga na vi ha ri

P m P g r n s r s n P m
i

I m g g g r s s n r s

ja ya ka ma ja na ka so da ri I ja

|
ya ka ma ksi su nda ri

P n P m P , P m g m g r
l
In s n g r m g p m n P >

ja ya ka ru na ra sa la ha ri I ja

I
ya ka na ka ra tna mba ri

s' n P n p m P m g r r s
I

In S g m P n s n p m g r
ja ya ka me sa pri ya ka ri I ja ya gu ru gu ha sa . mbha va ka ri

2. saranu kamaksT - mayamalavagauja janyam- misram (gltam)
[*lhe raga is megharanjani, janya of mayamalavagauja}

saranu kamaksi siva saksi sarariu saranu karuna kataksi
saranu bhava guruguha kataksi saranu megambhirasyarci

[megha gambhTraksi]
saranu bharati kamalaksi saranu visalaksi sabaraksi
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n s r | g I m ii n m | g g I r s n
sa ra nu |

i
ka I

I
ma n

II
ksi si |

I
va sa |

I
ksi n

II

m g
i

r | g r
I
I s s

II
II n g

I
I m

I
g I r s

II
II

sa ra rju |
I

sa ra I
I

nu ka II
II

ru na I
I

ka ta |
I

ksi II
II

m g
I

r | g g
I
I r s

II
II n s

I
r | g

I
I m

II
II

sa ra nu |
I

bha va I
|

gu ru II
||

gu ha ka |
|

ta I
|

ksi II
II

m g m | n
I
I n n

II
II s

I
s | n

I
I s

M
II

sa ra nu |
I

me I
I

gha ga II
||

mbhl ra |
|

I ksi II
||

g r
i

S I n
I
I s r

II
II g m | g

l
r | s

ii

II
sa ra nu |

i
bha I

I
ra tT II

II
ka ma |

I
la I

I
ksi II

||
n s

i
r | n s

I
I n

II
II g m

I
g I r

I
r | s n

II
II

sa ra nu | vi sa I la II ksi sa | ba ra | k$i II

3. sri kamaksi nam ostute - mayam alavagauja janyam  - adi
srl kamaksi namo’stute 
sivakamaksi namo’stute 
murahara-sodari mukta kajebari 
karuna ramani namo’stute
guruguha-palita gunatraya hita [seems incomplete]

r r s n s 5 I r m m I P II
srl ka ma ksi | na

I
mo stu I

I
te II

P m r r s n s
I
I r m P d

l
I P n s

li
II

si va ka ma ksi | na
I

mo stu I
I

te II

s n P d d
I
I P m

I
I r m P

ll
II

na mo | stu
l

I
I

te II

d d d d d d P
I
I m P d

I
I d P p m

ll
II

mu ra ha ra so da ri | mu
I

kta ka I je ba ri II
||

r m P d P P n
l
I s

i
I

ii

II
ka ru na ra ma m I I II
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s n P d d I P m I r m P
na mo | stu

I
I
i

te

r m P d P n s
I
I S n P d

I
I d P m

gu ru gu ha pa li ta I gu na tra I ya hi ta

• ................................................•
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