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OUR CONTRIBUTORS

INDIRA VISWANATHAN PETERSON

Indira Viswanathan Peterson is a David B. Truman Professor of Asian Studies at
Mount Holyoke College, Massachusetts. A Tamil-speaker by heritage, Indiraji grew up
in Mumbai studying several Indian and foreign languages, including Sanskrit, Marathi,
German and Russian. She has MA and Ph,D. degrees in Sanskrit and Indian Studies
from Harvard University. She specializes in Indian literature in Sanskrit and Tamil,
Hinduism, South Indian cultural history, European-Asian culture and South Indian
classical music.

Indiraji has held a number of research fellowships, including fellowships from the
American Council of Learned Societies, the National Endowment for the Humanities,
The American Institute for Indian Studies, The Social Science Research Council, the
German Government’s Alexander von Humboldt Foundation, and The Rockefeller
Foundation.

Indiraji’s publications include: Poems to Shiva: The Hymns of the Tamil Saints
(Princeton, 1989) and Design and Rhetoric in a Sanskrit Court Epic: The Kiratarjunlya
of Bharavi (Albany, 2003), and the first complete translation of the Sanskrit epic
Kirataijunlyam into English, forthcoming in the Murty Classical Library of India,
Harvard University Press.

M. SUBRAMANIAN

Sri M.Subramanian, M.Sc. is a retired Postmaster General. He learnt Veena from
Dr. S. Ramanathan, Sri A.Muthiah and Trivandrum Sri R. Venkataraman. Subramanian
has developed software for Carnatic Music including a program for playing Carnatic
music from ‘sa ri ga ma..” notation with gamakam. He is an associate member of the
Computer Society of India. He has also developed syllabus and notes for Computer
music. Sri Subramanian has done research on gamakams and published 4 papers in the
journal of the Sangeet Natak Academy.

Subramanian has presented a paper in the Second Computer Music Workshop
held at Istanbul (12th and 13th July, 2012) on automatic gamakam generation.
V. KALADHARAN

V. Kaladharan, a Post-graduate in Economics (Under Kerala University), worked as
Research Assistant in a socio-economic research project of the University of Amsterdam
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for almost two years before joining the Publicity Wing of Kerala Kalamandalam in 1982,
He has heen in charge of the international students at Kalamandalam besides serving as
Editor of its Newsletter and forthcoming Research Journal. Kaladharan has been noted
for his mediations between the western students of dance, theatre and music and the
traditionally trained Gurus at Kalamandalam. He has extensively toured many countries
in Asia, Europe and the USA for lectures on the history, aesthetics and contemporary
concerns of Kerala’s traditional performing arts.

Kaladharan has presented scores of papers on the classical performing arts in the
national and international seminars held in India and abroad over the last two decades.
Anthologies published by the well-known publishers in India have included articles
penned by Kaladharan. Published a book on performing arts and edited a bilingual
anthology on the top-ranking artists in traditional arts. He has anchored programs in
the television channel, Soorya, on performing arts continuously for two years. He i
a regular invitee for talks by the All India Radio. Kaladharan was Deputy Registrar
at Kerala Kalamandalam till recently. As a hilingual writer, art-critic and cultural
commentator, Kaladharan’s articles in the leading newspapers, journals and magazines
have won critical acclaim from artists, aesthetes, intellectuals and academicians.

Dr. PADMA SUGAVANAM

A disciple of ‘SANGITA KALA ACHARYA’ Smt. SEETHA RAJAN, whose
rigorous mentoring for about two decades enabled Dr. Padma Sugavanam to gradually
evolve into a worthy and knowledgeable Musician (A Grade - AIR), Scholar and a fing
Teacher. She has received a number of prestigious prizes and awards. A proud hat-trick
also came her way. Initially awarded the CCRT Scholarship, and later, the Scholarship
for Young Artistes, Govt, of India, she was subsequently awarded the Junior Research
Fellowship - UGC. She was conferred a PhD by the University of Madras for her
interdisciplinary research work (Music and Sanskrit) titled ‘Kohala in the Samskrit
Textual Tradition” which was well appreciated. She is familiar with Tamil, Telugu, Hindi,
Sanskrit and French. She proceeded on a cultural assignment to Canada organized by
TTD, Tirupati that led to her again being invited to Canada for concerts, seminars and
workshops that stand well received. Currently Dr. Padma Sugavanam is based in Tirupati
as a lecturer of Music in Sri Venkateswara College of Music and Dance.

Dr. SUVRATA DEVA SHARMAN

Dr. Subrato Roy holds an M.A. Music (Indian Classical Vocal) and PhD Music
from Pune University. His Gurus of Practical Vocal Music are Late Pdt Neelkantha Misra
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(of Puri) Gwalior Gharana for 5 years, Late Dinkarji Jadhav (of Mumbai) Jaipur Gharana
for 5 years, Late Pdt Bhaskarbua Joshi (Pune) Gwalior Gharana for 10 years, Ustad
Sayeeduddin Dagar (Pune) [Dagarvani] for 10 years. He has learnt Sama Gana under
C. Ramachandran, Pune [Kauthuma Sakha, Kumbakonam Paddhati] and is currently
training in Sama Gana under C. Shankaran, Pune [Kauthuma Sakha, Kumbakonam
Paddhati]

Dr. Subrato is currently a SAARC Fellow for Diminishing cultures of South Asia,
Post-doctoral Fellow at the Center for Advanced Studies in Sanskrit, University of Pune
working on Sama Veda (March 2012 - April 2014). He is part of the visiting faculty at
Film & Television Institute of India [music in film], WLCI [allied arts, journalism], MIT,
ISB & M and University of Pune, Ranade Institute [Journalism]. He has given various
lecture demonstrations in the University of Pune, Garware Institute of Journalism, on
Indian culture and music etc.

Dr. SWARNAMALYA GANESH

Dr. Swamamalya Ganesh is a well-known Bharatanatyam dancer and a dance
history scholar, as well as a choreagrapher, musician, teacher, Indologist and a popular
media person. She is trained in Bharatanatyam under Guru KJ. Sarasa, later under
the Tiruvazaputhur sisters as well as Dr.Padma Subrahmanyam (Karanas). Dr. Ganesh,
holds an MA in Bharatanatyam and a Ph. D in Dance History from the University of
Madras. Her knowledge of Tamil and Grantha epigraphy facilitates her archaeological
projects on dance.

She is the Director of Ranga Mandira Trust and School of Performing Arts,
and has devised a unique performing arts syllabus. Her articles have gotten published
in many international journals including Oriental Journal of Asian Studies and her
recent research essay is featured as part of a Cambridge volume on performing arts.
Her doctoral work has evolved as a lecture-publishing-performance series called “From
the Attic”

SUMITRA RANGANATHAN

Sumitra is a final year Phd student in the Department of Music, University of
California, Berkeley, USA. Her thesis advised by Prof. Bonnie C. Wade, investigates
the complex genealogy of aesthetic categories and values in Dhrupad, a genre of North
Indian classical music. A disciple of Pandit Falguni Mitra and a student of north Indian
classical music since 1989, Sumitra has also been leaming Dhrupad from Pandit Indra
Kishore Mishra of Bettiah since 2007. A Howard Mayer Brown Fellow of the American
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Musicological Society (2009), Sumitra’s graduate work at UC Berkeley has been supported
by several fellowships including a Mabelle McLeod Lewis Memorial Fund dissertation
fellowship (2012), and a 12-month Fulbright Hays Doctoral Dissertation Research
Abroad fellowship (2010). She recently received a grant from the India Foundation for
the Arts, Bengaluru, to develop a technology-based sustainable environment for Dhrupad
practice in the Bettiah gharana. Sumitra also holds Masters of Science degrees in both
physics and information science and transitioned to the Humanities from a career as an
e-commerce specialist in International Trade and Logistics.
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EDITOR S NOTE

n behalf of the editorial board of the Music Academy, President Sri N. Murali and

on my own behalf, I welcome the readers to the Journal of the Music Academy. As
mentioned earlier in the editorial note of last year, I am happy to remind the readers that
all the early issues of the Music Academy journal till 2003 are uploaded to the Music
Academy website www.musicacademymadras.in. The website also carries an article
and keyword index compiled by Dr. V. Premalatha of Sri Venkateswara University,
Tirupati.

In this journal, we have articles covering seven different aspects from computers
to history, from Kathakali to Bharatanatyam of Nayak period and from Vedas to
Abhinavagupta.

We have book reviews of two books dealing with Sattriya dance and Mohinyattam, one
book of tamil compositions with notation and a book dealing with treatises in Sanskrit
and Tamil entitled ‘Mirror of Tamil and Sanskrit’,

The editorial board is grateful to Sri Murali and the members of the executive committee
for their unconditional support. | express my gratitude to the contributors for their very
valuable articles. The editorial board acknowledges the cooperation of Mrs. Jyotsna
Vivek, Research Scholar, Music Academy Research Centre who has been helpful in
bringing out this journal.

| am sure the readers will find this year’s journal interesting and of high academic value.
We are thankful to Compuprint for printing this journal this beautifully.

Pappu Venugopala Rao

1


http://www.musicacademymadras.in

THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

86th Annual Conference and Concerts
Saturday, 15th December 2012
Welcome address by Shri N. Murali, President

Namaskaram

Honourable Chief Minister, Sangita Kalanidhi designate Shri Trichur VJRamachandran,
Sangita Kalanidhi Smt. R.Vedavalli, Sangita Kalanidhi Prof. Triehy Sankaran, my colleagues Shri
Ramji and Shri Krishna Prasad other awardees of this year, Sangita Kalanidhis, Vidvans and
Vidushis, Ministers of the Tamil Nadu Government, my colleagues on the committee, members
of the Music Academy, distinguished invitees, ladies and gentlemen,

| extend a very warm welcome to everyone of you to this momentous Inaugural
function.

It is my honour and pleasure to extend a very special and heartfelt welcome to the esteemed
Chief Minister of Tamil Nadu, Selvi JJayalalithaa. Her Inaugurating this year’s Annual Festival
holds great significance for all of us gathered here today. It is the second coming or rather second
home coming, for the Chief Minister to this premier institution of classical music and dance. |
would like to mention that she first Inaugurated our Annual Festival a little over twenty years
ago in December 1991. As many of you will recall, the Chief Minister was due to Inaugurate our
festival in December 2005 as well. She, however, could not do so, due to unprecedented rains
in Chennai leading to floods at that time which required her to personally monitor and direct
the flood relief efforts. She had then sent a warm letter that was read out by me to the audience
where she had said that she would inaugurate our festival at a future date. And most happily for
us, here she is today graciously and remarkably fulfilling her commitment and our desire, after
seven years. This wonderful gesture is a rare example of someone in high public office, keeping
her word, even after a lapse of time. This indeed is an act worthy of emulation by those in high
public offices particularly in this day and age when commitments and promises are honoured more
in their breach than observance.

We, at The Music Academy, do not find adequate words to express our heartfelt appreciation
to the Hon’ble Chief Minister for honouring us with her presence in spite of her pressing
commitments and hectic schedule.

The Chief Minister is a person deeply rooted in our fine tradition of arts and culture. She
is proficient in Bharatanatyam and also trained in camatic music. Her initial rise to prominence
was in another creative field where she excelled as an actor in films.

She rose to further prominence and greatness and has made a distinctive mark in an
altogether different but challenging field, namely, public life and politics.
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She was elected to the Rajya Sabha in 1984 and she remained an M.P. till she was elected
to the Tamil Nadu Assembly in 1989. She is the true inheritor of the legacy of her political mentor,
Shri M.GJRamachandran, who was the Chief Minister of Tamil Nadu for ten years, becoming the
natural and undisputed leader of the AIADMK, the party founded by MGR.

She became the Chief Minister of Tamil Nadu for the first time between 1991 to 1996 and
then again between 2001 to 2006. This is her third stint as Chief Minister after the AIADMK’s
massive victory in the Assembly elections of 2011, As far as The Music Academy is concerned
she is the only Chief Minister to have been invited during all her three stints for the Inauguration
of our flagship festival.

The Chief Minister is well known for her administrative abilities with an astute grasp of
Issues. She is very sensitive to the concerns and problems particularly of the poor and marginalized
sections of society. She is also keenly conscious of the developmental and the industrial needs
of the state. She is very passionate about Tamil Nadu firmly entrenching its place among the top
states of our country on several parameters. Her dedication to the progress of the state and well
being of its people has imposed on her a punishing work ethic which she seems to enjoy. She
has introduced several welfare measures for different sections of society.

The Chief Minister is proficient in English, Tamil, Telugu, Kannada, Hindi and can
understand Malayalam very well.

She was presented with the ‘Golden Star of Honour and Dignity Award’ by the International
Human Rights Defence Committee, Ukraine in the year 2004. The citation referred to her
‘remarkable and stellar service to gender equality and protection of the weaker sections of society.
Over the years, she has taken several measures and instituted many welfare schemes to end gender
bias and protect the weaker sections, more particularly women.

In her current stint as Chief Minister, she has set about tackling the chronic power situation
that she has inherited, with the priority and action-oriented steps that it warrants. The challenging
needs of hushanding the finances of the state and channelizing them to the developmental and
growth requirements of the state have also engaged her undivided attention and efforts. We wish
her all success in all her endeavours in the cause of the people.

Of particular interest to all of us engaged in the promotion and enjoyment of music, is
her passion for music and dance and her deep concern for the well being of musicians and other
artists. As stated earlier she was trained in Bharata Natyam and camatic music from the age of four
onwards. She is also proficient in other dance forms such as Mohini Attain, kathak and Manipuri.
She has given several performances in Bharata Natyam all over India and has sung several songs
herself in her films. It is noteworthy to mention that she was honoured with the “Kalaimamani
Award” by the Tamil Nadu Government in 1972,
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Even last month, she announced schemes to promote arts and culture. About 700 students
studying in government music colleges in Chennai, Madurai, Coimbatore and Tiruvaiyaru would
benefit due to increase in financial assistance from Rs.250 to Rs.500 per month. The Chief Minister
has allocated Rs.| crore for setting up an integrated art and culture centre at Thalavaipatti in Salem
District that would have a Zonal Director, office of Art and Culture department, District Music
School and a welfare board for folk artists.

We are delighted and indeed grateful to our Honourable Chief Minister for spontaneously
and graciously agreeing to Inaugurate our festival today.

The Music Academy can take legitimate pride for pioneering the unique Margazhi music
festival in Chennai which is unparalleled for its sheer size, aesthetics, quality and undiluted
classicism. Without sounding pompous, let me allude to what some observers have heen saying
-The Music Academy is to Camatic Music what Lords is to cricket and Wimbledon is to
Tennis.

As members and other rasikas are aware the phased upgradation and improvements
programme of the last six and half years has brought about greatly enhanced facilities and ambience
leading to greater listening experience and comfort. This has been done to the Main Auditorium
as well as to the Mini Auditorium. The whole programme has been almost fully completed except
for some smaller elements which are now being taken up.

Any endeavour of this kind would not have been possible without the spontaneous and
generous contribution from enlightened and large hearted organizations and well wishers whose
munificence has been individually acknowledged earlier.

The Academy has indeed been very fortunate to receive the continued benefit of the
enormous expertise and experience of its fine architect in all its modemization projects.

In this context | am tempted to say that if the Chief Minister had come here in December
2005, she would have found the Auditorium and associated infrastructure and amenities crying out
loudly for upgradation and improvement. Today, happily we are able to welcome her to a greatly
enhanced ambience in a vastly improved auditorium.

The academic side no less has received our focus and impetus. The Advanced School of
Camatic Music aiming at very high standards of excellence was started in August 2010 with the
help of a very eminent Academy Council and faculty. It has been functioning well and the first
batch of students is now in the final year.

Two years ago, the Academy took up the major project of Translation of Sangita
Sampradaya Pradarshini (SSP) into English with the help of an Editorial Board consisting of
eminent musicologists and musicians. SSP Volumes | and |1 have already been released. This year,
SSP Vol.111 covering Melas 25-42 is being released by the Chief Minister later at this iunction,
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In a significant move the Academy has taken steps to contribute to the cause of Carnatic
Music education and scholarship overseas. MOU’s were signed for academic support through
affiliation with the Singapore India Fine Arts Society (SIFAS) and with Kalakruti School of Music,
Melbourne, Australia and they are progressing well.

| am happy to share the good news with you that the Tumkur University has recently
accorded recognition to the Academy as an affiliated Research Centre initially for a period of
three years. Consequently, eight selected Ph.D students in Music have just begun their course
under approved research guides.

During the season every year, The Music Academy confers special honours on outstanding
individuals who have contributed greatly to the preservation and enrichment of our fine tradition
of classical fine arts. This year the Academy is proud to have chosen for its prestigious Sangita
Kalanidhi title, the eminent vocalist Shri Trichur V.Ramachandran.

Shri Ramachandran began training in music at a very young age and after graduation, he
took music as a career and came under the tutelage of the legendary vocalist Sangita Kalanidhi
Shri G.N.Balasubramaniam. After his Guru’s passing, he trained under another stalwart, Sangita
Kalanidhi M.L.Vasanthakumari. He also trained in the Hindustani style for 10 years.

For over five decades and more he has been active on the concert scene adhering to the
GNB style, while bringing his own creativity to his performances.

It is a happy coincidence that he is getting the Sangita Kalanidhi title exactly 50 years
after he gave his first concert at The Music Academy.

The Sangita Kala Acharya Award goes to Vidvan J.Venkataraman and to Vidushi T.Rukmini.
The Music Academy is delighted to honour them for their significant contribution to camatic
music.

The two recipients of the TTK Memorial Award are Shri K.S.Raghunathan, a musician and
a sound recording pioneer and Shri Mullapudi Sree Rama Murthy, an eminent mridangam vidvan.
Their excellent contribution to camatic music is being recognized by the Academy.

The Musicologist Award goes to a fine musicologist Prof. Ritha Rajan.

The award for Dance instituted last year titled ‘Natya Kala Acharya Award’ goes to Prof.
Sudharani Raghupathy, a renowned Bharatanatyam exponent, choreographer and guru.

This year’s programme like the previous years, will feature over 80 concerts by stalwarts
as well as young and talented artistes all of whom eagerly look forward to performing on this
hallowed stage graced by successive generations of great artistes.

The morning academic Sessions that have seen greater variety and depth as also higher
quality in the recent years, promise to be interesting as well.
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In the 150t year of the founding of the Madras High Court, one of its judges Justice Shri
V.Ramasubramanian has kindly agreed to preside over the Sadas on January 1, 2013 and confer

the awards.

The Tt edition of our highly successful Dance Festival is being held between January 3
and January 9, 2013. Ms. Jennifer A.Mclntyre, Consul General, Consulate of the United States
of America has agreed to inaugurate the festival.

The year 2012 is the birth centenary year of many stalwarts of the past who had illuminated
the camatic music scene and enriched its great tradition - Sangita Kalanidhis, Shri Palghat Mani
lyer, Smt T.Brinda, Shri Madurai Mani lyer, Shri Alathur Srinivasa lyer, and Dr. Sripada Pinakapani
and ‘Kalaimamani’ Shri T.K.Rangachari. We salute their stellar service and contribution to camatic
music. Particularly noteworthy is the fact that among them Dr. Pinakapani is a living legend who
completed his century a few months ago.

Three days ago, the world of music lost a colossus - Pandit Ravishankar, who was the
greatest global ambassador of India music. In paying a fulsome tribute to the maestro, The Music
Academy fondly recalls its long association with him. No music season at the Academy in the
60’s and early 70’s was complete without the customary concert by Pandit Ravishankar on the
314 of December, when he would pause at the stroke of midnight hour to wish the rasikas ‘a very
happy New Year’ His passing truly signifies the end of an era,

Let me conclude by wishing you all a very enjoyable Music Season and Dance Festival
and a glorious New Year. Thank you.

1
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Inauguration of the Annual Music Festival
86th ANNUAL CONFERENCE AND CONCERTS

The Music Academy, Madras

Saturday, 15th December 2012
by Selvi J Jayalalithaa, Hon'ble Chief Minister of Tamil Nadu

Thiru N. Murali, President of the Music Academy,
Thim Thiruchur Ramachandran, President of the 86th Conference,
Thiru N, Ramji, Secretary of the Music Academy,

Thiru K.V. Krishna Prasad, Secretary of the Music Academy
and other Office bearers of the Music Academy,

Sangita Kalanidhi Thiru Trichy Sankaran,

Sangita Kalanidhi Tmt. R. Vedavalli,

Ministers and other dignitaries,

Eminent Vocalists and erudite musicians,

Music lovers and friends,

Ladies and Gentlemen,

| feel greatly honoured by your invitation to inaugurate the 86th Annual Conference of the
prestigious Music Academy. To be present among the doyens, the connoisseurs and ardent rasikas

of Carnatic Music, even for a few hours, is a privilege that I cherish, an opportunity that | would
never like to miss. | express my deep gratitude to you once again.

You were kind enough to invite me on an earlier occasion in 2005, but a deluge came and
brought torrential rains through out Tamil Nadu, causing widespread damage. Providing relief was
my priority then and there was much to be done to organise relief operations on a war footing.
That extraordinary situation denied me the opportunity of participating in the function.

But, then, you are now going to experience a deluge of another kind! During the next
fortnight or so, eminent musicians and celebrated dancers will be enthralling you with the best
of their talents. This deluge of music and dance will take you to a different world, and keep your
cares and worries off your mind and inspire you to take wings and soar to the distant realms of
consciousness and creativity.

In this historic hall, great musicians have performed in the past and will continue to
perform with dignity and sublimity, dedication and devotion that elevates and gives us a joyous
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ambience of peace in the mind and the heart. Who can deny that peace is the most pressing need
of the hour?

The month of December coincides with the Tamil month of Margazhi and is a sacred month
according to our tradition. It is the month of devotion and prayer with which man seeks to humble
himself before the Supreme power. It is the month hallowed by the recitation of Thiruppavai and
Thiruvembavai and other Holy Texts which help us to develop a feeling of piety and reverence.
It is the time to pay homage to all those saints and sages, who showed us the path to go beyond
ourselves and feel one with the Cosmos through devotion, love and bhakti. Rightly, therefore,
December has become the month when music concerts are accorded a special place where the
listeners could become one with the highest of vibrations, that is, NADA. Today, in Chennai the
holding of concerts at many places in December is a major event. Musicians and dancers perform
giving their best before thousands of appreciative rasikas including foreigners. Joy and spiritual
fervour are harmoniously blended, casting a spell over the rasikas, an experience, one may not
get in the festivals of other cities.

The December Season of Chennai has all the features that qualifies it to become a season
of World Music and Dance Festival. | suggest that you may please sit together and plan for a
December Global Arts Festival at Chennai. You can count on me for my help and support!

One of the hest offerings of our culture is Carnatic Music. Its enchantment lies in the
fact that it is the essence of all musical experience. It elevates. It opens up a magical world of
beauty and purity. Carnatic Music refines and uplifts the spirit and brings us face to face with
our inherent spiritual nature. It awakens in us a feeling of reverence, inner strength and mental
tranquillity. Harmony Rhythym and Melody that flow from an inspired musician who sings in an
absorbing concert hefore an appreciative audience can send our spirit soaring towards the heaven
of indescribable joy.

Animals, birds and even snakes are said to respond to music. Musical therapy brings much
relief to patients with incurable diseases and helps them to improve their outlook and thereby
enhances their chances of recovery. Neuroscientists tell us that music can play a hig role in the
case of dementia and Alzheimer’s, by addressing the patient’s emotional and cognitive powers
and offers some scope for enriching and enlarging their existence. Such patients, in fact, perceive
music even though they may have never heard a particular song before. They respond and enjoy
music positively. Music is part of being human, and we are all human, and it is good to remind
ourselves of our humanness.

South India’s foremost legacy is her rich musical tradition, and Carnatic music has seen
the pinnacle and glory of two thousand years of evolution. Today it has achieved such perfection
with intricate nuances of srati, raga, bhava and sahitya that it may have very few parallels in the
world of music.
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| said, “two thousand years of evolution”, To explain, | would say, and all of you know
that the present system of concert singing became popular during the course of the last three
centuries. The system presented itself with such greatness and finesse that it created a powerful
impact on the emotional and intellectual needs of the musical minded, and it has come to stay in
all its glory. At the same time, the Ragas, the melodious expression of the bhava and the rasa of
the songs, the sahityas, blossomed into their pristine shape from the uotjt®qt of the ancient Tamil
people. The usot@6CT were the medium through which the great devotees and sages expressed
their emotions from the mundane to the transcendent. The Ragas soon took over to become the
embodiment of the infinite variety of human sensitivity and came to represent a colourful and
variegated explosion of a profound musical sensibility. Verily they are the chief markers of the
high point of Carnatic music.

| do not want to take time on this occasion to delve deep into Tamil musical history.
But it will be useful to point out a few unique features for a better appreciation of and deeper
involvement in our own music.

First, the length and breadth of the timespan over which our musical culture is spread. From
THOLKAPPIAM, which is earlier than 300 BC, we leam that the author was familiar with the
many nuances of the music of his time. It means that the people were quite conversant with the
musical niceties from very early times. SILAPPADHIKKARAM contains a mine of information
on music, dance and the various musical instruments. There are references to the sruthis, the
swarams, uscferffiQT, and the like. Even the word “raga” was used in the names of the u6tHT®érr,
like prrttib, ULpnjE®® pn®Lb, (E1d® fjrr®Lb, r*miL rjn®Lb and so on. 103 ueobraerr had
become popular even in those days. In the mode of UBDGT singing, the singer could use his / her
kalpana, and enlarge his / her exposition, which took the form of various ragas. We owe a deep
debt of gratitude to those unknown teachers and practitioners of music for their contribution to
the lineage that has metamorphosed into Carnatic music that has absorbed all the best, and today,
sparkles with amazing brilliance.

Second, the Alwars and Nayanmars sought infinite BLISS through devotional love of a
sublime kind and gave musical expression through their Prabandhams and Thirupadhigams. The
Nayanmars used the ueabTaerr extensively to create some memorable devotional music, which
touches our hearts. The THEVARAM songs of A©(OnecrrffLbujj*T, <9)uurir,
puiussriTit and the Prabandhams hold an unrivalled position in the world of devotional music.

Saint Manickavachakar whose inspiring work THIRUVACHAKAM s known worldwide
for the depth and beauty of its devotional poetry speaks of : “Utribr ®LDJ5E um_6b”.

These devotees did not compose songs in the first instance and set them to music later.
Even as they sang, overwhelmed by the agony and ecstasy of love, the ueobr came to them, and
set the song to its relevant tune. It was all DIVINE GRACE, the devotees said.
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Thirugnana Sambandhar sang;

“6T60To| SOUTGI & BDUITH”
“| did not sing the song!

It's God’s WORD uttered through me!”
Such humility!

Sundarar sang of the LORD as the “embodiment of the seven musical notes” and “the
very fruit of music” as well.

Appar spoke that spiritual freedom is for those who “glorify the LORD as the BEING who
vibrates throughout the Universe and in every soul.”

Manickavachakar told devotees to “Behold Him who is inherent in all creation like the
sweet music in the Veena. Behold Him who discovered music therein.”

The three year old Thirugnana Sambandhar visits the SIVA temple at THIRUKOLAKKA
and sings a sweet padhigam, clapping his palms with enthusiasm. The Lord does not want to see
the tender palms bruised, and places two golden cymbals in the hands of the child. The Lord seems
to like the child very much. He gives him a pandal made of plants and a pearl palanquin too!

About a hundred years later, Sundarar visits the same temple, listens to this episode, and
is moved to tears and sings: “ron<gT8Lb ASOTSUflecDffiLirra) adublyi> UpLli [Id @CT60T@ubujn& @@,
2 6D®GIlIT (ip6OT £IT6rTLL ITj5g|, COi6UGOT MTBISILD  £60T6OU3UINGLBUT!" “To
Gnanasambandan, who spread Tamil by his sweet music - you gave the cymbals and appreciated
his songs. Of that nature you are!”

THEVAARA MOOVAR!
SEERKAAZHI MOOVAR!

Muthu Thandavar, Papanasam Modaliar, Arunachala Kavirayar, who sang Tamil kirthanams
with bhava and musical expression set the pace for further evolution of Carnatic music. Their
kirthanams, as you know, are soaked in Bhakti so much so that they became very popular even
during their time.

And, of course, the TRINITY of Thiruvarur - Thyagaraja, Muthuswami Dikshitar and
Shyama Shastri. And, about them, what can | say to the learned Rasikas and musicians, and
musicologists present here? Suffice it to say that they elevated Carnatic music to sublime heights.
They showed how Bhakthi can find mellifluous expression through music structured in a strict
technical way. With no effort, the listener could shut off the outside world and turn inwards and
experience the sweet and smooth flow of a heavenly music that calms as well as purifies humbles
and transforms.
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It is difficult to make a comparison among these gifted souls. Thyagaraja perfected a
most appealing and expressive musical form. The listener was absorbed in the finely-chiselled
expressions of the Raga so that peace and contentment would settle on him or her in no time.

Dikshitar and Shyama Shastri achieved beauty through cumulative build-up of repeated
effects. With precise style and diction, their compositions provided for successive elaboration for
repeated effects.

WILLIAM J. JACKSON who wrote a well researched book on THYAGARAJA says, “In
the traditional comparison, such works are said to be like cocoanuts which must be dehusked
and cracked and chewed rather laboriously, before they release their rasa. The master lyricist
Thyagaraja composed music which has flavour and impact like grapes smashed on the roof of the
mouth then juice or rasa is swallowed immediately, stimulating thirst for more.”

In our tradition, the true purpose of music is to impart a moral lesson. There should be a
feeling of inspiration to lead a better life, consciousness of the purity that abides within. It should
serve as a guidepost to the moulding of character so that there is an innate acknowledgement of
the Unity of lives under the aegis of the Cosmic power. The compositions of the Trinity not only
please the listeners, but give them optimism, a firm hope in their capacity to cross the sea of life
with Shanthi and Aanandhaa.

For want of time, | have not referred to the contributions of other great VAGGEYAKARAS
like Annamaya, Purandara Dasa, Swathi Thirunal, Uthukadu, and a host of others including
Papanasam Sivam in our own time.

We have heen fortunate in that, great musicians have adorned Carnatic music like pearls
and gems. Our musical heritage has been passing on from the teacher to the disciple and musical
legends have thrilled the rasikas with their unique and distinct styles; each has explored the depth of
the compositions in his / her own way and helped to enhance the level of the listeners’ appreciation.
Giants like Ariyakudi Ramanuja Iyengar, Musiri Subramania Iyer, G.N. Balasubramaniam,
Maharajapuram Viswanatha lyer, Madurai Mani lyer, and Dandapani Desikar are names to conjure
with. How can we forget the Queen of Music, M.S. Subbulakshmi, or D.K. Pattammal, or M.L.
Vasanthakumari? They are lustrous stars that shine in the musical firmament showing the path to
many youngsters as to how best the sadhana of Carnatic music may be achieved.

Classical Dance is my subject. | will need a whole day to talk to you about its role in our
culture. 1 suppose that will have to be reserved for some other occasion.

The Music Academy, Chennai is a stellar institution that has played a historic role in
nurturing and popularizing Carnatic music and Bharata Natyam encouraging the Vidwans and the
Vidhushis to scout for the best of young talents, stimulating the young to take to a systematic
study and practice of Carnatic music and in training them to take to music as a profession. The
history of the Music Academy is, in fact, closely connected to the growth of the Carnatic music
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movement in South India. Eminent dignitaries with keen interest in music starting from TTK have
rendered yeoman service in fostering the growth of this institution. The world of music - the
musicians, the rasikas, the musicologists and critics owe them a deep debt of gratitude for their
service. Today, Thiru N. Murali, and his team of enthusiastic office bearers and supporters, are
sparing no effort to strengthen the Academy and to spread classical music appreciation. | wish
them all success.

The future belongs to the younger musicians of today. Hundreds of them are rising up from
the horizon. They seem to have outstanding musical sense, sincere application and stem discipline
and are fully qualified to outshine the masters. Even now many of them have become a big draw
in the Sabhas. They are our cultural ambassadors who by their performances can reveal to the
world our classicism, our art, and our way of life that has made it possible to preserve the best of
cultural values. I offer my best wishes to all of them. To them | say - “Please engage yourselves
in more and more rigorous practice and sharpen your skills. That was the way of your elders.”
| offer my sincere congratulations to Thiru Trichur Ramachandran for being chosen to preside
over this year’s conference and receive the coveted title of SANGEETA KALANIDHI. He is a
musician of pure style, rich manodharma and long experience. | wish him success.

Thank you.
|ssued By:-
DIPR, Secretariat,
Chennai - 9.
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Presidential Address
by Trichur V. Ramachandran

at the 86TH ANNUAL CONFERENCE AND CONCERTS

at the Music Academy Madras (15-12-2012)

onourable Chief Minister, President of the Music Academy Sri. N. Murali, Vice President,
Secretaries, executive committee members, members, vidwans, vidushis, ladies and gentlemen,
a very good evening to you.

At the outset | would like to play my humble obeisance to the Almighty, and prostrations
to my parents, Gurus and the doyens who graced this chair and those adorning the hall of fame of
the Academy. On July 16th, while | was leading vidwans in a Thyagaraja Pancharatnam homage
at the Varasidhi Vinayakar Temple, | was oveijoyed to receive a phone call from Sri Murali about
my unanimous selection for the prestigious title of “Sangita Kalanidhi” - With Lord Ganesa’s
blessings came another bonus - again, | was overwhelmed with joy when | heard that none other
than our respected Chief Minister is going to inaugurate this momentous season’s conference -
Our CM s herself an artiste of great calibre and a great Leader.

My humble and special Pranams to her.

As my first appearance at The Music Academy, facilitated by my Guru Sangita Kalanidhi
Sri. GNB, was in 1962, | wish to also celebrate this, my golden jubilee year at the Academy.
The Academy is a premier institution which has become a role model and is nurturing classical
arts for the past 86 years. Among a plethora of sabhas in December, the academy still stands
tall, focus and cynosure of all eyes. | wish to congratulate Sri Murali for leading it up-front with
dynamism and skill.

From time immemorial, India has been at the pinnacle of glory in its culture and traditions.
Music was, and is a part and parcel of life in India. Music is mentioned in epics like Ramayana
and Mahabharatha and in ancient Tamil works like Silappatikaram. Our music has its origins in
the Sama veda and is also known as the Gandharva veda. Musicians are but Gandharvas reborn on
this earth. Thus our music is unquestionably divine in nature as also the glorious compositions of
our vaggeyakaras and saint-composers whose main hody of work enables us to carry on this great
art in its pristine form. These compositions are an amalgam of religion, philosophy, mythology
and musical grammar fused into immortal kritis which have stood the test of time. Rome was not
built in a day. The crystallizing of the natural genius of Michaelangelo, created the monumental
Cistine chapel. Here, the artistic vision of Raja Raja Chola brought about the “Periya Kovil -
for Lord Brihadeeswara - “Lord of the Earth” He did not stop here. He supported thousands
of Oduvars, musicians and dancers to practice their divine art dedicated to the Lord. Thus, our
music has evolved through the ages without break.
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Music flourished in King’s courts and in the temples. From the 20th century, music left the
temples and entered the Sabhas which have done yeoman service in preserving the art. Nevertheless,
it is our duty to preserve its innate divinity without making it outright entertainment. The Vedas
and music were transmitted only by ORAL tradition from Guru to sishya - in the Ancient
gurukula system. The kritis also outline a good code of conduct for all humanity. Thus we must
follow Tyagaraja when he sings “SANGITA GNANAMU BHAKTI VINAA SANMARGAMU
GALADHE MANASA”. In this day of cyber-gurukulam Guru bhakti should not disappear. Believe
me when | say that | am what | am today is because of my Guru’s blessing and that in itself has
obtained for me everything, including this great honour today. Being the disciple of Sri GNB is
my greatest good fortune. | wish to stress here that as a rule, | give priority to music - and the
commercial aspect is only secondary for me. Great savants like Purandara Dasar who became
a saint after being a miserly jeweller, have extolled the importance of “HARI NAMA” in this
KALIYUGA - the most difficult and catastrophic yuga - when evil rules - but whose effect can
be reduced by the chanting of “Harinama” and which will gain salvation for human souls. For
our music is primarily for upliftment of the soul and a greater purpose than the mundane.

In the 20th century, was established the concert pattern. Several outstanding exponents, both
Vidwans and Vidushis underwent the gurukula system with all its hardships and sacrifices, and
equipped themselves with all aspects of the art. Knowing that our art is fifty percent KALPITHA,
composed music and fifty percent KALPANA or MANODHARMA music, the past golden greats
thrilled the audience with their imaginative flights of fancy. How can one forget a Maharajapuram
Viswanatha lyer's Mohanam, or a Rajarathnam Pillai’s Thodi, or the mesmerizing Abheri of
Karaikurichi Arunachalam. Or the cascading Kambhodhi of Sri GNB and the lilting Kalyani of
Smt MLV or the passionate Karaharapriya of a Semmangudi Srinivasa lyer. Past stalwarts including
my Gurus Sri GNB and Smt MLV stressed on the listening and listening aspect and the inspiration
they derived from the Doyens and the Nadaswaram Vidwans.

That brings me to the aspect of listening. To be a good singer one must be a good listener.
“KELVI GNANAM” is very important for our musical development and inspiration. For we
must know where to take ideas and where to leave ideas too. Students should listen to a number
of concerts of senior and good artistes and have their inputs to create new and great styles with
INNOVATION WITHIN THE TRADITIONAL BOUNDARIES,

If one has a good solid foundation in Music then one can innovate and improvise with
ease. Here | would like to acknowledge my musical foundation in Trichur to Varkalai Subramanya
Bagavathar and Tripunithura Krishna lyer. What has been given to us, we hand over to the next
generation - thus one must tread carefully and with a great sense of responsibility in this great
timeless art. Abhyasa or continuous practice is a must. | am still learning and practicing my art.
A word of caution is necessary to young students and their parents. Today there are innumerable
opportunities for youngsters to perform not like our youth when opportunities for young were
limited. Do not be in a hurry to perform without proper training. And parents do give your
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praises with restraint. For humility should be the hallmark of an artiste. The path is long and
arduous - remember slow and steady always wins the race. Care should be taken not to dilute
this art for quick fame and money. We are but a link with the past and the future and this link
is vital for the future of our glorious tradition. A musician’s position is thus full of responsibility
and dedication to time-tested values. Music is yoga, a sadhana, a thapas. One must not hesitate
to make sacrifices for this art.

The mastery over camatic music can enable one to learn any other form of music in
the world. Such is its complexity in Raga, Swara, Bhava, Laya and treasure of compositions.
Where in the world can we find a padha vamam or a sankirtanam or thanam singing? Or the last
innovative form - the beautiful javali? After the advent of the javali, no new musical form has
been composed - but being an optimist | am certain the next form is just around the comer and
will be a cause for celebration.

A great inspiring musician for me was the Late Pandit Bhimsen Joshi of the Kirana Gharana.
That is why | started learning Hindusthani music under Pandit Krishnanandji and was able to give
several concerts successfully in that genre.

For long there has been mentioned that our classical music should be made compulsory in
school. | hope our Honourable Chief Minister will take steps to propagate this art at the grass roots
level and thus ensure future generations of artistes and informed listeners. In our country, huge
amounts of funds and lands are sanctioned for sports persons. It would be a happy development if
a minuscule proportion can be allotted to classical musicians also. In this I call upon the Central
and State Governments to lead the way as well as Corporate houses. Public patronage from rasikas
should also increase. India need not become like some western countries where support for classical
arts has dropped alarmingly. | request Music Academy to take the lead and hold mini classical
festivals in other small and big cities in India where music is on down-trend.

| request experts committee members’ co-operation to make this 86th Conference a success.
| wish to thank senior musicians who helped me in my long career and also my accompanying
artistes. A concert is only a team effort,

My thanks are due to many organizations, special personages and rasikas in India and all
over the world for their continuous and ardent encouragement. By listening to me constantly, they
shaped my success in great measure. My thanks to the critics and interviewers, to the recording
companies, to the media coverage for many years. Last but not least, to all my family, and my
wife’s family members. A particular thanks to my musician-wife Charumathi who has been a
constant support and inspiration throught out this musical journey of mine. Our life, along with
our singer-daughter Shubasree, has literally been a SONG.

26

THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

Welcome Address
of Sri N. Murali, President

The Music Academy, Madras

At the Sadas - January 1, 2013

Justice Shri V.Ramasubramniam, Sangita Kalanidhi Awardee Shri Trichur VRamachandran, other
distinguished awardees of this year, Sangita Kalanidhis, Vidvans and Vidushis, my colleagues
on the Committee, esteemed members of The Music Academy, rasikas, distinguished invitees,
ladies and gentlemen,

It is my special pleasure and privilege to extend a very warm welcome to every one of
you to the Sadas and to offer my hearty New Year greetings as well.

In this, the 150t year of the founding of the Madras High Court, we are greatly honoured
and delighted to have its Judge, Justice Shri V.Ramasubramaniam preside over the Sadas and
confer the awards.

After completing his law degree, Justice Ramasubramaniam joined the Bar in 1983 and
was in practice till 2006 when he was elevated as a Judge of The Madras High Court.

In the last 6 years and counting, that he has been ajudge, he has delivered many landmark
judgements, some of which were also path-breaking. Take for instance, his judgement in the case
of Bharath Matrimony Vs Google, that was the first of its kind in India, where it involved a
question of infringement of trademark. His judgement in Vandana Vs Srikanth was the first decision
under the Domestic Violence Act to impart a new dimension of shared household. Equally his
decision in Akash Vs Vanitha Vijayakumar, introduced for the first time in India the concept of
shared parenting in child custody disputes. His judgement in Rajshree Sugars Vs Axis Bank was
the first decision amidst a spate of such cases in different courts of India, on the validity of the
contract of derivatives, & typical contract that was as unscrutable even to banking professionals
as to lay people. His judgement in Colgate Palmolive Vs Anchor Tooth Paste set a new trend on
the familiar and age-old question of disparaging advertisements taking the form and nomenclature
of advertising wars between fiercely competing companies and products.

His judgements are normally laced with humour and he has his own unique “art of writing
judgements”.

Justice Ramasubramaniam is a prolific speaker in both Tamil and English, whose speeches
can be heard in Kamban Vizhas, music festivals and literary functions.

More than all the above qualities and accomplishments, he is an ardent lover of camatic
music and could be seen attending concerts regularly during the Margazhi festival. The exception,
however, is this year when he had to sit out the music season in Chennai on the Madurai Bench
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of the Madras High Court. | am fully conscious of the fact that this is one of the occupational
hazards for musically-oriented judges, like Justice Ramasubramaniam. Perhaps, it is time for
The Music Academy to make bold to even suggest that there should be a code for judges of the
Madras High Court that would allow musically minded judges to stay put in Chennai during the
Margazhi music season!

| extend a very special welcome to Justice Ramasubramaniam and sincerely thank him for
spontaneously agreeing to preside over the Sadas today.

In the 150thyear of the founding of The Madras High Court, I would like to pay a handsome
tribute to this venerable court that has stood as a beacon of justice and has had a long and hallowed
history and tradition. | would also like to take this opportunity to particularly acknowledge the
stellar contribution of many stalwarts of the legal profession in laying a solid foundation for and
nurturing many of the premier institutions, propagating classical music and dance in Chennai,
particularly The Music Academy.

It will be of particular interest to recall here that Justice T.L.Venkatrama Iyer, Judge of the
Madras High Court and later of the Supreme Court of India, was not only a Sangita Kalanidhi
but also the third President of The Music Academy. Over the decades, Chief Justices and Judges
of the Madras High Court have Inaugurated the Annual Conference and Concerts of The Music
Academy or presided over the Sadas.

As all good things, this year’s highly successful music season also comes to an end today.
| am happy to recall that it started with a grand inauguration by the Honourable Chief Minister of
Tamil Nadu Selvi J Jayalalithaa on December 15, 2012. During the past fortnight, it has enthralled
thousands of rasikas with its rich and variegated fare.

The success of this year’s festival like that of the previous ones, has been largely due
to the unflinching support and participation of our members and other rasikas. The generous
support of our sponsors and advertisers has made our flagship event what it is. The unwavering
involvement and teamwork of our colleagues on the Executive Committee complemented by the
dedicated and tireless work of the volunteers and staff of the Academy has contributed in a large
measure t0 its success.

| cannot adequately express my appreciation for the support and participation through fing
performances of all the musicians, artistes, musicologists and scholars that has made the overall
high quality of the festival possible. | would also like to specially acknowledge the Programme
Committee members and its Convenor Shri K.V Krishna Prasad and the one and only Dr. Pappu
Venugopala Rao and his colleagues on the Core Committee of the Moming Academic sessions,
for their thorough planning and painstaking efforts.

| offer my warmest felicitations to this year’s recipient of the coveted Sangita Kalanidhi
award, Vidvan Trichur VJlamachandran, about whom | spoke in some detail on the opening day.
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| must also acknowledge the efficient manner in which he presided over the morning academic
sessions with his characteristic humility and dignity.

| offer my heartfelt congratulations to the other major award winners - Sangita Kala
Acharya awardees Shri J. Venkataraman and $mt,. T.Rukmini, recipients of the TTK Award,
Shri K.S. Raghunathan and Shri Mullapudi Sree Rama Murty and Prof. Ritha Rajan, the worthy
recipient of the Musicologist Award. | also offer my congratulations to the artistes who would be
receiving prizes for their performances in this festival.

Let me take this opportunity to acknowledge the generous donors who have created/enhanced
endowments for various awards, scholarships and programme. They have all been individually
acknowledged earlier and in the festival souvenir. There is one endowment, however, that needs
to be acknowledged now as it was received after the printing of the Souvenir - the “Kalaimamani
Shri T.KJRangachari prize” for the “Best Junior vocalist” and the “Best Junior concert”, instituted
by the “TKR Centenary Organizing Committee”.

In conclusion, | would like to stress that we continue to rely on the unwavering Support
and participation of our members, rasikas, and well wishers to help safeguard and strengthen our
glorious tradition and values of classical fine arts, in the cause of which the Academy has served
as a polestar over the last eight decades and more.

Let me end by wishing you all once again a very happy New Year and also reminding you
of our Dance Festival that starts on January 3, 2013,

Thank you very much.
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Address of Chief Guest

Justice V. Ramasubramanian

At the Sadas, January 1, 2013

The Music Academy, Madras

Iam extremely happy and feel delighted and honoured to have been invited to preside over
the Sadas of the 86th Annual Conference of the Music Academy, Madras. Though the Music
Academy is not the oldest institution in Chennai dedicated for fostering traditional fine arts and
Sabhas like Parthasarathy Swamy Sabha were in existence much before, Music Academy has
had many firsts to its credit, foremost among them being, the conduct of annual conferences of
unique nature. The traditional Hindu Calendar (panchangam) and the Meteorological Department
know of only six seasons, namely, Vasanta Ritu (Spring), Grishma Ritu (Summer), Varsha Ritu
(Monsoon), Sharad Ritu (Autumn), Hemanta Ritu (Winter) and Shishira Ritu (Winter and fall).
But, the Madras Music Academy introduced one more season namely, Sangita Ritu (season of
music), as the seventh season, to the Panchangam.

Though the Founder President of the Music Academy was a medical doctor, the
establishment and growth of the Academy as a premier institution fostering and propagating
camatic music could primarily be attributed to the contribution made by persons from the legal
fraternity. Out of 7 Presidents that the Academy has so far seen, at least 2 were from the field of
law. K.V Krishnaswamy lyer, who became the second President of the Academy was a leading
lawyer of those days. T.L.Venkatarama lyer, who became the third President of the Academy, was
not only a retired Judge of the Supreme Court, but was himself the recipient of the title Sangita
Kalanidhi. His prowess in camatic music was so great that D.K.Pattammal learnt the nuances of
Muthuswami Dikshithar kritis from Venkatarama Iyer. He was also one of the Members of the
Expert Committee constituted in April 1928 for advising the Academy on all technical matters,

Another Founder Member of the Music Academy, who was perhaps, subject to correction,
the first recipient of the title Sangita Kalanidhi, was T.V.Subba Rao. He was also a lawyer by
profession. He hecame the first editor of the journal published by Music Academy. He attained
the unique distinction of being the youngest person to preside over the proceedings of the second
conference of experts that was held at Raja Hanumanthalala Street, Triplicane, on 18th April
1930. He was just 39 years of age at that time. As a matter of fact, it was due to the efforts of
T.V.Subba Rao and P.Sambamorthy, another lawyer that the Madras University introduced music
8s a subject for a degree course, with the Queen Marys College becoming the first institution to
offer the course. When Music Academy established the Teachers College of Music in 1932, Subba
Rao hecame its Principal. His writings were later compiled into a book titled “Studies in Indian
Music” and it is acclaimed even today as a book containing a wealth of information.
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The other person, also a lawyer by profession, who was part of the experts Committee that
was responsible for the establishment of the Music Academy, was P.Sambamoorthy. He first started
the Tyaga Brahma Sabha in 1920. The series of lectures that he delivered on the topic “Musical
Forms in South Indian Music” as early as in 1924 became so popular that he switched over from
the colorless profession of law to the delightful profession of teaching music. He was one of
the two Secretaries, the other being E.Krishna Iyer, of the first All India Music Conference held
in December 1927, that led to the birth of the Music Academy. He was perhaps the first Indian
Musicologist to tour Europe to give lecture recitals on Indian Music. Though P.Sambamoorthy was
one of the Founder Members of the Academy, he himself received the title “Sangita Kalanidhi”
only after 45 years of the formation of the Academy, in January 1973. He had the unigue distinction
of authoring three books on western music and also publishing four operas, besides writing and
editing several hooks on music.

Many lawyers and Judges have turned to music and became well known musicologists.
One of them, who is worth remembering on the new year day, is T.M.Krishnasamy Iyer. Though
his initials “T.M.” stand for Tranvancore Muthanna, his prowess in singing Thirupugazh actually
earned him the title “Thirupugazh Mani” that also matched his initials “T.M.”. After retirement
from the Travancore High Court as its Chief Justice, he started practising law at the Madras High
Court. It will be of interest to note that he was the one who argued the Copyright Infringement
case filed against Nani Palkhiwala in the Madras High Court. There is an interesting background
to the Padi Utsavams spearheaded by Krishnasamy Iyer at Tiruttani on the eve of the English New
Year. Frustrated by the servile mentality of the Indian Government servants of those days who
used to queue up at the residences of their English masters for paying their respects on the new
year day, T.M.Krishnasamy Iyer exhorted them to assemble at Tiruttani on the night of December
31st every year, so that all of them could pay their first respects to the Lord of the Universe than
to the Lords of the British regime.

It will be interesting to note that the sojourn that the camatic music took, in the past
200 years was from South to North, namely, from the erstwhile composite District of Tanjore to
Chennai. But, Music Academy itself traversed in the reverse direction from North to South, namely,
from Thambu Chetty Street, George Town to Mowbrays Road, Alwarpet, via General Patters Road,
Triplicane, Royapettah and Mylapore. From 1929 to 2011, the Annual Conferences of the Academy
have been inaugurated by 83 eminent personalities. They include Judges like M.Venkatasubba
Rao, Dr.P.V.Rajamannar, M.Hidayatullah, Fathima Beevi, B.Subhashan Reddy, K.S.Baktavatsalam
and AP.Shah, and eminent lawyers like Sir C.RRamaswamy Iyer, Sir P.S.Sivaswamy lyer,
C.Rajagopalachari, Sir R.K.Shanmukham Chetty, T.R.Venkatarama Sastri, R.Venkataraman and
C.Subramaniam (in all 7 judges and 7 lawyers). From 1936 to 2011, the Sadas had been presided
over by 66 eminent men, of whom 11 were from the field of law, namely Sir Alladi Krishnasamy
lyer, Sir T.R Venkatarama Sastri, C.Subramanian, Justice M.Patanjali Sastri, Sir S.Varadachariar,

31



THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

T.L.Venkatarama lyer, Chief Justice M.Ananthanarayanan, Chief Justice P.Chandra Reddy, Justice
T.Ramaprasada Rao, Chief Justice M.N.Chandurkar and P.Chidambaram.

Though so many legal luminaries and jurists have turned to music for solace, | do not know
if any musician, except Gopalakrishna Bharathiyar, ever composed any song about Courts and
litigation. In the year 1936, Tamil Thatha Dr.U Ve.Swaminatha Iyer penned the biographies of three
great musicians, namely, Ghanam Krishna lyer, Gopalakrishna Bharathiyar and Maha Vaidyanatha
Sivan, all of whom were contemporaries of Saint Thyagaraja. Since Saint Thyagaraja, Muthuswami
Dikshithar and Shyama Sastrigal were called as “Sangeetha Mummurthigal”, Dr.U Ve.Swaminatha
lyer called Ghanam Krishna lyer, Gopalakrishna Bharathiyar and Maha Vaidyanatha Sivan as
“Sangeetha Mummanigal” Ghanam Krishna Iyer, many of you may perhaps know, was the one
who composed the song “Jagajjanani suka pani kalyani”.

In the 19th Century, when there were no Sabhas, the musicians were patronised either by
the Kings or by the Zamins. Ghanam Krishna lyer received patronage from the Udayarpalayam
Zamindar by name Kachi Kalyanarangar. Once at the instance of persons inimically opposed to
Ghanam Krishna Iyer, Kachi Kalyanarangar showed indifference. Offended by the indifference,
Ghanam Krishna lyer composed a song in Surutti Raga. The Pallavi of that song reads as
follows

MJjfeSSiLSBOU (y )f[jU ® U QISIU L pi® (L pib
«DUBIDLIVIITLI UBOOTS}6D}&@ Q®n(Bj5£6UIT dUFTSDU
UTLgTumiBRAL> <M. @i#Lb i ojj60cbodi
uuISktB" Sunpib ubQOT0L(Sqi# tsn6Pmnb"

Immediately, the Zamindar realised his mistake and apologised. Therefore, Ghanam Krishna
lyer changed the Pallavi as follows

“UBjgjJUBCDU (Lp")giLIBCDU 61I®jXUUER®(LpLb
urfljgj Qi3 BIBBERY £jsiiSleck
U(ORE!DDATL 6Crfijh 61@IT(§j" GSIGtDEMuUmp
p-@ "(Lpii) <GB LD®ijrrsCSbtir
In so far as Gopalakrishna Bharathiyar is concemed, it appears that he was respected even
by Saint Tyagaraja. When Bharathiyar visited the Saint for the first time, the disciples of Saint
Tyagaraja were singing the composition “Sri Rama Seetha Alankara Swarupa” in Abogi Raga.

Since he had not composed any song in that Raga, Bharathiyar returned home and composed
“Sabapathikku Veru Deivam Samanamaguma” in Abogi.

In the biography of Gopalakrishna Bharathiyar, Dr.U.Ve.Sa. narrates a very interesting
incident. It appears that Gopalakrishna Bharathiyar visited a friend's house in Mayavaram and
was performing moming japa. At that time, he heard his friend quarrelling with another person in
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a loud voice. When questioned by Bharathiyar, his friend replied that the other person borrowed
money with a promise to repay within two days and that thereafter, he had disappeared. Bharathiyar
advised his friend that it is better to do charity than to advance loans to undeserving persons.
Thereafter, he composed a very interesting song, tuned to Kapi raga and set to aadi tala, which
goes as follows:

(UEDBD6A)

urm cbg|]® ®i_6DT Q®IT(Brriil®€iT - LD6ufl«®6rojru

umipps @ btk 6)RmBERIT
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Dr.U.Ve.Swaminatha lyer narrates a very interesting episode in the Biography of
Gopalakrishna Bharathiyar, that led to the publication of the first edition of Nandanar Charithram.
|t appears that Bharathiyar completed Nandanar Charithram only with the financial assistance
rendered by one Kandappa Chettiyar of Nagapattinam. Therefore, the Arangetram of Nandanar
Charithram was performed at Nagapattinam for 3 consecutive days. It was attended by several
officials of the Government from Karaikkal. Since the event was held throughout 3 nights, the
Government Officials from Karaikkal started dozing in their offices during day time. The then
Collector of Karaikkal by name Sise, who had some knowledge of Carnatic music as well as
Tamil, made enquiries and found out that Bharathiyar's Nandanar Charithram was the cause for
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the official machinery coining to a grinding halt. Instead of getting angry, he visited Nagapattinam
the next day and listened to Bharathiyar. Impressed by the beauty of the form and content of the
composition, the Collector himself offered to get Nandanar Charithram published. Accordingly,
the first edition was printed in 1861. It created history in those days, when the second edition had
to come out the very next year namely 1862, after all the copies got sold.

It appears that Dr.U.Ve.Swaminatha Iyer had already written down by hand, the biographical
sketches of about 400 musicians of yester years as well as contemporary times. Unfortunately,
they do not appear to have been brought to print. | am making a specific reference to this fact,
s0 that some one in the audience or on the dais takes note of the same and would do something.
Such a person would really be a mahanubhavo and to him, the world of music and literature,
Sangeetha and Sahithya, would offer vandanam, salutations.

The only connectivity that the music of yester years had, was with divinity and spirituality.
Today, its connectivity has expanded even to commerce and trade. This is primarily due to the
period of renaissance, signalled by the advent of several sabhas and the euphoria created around
the music festivals. In Kavyamimamsa, a ninth century treatise on poems, written by Rajasekhara,
there is an interesting passage. It reads:

“Pratyaksha kavi kavyam cha rupam cha kula yoshithaha
grha vaidyasya vidya cha kasmai chid yadi rochate”

The meaning of this passage is: “The composition of a contemporary poet, the beauty of
one's own wife and the expertise of a family physician do not appeal to many”. Similarly it is
said that generally neither a saint nor an artist is ever recognised and honoured in his own time
or clime. But, today, what Kavyamimamsa said, is no more true. Musicians are honoured and
recognised in their own life time. Therefore, they owe a great deal to pass on the traditions of
the past to the generations of the future.

Thank you very much
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Awardees 2013
Sangita Kalanidhi Award

Trichur V Ramachandran

Bom on 9th August 1940 at Trichur to Kamalambal and V.B. Vaidyanatha lyer, Trichur
Ramachandran began training in music at the age of four under his mother and continued in the
traditional gurukula style from the age of six under Varkala Subramanya Bhagavatar. He later
learnt from Tripunithura R. Krishna Iyer and made his debut as a concert artiste at the age of
14 at Trichur.

Acquiring a first class in BSc Chemistry from Calicut, Ramachandran chose music as a
career and came under the tutelage of Sangita Kalanidhi G.N. Balasubramaniam. After the maestro’s
passing, he trained under Sangita Kalanidhi ML.Vasanthakumari, thanks to a Government of India
scholarship. He also trained in the Hindustani style for ten years, under the guidance of Pandit
Krishnanand of the Kirana Gharana.

Blessed with a sonorous voice, Ramachandran, has been a busy concert artist for five
decades and more. He has brought his own creativity to his performances, while adhering to
the GNB style. A top-graded artiste at the All India Radio and Doordarshan, he has received
numerous awards and titles from the Government and private organisations. He has released several
recordings. Chief among these is the musical rendition of the Narayaneeyam for which he scored
the music for all 1036 verses. He has also published two volumes of GNB’s kritis.

The Music Academy, Madras is proud to confer on him the title of Sangita Kalanidhi.
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Sangita Kala Acharya Award

Sri. J. Venkataraman

Bom on 5th July, 1934 at Tiruchirapalli to Subbulakshmi Ammal and K.V. Jayarama lyengar,
J Venkataraman had his training in music under his father and later under Alathur Venkatesa lyer.
He then embarked on a career as a vocalist.

Venkataraman joined the All India Radio at Tiruchirapalli and retired as an A grade artiste
after more than thirty years of service. During his tenure at the AIR, he composed numerous
musical features and conducted special thematic programmes. He has also heen involved in radio
programmes that train students in music.

As a true representative of the Alathur tradition, he is known for his prowess in rhythmic
complexities, which have earned him the reputation of a pallavi expert. He has conducted workshops
and demonstrations on the subject of Ragam Tanam Pallavis at several educational institutions
and Sabhas. Several aspiring artistes and musicians seek him out for this aspect in particular and
he has been imparting his skills readily. In recognition of his work, The Music Academy, Madras
confers on him the title of Sangita Kala Acharya.
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Sangita Kala Acharya Award

Smt. T. Rukmini

Bom on 27th November 1936 at Shimoga to Vedam and S. Thiruvengadam, T. Rukmini
began learning the violin at an early age, from R.R. Kesavamoorthy. She embellished her skills
under Lalgudi G Jayaraman and Sangita Kalanidhi Semmangudi R Srinivasa Iyer. Acquiring
proficiency on the violin while still in her teens, Rukmini made her concert debut at the age
of sixteen, accompanying the flautist T.R. Mahalingam in Mysore. Since then she has provided
violin accompaniment to most of the well-known artistes in the field of Carnatic music. She has
also established herself as a soloist. Besides, she has provided violin accompaniment at the dance
performances of many top-ranking Bharata Natyam artistes. Rukmini is also an accomplished
singer and has given several vocal music performances. She is a Top-grade violinist and an A-grade
vocalist at the AIR and Doordarshan.

Rukmini has set to music the songs of Purandaradasa, Andal and Subramania Bharati. She
IS a much sought-after gum with several students to her credit. The Music Academy, Madras
confers on her the title of Sangita Kala Acharya.
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TTK Memorial Award

K.S. Raghunathan

Bom on 31st July 1936 at Bangalore to Mangalammal and V.N. Subbarama lyer,
Raghunathan had an early start in music, giving a vocal concert at the age of five in Tirupati. He
was trained in music by Sonti Narayana Rao. Between 1958 and 1963, Sangita Kalanidhi G.N.
Balasubramaniam trained him in the nuances of music. He was later guided by his father-in-law
Sangita Kalanidhi Dr S Ramanathan into becoming a composer and music director.

Raghunathan joined the All India Radio as an engineering assistant and from there moved
to HMV where he made a name for himself as a Recording Engineer of repute. He was one
among an early group of engineers who took to stereophonic recordings in the 1970s. Under his
guiding hand, several top-ranking musicians cut their discs and recorded for cassettes. The Music
Academy confers its TTK Award for 2012 on him.
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TTK Memorial Award

Mullapudi Sree Rama Murty

Bom on 8th April, 1943 at Peddapuram, East Godavari District to Mangatayaru and
Lakshmana Rao, Sree Rama Murty is from a family traditionally devoted to the mridangam
with at least four generations prior to him specializing on the instrument. At the age of five he
began training under his father. On the completion of his tutelage, he joined the All India Radio,
Vishakapatnam and has been participating in the institution’s programmes ever since.

Sree Rama Murty has provided percussion accompaniment to several stalwarts of Carnatic
music down the years. He has performed solo and also composed percussion features for the radio
and television. He is known for his in-depth knowledge of the mridangam and his unerring sense
of rhythm. He has been widely honoured and feted at different venues across the country. The
Music Academy confers its TTK Award for 2012 on him.

<SM§r*HNI=2>
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Musicologist Award

Dr Ritha Rajan

Bom on 21st September, 1948 at Kanchipuram to Srinivasammal and C. Krishnamachari,
Ritha Rajan trained in music under Ramnad Krishnan in the traditional gurukula style. She
later went on to leam from Sangita Kalanidhi T. Brinda, Sangita Kala Acharya T. Muktha and
Maruthuvakkudi Rajagopala lyer.

Backed with an extensive repertoire of musical compositions acquired from the most
authentic sources, Ritha Rajan pursued academic studies in music. She is best known for her
pioneering academic research on actual performance in Carnatic music, the first of its kind in her
field in India. She was awarded a PhD degree from the University of Madras for her doctoral thesis
titled “Pathantaras in the compositions of the Music Trinity” which has been recognized as the first
doctoral thesis on practical and performance-hased Carnatic music from an Indian University.

Dr Ritha Rajan has had over 45 years of experience in music research and teaching. She
was Professor and Head of the Department of Music, Queen Mary’s College. She has presented
numerous papers and published several articles. An A-grade artiste of the All India Radio, Madras,
she is a member of the Experts’ Advisory Committee of the Music Academy, Madras. She is also
the Academic Coordinator for the Advanced School of Carnatic music run by the Music Academy.
She receives the Musicologist Award of the Music Academy, Madras for 2012
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Natya Kala Acharya Award - 2013

Professor Sudharani Raghupathy

Bom on 21st March 1944 at Pollachi to Shakunthala and H.L. Jagannath, Sudharani
IS an eminent personality in Indian art. She is multi-faceted, being a dancer, research scholar,
choreographer, teacher and author. Dance, which is her first love, began with training under
K.P. Kittappa Pillai. She later underwent training under U.S. Krishna Rao and Mylapore Gowri
Ammal. Sangita Kalanidhi T. Chowdiah and Madurai N. Krishnan trained her in music. Sudharani
|ater became the first Indian student to major from Randolph Macon’s Women’s College, Virginia,
USA.

Celebrated worldwide as a dancer and choreographer, Sudharani’s productions are known
for their meticulous research, with the subjects being of universal appeal. It is therefore no wonder
that she has won several awards and titles at the State and National levels and also at various
prestigious locations all over the world. She is a prolific writer on the subject of arts. Likewise, she
has produced tele-and video films, besides DVDs on dance. She has served and continues to serve
on numerous arts related bodies. She is @ much sought after dance gum, with Shree Bharatalaya,
which she founded in 1970, being a world-renowned institution for Bharatanatyam.

The Music Academy, Madras takes pride in conferring on her the title of Natya Kala
Acharya for 2013,

<s=fNH* Mt=5>
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Music Academy Madras Dance Festival January 2013 - A Report

Twenty six programmes were featured over seven days from 3rdJanuary to 9thJanuary
2013 at the 7t Dance Festival of the Music Academy, Madras. Along with Bharatanatyam
there was an Odissi and @ Mohini Attam solo performance by Sujata Mohapatra and Methil
Devika, respectively. Five group presentations in Kathak, Kathakali, Kuchipudi, Manipuri
and Odissi were featured along with two group productions in Bharata natyam.

One of the highlights of the festival was the Bhagavad Dooth in Kathakali, a
production by the renowned performer and Guru Sadanam Balakrishnan, who played the
role of Krishna. Leela Samson, Chairman, Sangeet Natak Akademi, performed the role of
Draupadi in this production. The episode where Krishna goes to Duryodhana’s court as the
messenger from Pandavas with a proposal for peace was presented in this production.

Gita Govindam of Jayadeva’s Ashtapadis was revived b% Kalakshetra after several
years. The choreography was by Rukmini Devi and the music by Papanasam Sivan.

The violin maestro Lalgudi Jayaraman had composed the music for Urmila
Sathyanarayanan’s dance drama Panchall Sapatham, with lyrics by Va Ve Su.

Keibul Lamjao is a floating sanctuary in Manipur for the SANGAI DEER, which
are known as the dancing deer. Due to hunting these deer have become an endangered
species and face extinction. The legend of Kadeng the chief, who is sent to hunt these
deer, is a tragic tale. The girl he loves requests him to bring a live deer for her. When
he returns with the deer he finds that she has been taken to the king’s chamber to be one
of his mistresses. A heartbroken Kadeng releases the deer and proclaims that anyone who
hunts the Sangai deer would suffer separation from his loved ones.

The story cum script by M.K Binodini was choreographed by Th.Chaotombi Singh in
1985 and has won wide acclaim in India and abroad. The dancers with their deer like movements
in the Manipuri style made this a unique presentation with a contemporary relevance.

Nrityagram presented their latest production Samhara.

Malavika Sarukkai, who has been exploring new avenues through her thematic
productions, presented a traditional Margam this year. The other solo Bharatanatyam dancers
In the evening slot were Alarmel Valli, Priyadarsini Govind, Rama Vaidyanathan, Narthaki
Nataraj and Mythili Prakash.It is significant that all of them were from different schools and
showcased the best of various traditions. As many as nine solo dancers were presented for
the first time at the Academy in the morning sessions. Vaibhav Arekar, a senior male dancer
and disciple of Dr.Kanak Rele presented a programme of new repertoire in the Margam
format. A Svati Tirunal Composition on Anjaneya was presented in the vamam format.

~Ms Jennifer Mclntyre, Consul General, Consulate General of the United States of
America inaugurated the festival on 3idJanuary 2013. Guru Sudharani Raghupathy received
the Natya Kala Acharya Award on the occasion.
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Morning Sessions at The Music Academy
16 December, 2012

The first day’s lecture demonstration session, was chaired by the Sangita Kalanidhi designate,
vidvan Trichur Sri. V. Ramachandran. The session commenced with a group vocal performance
by the students of the Advanced School of Carnatic Music, The Music Academy.

Oral Tradition vs Textual Tradition - Panel Discussion

A panel of experts commenced discussions on, ‘Oral Tradition Vs Textual Tradition’- the
topic for the day. The panel consisted of eminent musicians including  Sangita Kalanidhi-s
Smt. R. Vedavalli, Sri N. Ramani; Sangita Kala Acharya-s Sri RS. Narayanaswami; Si
V. Subramaniam; Sri TR. Subramaniam; Smt. Suguna Varadachari, Vidwan Sri Neyveli
Santhanagopalan, Dr. M.B. Vedavalli; and Dr. R.S. Jayalakshmi.

There was consensus in the panel, that oral tradition was the basis and textual tradition a
reference point. The significant points from the speakers were that texts were a source of reference
to understand music that existed at a particular time in the history of music. Knowledge obtained
through oral tradition facilitated the interpretation of these texts. Textual tradition was an aid to
identify the extent of variation that occurred in compositions with time. The speakers highlighted
the textual contribution of many prominent composers like Sri Ranga Ramanuja lyengar and Si
Subbarama Diksitar, who had, in their notations, presented intricate details of compositions. The
speakers also discussed at length, the variations in the textual and oral tradition, whether they were
acceptable or not, and the reasons for the differences found between hoth the traditions.

Trichy Sankaran complimented the panel for the detailed analysis of important aspects. He
stated that though there was a dichotomy between the textual tradition and oral tradition, it was
proven through ample examples that in many cases, they complemented each other and in certain
other cases, they differed. In essence, textual tradition essentially was meant for posterity. He also
made references to taja-S in texts, which have undergone change with time, and highlighted as to
how the changes could have possibly occurred.

The session concluded with Sri Trichur Ramachandran complimenting the speakers of the
discussion,

17 December 2012
The day began with a prayer song by NJ. Nandini.

Computer Synthesis - Automatic Gamakam Generation

The first presentation of the day was by Sri M. Subramanian on computer synthesis of
gamakam. This paper is published elsewhere in this journal.
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Kudiyattam Music

The second lecture demonstration was by Kerala Kalamandalam; V. Kaladharan, Rama
Chakyar, Sangeet Chakyar and Sajith Vijayan. This lecture in the form of a detailed article is
found elsewhere in this journal.

18 December 2012
Anirudh Venkatesh rendered the prayer song beginning the morning session.

Tillana-s of Vina Sesanna

Prof. Mysore V. Subrahmanya and Prof. Rajalakshmi Tirunarayanan presented the first
lecture session on “Tillana-s of Vina Sesanna” The lecture demonstration commenced with a
brief life history of Vina Sesanna as a popular composer and a Guru of the 20th Century, and as
the principle architect of the Mysore Bani.

Prof.Subramaniam presented statistical details of the tillana-s composed by Vina Sesanna
and Smt. Rajalakshmi Tirunarayanan, who was accompanied on the Vina by Smt. Ratna Prabha,
demonstrated some of this tillana-s. The lec-dem highlighted the technical nuances in Sesanna’s
compositions, the embellishments, mudra, patrons and the variety in raga-s he employed for his
compositions.

Smt. R. Vedavalli complimented the speaker for the majestic demonstration of Sesanna’s
tillana-s and stated that the lyrical beauty along with the jati-s seen in the sahitya of Sesanna
tillana-s could have perhaps been better understood if demonstrated vocally. Trichur Ramachandran
complimented the speakers for the lively presentation.

Role and Importance of Anusvaram

Vidvan Vyzarsu Balasubrahmanyam presented the second lecture of the day on the role
and importance of anusvaram. The lecture demonstration commenced with the introduction to
the term anusvara, its origin and reference in treatises - both in Telugu and Sanskrit literature.
The lecture focussed on gamaka-s as an integral part of Carnatic Music. The speaker explained
anusvara as microtones of the gamaka. On concluding, the members of the advisory committee,
Dr. N. Ramanathan and Smt. R.Vedavalli clarified this point of view.

~ Dr. Pappu Venugopala Rao, complimented the speaker for his demonstration, further; he
reinforced the meaning of anusvara as simply, a svara that follows.

19 December 2012

The day commenced with the rendition of a prayer song by T. Kalaimagan.

Padam and Javali Rendition in Some Devadasi Traditions

The first lecture demonstration was by Dr. Yashoda Thakore on Padam and Javali renditions
in some Telugu Devadasi traditions. This presentation examined the local aesthetic of padam and
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javali rendition among traditional communities of performers in coastal Andhra Pradesh. Yashoda
presented not only unique repertoire, but also techniques of literary and musical modification that
are unique to this region. She demonstrated the way in which the basic “Tanjavur-style” courtly
repertoire is adapted to a highly localized taste in coastal Andhra as it was in regions such as
Mysore, and even in places such as Pudukkottai and other samasthana-s within Tamilnadu. The
shifts and modifications are perhaps best explained by thinking about the travel of individuals
from traditional communities through the Madras Presidency in the late nineteenth and early
twentieth centuries, and thus these “innovations™ likely have to do with individual creativity,
agency, and ingenuity. Dr. Yashoda discussed and demonstrated techniques such as modifications
in laya, the breaking and repetition of syntactically complex compounds and phrases (sandhi
vicchedha), movements of abstract dance that provide relief from long passages of abhinaya
(gaptu-varusa), and others. She demonstrated the unique and highly innovative styles of padam
and javali rendition that have, because of their local nature, remained largely invisible in the
context of today’s dance practice.

Reconstruction of the Dance Repertoire of the Nayak Period

The second lecture demonstration of the day was by Dr. Swamamalya Ganesh, who
presented a reconstruction of the performing tradition of Bharatanatyam during the Nayak period.
She made a power point presentation and presented video clips of different forms. The content of
this lecture demonstration is found elsewhere in this journal in the form of an article.

20 December 2012

The session began with a prayer song by S. Hamzini.

Concept of Fusion Music with respect to Indian Classical Music

The first lecture was on fusion music by Prof. David Claman. The speaker defined fusion
music and analysed the subject in three parts; concept, practice and possibilities. He discussed
and traced how and when the division between east and west developed and outlined the various
musical collaborations that have taken place between the east and west. Prof. Claman contended
that the common perception of western music being based on harmony and Indian music based on
melody was a statement without much depth, as both systems are much more complex than just
elements of harmony and melody. Next he outlined the current practices of performance of fusion
and played recordings of musical collaboration between various artists. The speaker contemplated
about the aim and result of fusion music and emphasised that fusion should ideally result from
an in depth understanding of each other’s system of music by the artistes, before attempting to
create fusion of the two.

Trichy Sankaran commented on the presentation and complimented the speaker. The session
concluded with compliments from Sri Trichur Ramachandran.
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Rare Kjti-s In Rare Raga-s

The second lecture demonstration was by Sangita Kala Acharya Sri MS. Anantharaman
with his two sons Sri M.A. Sundaresan and Sri M.A. Krishnaswamy. They were accompanied by
Sri B. Sivaraman on the mridangam. The artistes on stage presented some rare compositions which
were brought down through four generations in the ParQr school. Sri M.S. Anantharaman spoke
about the rich repertoire of this school. Sri M.A. Sundareshwaran discussed the connotation of the
term ‘rare’ and stated that they would be presenting rare compositions which do not find place in
today’s concert repertoire. The speaker also mentioned that the source for these rare compositions
were from the library of ParQr Sundaram lyer.

Pappu Venugopala Rao and Sri Trichur Ramachandran complimented Sri M.S.Anantharaman
for presenting a good demonstration.

21 December 2012

Harini Darbha rendered the prayer song beginning the day’s session.

Kohala and Abhinavagupta

The first lecture was by Dr. Padma Sugavanam on Kohala and Abhinavagupta. She
presented the work and contribution of Kohala, citing references from Abhinavabharati. The lecture
is published elsewhere in this journal as an article.

Natya - Mrdanga: An exploration of jati and korvai
Gurus, Sri Narasimhachari and Smt. Vasanthalakshmi Narasimhachari presented a
comparative study of jati and korvai as seen in natyam (dance) and mrdangam respectively.

Even though rhythm is integral to both genres, it is perceived very differently by the dancer
and the mridangist. They demonstrated the similarities and differences by bringing to the stage a
lively interaction between the mrdangam chol and the cholkattu of the jati.

The areas of focus were the structure of rhythmic patterns and the tempo unique to these
art forms, their usage and presentation. Vibrant rhythmic sequences from dance dramas as well as
solo and thematic presentations were performed by a group of energetic, young dancers.

At the end of this exercise, the duo were successful in presenting the audience a better
understanding of the topic and put the concepts of Jati and Korvai in the right perspective.

22 December 2013

Hamsa Nagarajan began the morning session with a prayer song.

Natya Sanglt of Maharashtra

The first lecture demonstration of the day was by Pt. Vidhyadhar Vyas on Natya SangTt
of Maharashtra. He differentiated between SangTt Natak and Natya SangTt, the former referring
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to music as an aid to drama, and the latter denoting all forms of music used and presented in
drama.

A brief History of Sariglt Natak and Natya Sanglt was covered, followed by reference to the
Marathi tradition of Vishnudas Bhave. The language used for both was Marathi, the theme or the
plots of the play, the accompaniments used, the position in which the singers and the accompanists
actually performed i.e. the setting etc., the details of actors were all given.

These were further illustrated by Pt. Vyas who demonstrated a few songs that belonged to
Natya Sanglt. He concluded the lecture by stating that Natya Sanglt contributed enormously to
the development of Hindustani Classical music.

Pappu Venugopala Rao and N. Ramanathan made observations after which the session
concluded with compliments of Sri Ramachandran.

Riga Laksana: Narayanagaula & Kannadagaula

The next lecture demonstration was by Prof. S.R. Janakiraman who dealt with the laksana
of raga-s Narayanagaula and Kannadagaula. He hegan his presentation with the history of
Narayanagaula starting from Sariglta Saramrta up to the Sanglta Sampradaya Pradarsini which
presents the laksana of this raga as sung in current practice

The speaker then demonstrated the ata tala vamam of Vina Kuppier, who was also known
as Narayanagaula Kuppier. Prof. SRJ also demonstrated the suitability of this raga for tanam
singing using the vamam as an example. He outlined the laksana of the raga and described the
various compositions in this raga with demonstrations of Kadale vadu of Tyagaraja and Sri ramam
of Muttusvami Dlksitar.

The speaker then explained Kannadagaula raga demonstrating some phrases. Sogasu jOda
tarama of Tyagaraja and Nllotpalambikayah of DIksitar were presented.

N. Ramanathan raised a doubt about the laksana of Narayanagaula in the vamam composed

by Vina Kuppier. N. Ravikiran sought clarification about the rendition of rupaka tala to which
S. R. Janakiraman responded.

23 December 2012
The morning session began with a prayer song by B. Lavanya.

TJBrinda’s Renderings of Muttusvami Dlksitar’s Klrtana-s and the Saiigfta
Sampradaya Pradarsini

The first lecture demonstration of the day was by Dr. Ritha Rajan who spoke about
the similarities and differences in the Kirtana-s of Muttusvami Dlksitar as presented by Smt.
T. Brinda compared to the notations of the same in the Sanglta Sampradaya Pradarsini.
Prof. Ritha Rajan began by tracing the sisya parampara of Mutthusvami Dlksitar. Vina
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Dhanammal, grandmother of T. Brinda learnt from Sattanur Pancanada lyer, a direct disciple of
Muttusvami DIksitar.

The speaker presented a list of thirty one kriti-s of Muttusvami DIksitar which were rendered
by Brindamma and mentioned that the outline musical structure of 24 of these kriti-s was similar
while comparing Sampradaya Pradarsini with Brindamma’s rendition. The differences found in
the remaining seven kriti-s were explained. These differences involved change in raga laksana
(Andali), change in datu (Sankaram abhirami manoharam, Cintaya ma kanda), repetition of datu
(Cetasri balakysnam, Arunacalanatham, Sri Venugopala) and change in the kalapramana of the
song altering the structure (Angarakam asrayamyaham).

The speaker made note of the tala rendition of Brindamma; rupakam was rendered as tisra
eka, divakara tanujam was rendered in eka talam, vinapustakadharinlm was rendered in jhampa
though mentioned as khanda eka in SSP. She also described the usage of gamaka-s by Brindamma
and the adherence to laksana according to Sampradaya Pradarsini.

Pappu Venugopala Rao complimented the speaker for presenting a highly research oriented
lecture. N. Ramanathan, Ravikiran, T. R. Subramaniam and other experts made observations after
which the session concluded with Trichur Ramachandran’s comments.

Cauda Tala Pallavi

Sangita Kala Acharya Sri J. Venkatraman conducted the second lecture on “Canda Taja
Pallavi” He commenced his demonstration with a brief introduction of the basis on which his
pallavi in Canda talam was composed. The speaker also interpreted the terms nadai, aksara and
matra during the presentation.

Sri J. Venkatraman was ably supported by his disciple Sri Pradeep Kumar. The theme
of the Pallavi, along with its sahitya and tala structure set in raga Hamsadhwani was explained
and demonstrated. They presented Niraval, trikalam and kalpana svaram for the pallavi in the
canda tala. The session was interactive with the speaker focusing on the different patterns and
combinations of svara-s for vilambakala and madhyamakala svaram in canda tala.

The highlight of the lec-dem was the illustration of basic svara exercises and the method by
which students should practice them to strengthen their laya in music. Sri N. Ravikiran reinforced
the importance of such a practice. The members of the experts committee complimented the
speaker for his valuable demonstration.

24 December 2012
The day began with rendition of prayer song by S. Manikandan.

Sri Nathadi Guruguho Jayati

The first lecture demonstration was by Vidwans Sri T.M. Krishna and Sri R.K. Shriramkumar
on Sri nathadi guruguho jayati, the first composition of Muttusvami Dlksitar. The version of this
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song as present in SarigTta Sampradaya Pradarsini and the different pathantara-s in the various
sisya parampara-s of Dlksitar were discussed. T.M. Krishna gave a detailed description of all the
melodic aspects relating to the composition while Shriramkumar dealt with the sahitya aspects. The
choice of the raga malavagaula and adi tala was discussed with historical evidence of the same.

The artistes demonstrated the pallavi and explained the various aspects; the incorporation of
the arOhana-avarOhana and three speeds, the sahitya also in sync with the hrasva-dlrgha arrangement
of svara, the janta svara-s subtly woven in the second line, the repetition of the first line at the end
of the pallavi with a different melody but having the same formation etc. The differences seen in
the notations of later publications and in the rendition of artistes in the Dlksitar sisya parampara
was analysed and demonstrated. R.K. Shriramkumar then explained the sahitya of the pallavi.

The anupallavi has alankara patterns of five embedded into the tala framework of four
avarta-s. Krishna highlighted an interesting point that the melodic structure, when broken down into
pure svara form without elongation and embellishment reveals a perfect palindrome. Shriramkumar
then explained that the choice of five svara pattern related to Lord Siva who DIKksitar refers to
as Guru in the anupallavi lines. The speakers then took up the carana; every line of the carana
begins with the aksara ‘ma’, the 5hto 12t lines are palindromes.

History of Recording

The second session was on the History of Recording by Vikram Sampath. The speaker made
a very good presentation with appropriate illustrations. From the early 1900s when phonographs
were used to record the voice, the various stages of development and evolution in the field of
audio recording, like the advent of gramophone, use of microphones which effected many changes
in recording methodologies, bringing sound to films, the era of AIR, which also saw the advent
of magnetic wire spools, LP & EP records and then cassettes, CDs to the digital media today,
were explained.

Interesting facts associated with the various stages of this history like, musicians first
refusing to record their voices, Indian women showing more willingness to record in the beginning,
how the constraint in the duration of a recording led to changes in tempo of rendering songs and
manodharma music, which we see till today were also brought out.

The session concluded with the compliments of Trichur Ramachandran,

25 December 2012

The morning session began with a prayer by J.B. Keerthana.

GNB’s Raga prastara and Tana

The first lecture demonstration was by Sangita Kalanidhi designate Sri Trichur Ramachandran
on the raga and tana rendition style of his guru Sri G.N. Balasubramanian. He was accompanied
by M.A.Sundaresan on the violin.
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GNB had the fortune of listening to such great artistes from a very young age and was
blessed with a golden voice and excellent svara jnana. Sri Ramachandran spoke of how GNB
evolved his own bani absorbing the music of various vidvan-s and adapting it to suit his voice.
He was also influenced by the nadasvara tradition. GNB aimed to bring a fresh element into the
traditional music.

The speaker demonstrated GNB’s style of raga alapana and differentiated hetween the
alapana preceeding a lqgti and a ragam tanam pallavi. GNB’s alapana was characterized by a
profusion of plain notes, with gamaka only where necessary and had a mixture of different
kalapramana-s in proportion. While singing raga alapana for a ragam tanam pallavi, the handling
was more elaborate and in stages; beginning with a brief outling of the raga and then elaborating
around each svara from the mandra sthayi onwards. GNB brought the concept of grahabhedam into
raga alapana singing, which he discontinued in his later years. Sri Ramachandran also highlighted
that GNB elaborated a lot in the tara sthayi, which was probably due to his very versatile and
pleasing voice.

Sri Ramachandran spoke about GNB’s choice of raga and his perception on elaborating
them. The speaker then talked about GNB’s tanam rendition and the influence of listening to many
vina artistes. GNB’s tanam rendition had different patterns of three, four, five and so on, while
maintaining the raga bhava. The syllables to be employed had to be open mouthed and GNB
employed small flashes of the raga in between the tanam. He also employed the same kalapramana
throughout the tanam rendition.

RS Narayanaswamy, Trichy Sankaran, N. Ramanathan, and Pappu Venugopala Rao
concluded the session with their observations.

The Music of T.Brinda and T. Viswanathan - Points of Meeting and
Divergence

The second presentation was by Dr. Sriram Parasuram who spoke of the music of two
stalwarts in the Dhanammal Bani; T. Brinda and T. Vishwa. The speaker presented an understanding
of the music of these two great doyens, not just based on the music they presented, but highlighted
the personality of the musicians, their characteristics, their basic nature and the reflection of these
aspects in their approach to music.

Sriram Parasuram expressed that the nature of these two musicians was different and this
resulted in the difference in their music. Brindamma was a stickler for tradition and her music was
largely influenced by the vina. T. Vishwa on the other hand, was a creative artist who absorbed
whatever appealed to him. A major point of divergence in these two musicians was documentation
of music where the speaker expressed that Brindamma was against any form of recording, be
it notation/ audio etc. Vishwa on the other hand devised a new system of notation which had
varying degrees of complexity.
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T. Vishwa had an analytical, ever-creative mind which led him to learn new songs from
notation, explore and elaborate raga-s, create sangati-s with minute variations to suit the mood of
the song. Whereas Brindamma was concise, to the point and neat; she chose to present music in
its ahsolute form, no more, no less.

The session was concluded by Pappu Venugopala Rao.

26 December 2012
The day began with prayer song by D. Sweta,

The Vina and the Voice

The first presentation was by Prof. K.G. Vijaya Krishnan who explored the possibility of
producing different vocal bani-s on the vina. The speaker played excerpts from recordings of
musicians followed by the audio clipping of his own rendition of the same excerpt on the vina.
He distinguished between technique and style, and expressed that he had followed the techniques
of VIna Dhanammal to bring out the styles of different artists.

Dr. SA.K. Durga questioned the basis for equating the vina and the voice and the extent
to which gayaki style can be reproduced in the vina. Pappu Venugopala Rao, N. Ramanathan,
Jayalakshmi Sekhar and V.Sriram made a few observations after which the session was concluded
with Ramachandran’s comments,

Sruti Values through the Citravina

The second lecture was by Citravina N. Ravikiran who presented a view of the 22 sruti-S
as in current practice. The presentation emphasised on the need to re-examine the entire concept
of 22 sruti-s, so that they are not just present as mathematical frequencies in theory but also
applicable and relevant to today’s music. Ravikiran demonstrated the various sruti frequencies
on the citravina citing examples from different raga-s and made a power point presentation to
explain theoretical concepts.

Prof. S.R. Janakiraman commented and complimented the speaker, followed by comments
and observations by various experts” committee members. The session was concluded by
compliments of Trichur Ramachandran.

27 December 2012
Aarathi Bharadwaj began the day with a prayer.

Gottuvadyam - Evolution & Technique and Emphasis on Budalur
Krishnamurthy Sastrigal Style

The first presentation was by Dr. Gayathri Rajapur Kassebaum who highlighted the style of
Budalur Krishnamurthy Sastrigal. A brief outline of the history and construction of the gottuvadyam
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was explained. She spoke of the left and right hand techniques and teaching methods as employed
by her Guru with a few demonstrations.

Dr. Ramanathan raised a doubt regarding the number of playing strings employed in
the Budalur style. N. Ravikiran made a few observations about the playing style of Budalur
Krishnamurthy after which the session was concluded with Trichur Ramachandran’s comments.

Between Structure and Form: The four bani-s as aesthetic typologies in
Dhruvapada

The second lecture demonstration was by Pt Falguni Mitra and Vidushi Sumitra
Ranganathan on the four bani-s in the genre of dhrupad; khandar, nauhar, gaurhar and dagur. The
presentation highlighted the characteristics of each bani supported by a powerpoint presentation
and demonstrations by Pandit Falguni Mitra. This lecture is published in the form of a detailed
article elsewhere in this journal.

Trichy Sankaran requested the speaker to highlight the role and importance of the pakhawaj
accompaniment for dhrupad. T.M. Krishna raised questions regarding the relationship between the
bani-s and about the approach and methodology adopted by the speaker. The session concluded
with compliments from Trichur Ramachandran.

28 December 2012
The day began with the prayer song by Archana Bharadwaj.

Gamaka Kala in Karnataka

The first presentation of the day was by Dr. AV. Prasanna and Smt. Nirmala on Gamaka
kala or Gamaka vacana, an art form presenting ancient and medieval kannada literature.

The art of Gamaka was patronised by earlier kings like the rastra kuta. The speaker quoted
a reference for the term ‘gamaki’ citing Adi kavi Pampa (940 C.E.), a famous poet of kannada
literature who mentions that poets (kavi), gamaki, vadi and vagmi-s were artists present in the
king’s court. Gamaka kala is presented by two people - the gamaki, who sings the verses and
the vyakhyanakara, the commentator who explains these verses. This art form was very popular
in the old Mysore region and has now spread all over Karnataka.

Dr. Prasanna highlighted the details of the presentation format, the theme chosen, duration
of performance, raga-s used, metre or chandas etc. The term gamaka has been adopted from
Carnatic Classical Music but the connotation of this word in context to this art form is different.
Here, the term is said to connote rendering of classical poetry to bring out rasa bhava. In gamaka
kala, music or raga serves as a medium to express literature. The difference between harikatha
and gamaka kala was explained.

Dr. Prasanna (vyakhyanakara) assisted by Smt. Nirmala (gamaki) then presented a few
excerpts of this art form from various epics. The different verses chosen (narrative, satpadi),
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different metres employed, the different rasa-s and thereby the raga-s chosen were demonstrated
and explained.

Pappu Venugopala Rao complimented the speaker. N. Ramanathan raised a doubt regarding
the choice of raga-s for this art form. T.R. Subramaniam enquired as to the usage of the term
gamaka. Trichur Ramachandran concluded the session with his complimentary remarks.

Ghatam - Origin, Evolution, Fingering techniques and Development

The second demonstration was by Dr. S. Karthick about the percussion instrument ghatam.
He gave an elaborate explanation about the origin and evolution of this instrument, the different
varieties of ghatam, the materials used, technique of playing this instrument and the different tones
produced, the use of fingers, palm wrist etc.

Dr. Karthick then listed the names of many ghatam vidvan-s in a chronological order citing
each artist’s specific style and contribution. The speaker was assisted by four other ghatam artists;
N. Guruprasad, Chandrasekhara Sharma, Sarvesh and Krishna who demonstrated different playing
styles and techniques. These artists also played different types of ghatam-s thus demonstrating
the tonal variations in each instrument. The speaker then reviewed the developments and status
of the ghatam as in present day.

R. Vedavalli asked the speaker to demonstrate the technique of playing different sollu-s and
the tonal variances produced. Trichur Ramachandran concluded the session with his complimentary
remarks.

29 December 2012
The morning session began with a prayer song by Methini.

King Sefoji 11 of Tanjore and European Music

The first lecture of the day was by Dr. Indira Peterson on Serfoji II and European music.
She gave a wonderful presentation with powerpoint slides and audio clips. This paper is published
elsewhere in this journal.

Kautuma Samagana

The second lecture was by Dr. Suvrata Dev Sharmana. The contents of this lecture is
in the form of an article elsewhere in this journal. The session concluded with remarks and
observations of N. Ramanathan and Pappu Venugopala Rao and complimentary remarks of Trichur
Ramachandran.

30 December 2012
The day began with prayer song by Ratipriya.
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Mayuram Govindaraja Pillai

Vidvan Sri Bhaskaran commenced his lecture demonstration with a brief biography of his
guru, Sri. Mayuram Govindaraja Pillai. He also highlighted the sisya parampara to which his
guru belonged.

His guru’s ability to compose mettu for many tamil compositions and the techniques he had
developed as an accompanying artiste were emphasized. Bhaskaran presented audio clippings from
concerts of yester-year vidvans, who were accompanied by Sri Govindaraja Pillai on the violin.

The speaker concluded his lecture demonstration highlighting the personality of his guru
and his ardent dedication to the art. This was followed by a question from Dr N. Ramanathan
who requested the speaker to throw more light on aspects such as, information on other disciples
of Rajamanickam Pillai, who was the guru of Govindaraja Pillai. Dr. Pappu Venugopala Rao
complimented the speaker.

Music of Sangita Kalanidhi Sri Sripada Pinakapani

Malladi Suri Babu supported by his sons, the Malladi Brothers, Sriram Prasad and
Ravikumar, presented the second lecture demonstration.

The lecture demonstration commenced with a brief life history of Sri Pinakapani, a
representative of the Tanjavur bani in Andhra Pradesh. Sri. Suribabu highlighted his Guru’s training
in music and the illustrious disciples who had trained under him. The musical contribution of Sri
Pinakapani, and the innumerable compositions notated by him was brought to light. There was a
special reference to compositions of Sri R. Venugopal notated by Sri Pinakapani.

The compositions popularized by Sri Pinakapani, were demonstrated by Sri Suribabu and
the Malladi Brothers. Suribabu also presented the padams set to tune by Dr. Pinakapani. Dr. Pappu
Venugopala Rao complimented the artistes for their wonderful performance.

31 December 2012

The day began with devotional music by Srinidhi Gopalakrishnan Group, disciples of Smt.
Lavanya Vaidyanathan. They were the runners up in the devotional music competition conducted
by the Music Academy under the endowment of Rukmani Arts and Music Trust instituted by
Smt. Aruna Ranganathan.

Rare Tala-s - Mrdangam Techniques

The presentation for the day was by Sangita Kalanidhi Sri TK. Murthy. The speaker
presented a wonderful demonstration enlightening the audience on different mrdangam techniques
for many rare tala-s. One of the authorities of the Tanjore school, T.KMurthy demonstrated mohra
kOrvai-s for various tala-s and explained how a korvai should be formed for an unknown or new
fala.
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Trichy Sankaran, B.M. Sundaram complimented the speaker after which the session was
concluded by Trichur Ramachandran.

01 January 2013

The day began with devotional music by the winners of the devotional music competition
- Radhe Krishna Bhajan Group.

OPEN HOUSE

The Open House was presided over by Sangita Kalanidhi Designate Vidvan Sri Trichur
Ramachandran. Experts Committee members felt that the morning Sessions were very educative
and were conducted very efficiently.

Vidvan Sri Trichur Ramachandran expressed his gratitude to the members for their
cooperation.

Pappu Venugopala Rao the Convener and Secretary said he was able to conduct the moming
sessions because of the blessings of all senior vidwans and vidushis.
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King Serfoji H of Thanjavur and European Music
Professor Indira Viswanathan Peterson

Introduction: Serfoji H and European music in colonial India

Thanjavur is well known as the principal center of the formation of the canons of Kamatic
classical music and Bharata Natyam dance in the 19t century.1The performing arts reached new
heights of creative excellence during the reign of the polymathic Maratha king Serfoji II, who
ruled the vastly reduced Thanjavur (aka Tanjore) principality under British colonial control from
1798 to 1832.2Among the new developments was the advent of European music in South India.
In the early nineteenth century, even as compositional forms such as the krti were being perfected,
Kamatic music also absorbed European instruments such as the violin and the clarinet. At his
cosmopolitan court, Serfoji nurtured innovation in music and dance that encompassed multiple
cultures, languages and heritages in conversation with one another. Hindustani music and north
Indian dance were practiced alongside South Indian forms, in Telugu, Tamil and Marathi; folk
and elite forms were synthesized; and rare instruments and star musicians were displayed in
performance.3 Serfoji was largely responsible for bringing European music into this mix. Educated
by German missionaries in Madras city under British supervision, he mastered European knowledge
systems and cultivated a deep interest in European arts. In this presentation, drawing on archival
research, | wish to illuminate the king’s engagement with European music and the pioneering
and unique contributions he made to the reception and practice of European music in India.4 The
lecture-demonstration is based on a detailed account presented in my forthcoming biography of
Serfoji.5

A variety of sources enable us to reconstruct Serfoji’s activities in European music. These
are: 1) Serfoji’s collection of European sheet music and books, consisting of over 150 printed
items and several volumes of handwritten music, archived at the Thanjavur Sarasvati Mahal
Library (the Library is one of the king’s signal legacies); 2) British administrative records for
the Tanjore District; 3) the Thanjavur court’s Marathi language records in Modi script; and 4)
contemporary visitors’ descriptions of performances at the court.6 The sources show that Serfoji’s
command of European music was deep, diverse, and innovative. He was the first Indian ruler to
develop a full-fledged European wind band.7 Well in advance of Indian contemporaries, the king
acquired knowledge of a wide range of European music, including classical chamber works for
instruments and voice.8 He cultivated all of these kinds of music at his court, and experimented
with ensembles of European and Indian instruments. In what follows, I will discuss and illustrate
Serfoji’s multiple projects in European music, comparing his practice with those of his Indian and
British contemporaries.9 Serfoji’s projects show that he was a leader in the field of European music
in India. They also illuminate the social history of European music in the early 19 century, not
only in India, but in England itself. They demonstrate that the hallmark of British music at the
time was a peculiar mix of popular and classical elements, embodied especially in popular tunes,
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termed ‘airs’.10 Ultimately, the story of Serfoji’s engagement with European music is a tale of
dialogues among violins, vTnas and harps, and of tunes that travelled across national and generic
boundaries as well as multiple levels of culture.

Serfoji’s Wind Band

The earliest encounters of Indians with European music were with military band music
and with the fiddle or violin, played at European army camps.1 By the reign of Serfoji’s father,
Tulajaji 11, Tanjore had become subordinated to the Nawab of Arcot and his ally, the English
East India Company. The garrison of British troops established in Thanjavur in 1776 remained in
place till Serfoji’s accession to the throne as a Company subordinate in 1798, and band and fiddle
music became a sustained public presence in the town. By the 1780’5, European military hand
instruments, such as fifes, drums, and trumpets, played by European or Eurasian musicians, had
become a part of the Thanjavur court’s processions.2During his Madras years, Serfoji also heard
the Governor’s band at Fort St.George. At the beginning of his reign, the king set up a uniformed
royal guard corps and developed a wind hand, of the sort that had become common in Calcutta
-with a full complement of wind instruments, including the clarinet, which had transformed the
European wind ensemble.B The king’s band played both in processions and the royal darbar.
Serfoji’s Indian musicians were trained by the bandmaster at the British garrison in Trichinopoly
in 1802.4They must have been skilled musicians - in spite of falling ill on arrival at Trichy, they
learned to play European band music in just two months’ time.5

The 19 century was a period of major innovations in wind instruments; the clarinet,
for example, evolved from an instrument with two or three keys to one equipped with thirteen
keys. Throughout his reign, Serfoji enlarged and improved his band, ordering away to Madras,
Calcutta and London for keyed bugles (some of these are exhibited at the Thanjavur palace),
horns, bassoons, trumpets, trombones, oboes, flutes, clarinets in different keys, serpents (at least
one with 6 keys), at least one bagpipe, and rarer instruments such as the polphonion, a many-
toned trumpet. Serfoji’s music collection contains instruction manuals for European instruments,
and several volumes of sheet music, in print and manuscript, devoted to “Quick Steps”, ‘Turkish’
marches, and airs written for bands.I’ A Silvestre D’ Costa (most likely a Eurasian) and other
experts were employed to instruct the king as well as the band musicians in reading and playing
music.B Serfoji himself composed band tunes, and at least one, a “Slow March”, survives in
manuscript. 9 European officials in the region (including Madras city) often horrowed instruments
and musicians from Serfoji, and the king’s bagpiper Angus Bruce (presumably a Scot!) was
especially in demand, sometimes on long-term loan.d

The first up-to-date wind band at an Indian royal court, Serfoji’s band rivaled bands in
Europe and America. The king of Thanjavur set the fashion for courtly display. The hybrid
European band, which played both Indian and European music on European instruments, became
an important element in the splendor of the royal darbar and processions, in Travancore, Mysore
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and elsewhere. The initiatives of Nalwadi Krishnaraja Wodeyar, Maharaja of Mysore, not only
in the establishment of the famed Mysore Palace Band, but in the training of court musicians
in European classical music, were very much like those of Serfoji, but a hundred years later.2
Equally importantly, Serfoji’s band became the model and foundation for the musicians, set-up
and Indian-European repertoire of the later “Tanjore Bands’, private wind bands that became de
rigeur at weddings and other celebrations, and well into the 20th century, an indispensable part of
the wedding procession, in which the bridegroom became king for an evening.2 Gregory Booth
has shown that, while the family of T. Balakrishnan, who formed the first private “Tanjore Band”
in the late 1860', after the demise of the Thanjavur Raj, were not descendants of Thanjavur
court or band musicians, they were temple nagasvaram players of the periya melam ensemble,
who had learned to play the clarinetZAs Booth suggests (p.63), the clarinetists in Serfoji’s band
must have been nagasvaram double reed players, who could quickly learn to play the European
reed instrument. Mahadeva Nattuvanar, a descendant of the celebrated Tanjore Quartet, who were
dance masters and musician-composers attached to the Thanjavur court and the Brihadlsvara temple
(beginning in Serfoji’s rule), is credited with adapting the clarinet to Kamatic music.2 Meanwhile,
already in Serfoji’s time, the clarinet was used in the ciuna melam ensemble as accompaniment
for the devadas| dance.

ﬁurop_ean Chamber Music at Serfoji’s Court: Corelli and Handel on the
averi

Visitors at Serfoji’s darbar were entertained with various kinds of musical and dance
performance, including performances by devadasls, (‘mautch’, in European parlance).5 The
devadasl repertoire included popular European songs and some European dance styles.% Serfoji
also maintained an ensemble of Eurasians (and Europeans?) who performed European dance
at the darbar.Z7 Most informative, however, are the comments of European visitors on classical
chamber performances by the court musicians. The Viscount Valentia, who visited early in the
king’s reign (1804), wrote: “Hung up against the wall were several native musical instruments,
somewhat resembling a guittar, richly ornamented with diamonds and pearls. The Rajah made one
of his peaple play several tunes, and amongst others, God save the King, and Marlbrook. In one
comer was an English pedal harp, his favorite instrument... He composes tunes, and is training an
English band, having sent to Europe for instruments.”8Just two years later, the Reverend Claudius-
Buchanan, Vice Provost of Fort William College, Calcutta, was entertained “with the veena and
the harp”. “In the evening”, Buchanan reports, “he (Serfoji) sent his band of music, of twelve
men, namely, six performers on the vina, and six singers, to the house of the resident, where
| dined. They sang and played ‘God save the king’, with variations, in just measure, applying
the Mahratta words to the Maha Rajah, their own most excellent prince”. 2 On March 28, 1826
Serfoji’s court musicians performed in a chamber concert for Reginald Heber, Bishop of Calcutta,
playing difficult classical pieces, and sight-reading an entire overture of a sacred oratorio by the
eminent barogue composer George Frideric Handel (1685- 1759): “In the evening we had some
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excellent music at the Residency— he (the Bishop) enjoyed it exceedingly, and was particularly
struck by the performance of two Bramins who accompanied Mrs. Fyfe in several difficult pieces,
and afterwards played the overture in Sampson by sight.”™

The above comments, read together with other sources, offer a number of insights. Serfoji
had an ensemble of musicians, at least some of whom were Indians, who played European
chamber music on violins, pianos, harps and other European instruments, but also on vinas.
Skilled performers of Kamatic and Hindustani vocal and instrumental music, the Indian musicians
in the European ensemble had mastered a difficult foreign classical repertoire. They copied music
in European staff notation (Serfoji’s European collection includes handwritten sheet music, with
musical cues such as ‘slow’, ‘fast’, and ‘allegro’ transcribed in devandgarT script), and they
could sight-read scores, a sign of mastery. Moreover, the European works they performed entailed
singing and playing in parts and harmony, in contrast to Kamatic music’s focus on the solo voice
or instrument, the melodic line, and beat cycles, the core of Indian musical practice. Lastly, in
contrast to band tunes and simple airs, European chamber works were ornamented and rhythmically
complex, in ways that differed from the complexities of Kamatic art music. The musicians also
played classical Indian music for the visitors. Dharmayya Ramasamayya, an eminent brahmin
courtier, was a skilled vind, violin and piano player, instrumental technician, and a master of the
English language.3 Ramasamayya’s son Varahappayya was also a skilled violinist, vina player and
expert in European music. The father and son supervised the court’s performing arts department,
and held other important posts as well.2 They were exemplars of Serfoji’s overall project of
training his brahmin courtiers in the English language and European arts and sciences.3

The violin, which most South Indian musicians first encountered as an army instrument
for playing popular tunes, eventually became the principal Kamatic concert accompaniment, a
role that it retains to this day.3} Several musicians associated with Thanjavur are credited with
adapting the violin to Kamatic music in the early 19th century: Varahappayya of the Thanjavur
court; Baluswami Dikshitar, a younger brother of the eminent composer Muthuswami Dikshitar;
and Vadivelu, the youngest of the brothers among the ‘Tanjore Quartet’ dance masters.J Yet another
pioneer of the violin was the Christian poet Vedanayaka Sastri, who used violin accompaniment
for his Kamatic kirttanai Tamil hymns at the Thanjavur church, and for his musical discourses.3
These musicians moulded the violin to the needs of Kamatic music, finding in it a pliant instrument,
capable of echoing the human voice, and producing the gamaka ornamentation of raga melodic
types, definitive qualifications for vocal accompaniment in South Indian classical music.

The European mode of reading staff notation, which Serfoji required for the learning
and performance of European music at court, stood in contrast with the oral-aural pedagogies
and performance practices of the Kamatic music of the time, as well as with later debates that
centered on the question of whether European notation was a transparent, immediately legible, and
therefore a universal system that could be applied to the representation of Kamatic music.3 The
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systematic practice of classical European violin music at the Thanjavur court by experts such as
Varahappayya must have influenced the other Kamatic violin pioneers mentioned above. Vadivelu
and Vedanayaka Sastri served at the Thanjavur court at various times; Vadivelu was a disciple of
Muthuswami Dikshitar, and may have studied with Varahappayya as well. Nevertheless, it is not
clear whether any of these musicians, outside of the court ensemble, read European staff notation,
or played European classical music. At the beginning of the 19t century, Serfoji was unique in his
focus on European music on its own terms, in all its aspects, including staff notation, harmony,
and a full classical repertoire. Even A. M. Chinnaswamy Mudaliyar, who published Oriental Music
in European staff notation in the late 19 century, was interested in applying European modalities
of reading music to Kamatic music, rather than in European music itself.3

The repertoire and practice at Serfoji’s court rivalled those of European circles in centers
such as Calcutta, which in turn reflected musical activity in provincial England.® Music-making
in European communities in India primarily took the form of amateur chamber performance,
usually in domestic settings. Performance was constrained by a number of factors, including the
availability of skilled musicians, good instmments and the latest music, the high cost and bulk of
essential European keyboard instmments, and the constant difficulty of maintaining instruments
in tune.40 In the 1800’ the chamber repertoire consisted of vocal and instrumental music written
for soloists and small ensembles: sonatas, trios and quartets, calling for keyboard, violins, cellos
and other strings, and sometimes flutesl Serfoji’s music collection was dominated by violin and
keyboard sonatas, and chamber works for instmments and voice by baroque composers such as
Arcangelo Corelli, and classical composers such as Haydn and Mozart. Also plentiful was music
for arias, airs and overtures from operas and sacred oratorios (e.g., Handel’s Samson, mentioned
above), which were routinely transcribed for chamber ensembles. By the early 19t century, the
pianoforte had replaced the harpsichord as the main keyboard instrument& This development is
reflected in the king’s impressive collection of (expensive) pianofortes, and the presence in his
library of many works by Muzio Clementi and Ignaz Pleyel, major authors of textbooks and music
written expressly for the piano8

Serfoji’s influence on the practice of European music extended beyond the court, into
European circles in Thanjavur, Trichy, Kumbakonam and other towns in the region. Everyone,
from the British Resident to local officials, borrowed violins, pianos, sheet music, and musicians
from the king.44 The most valued loan of all was that of Dharmayya Ramasamayya, who was
famed as the king’s brahmin piano-tuner.% In the chamber practice of the time, pianos and harps
were essentially women’s instruments, whereas men played strings.4 The wives of the British
Residents who served at Thanjavur had the use of Serfoji’s pianos on long-term loan. These are
the dynamics that are reflected in the chamber concert performed at the British Residency for
Bishop Heber in 1826. The Resident’s wife, Mrs. Fyfe, played the piano; the instrument had been
lent to her by the king two years earlier.47 Serfoji’'s musicians accompanied Mrs. Fyfe on the
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violin and other instruments, and then performed a Handel oratorio overture by sight. In short,
Serfoji became the chief patron and enabler of the performance of European chamber music in
provincial South India.

Serfoji’s European visitors were struck by the king’s love of the harp, and mention hearing it
being played alongside the Indian vina. The guitar-like instruments Lord Valentia saw on the walls
of the king’s chamber were vinds, and Serfoji’s musicians played the English tunes “Marlbrook”
and “God Save the King” for him—did they play these tunes on the vinas! The Revd. Buchanan
reports a performance on the vina and the harp, but it is not clear whether the instruments were
played together, or separately, nor is it clear whether they played Indian or European music on
the vina. In a letter written from Thanjavur in 1806, however, Buchanan mentions a vIna-voice
ensemble (six vinas and six singers) performance at the Resident’s house in the evening.48In this
case, the ensemble played “God Save the King”. How did the harp, the quintessential “ladies™
instrument, and the Indian vIna figure in Serfoji’s practice of European music?

Harps were expensive, notoriously unwieldy to transport, and even harder to keep in tune
than the piano; only very well-to-do women could afford to own a harp in India, Henrietta, Lady
Clive, was one of these women. In 1798 she sailed to India with her two daughters, a governess,
a pianoforte, and a harp on board, along with her husband, Edward Clive, who was about to
take up the post of governor of Madras.& Touring South India after the end of the Mysore Wars,
in 1800 Lady Clive became the first official European visitor to Serfoji’s court; included in her
equipment and hauled by elephant, were her piano and massive harp.% Did Serfoji already own
harps, or was he inspired by Lady Clive’s example? We do not know.

Ramasamayya and the other Thanjavur musicians were experts in Kamatic music. Serfoji’s
primary aim in entertaining Europeans with performances on the vina was surely to display refined
Indian music on the instrument regarded as the quintessential instrument of classical Indian music,
in Indian as well as European circles.3 Not only was the art of the vina highly developed at the
Thanjavur court, it was also the centerpiece of the great Sanskrit treatises in music theory produced
atthe court in the 17thand 18thcenturies, the Sahgltasudha of Govinda Dlksita and King Raghunatha
Nayaka (the Raghunatha-vina is named for him), Venkatamakhin’s Caturdandlprakasika and the
Maratha king Tulajaji I's Sahgltasdramrta.2 At the same time, the vina had been upheld as the
iconic Indian instrument by Sir William Jones, the illustrious Orientalist scholar whose work
Serfoji knew well, in his celebrated essay “On the Musical Modes of the Hindus™ (1792). Also
widely circulated was Francis Fowke’s essay “On the Vina or Indian Lyre” (1788).3We have seen,
however, that Serfoji featured vinas in the performance of European music as well. By pairing
vinds with harps, employing them for performing European tunes and classical music, and by
placing them in a European-style ensemble, Serfoji demonstrated the capability of the vina, the
archetypal classical ‘Indian” instrument -- played by Sarasvatl, goddess of learning and the arts,
but also admired by European Orientalist scholars -- to articulate authentic European music.
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Popular Nines and National Songs: “God Save the King” in England and
Thanjavur

A major result of the ubiquity of band and fiddle music in Thanjavur, Trichy and Madras
was the wide dissemination of the popular tunes that formed the bulk of the band and fiddle
repertoire. These tunes - military marches, Irish and Scots songs, folksongs and ballads, and dance
tunes such as strathspeys, jigs and reels - were marked by structural simplicity, catchy rhythms,
and ‘folk’ contexts and resonances. The Nottusvara Sahityas of Muthuswami Dikshitar, 39 short,
charming Kamatic songs composed according to the notes (translated into Tamil as hottusvaram’)
of the European major scale, are perhaps the best known of the East-West experiments in Kamatic
music of the time. Muthuswami Dikshitar was clearly inspired by his experience with band and
fiddle tunes in Madras and Thanjavur.% Retaining the purity of the straight ‘notes’ and eschewing
the characteristic melismatic flourishes of Kamatic music, in his Nottusvara pieces the composer
transformed jaunty Irish and Scots airs and dance tunes, such as “Limerick” and “Lord McDonald’s
Reel” into sparkling Sanskrit hymns (totras) to Hindu gods and goddesses. Well known among
these pieces is Dikshitar’s version of ‘God Save the King’, ‘Santatam pdhi mam’, a hymn to
Devi, the Goddess.

The Thanjavur court musicians, on the other hand, would have encountered popular British
songs not only as band tunes, but as often in the context of classical chamber music. In the late
18t century, airs such as ‘Marlbrook’ (a popular English song, adapted from a French original, and
later turned into the song ‘For He’s a jolly Good Fellow’), performed by Serfoji’s ensemble, had
already entered the chamber repertoire, embedded in operas, oratorios and other classical genres.
Indeed, popular tunes had permeated nearly every genre and kind of English music of the time,
instrumental and vocal, and they ruled the English music landscape. The phenomenon is vividly
illustrated in the history of ‘God Save the King’ (GSK), a tune that developed a life of its own, as
Britain’s national anthem, but also embedded in classical, even symphonic works, and in colonial
incarnations such as Dikshitar’s ‘Santatam pdhi mam’and Serfoji’s Marathi version. In America
it was transformed into the nationalist song “My country, ‘tis of thee, sweet land of liberty” B

“God Save the King” (GSK) rose to popularity among English audiences in the mid- 18t
century, a time of rising nationalism. But it was the great composer Handel who cemented GSK’s
status as the song of British identity, expressed in a peculiar nexus of the sacred, the national, the
classical, and the popular. Handel gained fame as the foremost composer of sacred music. His 29
massive oratorios -opera-like works with large orchestras and choruses, spectacular solos, and
lyrics based on Bible narratives and texts - became the most popular works performed in public
theaters in London.57An important reason for their popularity was the composer’s practice of using
biblical themes to express nationalistic ideas, and embedding nationalistic songs in his works. The
standard setting of GSK is the one authored and popularized in 1745 by Thomas Arne (1710-1778),
composer of popular English operas. But already in 1727 Handel had used an older setting of GSK
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in a biblical piece titled “Zadok the Priest’, as part of four Coronation Anthems that he wrote in
1727 for George 118 Again, in 1746, in the music for the soprano solo “Prophetic visions strike
mine eye” in his Occasional Oratorio, Handel embedded ‘Rule Britannia’, another British national
air, composed by Are for his opera Alfred (1740).8 Closely identified with wars and national
pride, Handel’s oratorios quickly became the music of the British nation.d) The composer was
celebrated in a commemorative festival in England in 1784, and in Calcutta in 17976 In January
1794, as a young prince, Serfoji heard music from Handel’s oratorios at a charity benefit concert
organized by Lady Helena Oakeley, wife of the Governor of Madras, at St.Mary’s Church at Fort
St.George, Madras® The concert featured selections from Handel’s Messiah, Judas Maccabeus,
Esther, and the Occasional Oratorio. Lady Oakeley, the principal soprano soloist, sang “Prophetic
visions strike my eye”, with its “Rule Britannia” inset. The concert concluded, of course, with
Handel’s Coronation Anthem and GSK. Ironically, captivated as they were by GSK, both Dikshitar
and Serfoji put “God Save the King” to subversive use: Dikshitar, by converting it into a Sanskrit
prayer to the Goddess, and Serfoji, by translating the lyrics into Marathi and substituting himself,
as ruler of Thanjavur, for his overlord, George 111, King of England

Dialogues between European and Indian songs: ‘Hindustani’ Airs, Opera
Trines and Kuravanci Darus

Both Serfoji and Dikshitar were acquainted with some ‘European’ tunes that were in fact
transformations of popular Hindustani songs in European musical terms, some of which were
published by William Hamilton Bird, an English musician in late *-century Calcutta.8 Sophia
Plowden and Margaret Fowke, two Englishwomen who encountered Indian music in north India
at the same time as Bird, also made such translations. The ‘Hindustani Airs’ were versions of
Hindustani and Persian love songs in genres such as rekhtl and tappd, sung by courtesans in the
Hindustani musical style. Bird, Plowden and Fowke transcribed the songs for harpsichord and
voice, in European staff notation, and in a European style that eliminated or modified the rdga-
contours and time patterns of the original. Bird published his collection of Hindustani Airs in a
book titled An Oriental Miscellany in Calcutta in 1789.64Some of the ‘nautch’ song tunes included
in Bird’s book also circulated independently as fiddle and hand tunes. It is in such a version
that Dikshitar must have heard the tune of the Persian song “TazS ba taza nau ba nau”, which
he converted into the nottusvaram “Prtavamarp bhaje’ham”. Browsing through the typed list of
Serfoji’s collection of European printed music in 2011,1came across an item (no.57) intriguingly
titled “Rekhtas”. Upon examining the book, | was delighted to find that it was a copy of the
(now rare) 1789 edition of Bird’s Oriental Miscellany! The Thanjavur court musicians appear to
have met, and very likely performed, “Taza ba taza” and other Hindustani airs, as English tunes,
as pieces of European music, but as music encountered in print as well as in performance. In
the reception of Hindustani Airs in Thanjavur, the travels of English and Indian tunes came full
circle.
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A last channel through which Serfoji received English popular tunes was the music of
English operas of the ‘pastoral’ and ‘ballad’ type that were performed at London theaters in
the early 19 century. The king’s collection includes several examples of these light operas,
notably Rosina: A Comic Opera by William Shield (premiered in 1782) Set in a bucolic English
landscape, Shield’s Rosina depicts a successful love affair between a rustic maiden (Rosina) and a
noble gentleman (Squire Belville), in quick dialogues and ‘light” songs.6 The overture to Rosina
was composed entirely of English and Scots folksongs and ballad tunes, most famous of which
was the Scottish poet Robert Bums’ “Auld Lang Syne”, in its now familiar setting, which is
said to have made its debut in this opera6’ Rosina's pastoral theme, its popular airs and Shield’s
light-textured love songs, accounted for the opera’s popularity in England. The theme, spirit and
musical features Rosina and other operas of the type paralleled their counterparts in the kuravanci
and other hugely popular musical and dance dramas in Telugu, Tamil and Marathi, sponsored
by Serfoji and enacted at the court and in temples.8 In Thanjavur’s kuravanci dance dramas, a
kuravanci tribal fortune-teller predicts the successful union of a highborn woman with a noble or
divine hero; the fortune-teller, an archetypal folk figure, is herself paired with a rustic birdcatcher.&®
The Carapentira pupdla kuravanci, featuring Serfoji as its hero and enacted in public at the
Brihadlsvara temple’s annual festival, was the source of Thanjavur’s most popular tunesT8 Like
the use of folk musical styles in the kuravanci dramas, contemporary European operas emphasized
‘folk” and pastoral musical associations; the instruments in Rosina often imitated the warbling of
birds, and Shield frequently adopts a ‘folk’ song style in the arias.. Whether in England or in
India, it was as catchy tunes with recognizable melodies (the Kamatic ‘mettu’) with strong ‘folk’
features that ballad opera airs and kuravanci darus garnered popular appeal. It seems fitting to
end this essay with a reference to birdsong. Serfoji Il deeply appreciated European music, and
did much to nurture dialogue between Indian and European music in South India. Thanks to
Serfoji and his fellow-innovators in the early 19th century, at least in Thanjavur, European music
did not remain, as E.M.Forster put it in A Passage to India, “the song of an unknown bird”,
uncomprehended and unappreciated.

Abbreviations
GSK “God save the king”
TDR Tanjore District Records

TMMR  Subramaniyan, R, ed., Tahcai marattiya mamar mod dvanat tamiLakkamum
kurippuraiyum, Notes by K.M.Venkataramaiya. vols. 1 -3, Thanjavur. Tamil
University, 1984.

TNSA  Tamil Nadu State Archives
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This is the revised text of the lecture-demonstration | presented at The Music Academy of Madras, in the December
Festival Academic session, Saturday, December 29, 2012, 8 am. - 850 a.m. My thanks to the Academy's selection
committee for inviting me to present the talk. | also thank James Gehrt and Daryl Weber, of Mount Holyoke
College’s Digital Preservation Center and Language Resource Center, respectively, for helping me with my image
powerpoint presentation and sound recordings; Davesh Soneji, for help with the powerpoint; and Jon Solins, for
consultations regarding "~-century performance. The talk, and this essay, are dedicated to Timothy M. Warren
(1923 -2012), who illuminated European music for me.

On Serfoji I, see C K. Srinivasan, Maratha Rule in the Carnatic, Annamalainagar: Annamalai University, 1944,
294-392. On Serfoji's patronage of music, see S.Seetha, Tanjore as a Seat of Music, Madras: University of Madras,
1981, 107-121, and V.S. Radhika, Development of Sadir in the Court of Raja Serfoji-Il (1798-1832) of Tanjore,
unpublished PhJD. Thesis, University of Hyderabad, 1996, 81-100.

Seetha, Tanjore', and Davesh Soneji, Unfinished Gestures: Devadasls, Memory, and Modernity in South India,
Chicago: University of Chicago Press, 2011, 47-61.

For brief reports, see Seetha, Tanjore, p. 11-13, and C.SAyyar, “Raja Serfojee of Tanjore and Music’. Journal of
the Madras Music Academy. Vol. XV, 1944, 35-36.

Indira V. Peterson, forthcoming: Scholar-king of Tanjore: Serfoji Il and the shaping of Indian modernity.

1) “Musical Books Printed.” Typed list of 157 items in King Serfoji's H's collection of printed European music,
prepared by RPerumal, Conservator, Sarasvati Mahal Library, Thanjavur. There are also many volumes of handwritten
music; P.Sambamurthy published one of these, a collection of band tunes and marches. Melodies in Staff Notation
Played by the Tanjore Band in the time of Maharajah Serfojee. Tirupathi: Tirumalai Tirupathi Devasthanam, 1962.
2) Tanjore District Records (TDR), Tamil Nadu State Archives (TNSA), Chennai (For a list of records, see Guide
to the Records of the Tanjore District, 1749-1835, volumes 1-8. Madras. Record Office: Government Press, 1935).
4-digit numbers refer to ‘bundles’ of documents. Out of many items consulted in TDR, in this essay | provide only a
few sample references. 3) P. Subramaniyan, ed., Tahcai marattiya marmar mod avanat tamilakkamum kutippuraiyum,
Notes by K.M.Venkataramaiya. vols. 1 -3, Thanjavur; Tamil University (TMMR),1989, provides Tamil summaries
of selections from the Thanjavur Raj Marathi records in Modi script.

Some other contemporary Indian rulers (e.g., the Nawabs of Arcot and Awadh) maintained European bands as well,
but Serfoji's band was unique as a long-term personal project.

Serfoji was exposed to classical and popular European music in Madras. See TNSA: TDR 4448, January 22 1794,
p.13, and the discussion below.

| have not provided references to the recorded examples used in the lecture demonstration.

In the 18hcentury the term ‘air’ denoted songs or tunes in a wide range of European music, from popular songs
to opera arias.

Amanda Weidman, Singing the Classical, Voicing the Modem: The Postcolonial Politics of Music in South India,
Durham: Duke University Press, 2006, 29.

See, for example, a “Company” style painting, reproduced in Mildred Archer, Company Paintings: Indian Paintings
of the British Period, London: Victoria and Albert Museum, 1992, No0.18, “Grand Processional Scene with Amar
Singh, Ruler of Tanjore (1787-1798) and Sarabhoji (1798-1832)”, pp.52-53.

Nineteenth-century wind bands developed from a core ensemble of oboes, bassoons, horns and clarinets (Musical
Instruments of the World: An lllustrated Encyclopedia by the Diagram Group, New York: Bantam, 1978, 296-
299). On bands in Calcutta, see lan Woodfield, Music of the Raj: A Social and Economic History of Music in Late
Eighteenth-Century Anglo-Indian Society, Oxford: Oxford University Press, 2000, 58-60.

TNSA: TDR 3473-4, 29 May 1802, p. 355-6.

They stayed in Trichy from May to mid-July, 1802. TNSA: TDR 3473-4, 19 July 1802.
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In May 8, 1802, Serfoji ordered several instruments, including a serpent and a bagpipe (TNSA: TDR 3473-4).
TNSA: TDR 4456 contains records of Serfoji's correspondence with Arbuthnot and Company, Madras, from 10
October, 1830 to 4 December, 1830, with commissions for various instruments to be acquired from Madras, Calcutta
or England, as necessary (For the polphonion, see letter dated 23 December, 1830, p.134-5).

One of the instruction manuals is: William Gutteridge, Introduction to the Art of Playing on Gutteridges New
Patent Clarinet, London: Clementi, 1824. For tunes played by Serfoji's band, see Sambamoorthy, Melodies in Staff
Notation.

Silvestre D 'Costa was sent to Madras in 1802-'03 to buy instruments and sheet music. In several letters to Serfoji,
D'Costa mentions searching for German flutes, bassoons and music books; finding four clarinets and a ‘capital
organ’, better than the one already owned by Serfoji ; and composing tunes for the king (TNSA: TDR 3475, 26
December 1802, pJ203; and Bundle 3476, letters dated 2 and 20 January, 1803 and 12 February, 1803). A new
bandmaster was hired in 1808 (TNSA: TDR 3494,10 and 19 February, 1808, p57 and p.89) and a trumpet instructor
in 1828 (Letter from Resident, Tanjore, 25 October 1828, TNSA: TDR 4357, p. 24).

“Slow March, Composed by His Majesty the Maharajah of Tanjore.” Sambamoorthy, Melodies in Staff Notation,
No53, p.82.

E.g. TNSA: TDR 4432, 22 April 1824, pp.81-2.

On Krishnaraja Wodeyar (r.1895-1940), and Ananda Gajapati, ruler of Vizianagaram (r. 1879-97) and European
music, see Weidman, Singing the Classical, pp.65-6.

Gregory D. Booth, ‘The Madras Corporation Band: A Story of Social Change and Indigenization’, Asian Music,
Vol. 28. No. 1, 1996-97, 61-86. On Balakrishnan's band, see p.64-68. The British annexation of Thanjavur state in
1855 resulted in the dispersal of the Thanjavur band musicians to Madras, Bangalore and other places. Meanwhile,
private bands such as the Nathamuni Band developed independently in Madras.

Booth, Madras Corporation Band, p.61-70.

Seetha, Tanjore, p.15, and oral history of the Tanjore Quartet family. On the clarinet in South Indian classical music
and dance, see Sriram Venkatakrishnan, “The Camaticisation of the Clarinet”, Madras Heritage and Carnatic Music
(Articles on Chennai, its heritage, history and culture), http://sriramv.wordpress.com/2008/09/09/the-camaticisation-
of-the-clarinet/

E.g., TMMR, volume 2, record of 30 June 1818, p.143.
Soneji, Unfinished Gestures, pp. 53-54, 74, and 184-87.

An 1855 Marathi Modi record lists European and Eurasian performing artists and teachers, contract dates (several
from the reign of Serfoji), specialties and salaries. Seetha, Tanjore, p.120.

George Annesley, Viscount Valentia, Voyages and Travels to India, Ceylon and the Red Sea, London: F. and C.
Rivington, 1811, Volume I, p. 312.

‘Tanjore in 1806. Letter written by the Revd. C. Buchanan to the Revd. John Newton, Sept. 1, 1806, The Visitor,
or monthly instructor for 1841, London Religious Tract Society, 1841, p.396. Buchanan visited the king on August
30, 1806.

Thomas Robinson, The Last Days of Bishop Heber, New York: T. and J. Swords, 1831, p.120. “Sampson” is
Samson, a Handel oratorio completed in 1741 and revised in 1743.

Seetha, Tanjore, pp.260-261.

Seetha, Tanjore, pp. 256-261, and Radhika, Development of Sadir, pp. 8L - 83, 97-99. Varahappayya's tenure was
mainly during the reign of Serfoji's son Shivaji Il (1832-1855).

Indira V. Peterson, “The Schools of Serfoji Il of Tanjore: Education and Princely Modernity in Early 19"1-Century
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India,” Michael S. Dodson and Brian A. Hatcher, eds., Transcolonial Modernities in South Asia. London: Routledge
2012, pp. 15-44.

A Company style painting, circa 1825-1830, depicts violin accompaniment in a devadasT processional dance
performance. Archer, Company Paintings, p. 64, No.26 (25), “Nautch party.”

Weidman, Singing the Classical, pp.25-58, discusses the acculturation of the violin in Kamatic music.

Indira V.Peterson, “Between Print and Performance: The Tamil Christian Poems of Vedanayaka Sastri and the
Literary Cultures of 19th-century South India,” in S.Blackbum and VDalmia, eds., India’ Literary History: Essays
on the Nineteenth Century, Delhi: Permanent Black, 2004, pp. 25-59.

Weidman, Singing the Classical, pp.192-232, discusses these debates.

AM.Chinnaswamy Mudaliyar, Oriental Music in European Notation, Gowri Kuppuswamy and M.Hariharan eds,
Delhi: Cosmo, 1982 (originally published 1893).

See Woodfield, Music of the Raj, for a comprehensive history of European music in India in the late 18th
century.

Ibid., pp.3-35, 76-82, and 103-109.

Ibid., pp.33-48, 103-109.

Ibid., p.27.

Serfoji owned at least one harpsichord. TNSA: TDR 3490, 10 October 1807. pp.469-71.

The Resident asks Serfoji for the loan of his violin and violoncello musicians, on 17 August 1810, TNSA: TDR
3500, p.201.

E.g., TNSA: TDR 3554, 17 September, 1817, pp.10-11.

Woodfield, Music of the Raj, p.121.

TNSA: TDR 4432, 29 August 1824, pp.144-5.

In a later account, he speaks of having heard “eight or more veenas and other instruments”. C. Buchanan, Christian
Researches in Asia, London: T. Cadell, 10thed. 1814, p. 68.

Nancy K. Shields, Birds of Passage: Henrietta Clive in South India 1798-1801, London: Eland, 2009, p.31 and
47, Edward Clive, a son of Robert Clive, was governor of Madras from 1798 to 1803.

M Archer, C.Rowell and R. Skelton, Treasuresfrom India: The Clive Collection at Powis Castle, New York: Meredith
Press, 1987, p.29, 124-25 and 133.

Sir Alexander Johnston was entertained by a vlpa soloist, most likely Ramasamayya (playing Kamatic music?).
TNSA: TDR 3518, 29 November 1816, pp.361-3.

Seetha, Tanjore, pp. 31-49, 367-402, 457, and 467-486.

William Jones, “On the Musical Modes of the Hindus” (1792), and Francis Fowke, “On the Vina or Indian Lyre”
(1788), reprinted in S.M. Tagore, Hindu music from Various Authors, Compiled by Sourindro Mohun Tagore, Part
I, Calcutta: Babu Punchanun Mukerjea, 1875, pp.123-160 and 191-98. Jones discusses the vina in pp.137-43.
The composer's brother Baluswami is said to have learned the violin during his stay at the home of Manali
Muthukrishna Mudaliyar, a Dubash agent of the East India Company in Madras.

M .R. Shankaramurthy, The European Airs of Muthuswamy Dikshitar. Bangalore: Guruguha Gana Nilaya, 2000.
A fitting tribute to the enduring appeal of Dikshitar's response to western music are Kanniks Kannikeswaran's
recordings of these songs in ‘Indo-Celtic' settings composed by him for voice and instruments, in an album aptly
titled “Vismaya (Wonder): An Indo-Celtic Musical Journey”, and aimed at an audience of children. http://www.
kanniks.com/vismaya_page.htm

For a detailed history of GSK, see https.//en.wikipedia.org/wiki/God_Save_the_King
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Robert King, Companion notes to the 2-CD set, for Handel, The Occasional Oratorio, Susan Gritton et al., and
the Choirs of New College, Oxford and the King's Consort, 1995, London: Hyperion CDA6696.

Handel's Coronation Anthems are still played at the British royal coronation.

Companion notes to The Occasional Oratorio.

In the early 1800's, the context was the British antagonism with the French in the Napoleonic wars.
Woodfield, Music of the Raj, pp. 136-39 and 145-46, describes nationalist music and Handel-mania in Calcutta.

Charles Lawson, Memories of Madras, London: Swan Sonnenschein, 1905, pp. 117-23. The shot-lived Madras
Hircarrah newspaper reported that the sons of Tipu Sultan, held hostage by the British in Madras, were also in
the audience.

On the Hindustani Airs, see Gerry Farrell, Indian Music and the West, Oxford: Oxford University Press, 1997, pp.
15-44,

William Hamilton Bird, The Oriental Miscellany; being a collection of the most favourite Airs of Hindoostan,
Calcutta: J.Cooper, 1789. The work was dedicated to Warren Hastings, then Governor-General in Bengal.

Rosina, a Comic Opera as Performed at the Theatre Royal Covent Garden, Composed and Selected by William
Shield, London: G. Walker, n.d. (N.B.: In this edition most of the songs are arranged for flute). Item no. 157 in
“Musical Books Printed”, Sarasvati Mahal Library, Thanjavur.

Alyson MclLamore, “Rosina: A comic Opera (1782), Review” Notes: Oxford Journal of the Music Library
Association, Volume 57, no. 4, 2001, pp. 993-997.

Ibid., p.995.

On the Maratha court's kuravahci dramas, see Indira V. Peterson, “Multilingual Dramas at the Tanjavur Maratha
Court and Literary Cultures in Early Modem India”, Medieval History Journal, 14, 2 (2011); 285-321.

See Jnana Kulendran and K.P.Kittappa, eds., Nattiyap patticai: tahcai carapSntira pupala kuravahci, Thanjavur.
Tamil University, Music Department, 1994, pp. v-xx.

Ibid., pp. xi-xiii.
Mclamore, Rosina, p.995 - 6.
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Computer Synthesis of Carnatic Music
and Automatic Gamaka Generation

M. Subramanian

Computer Music: Two decades ago the term ‘Computer Music” was meant to cover music
generated by the Computer from data. With the advent of Personal Computers, the computer is now
extensively used for recording and playing music, editing recorded music and generating synthetic
music from data. Many software programs are available with advanced features for generating
synthetic music. These have been developed mainly for Western music having straight notes and
emphasis on polyphony. Notation is usually entered in graphic format (as staff notation) or by
clicking on piano keyboard like sketches.

While in Western classical music, notes are held straight or with tremolo or vibrato, in
Carnatic Music Gamakas (movements between notes and oscillation of notes) are of paramount
importance. In ragas like tOdi, one study found that only 28% of the music consists of straight
notes and even these were mostly sadja or pancama (Ref. 1). Consequently, using the software
developed for Western music requires more effort to synthesise Carnatic Music, although in some
of them Gamakas can be produced using features like ‘slur’, ‘glissando’ and ‘portamento’

Only a couple of computer programs are available for entering notation in the Indian ‘sa
rga ma.." style and generating music. Carnatic Music has a vast repository of compositions
with notation and much effort is required for converting the notation into the format required
for software meant for Western music. In addition, in Carnatic Music there is continuity hetween
notes constituting a phrase which has to be played with one strumming on instruments like Vina
or without reversing the bow on the Violin. Often a phrase may cover even 7 semitones and this
causes problems in the tonal quality of synthetic tones of instruments like the Vina which is rich
in overtones. The problems of synthesising Carnatic Music using a computer are described in
Ref. 2.

Carnatic Music Notation Player Gaayaka: The software package ‘Rasika’ (which runs
in Windows Operating System) developed by the author has many programs. Gaayaka is one of
the programs in the package. Gaayaka enables entry of notation in ‘sa ri ga ma..." style. Mela,
tempo and Adhara Sruti can be selected and the notation played in the tones of Vina or Flute with
background Tambura sound. The format of the notation to be entered closely follows the current
Tamil notation usage, transliterated into English. Only two modifications were made to enable
entry by typing, using ordinary English fonts. Octaves are indicated using capital and small case
letters (instead of putting dots over or below the notes) and higher Kalas by using brackets (instead
of lines over the notes). Thus ‘mA pA dA nl sa ri ga ma pa da ni Sa Ri Ga Ma Pa..” covers the
two octaves usually used. (This however, implies that'S R G M P D N’ notation which is now
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being followed for notation in English cannot be used). For higher Kalas single, double or more
brackets may be used as required. The changes are illustrated below (Fig. 1):

Traditional Gaavaka

: 0.0
|
dan.sarlgamapadanlsarolgoarga dAnisarigamapadaniSaRiGaMa

saa ,rigama ((saa,ri) gama)
«ttr ,#la turr
pinidani-, is®
ufl ,mm

(pa (nidani-,) Saa)

Fig. 1

The current usage of long vowels for double duration notes is maintained. The usage of
comma and semicolon for prolonging notes (or indicating silences or rests), usage of *** asterisk
for indicating Anyasvara of a Bhasanga Raga are retained. Many enhancements have been added
for quantitative precision such as indicating minute change in note pitch (using *<"or V') and
for defining transit duration between notes (using 7" or V). An important feature is the use of *-’
hyphen to separate groups of notes into phrases. Background Tambura Sruthi can be added and
its volume adjusted. Simple Tala sound (bell like sound as in ‘Talameters’) can be added. The
accuracy of the notation in terms of number of notes taking into account notes in brackets can be
checked. Lyrics or comments can be entered in square brackets ‘[ and *]" and would be ignored
while playing. Full information on the features available in Gaayaka may be seen at Ref. 3.

Gamaka in Gaayaka: The software plays exactly what is entered. Gamakas which are
essential to depict the full Raga Bhava can be produced only if detailed notation is written for the
Anusvaras and movements of pitch. The provision of continuity with adjustable transit duration
from note to note and small adjustment in note pitches enables generation of Gamakas hy writing
suitable notation in Gaayaka program.

For instance the oscillation of Sadharana Gandhara in Suddha Dhanyasi in Avarohana and
stopping at the note, could be notated as “maalga»((ma))\ga»” The first ‘maa’is the equivalent
of Tamil notation «yai» doubling the duration of the note. The ‘V symbols increase the transit
duration from ‘maa’to ‘ga”and *» ’symbols reduce the pitch of ga by 2 commas (about 41/40 -
on the Vina this note is often played from the ‘ri’ fret to obtain a lower pitch for the lower point
of oscillation). The double brackets enclosing the second ‘ma’ reduce its duration so that it is only
touched. The notation would be different if the phrase is ‘ma ga saa’ in the same Raga. In a Raga
like Kharaharapriya the Gamaka on the same note ‘ga’ would be differently notated.
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The notation for the Gamaka on ‘ni’in the Arohana of Bhairavi can be written as “((daa*Sa\
daa*Sa\daa*))” with daa* representing the Anyasvara Catusruti Daivata and the Gamaka oscillates
from da* to Sa

Gaayaka’s help system has some ready-made notations of common Gamakas used in various
RSgas which the user could copy and paste in his notation and produce music with Gamaka. Such
ready-made notation cannot obviously cover all possible circumstances and would require further
‘tweaking’ to obtain correct rendering.

Plain (simple) Notation and Practical Music: Carnatic Music is taught primarily by the
oral tradition. The purpose of writing notation for compositions was perhaps initially meant for
having a record of the outline. The notation generally does not indicate the Gamaka. Gamakas have
been indicated with symbols by Subbarama Dlksitar in Sanglta Sampradaya Pradarsinl as early
as in 1905. More recently such attempts have been made by A.M. Sharma (Ref 4) and Ramesh
Vinayakam (Ref 5) incorporating greater details. But most of the other publications containing
notations do not have any indication for Gamaka.

Simple notations are available for a large number of compositions, but oral renditions
(either through line of disciples of the composer or in recorded music) for them are not always
available. Experienced musicians can sing a composition from the notation based on their own
expertise of the Raga Laksana, filling up for the nuances. The question is whether the computer
could be used to do the same i.e. play simple plain notation incorporating Gamakas according to
the Raga and the context in which the svara appears. (Such ‘expert systems’ have been designed
for other activities like oil prospecting.) Automatic insertion of Gamakas in place of plain notes,
however, poses many problems.

The Carnatic Music notation can be considered as a representation of the music with “lossy
compression” (a computer phrase used to denote the fact that from the compressed data, the exact
information as in the original data cannot be obtained. Examples of lossy compression are picture
files .jpg, .gif and sound files like .rm .mp3 etc.). Analogously a rendering of plain notation by
a musician incorporating Gamakas according to his own ‘ManGdharma’ may not necessarily lead
to a rendering identical with the rendering by another artist from the same notation. Conversely
for a given rendering, notations written by different persons may not be identical.

Replacing plain Notation with Gamaka Notation: When singing a composition from its
bare notation, a musician fills up for:

Gamakas

Grouping of notes into phrases
Inserting silences (rests) where required
Sometimes adjusting rhythm for verve
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This rest of this article covers mainly the first aspect namely inserting appropriate Gamakas
but also touches the other aspects briefly.

Adding Gamaka to bare notation has to take into account the following considerations:

Gamaka on a particular note varies according to the Raga and according to the context
within the same Raga.

Variations in Gamaka usage exist in different schools and regions.

The pitches of the end points of the oscillations may not coincide with the pitch of the
note assigned.

The skeletal notation now used allows the singer to interpret it according his own
traditions and a given notation could be rendered in more than one way - all
acceptable

The variations in different schools and the ‘ManGdharma’ aspect of Carnatic Music
would mean that the outcome of the result of a computer program might be acceptable
to some hut not to others.

AddGamakam Program: In spite of these difficulties it was thought that an attempt
could be made to synthesise acceptable music from plain notation. For this purpose the notations
available with Gamaka symbols are of limited use as precise quantitative definitions (such as
durations of Anusvaras and their transit times, small variations in pitch etc.) are required for the
computer program. Further such notations with Gamakam symbols form only a fraction of the
available notations in print or on the internet. The program ‘AddGamakam.exe’ discussed below
was developed for plain notation without Gamaka symbols. In the program, the plain notation can
be entered easily by ordinary typing, the correctness of aksaras checked and the plain notation
played (through Gaayaka) for check. The Raga is to be selected and the program may be run to
insert Gamaka hased notation in place of plain notes wherever required. The resultant notation
can be played by Gaayaka by invoking it from within the program.

Approach used: An ideal approach would be to group notes into typical phrases of the Raga
and define notation with Gamaka for the entire phrase but this would produce an unmanageably
large database. Hence, the approach followed is to create a Gamaka definition files for each Raga
containing Gamaka notation for each note of the Raga based on the context in which the note
oceurs.

The Context: The Gamaka on a note depends upon
The Raga
The duration of the note
The context - such as in ArGhana, AvarOhana, Janta, end, start or middle of a phrase etc.

Sometimes within the context of Arohana or AvarOhana, the note occurring next or
before the note
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The Gamaka cannot be based only on the Melakarta of the R3ga since janyams of the
same Mela have different Gamakas on the same note. Thus a separate data file is required for
each R5ga.

The duration of the note plays an important part in defining the Gamaka. Extremely short
duration notes are often held without Gamaka and their seamless linking is adequate. Medium
short durations may lead to a single oscillation and longer durations to multiple oscillations of the
note as may be seen from the following pitch graphs of ‘ri” of MaySmalavagaula (Fig. 2)

ri of Meyaaialavagowlaanchored on »e prolonged ri Mayamalavagowla
r\
s 400ms

Fig 2

The context affects the shape of the Gamaka considerably. For instance the ‘da’ of Kalyani
is held with a ‘Nokku (Tirupa)’ in Arohana by touching a higher position (almost near Tara Sadja)
and then descending to ‘da’ and may be followed by a short Kampita on ‘da’ before proceeding
to ‘ni’. In the AvarOhana ‘da’ may held with mild Kampita. The ‘ma’ of SariikarSbharana, ‘i’ of
Bhairavi, ‘ga’ of Todi are other examples of the difference of Gamaka in ArOhana and AvarOhana.
At the primary level the different contexts of occurrence of a note could be illustrated by the
following diagram in which ‘ri” is the note whose gamakam is to be defined. (Fig 3)

Although in most cases the above classification would be adequate, there could be some
cases where the actual note following or preceding the note under consideration would influence
the nature of the Gamaka. An example would be the way ‘da’ is held in KambOdhi in the two
phrases ‘pa da Saa’ and ‘pa da ni (da)’ Though in both cases it is an upward movement, in the
first case ‘da’ could be sung with a Gamaka (‘Nokku’) and in the latter case it has to be without
a Gamaka. Other examples are ‘da’ in the AvarOhana of Sanmukhapriya in phrases ‘ni Sa daa’
and “Sa ni daa’and ‘ma’ in the phrases ‘pa ma ga ri’ and ‘da ma ga ri’ in Saveri. Apart from this
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even the basic note ‘sa’has to be modified when the music descends to it in R5gas like Nllambari
or Anandabhairavi as it has to be reached with a Jaru from the previous note.

Other factors to be taken into account are the anchoring point of the Gamaka. Fig 2 above
shows anchoring on the lower note. The following pitch graph (Fig 4) shows anchoring on the
higher note.
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Fig 4

In many cases the note may be oscillated from a lower position to a higher position far
above the note, as in the case of ‘ni” of Bhairavi, which in ArOhana could oscillate from ‘da’ to
‘Sa’ as in the figure (Fig 5) below.

Fig 5

The ‘ma’ of Saihkarabharana in upward slow phrases could also be oscillated from ‘ga’ to
‘oa’. In many cases more than one way of singing the same note in the same context can also
be seen especially in case of Sadharana Gandhara, Suddha Madhyama (in Ragas with Antara
Gandhara) and Kaisiki Nisada.

Durations: In the absence of any absolute tempo fixed in Carnatic music, a single note (like
‘ga” written in the notation) may have any basic duration. Gaayaka itself provides for durations
varying by one tenth of a second up to L second for a single note. The duration could be prolonged
by making it a double note like ‘gaa’ andfor adding commas and semicolons. The duration can
be shortened by use of brackets. The duration of the converted note including Anusvaras has to
be the same as the original note.

The AddGamakam program: Any system for automatic insertion of Gamaka has to
provide for these factors and taking them into account the following approach has been used to
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develop the computer program for inserting Gamaka based notation into plain notation (written
Gaayaka format)

For each Raga a Gamaka definition file is prepared.

For each note the program generates a ‘context string’ which includes information on the
duration range, direction of movement, previous and next note, position in the phrase,
octave etc. (durations are grouped into ranges since there is no standard note duration
in Carnatic Music).

The appropriate notation is looked up from the Raga’s Gamaka definition file using the
context string.

In some cases two alternatives are provided with facility to quickly choose between
them.

The notation is ‘stretched” or ‘shrunk’ to the exact duration of the original note and
inserted in place of the original note.

The revised notation can then be played in Gaayaka which can be invoked from
AddGamakam program.

Results: Being the first attempt to insert ornamentation in a system of music with rich
but different traditions and giving scope for Manodharma, the results have been fair in the case
of Vamams and Svarajatis which are written and learnt with notation as the primary input while
the results for Krtis have been mixed. (Some audio samples of the music generated by the
AddGamakam programs are available on the internet at Ref 6)

As mentioned earlier, the plain notation is a ‘lossy compression”and is often oversimplified
in respect of the notes and sometimes even in the case of rhythm. Some other points were also
noted while analysing the output. The notations given in hooks are often different from the present
rendering and so the output based on the hook notation is liable to be rejected as not ‘correct’.
Often very different notations are given for the same composition in different publications.

Motivation: The motivation of the project was to enable generation of acceptable music
with minimum manual intervention. This can help generate reasonably acceptable music from
bare notation when the user has no access to recordings or an experienced musician who could
render the notation with required nuances. While Gamaka is the most difficult part of it, the other
aspects mentioned earlier also require considerable manual effort

Issues other than Gamakam

Grouping of Notes: Correct grouping of notes is an essential requirement for generating
realistic synthetic music. In most printed notations the segregation of notes into phrases is not
always marked or correctly aligned with the lyric. Even in singing by musicians, in the case of
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Kfris with slow tempo, prolonged vowel phrases (‘akSras’) are often sung differently. An attempt
has been made to write a program to automatically insert the *- mark required by the Gaayaka
program for separating the notes into phrases. It has limited success and that too for compositions
in medium or fast tempo.

Adjustments in Rhythm: Though the notation is generally accurate as regards the rhythm
part, often it is modified by the musician. For instance in the phrase ‘Ajanamrendranum’ in the
Anupallavi of the Krti ‘GajavadanS’, the first part ‘A ja na ma’ is notated as ‘da maa da nee’
with the syllables ja” and ‘ma’ with double the duration for the syllables ‘A’ and ‘na’ although
all the syllables in the lyric are short (hrasva). In practice this would be sung with almost equal
durations for the syllables or giving short breaks after the syllables ja’ and ‘ma’. In many Krtis
written for ‘sama eduppu’ (lyric and music starting with the beat), for the sake of verve, the
music s started after half Aksaram and the first two syllables are shrunk in duration. Starting at
quarter Aksaram is also common (as in *karuna’ in the pallavi of the above Krti sung as * -ri
gaa’ though the notation is ‘ree gaa’). Only occasionally such variations are shown in the notation.
These modifications of Kalapramanas are difficult to predict or automate,

Silences or Rests: In published notation both the extension of a note’s duration and rests
are shown with the same symbols “ , " and “ ”. Notes with very long duration are often held
with some rest at the end. In some compositions, there may be rest for most of the second half
or the last quarter of the Avarta, the last note being a strong note like sa or pa. In such cases
the note is held for an arbitrary duration and the rest is silence, often filled in by the percussion
accompaniment. Another aspect is the very short rest or break automatically used by the singer to
words in lyrics where there is a combination of consonants such as ‘bhakta’ or ‘cakra’. Here there
IS a short gap in the voice between the syllables ‘bhak’ and ‘ta” in the former and ‘chak’ and ‘ra’
in the latter, which can be manually notated correctly. It will be quite difficult to automatically
insert this gap unless a more accurate correlation between the lyric and the notation in the print
is available.

From the Book or Web Page to Gaayaka: Typing notation into the Gaayaka screen is
also laborious. Notation in English is available for many compositions on the Internet. But these
use a different format as only single letters ‘st g m p d n’ (or corresponding capital letters) are
used and there are also two different conventions in use. In one convention all the notes are in
capitals and have a single note duration. Double duration notes like ‘saa’ are written as ‘S,” In
the other convention single duration notes are written in lower case and double duration notes in
upper case. As normal text does not allow dots above or below the notes there is no indication
of octave which has to be guessed. Underlining is used for higher tempo and hence restricted to
one higher Kala only. Suggestion has been made to use single quote after the note to indicate
upper octave. As yet there has been no standardisation for the English notation while the notation
in Tamil is fairly well standardised. The notation used in Gaayaka is unambiguous and using full
syllables like ‘saa’ or ‘maa’ is more natural for singing from notation.

79



THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

A program has been developed to copy the notation from text files or .html files (available
on the Internet or otherwise) and convert into Gaayaka format with a heuristic approach to decide
the octave, which does not always work correctly. Also replacing underlines with brackets to
indicate the higher Kala phrases has to be done manually. The process of making notation in the
book or internet come alive with music can be depicted by the following flow chart.
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Other Approaches: From the programming point of view, the grouping of the durations
of notes into ranges and final shrinking or stretching the notation to required duration does not
always work correctly. This can perhaps be remedied by developing a different algorithm to take
care of duration dependant variations in Gamakas. Another point noted was that sometimes not
only the succeeding or preceding note but its duration also affects the Gamaka of the main note.
Sometimes notes occurring later in the phrase also affects the Gamaka.

It is also possible to define some general Gamaka notation (for instance for Suddha Rsabha
or Prati Madhyama) which may work in most cases and this could reduce the data base size.

Other attempts to model Gamakas for computer processing have also been suggested. (Ref 8)
These are the issues to be addressed in future developments of the subject,

Audio Samples: A slide set covering most of the points in this article along with Audio
samples of Gaayaka and samples of music generated form the notation inserted by AddGamakam
program may be found at: http://camatic.heliohost.org/title.htm
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Tradition and Transcendence
Kathakali through Centuries
V. Kaladharan

Unlike the rest of India, Kerala, the southernmost tip of the Indian sub-continent, is endowed
with several highly evolved performing arts viz a viz umpteen folk and ritual traditions. While
Kotiyattam, the sole extant form of Sanskrit theatre heritage in the country is hailed as the oldest
(scholars have differed in judging the antiquity of Kotiyattam as 2000 years to 900 years) among
them, Kathakali commands a unique distinction as the fulfilment of thauryatrika (dance, theatre
& music) encompassing a riot of colours, rhythmic intricacies, tempo-transitions, physical and
emotional struggles, worldly and non-worldly discourses. No other traditional art in Kerala has won
the admiration of art lovers all over the world cutting across the barriers of geography, religion,
class, caste and language. For a scientific understanding of the aesthetic rigour and dynamism of
Kathakali, one has to trace its origin right from the L7thcentury when its predecessor, Ramanattam,
was hom.

Language, literature & arts

Linguists and literary historians of dubious recognition have spared no efforts to see that
Malayalam as a language is at least a thousand five hundred year old tradition. Yet Malayalam
language and literature as an independent identity emerged only with the 16t century poet
Thunchath Ramanujan Ezhuthachan whose Adhyatmaramayanam and Mahabharatam paved
the way for a cultural and artistic renaissance in the Kerala society. Distant rays of the Bhakti
Movement reached Kerala too which became evident with the coming into being of Krsnattam
(dancing the life of Lord Krsna) and Ramanattam (dancing the life story of Lord Sri Rama).
Krsnattam is the stage-choreography of Krénagiti, a highly sanskritized poetic work of Manaveda,
the then zamorin of Calicut. With toppi maddalam as the single major percussion and vocal music
heavily slanted towards the sopanasahgltam (the temple singing tradition in Kerala) the artists, in
attractive wooden masks/facial make-up and costumes, danced the life-story of Lord Krsna from
avatara (pirth) to swargardhana (departure to heaven).

Ramanattam

There is a legend behind the origin of Ramanattam. The provincial king of Kottarakkara
(south Kerala) requested the Zamorin of Calicut to send his Krsnattam troupe to his court for
a performance. The Zamorin rejected the request straightaway citing the reason that there is
none in south Kerala capable of understanding and appreciating Krsnattam. A severely offended
Kottarakara Thampuran composed eight plays from Ramayana and created Ramanattam, a new
dance-theatre form for the enjoyment and appreciation of his subjects. Although historians have
dismissed this myth summarily, there could be an iota of truth in it considering the fact that
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Ramanattam is partly in stark contrast to Krsnattam in text, structure, treatment, characterization
and vision.

There is no way we can gather an authentic picture of Ramanattam as a performance
tradition. K. RS. Menon, the author of Kathakalirangam, sheds light on its origin and development
over a period of time. He notes that it was the provincial king of Vettath Nadu (presently in the
Malappuram District) who introduced chenda in the non-textual improvisations of Kathakali which
had till then only Maddalam as the sole major percussion. In central Kerala, the great acarya
of Ramanattam was Vellatt Chathu Panickar whom Kottayath Thampuran (provincial king of
Kottayam in deep north Kerala) invited from his native village, Pattambi in Palakkad District,

Holistic reformation

With the composition of the four plays from Mahabharata viz. Kirmlravadhom, Bakavadhom,
Nivatakavaca Kalakeya Vadhom and Kalyanasaugandhikam, Kottayath Thampuran paved the way
for the thematic and structural reformation of Ramanattam. In disciplining the characters for
imaginative discourses, Thampuran could rely on the knowledge and expertise of Vellatt Chathu
Panickar. In contrast to Ramanattam, Kottayath Thampuran’s Kathakali (literally story-play) hinges
on characterization much more than the story as such. The vocal and instrumental music of
Kathakali got systematized in consonance with the pallavi, anupallavi and caranams of each
padam (canto). The relation between the librettos and the bhava-gvocation of the actors, role of
instrumental music in the kalasams (dance units) and the interrelation between chenda and the
maddalam received due attention only with the staging of the plays of Kottayath Thampuran.
Attoor Krishna Pisharody, an erudite scholar, in his thought-provoking essays has underscored
the factors that transformed Ramanattam into Kathakali.

The seminal contribution of Kottayath Thampuran accentuated by Chathu Panickar in the
crystallization of Kathakali is the prudent application of some of the key physical exercises from
Kalarippayatt (Martial arts). Kathakali’s meyyurappadavu (set of body exercises) and the uzhichil
(body-massage) done in monsoon every year are a direct inspiration from the Kajari. The countless
battle-scenes in Kathakali with and without weapons are an aesthetic adaptation of the duels in
Kalarippayatt. The postures of the ahgopahgapratyahgas in the scenes of combat in Kathakali have
no comparison with the same in any other art form in India. The visually stunning vattom vechu
kalasams, puramchattam, triputavattom and nalamiratti carry the intrinsic grace of Kalarippayatt.
Hastalaksanadlpika, a manual on the hand-gesture language used in Kathakali should have been in
vogue from the days of the first onstage Kutiyattam performance (L1h- 12thcentury). An abstract
grace flows from the concrete hand gestures and body-movements of the Kathakali actors thanks
to Thampuran and his confidant, Chathu Panickar.

Kalluvazhi Chitta (The Kalluvazhi School)

In north Kerala, Kottayath Thampuran’s school of Kathakali in course of time grew into
Kadathanadan Style. It then travelled to Palakkad and the Kalladikodan style was bom probably
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in the early 19t century. A major turning point in the history of Kathakali took place at the
hamlet, Kallvazhi, west of Palakkad towards the latter half of the 19t century. The best known
acarya of the Kalluvazhi chitta are Kalluvazhi Kuyilthodi Ittiraricha Menon and his all-time
renowned disciple, Pattikkamthodi Ravunni Menon. Both of them had generous patronage from
the Olappamanna Mana, the then signpost of Brahmin hegemony and feudal aristocracy.

‘Sanitization” of the dance-drama

Once Kathakali found a comfortable anchoring in Valluvanad, the cultural heart-land of
Kerala, it got delinked from the Kshatriya patronage and began establishing its allegiance with the
highly privileged Namboodiris (Kerala Brahmins) who revelled in their vedic hegemony besides
Devaswoms (temple owned landed property) and Brahmaswoms (Land owned by the Brahmins)
under their absolute control. While RamanSttam was a democratized form of entertainment thriving
on the energy and feedback of the down to earth social milieu, Kathakali underwent miraculous
transformations under the maestros of Kalluvazhichitta who were, in the final analysis, the aesthetic
victims of brahmanical canonizations.

Pattikkamthodi Ravunni Menon who became the torch-bearer of the Kalluvazhi chitta in
the first half of the 20t century was not only a task master but a versatile genius too for he had
a comprehensive understanding of the acting/dancing/vocal music/instrumental music/make up &
costuming in Kathakaji. Thanks to his holistic vision, the audio-visual components of Kathakali
got intricately interwoven sans any loopholes. Pattikkamthodi could accomplish this challenging
mission with the support of stalwarts like Mundaya Venkitakrishna Bhagawathar, the vocalist,
Moothamana Kesavan Namboodiri, the chenda player and Thiruvilwamala Venkichan Swamy,
the Maddalam maestro.

Pattikkamthodi spent considerable amount of time reading the attakathas (Kathakali plays)
and bringing them close to the cholliyattams (performance without make up and costumes) and
the onstage performance. He was the first Guru to think over the correlation between text and
characterisation in terms of the vibhava, anubhava, sthayi (enduring) and sahcari (transient) of
the heroes of each play especially those of Kottayath Thampuran. Menon’s disciple, Vazhenkada
Kunju Nair further delved into the niceties in characterization. Theirs was a bold attempt to
transform Kathakali as much as possible from padarthabhinaya (enactment of the bhava word
by word) to vakyarthabhinaya (enactment of the expressions intrinsic to a sentence/line). The
former has a shaky attachment to sthayi bhavas whereas the latter is invariably embedded to
the sthayi of each character. If Kathakali is primarily a dance tradition as accentuated by a hard
core scholar-critic like Kummini Vasudevan Namboodiri in his book, “Purappad”, the scope and
breadth of Sthayi in it are on a realm of incertitude. Moncompu Sivasankara Pillai, in his book,
Kathakali Swaroopam, has interesting arguments to disprove the so called centrality of Sthayi in
this dance-theatre heritage.
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Although Kathakali has earnestly borrowed several techniques of acting from Kfltiyattam
like the pakarnattam, both are poles apart in the tenor and treatment of the epic-characters. While
mizhavu (a jar like copper-instrument the mouth of which is covered by leather) is the single
major instrument of KOtiyattain, Kathakali has competing background support from vocalists and
two grand percussions, the chenda and the maddalam. For the female roles, Edayka too joins the
show. The synthesis of the audio-visual components in Kathakali reaches the optimum level as
and when incredibly gifted actors and musicians come together on stage. Individual genius and
the radiance of collective performance play hide and seek in Kathakaj.

Public Sphere

By the dawn of the 20t century, Kathakali and similar art forms were heading to severe
crisis for want of patronage and support. The feudal aristocracy, without any reservation, began
disowning the very same performing arts they once nurtured and boasted of. The contribution
of colonial education to the degradation of traditional arts has not yet been seriously studied.
Vallathol, the visionary poet and apostle of language and culture, sensed the predicament of Kerala's
performing arts tradition. He and his close associate Manakkulam Mukunda Raja put their heads
together for days and days to find out whether there is any feasibility for the institutionalization
of Kathakaji and other art forms. They weighed the pros and cons of such an audacious endeavour
and arrived at the conclusion that public patronage along can save the traditional arts from total
extinction. Conducting a lottery to raise money for setting up a public institution for traditional
arts was their idea to secure the seed capital. Vallathol’s determination and the people’s generosity
succeeded. The first public school for the training in and performance of Kathakaji came into
being in 1929 at the Manakkulam palace at Kunnakulam, a village in the present Thrissur District.
It then moved to Ambalapuram and finally in 1934 to the lush green campus bordering the Nila
river at the Cheruthuruthy village where Kalamandalam could start functioning in its own land
and buildings.

The romantic ambience of the Kalamandalam campus witnessed the renaissance of
Kathakaji, Mohiniyattam, Kutiyattam and Thullal within several decades. Vallathol spotted talented
students and teachers wherever he travelled. He invited them to Kalamandalam for the creative
resurgence of Kerala’s traditional arts. Despite lingering struggles, trials and tribulations, Vallathol
sailed braving contempt and merciless diatribes. His diehard conviction could eventually win the
admiration of luminaries like Rabindranath Tagore and Pandit Jawaharlal Nehru. In his attempt to
ensure a firm footing for his brainchild Vallathol received both bouquets and brickbats.

The demaocratization of traditional arts with the establishment of Kerala Kalamandalam was
a landmark in the cultural history of Kerala. Vallathol insisted on retaining the quintessence of the
Gurukula system of education and spared no efforts to see that pride, dignity and individuality
of the artists are safeguarded. Kalamandalam Krishnankutty Poduwal in his portrait of the poet
cites a touching instance of him and his distinguished colleagues waiting at the bus-stop. An old
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man standing beside them could not digest their appearance in shirt and mundu (dhoti) which he
found to be too modem for the Kathakali artists. He commented sarcastically that Kathakali-artists
have become so proud all because of that Narayana Menon. Unquestionably it was Vallathol who
gave the Kathaka]i artists space and voice of their own thereby liberating them from a shamefully
subservient subsistence.

Kalamandalam over eight decades of its existence secularized the temple-art-traditions of
Kerala and took each art form to a global audience winning tremendous appreciation. Cutting
across the barriers of caste, community, religion and language, it offered opportunities to people
around the world to learn and practice any of the art forms in its curriculum. It has given birth
to scores of illustrious artists in Kathakali, Mohiniyattam, Kotiyattam and Thullal. Of them,
Kalamandalam Krishnan Nair, Ramankutty Nair, Padmanabhan Nair and Gopi are the most well
known as actors in Kathakali. In Kathakali vocal, Kalamandalam Neelakandhan Nambeesan,
Kalamandalam Unnikrishna Kurup, Gangadharan, Sankaran Embranthiri and Hyderali were
outstanding. In Kathakali chenda, Kalamandalam Krishnankutty Poduwal was a versatile genius.
Other noted figures in the field attached to Kalamandalam were Pallassana Chandra Mannadiyar,
Kalamandalam Achunni Poduwal and Kesavan. In Maddalam, Kalamandalam Appukutty Poduwal,
Narayanan Nambeesan and Sankara Warner are the best known percussionists. In Kathakali make-
up Vazhenkada Govinda Warner and his disciple Kalamandalam Rammohan deserve special
mention.

Transition

In the last half a century, Kathakali has undergone unimaginable transitions some of
which were intrinsic and indispensible while certain others were endemic and extraneous. Until
mid-20t century, diverse streams of Kathakali survived in Kerala viz. Katathanadan, Kavungal,
Thakazhi and Kidangoor. Excepting Katathanadan, the rest of the Schools claimed close
allegiance to the Kaplingad style. Kaplingad Namboodiri who hailed from the Nedumpura village
close to Cheruthuruthy was a highly resourceful and imaginative choreographer. But for him,
Ravanodbhavam and Narakasuravadhom would have been marginalized as two banal attakathas
(Kathakali plays) sans any consequence. It was Kaplingad who gave flesh and blood to the two
villainous characters, Ravana and Narakasura. Through him, the pratinayakas in Kathakali asserted
their supremacy on the stage even outwitting at times the Dheerodatta Nayakas. Ironical it is to
note that Kalluvazhichitta which is often accused of side-lining the southern schools of acting
embraced those two plays and immortalized Kaplingad as the modem architect of Kathakaji.

The plays of Kottayath Thampuran famous for highly disciplined dancing and acting
got slowly replaced by those popular plays including Unnai Warner’s Nalacharitam thanks to
the latter’s simmering sentimentalism, dramatic conflicts and evocative lyrics. Elitism among
the audience gave way to emotional empathy encompassing the plebiscite. The ever mounting
individualism, common to artists in general, heightened the potentials of actors, musicians and

86

THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

make-up artists in Kathakali. Nuances in acting and dancing grew far above the expectations of
the audience. The actors/dancers pushed the boundaries as much as they could. Similarly the
vocalists, well conversant with the science of ragas, modulations and tempo-shifts, began singing
with an enviable degree of involvement and voice-culture. They introduced crooning to awaken
the least inspired actors on stage. Ragas - Desh, Abhogi, Kuntalvarali, Sarasvati, Revati, Durga,
Mand, Jonpuri and so on - unfamiliar to Kathakaji music since its reformations under Mundaya
Venkitakrishna Bhagawathar in the early 20t century started ruling the roost. The chenda and
maddalam players sooner became a combination of nature and nurture. Before the dexterity of
their fingers in takita and tarikita as well as in chappu, pothu, nakaram and dhimkaram their
predecessors paled into insignificance. The grace of aharya (make up and costuming) at the hands
of the artisans incorporated every conceivable detail with the result there is nothing left to be
refined or developed further.

Any composite art form calls for an optimum point of integration between the aural and the
visual. Kathakaji is no exception. The contemporary history, if we have a trip down to the early
decades of the 20t century, would unequivocally inform us that Pattikamthodi Ravunni Menon
could attain the optimum level of integration with the support of his peers and subsequently
with that of his disciples at Kalamandalam. Ramankutty Nair, the supreme actor, Neelakandhan
Nambeesan, the veteran vocalist and the awe inspiring percussionists, the two Poduwals, on stage
formed a communion that loudly proclaimed the pinnacle of aesthetic integration. Subsequently the
individual ego of actors and musicians began superseding the ideal of integration. In the current
Kathakaji scene, more often than not, either the actor/dancer dominates at the cost of the musicians
or vice versa. The time-tested quality of the dialogue between the chenda and the maddalam has
grown into an arrogant exchange of svara-patterns leaving the loopholes unattended. The chutty
(the thick paper affixed around the cheeks of the actor) almost invariably looks disproportionate to
the facial contours of the actor while the excessively hillowing skirts of the Nayaka-pratinayakas
lend a comical touch to the character concerned.

Kathakali over the years has travelled from the semi-sacred temple compounds to the
profane without a tinge of regret or self-derision on the part of its performers or patrons. As
cultural entertainment, it has touched the lowest depths in recent years the seeds of which were
already hidden in the 1970's. Phillip B. Zarrilli in his monumental work, Kathakali Complex,
presents a realistic account of his experience in an instant Kathakali centre at Cochin. While his
veiled criticism against the mystification of this art form is warranted, one has to remember that
an absolutely insensitive demystification of our artistic traditions is abominable.

To add insult to injury, the irresponsible tourism industry in the country and the philistine
corporate houses and multinational companies are vying with one another to abuse Kathakali
figures by means of advertisements. Countless freelance artists who are devoid of a steady income
and opportunities to perform are the victims of our tourism industry and the corporate giants. The
glittering aharya of Kathakali has become hoth a hlessing and a curse for the art form.
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Clouds & rays

With more and more youngsters drifting from their social and cultural milieu, language and
literature in Kerala like elsewhere are fading out day by day and minute by minute. Little wonder
an art form like Kathakaji which depends on language and literature for its life-support is definitely
heading to a crisis. Epics and the Puranas are being seldom read except perhaps as footnotes to
visuals in cartoon-magazines or cartoon-channels. The new generation children are inextricably
linked to electronic gadgets rather than to episodes from the Indian epics which their grandmas
or grandpas could share with them at home or in the temple courtyards. Even those students
who are being trained in Kathakali or Kutiyattam in reputed institutions hardly trust the thematic
threads of plays they are supposed to be identified with. This trust-deficit makes it impossible for
the art-learners to encounter the soul of a play, text, context or character. The cultural Situation
in India, in general, is kafkaesque. Yet a few silver linings are visible in the horizon.

For the last quarter century, there has been a parallel movement in Kerala to restore the glory
of Kathakali and the like by reviving plays that have for long been neglected. Systematic efforts are
being made to familiarize these plays through which the audience is drawn to the solid techniques
of the caturvidhabhinaya. Vazhenkada Kunju Nair Smarakam at the Karalmanna village of Palakkad
District had been pivotal in promoting the four Kathakali plays of Kottayath Thampuran and the
like highlighting the aesthetic density of each with a missionary zeal. Ammannoor Gurukulam,
Irinjalakuda and Nepadhya, Moozhikkulam, have been phenomenal in enriching the repertoire of
Kutiyattam by means of new productions, choreographic experimentations and unabridged recitals
held every year.

Will the parallel movement in performing arts pave the way for a meaningful revival
replacing the highly polluted mainstream entertainment extravaganza? Can a stylized art form like
Kathakali withstand the onslaught of mindless commercialism? What will Kathakali be like in the
next century as the artists craving for instant fame and fortune are shedding all ethics to interfere
even with its organic framework? Can Governmental interventions in the cultural scenario through
institutions like Kerala Kalamandalam have a consequential role in ensuring the preservation of
art forms like Kathakaji? Ultimately these are questions of civilization. Predictions are therefore
unwarranted. The ebb and flow of any artistic heritage is beyond human imagination. In the final
analysis, we can only be mute witness to Kalallla (play of time).
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Note

Caturvidhabhinaya

The fourfold concept acting is Arigika (hand gestures, movements of body & the limbs), Vacika (verbal acting - singing
in Kathakaji), AhSrya (make-up & costuming) and Satvika (emotive acting).

Hastalaksanadlpika

The author of this Sanskrit text is not known. KQtiyattam and Kathakaji have followed Hastalaksanadlpika most likely
an adaptation from sage Bharata's Natya&stra. Vallathol has commendably translated the text into Malayalam.
Pakamattam

This is a major theatrical device by which one and the same actor enacts multiple roles in Kotiyattam/Kathakaji with
specific indications of character change through gesticulation and spatial alteration.

Kalamandalam Krishnan Nair

Krishnan Nair was the first Kathakaji actor who graduated from Kerala Kalamandalam to become a mega-star in the

field. Flamboyant stage-presence and astounding facial expressions were his forte. He ruled the Kathakaji scene for
almost half a century.

Kalamandalam Ramankutty Nair

The short and sturdy figure of Ramankutty Nair fell short of the figure of a Nayaka/Prathinayaka in Kathakaji. But
his grit and determination made him one of the few greatest actors of his time. The stylistics of the Kalluvazhichitta
combined with a deep sense of humour and hegemony enabled him immortalize the villainous characters, Hanuman
and Parasurama in Kathakaji.

Kalamandalam Padmanabhan Nair

An inborn teacher and a dignified performer, Padmanabhan Nair was the strong fortress of the Kalluvazhichitta made
famous by his father, Pattikkamthodi Ravunni Menon. In the Kathakaji kalari, he was an incarnation of discipline and
devotion. He is the mentor of many a talented artists including the celebrated Kalamandalam Gopi.

Kalamandalam Neelakandhan Nambeesan

Disciple of Mundaya Venkitakrishna Bhagavathar, Nambeesan was the chief architect of the Kalamandalam School
of Kathakaji vocalists. In the Kalari and on stage, he was a formidable presence. All the great singers of the day in
Kathakaji basically follow the style carved out by him.
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Kalamandalam Krishnankutty Poduwal
The chenda in Kathakali got into the myriad emotions of characters tracing even the subtlest shades when Krishnankutty
Poduwal arrived on the scene. He produced on the chenda poetic expressions correlating them with the text, contexts

and characterisation in Kathakali. Chenda henceforth started speaking in the language of lasya and tandava.

Kalamandalam Appukutty Poduwal

As the perfect counterpart of Krishnankutty Poduwal on the Maddalam, Appukutty Poduwal was dominant on stage. His
powerful strokes on the instrument and rhythmic expertise have had no peers in the history of Kathakali. As the disciple

of the titan, Thiruvilwamala Venkichan Swamy, Appukutty Poduwal was a colossus in the field till his demise.
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Kohala Through The Eyes of Abhinavagupta
Dr. Padma Sugavanam

The rich tradition of lak$anagrantha-s in the field of Indian performing arts begins from
the time of Bharata (2rd century B.C.E to 2rd century C.E.) who composed the celebrated work -
Natyasastra. Subsequently, authors such as Matanga, Sarngadeva, Maharana Kumbha, Kallinatha,
Ramamatya, Govindacarya and others hequeathed to future generations, several valuable treatises.
Regrettably, a significant number of lakyanagrantha-s of some ancient authors like Kohala,
Visakhila, Yastika, Durgasakti, SardGla, Anjaneya, Rahula etc. are not traceable today.

Of the long line of savants and authorities on Indian performing arts, the name of Kohala
stands out as a personality of foremost eminence. His original work being inaccessible today, his
doctrines and principles can only be appreciated through a study of references by later authors.
It is Abhinavagupta, one of India’s greatest polymathic thinkers from the valley of Kashmir, and
author of the masterly commentary on the Natyasastra, titled Abhinavabharatl, who presents the
most comprehensive perspective of this forgotten master - Kohala. This paper is an attempt to
understand Kohala as seen through the eyes of Abhinavagupta.

Kohala

Kohala has heen hailed as the most significant writer on Natya, after Bharata. He has been
referred to in Natyasastra as one of Bharata’s hundred sons. More importantly, Bharata names
Kohala his literary successor and prophesies that Kohala will write about all that he has left
unsaid in his NatyaSastra.

seyamuttara-tantrena kohalastu kariyyati | NS. 37.18ab I

From the above, it is easy to discern the esteem and repute enjoyed by Kohala in his time.
Such is his contribution, that it becomes important to study his works. But, as mentioned earlier,
none of his works is available today. Therefore, in order to get information about Kohala, one is
compelled to turn to lakyanagrantha-s of later authors. References and citations of Kohala in later
|lakyanagrantha-s are found in works ranging over a period from 2rd century B.C£ (in works like
Natyasastra! Dattilam) upto the 18hcentury C.E (in works like Sangltasaramrta)

In any study of such ancient works, one fundamental principle has to be appreciated in

depth. And this is, that in ancient times such as that of Kohala, the entire range of performing arts
was treated as a composite canopy that covered nd/ya-theatre, nytya- dance and gfta-music.

Pre-Abhinavagupta Authors on Kohala

Prior to Abhinavagupta, between 2 B.C.E to 10 C.E, Kohala finds mention in three major
works, 1.e. Natyasastra of Bharata, Dattilam of Dattila and BrhaddesT of Matanga. The NatyaSastra,
though does not give any technical theories of Kohala, does mention that Kohala is one of Bharata’s
one hundred sons. Many scholars opine that the list of hundred sons does not refer to Bharata’s
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off springs but instead to followers / successors of the same dramatic tradition. Dattila speaks
about Kohala in one context alone, - that relating to the formation of the ahga-s of Uttaratala.
Matanga, in his BrhaddeSI speaks of Kohala in the context of Sruti, svara and murcchana.

Abhinavagupta

Abhinavagupta, one of the most multi-faceted personalities in the history of our nation
was among many things, a vainika, poet, aesthete, philosopher, logician and dramatist. In
Abhinavabharatl, his commentary on Natyasastra, he puts forth the names and views of several
authors and commentators on works of dramaturgy. It is only through his precious work that we
come to know that there were several commentaries on the Natyasastra, though Abhinavabharatl
is the only one that is available today.

The text of Abhinavabharatl refers to the name of Kohala on thirty four occasions.
Lak$anagrantha-s prior to Abhinavabharatl have given us very meagre information (about Kohala)
on a few subjects such as sruti, svara, tala etc. Abhinavagupta expands the range and depth of
the subjects that Kohala has spoken of, and this is of significant value in the study of Kohala.

Kohala through the eyes of Abhinavagupta

Due to the absence of any original work of Kohala, even personal details regarding his
family lineage, his Guru-parampara, his patron (if any) etc. can only be gleaned from the works
of later lak$anakara-s. Many later authors refer to Kohala on subjects of a technical nature, but
it is only Abhinavagupta who offers a glimpse of the kind of personality Kohala was.

Kohala - An ldeal Na(a
In his commentary on the second chapter (Prekyagrha-laksanam) of Natyasastra, Abhinava
says -
hrahmeva kavih, Sakra iva prayojayita, Bharata iva natyacaryah, kohaladaya iva natah’l
Through this statement, Abhinavagupta clearly brings out the exemplary theatrical
personality and skilled actor that Kohala was - highly adept at both the theoretical and practical
aspects of Natya.

Kohala - Popularity in Lak$ya
While commenting on the 29thchapter (Atodya-vidhanam) of the Natyasastra, Abhinavagupta
discusses contradictory views of different authors2 At the end of his discussion, he concludes by

NUfya"astra of Bharatamuni : 1992 : Comm, on 21 GOS Vol. | p. 47
f+H"d I N (Mrit) JgPikihi 3W:

(%f. ~T. 37. 18) APITI ~drilPH-SM I cTt%
yfan&*HIdfHcMdH, «RpTT | - Natyaiastra of Bharatamuni 2006 : Comm, on 298 GOS Vol. IV p.70
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saying that it would not be detrimental to accept instructions prescribed by another tradition because
what other authorities like Kasyapa have said would also fall within the framework of natya
and consequently that of Bharata’s. He also mentions the nyaya - ‘Paramatam-apratiyiddham-
abhimatam} (A contradictory view which has not been refuted is deemed accepted). He cites
Bharata’s own example at this juncture, saying that he (Bharata) has himself accepted the views
of Kohala when he says ‘se?amuttaratantrena kohalastu kariyyatP. He adds that the views of
Kasyapa and others (Kohala) have been cited time and again by Bharata, in order for his own
views to gain wider acceptance, since the views of these authorities were extremely popular in
lakjya.. This offers adequate testimony to the respect and esteem enjoyed by Kohala and his
doctrines in Abhinava’s time.

Use of Kohala’s name in Canonic Statements

In his treatise Abhinavabharatl,- chapter four (Nrtya-tandava-lak$anam), Abhinavagupta
deliberates as to whether forms such as dombika, prasthana, sidgaka, bhanaka, bhanika and
ragakavya should be taken as different from natya as they are not part of the daSarupakad. In this
discussion, while Abhinavagupta holds the view that this should definitely be so, he also adds that
some other uparupaka-s such as totaka, prakaranika, rasaka, though not part of the daSarupaka-s,
are still given the status of natya. Abhinava says that this is because of the dictum of Kohala. He
mentions a statement - ‘Kohalastu bravltV (Kohala says so). The canonic tone of the statement

Kohalastu bravlti” coupled with the manner Abhinava has employed it, gives a picture of the
exalted scholastic stature Kohala enjoyed in his time.

Interpolations of Kohala’s words in Natyasastra

Further, the fact that Kohala’s verses have found their way into the mula text of the
Natyasastra strengthens his standing in the field of Natya. This appears to have happened even
before the time of Abhinavagupta. We come to know of this when he discusses the Sahgraha Sloka5
of Natyasastra. Abhinava says that in the view of the Audbhata-s (Audbhata-s are the followers
of Udbhata- another ancient commentator on the Natyasastra), the eleven ahga-s mentioned are
In actuality, the views of Kohala and not Bharata. According to them, Bharata only included the
three abhinaya-s, glta and atodya as the five ahga-s of natyas.

3 NatyaSSsatra of Bharatamuni 2006 : V. 37.18 GOS. Vol. IV pil7

4 ffh d<=hIPd+H] d)<i=by<Mrul
TT<SIMIdI n - Natyasastra of
Bharatamuni 1992 : Comm, on 4.260 : GOS Vol I: p.169
5 TNT ¢TRT UF*ERT SR? 9lfriy<”: I luGfiw<rw*ndtelT *IFT TTW: IINS 6.10
6 TTIW ffd - RT  SMiH | ot | flddr  WAT TTZM SR fic
drefill) W A CTcSTeR: » |
vW jaRt I~ *Irit | clrH~JftcTRrfq | | ~dfcfd |-

NafyaSdstra of Bharatamuni 1992 : Comm, on 6.10 : GOS Vol.l : p.258
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Also, there is an appendix to the fifth chapter which contains additional information about
the purvarahga-vidhana which is attributed to Kohala. The colophon there reads -

“Iti bharatlye ndtyafastre kauhatiyam pQrvarafigavidhanam
nama pancamodhyaya-paragi$tham”

Though some editors have chosen to omit this from their editions of Natyafastra, it is still
significant in that, it brings out the proximity of Bharata and Kohala in the Natya literary tradition.
Several modem scholars such as Dr. V. Raghavan, S.K De and others, also concur that there is
quite a bit of Kohala’s contribution that has merged into the text of NatyaSastra. As in this case
and the one above, it is difficult to gauge how much more of Kohala is present in the mula of
Natyafastra in the form of dnuvawfya Sloka-s also. S.K. De sums it up well when he says-

“It is likely therefore, that between Bharata’s original work and its existing version, there
came ‘Kohala and others’ whose views found their way into the compendium, which goes by the
name of Bharata and which indiscriminating posterity took as genuine and unquestionable.””

Abhinavagupta refuting Kohala’s view

While Abhinavagupta has a high regard for Kohala, it is also a point of interest to note
that he, on occasion, is at variance with Kohala. In the commentary of the 18t chapter of the
Natyafastra, Abhinavagupta quotes a statement of Kohala — ‘Srhgara-hdsya-karunairina kaisikT
syat’ meaning that in the case of srhgara, hasya and karuna rasa-s, the kaisikT vnti is to be
used. Abhinava says that this view is contradictory to that of Bharata’s and should therefore be
discarded. According to Bharata, kaitikT vrtti is only to be employed in circumstances where there
is a non-intense and peaceful mental state (anulbana cittavrttif,

Technical Aspects
Abhinavagupta presents several references of Kohala, on subjects of glta, nftya as well as
natya. A few samples are presented here.

Theatre- Natya

On the subject of natya, Abhinava presents many technical aspects dealt by Kohala such
as arthopak$epaka, viSkambhaka or even details of the lakjana-s of the rupaka-s like vTthT. But
it is not in this area that Kohala’s contribution stands out. Kohala is famous being the pioneer
of minor dramatic forms called uparupaka-s. This subject has not been dealt with by Bharata.
Uparupaka-s are dramatic presentations in which the elements of song and dance are given much
more prominence than the dasarupaka-s. Abhinavagupta states that these forms rely heavily on
nptta, i.e. they are nrttatmaka, and are different from the dasarupaka which are natyatmaka.

7 History of Sanskrit Poetics : 1923 : Vol. | : p.26
8
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94

THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

They are said to have been formed out of the appropriate combination of the features of two or
more rupaka-s. The very first author to give us a picture as to how closely the name of Kohala
is linked to the formation and codification of the uparupaka-s is Abhinavagupta. Though Bharata
himself has spoken of Natika- which is a combination of the lakyana-s of nataka and prakarana,
he does not describe the uparupaka-s. Abhinava brings out some of the details of uparupaka-s
by presenting to us the words of Kohala.

On the subject of an uparupaka called ragakavya, Abhinava quotes the following
Verse -

yathoktam kohalena-
layantara-prayogena ragaiscapi vivecitam |
nandrasam sunirvahyam katham kavyamiti smrtam 119

Kavya is a variety of uparupaka which is composed as sequences of song and dance.
V. Raghavan says that there are two varieties - kavya which is performed entirely in a single raga,
and citrakavya which is performed in different raga-s10 Abhinavagupta uses the term ragakavya
to denote these while Kohala himself uses the term kavya.

Abhinava quotes the above verse of Kohala giving the definition of this term - kavya.
Kohala says that Kavya is that type of dramatic presentation wherein different laya-s and raga-s
are employed to bring out different sentiments. The mention of the term raga in plural perhaps
indicates that Kohala is here referring to what Bhoja later defines as citrakavya.LL It is interesting
that M. R. Kavi, in his Bharatakosa quotes this as a verse of Bharata instead of Kohala and also
gives it under the heading ~ Kavyam-Gltavanmayabhedah12

Dance - Njiya

On the subject of dance Kohala has spoken about a variety of topics like nikuttaka
karana, samanyabhinaya, tandava, adhika hasta-s etc. While commenting on the 25t chapter
(citrabhinaya) of Natyasastra, Abhinava says that the citrabhinaya-s shown by Kohala in his
sastra using the testimony of laksya are also to be included with the dicta of Bharata. Abhinava
says that in order to prevent the interruption of a continuous tradition, he will present examples of
the same3 This is followed by thirty eight verses explaining the varieties of citrabhinaya. From
Abhinava’s statements, it is clear that these verses belong to the tradition of Kohala but are not

9 Natyasastra of Bharatamuni 1992 : Comm, on 4.269 : GOS Vol. | p.180

10 V. Raghavan : ‘Uparupaka-s and Nrtyaprabandha-'s: Samskrta Rahga: Annual V.  p.37
11 ibid.

12 BharatakoSah:1999 : T.T.D- Tirupathi p.132

13 TDfdcKwimp'd 3 cjn

AETfCTI ffd | -
NatyaSastra of Bharatamuni : 2003 Comm, on 25.123-124 GOS Vol. Il : p. 287
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direct quotations from his work. It appears that Kohala has expounded in detail what Bharata has
merely indicated. This definitely emphasizes the contribution of Kohala, who amply elucidates
the aspects of dramatic performance, perhaps in more detail than Bharata.

Also Abhinava’s words - ‘mabhut-sampradaya-pravaha-vicchedah' indicate that even in
his own time, the tradition of the Kohala-school was in decline. In order to bridge the gaps in
the then-current lakyya and safeguard the principles held by Kohala, Abhinava himself seems
to have put together this exposition of citrabhinaya. By the time of Abhinavagupta, Bharata’s
NatyaSastra had perhaps outshined any other work, and was considered the sole authority on the
ancient art of dramaturgy.

Music - Gita

On the subject of music, most of the references are those relating to tala or prastara.
Bharata, in the 12t chapter (Gatyadhyaya) of Natyasastra describes the gaits to be adopted by
the different characters in different situations to bring out different rasa-s. In the Natyasastra,
while Bharata only specifies the gaits, the tala-s associated with each of these gaits are clearly
attributed to Kohala by Abhinava.

In the case of the tala called Jhambhatikd, the context in which the observations of Abhinava
have been made need to be taken into consideration. While describing the gaits to be used in case
of the karuna rasa, Bharata prescribes that the uttama (superior) characters should be brave and
tearful, heave long/deep sighs, turn upwards, move in an irregular pace and should not have the
sauftava position of the body4

Abhinavagupta takes up one statement of Bharata saying that there is no pramana (rules
and regulations) for the gait of an uttama character in the karuna rasa. Abhinava says that this
IS not so. In the karuna rasa, since the steps are placed in an uneven and irregular manner, that
irregularity in itself becomes the norm. In this case he says that the jambhatika gait shown by
Kohala has to be used in the vilambita laya having the duration of three laghu-s and druta laya
having the duration of guru, pluta and viramals

In the Gaekwad Oriental Series edition of the Abhinavabharatl, M.R. Kavi gives as footnote,
a definition of the jambhatika laya attributed to Kohala.

tadeva Kohalamate -
laghudvayam vidhayatha dvau drutau saviramakau
punarapi-evameva syajjambhatlpata iyyate

14 TtTRHT Trifclf sfFHPTcn | nT N4 T 3RM CFT
12.65abll - Ntifyafastra of Bharatamuni : 2001 : GOS Vol. Il : p.146
15 w ii cwrfavfafth sfisr VFFTmra: sift gidR*w w i srt fadfHddiH
A f=HiAul $Rki: I” - NatyaSdstra of Bharatamuni

2001 : Comm, on 1265 GOS Vol. 11 p.146
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marane patane caivapriyasya Sravane tatha
jambhetika soda karya hyuttamadhama-madhyamaih
guru-dvaya caturmatra gururante vyavasthitah
kakubhena prayoktavya jambhatl laya-kovidaih

Two laghu-s, two druta-s and two virama-s, repeated twice is known as jambhatl. It is used
in situations depicting death, falling and listening to unpleasant things. This laya can be used for
uttama, madhyama and adhama characters.

This defintion seems a little different from what Abhinava has presented. M.R. Kavi does not
give the source for the above quotation, nor are these verses found in his Bharatakosa. Interestingly,
the term jambhetika has been defined by Nanyadeva in his treatise - Sarasvatlhrdayalahkarahara
or Bharatabhasyam'7. In this work the above definition of Kohala is found mentioned. But what
is noteworthy is that there is no mention of Kohala or his association with this particular tala in
Bharatabha$yam.

Abhinava presents Kohala’s definitions of more than ten such bhahga tala-s. Dhruva gana,
though belonged to the marga tradition, included some tala-s which were employed in natya, but
not described in NatyaSastra. These tala-s were classified as bhahga, upabhahga and vibhahga
tala-s. It is only through Abhinava that we come to know that Kohala had knowledge of, and had
defined the lakSana-s of many of these bhahga tala-s.

M.R. Kavi also says that these tala-s are formed by the bhahga-prastara of laya-tala-s.
There are forty such tala-s which have been discussed by Kohala and are used in the different
?aits (gati-parikrama.y8 The lak$ana-s of these bhahga, upabhahga and vibhahga tala-s can be
ound In the work Bharatabhasyam.

Later Authors- Picture of Kohala

Post-abhinava authors who refer to Kohala, over time, start demonstrating a progressively
stronger bent towards the desi tradition. The subjects being spoken there are completely of a
deSI nature and are many times topics current to their own times and have not much to do with
the artistic presentations of Kohala’s period. For instance Kallinatha, in his commentary of the
nartanadhyaya of Sahgltaratnakara gives copious quotations about calaka-s and vartana-s from
a work called Sahgltameru, which he attributes to Kohala. But it is very unlikely that this work
has been written by the same author whom Bharata speaks of.

In the following table the subjects for which various authors have referred to Kohala have
been divided into three rough groups - those belonging to the Pre-Abhinava period, Abhinava
himself, and those that belong to the Post-Abhinava period.

16 Natyasastra of Bharatamuni : 2001 GOS Vol. Il Comm, on 12.72-73 Footnote : p.146
17 Bharatabhdfyam : GOML : Acc. No. R20159/ SR5631 Fol. 360
18 NafyaSastra of Bharatamuni 2001 GOS Vol. Il Footnote : p.140
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PRE-ABHINAVA AUTHORS  Sruti

(2B.CEto 10CE) Svara
Murcchana
Tala
ABHINAVAGUPTA Purvaranga Arthopaksepaka  Nikuttanam
(10 CE- 1CE) Natyanga Saindhavaka Abhinaya
Vi UparQpaka Tala
Dasarupaka Tandava Prastara
Viskambhaka Hasta
POST-ABHINAVA AUTHORS  DasarOpaka Calaka Abhinaya
(1L CE- 18CE) UparQpaka Drsti Vadya Prabandha
Natyasala Nikuttaka karana ~ Sthaya
nirmanam Angahara Upanga- Bhasanga
Tandava-Lasya DesT can Raga
Hasta
Vartana

From the above table, it becomes clear that the matter of understanding Kohala is very
complicated, as laksanakara-s of different periods give different accounts of Kohala. This raises
the distinct possibility of multiple-personalities who went under the name Kohala or later authors
assuming the name of an authority like Kohala in order to gamer attention for their own works.
It has also been a common practice in the Indian tradition to have titles for persons who achieve
a certain benchmark in a field. That could explain the number of Kohala-s. Or, it is possible that
persons of that particular school of dramatic performance (bani) were all called Kohala-s.

In spite of all the above, there is only one whom Bharata chose to carry his work forward.
By the accounts available to us today, the Kohala that Abhinavagupta presents to us seems to be
near-authentic.

Overview

Based on all the information gathered from AbhinavabharatT, if nature of the work of
Kohala were to be assessed, it could be said that the general framework would have been on the
lines of Ndyasastra, but with many additions and modifications. Kohala pioneered the uparupaka-s
and has codified their lak$ana-s. He appears to have been an esteemed nrttacarya as well as a nata,
who had his own bani and many who followed it. He was part of a parallel theatrical tradition
which professed theories and views which were, at times, divergent from Bharata’s. It also appears
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that by Abhinava’s time Kohala’s doctrines were still popular in the lakyya sampradaya but were
fading away from the lakyana sampradaya.

It also needs to be stressed that if not for Abhinavagupta, we, today, would not have such
an understanding about Kohala (for that matter many other authors and subjects too). Also at this
juncture it becomes necessary for us to remember the stupendous effort that has gone into making
a difficult text like AbhinavabharatT accessible to students and scholars alike. The yeomen service
of Sri Manavalli Ramakrishna Kavi and other editors must be recognized and remembered, for
without their efforts such studies would have not been possible.
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Importance of Stobhas in Sama Veda
Dr. Subroto Roy

Dhrupada ragalapas naturally emanate from Samans. This exercise has implications
on Samans which possess considerable number of stobhas hitherto considered meaningless
nterjections. Like alap, stobhas carry more meaning than meets the eyes. Select Samans from the
first three sections of the book mentioned were selected and demonstrated under the DakS$inatya
Kauthuma method. Now, ‘Sa + ama = Sama’is essentially an equation which tells us, among other
things, that the music cannot be expressed in any other language than music. It is proposed in
the present paper that the incommunicable ‘ama’becomes communicable when stobha is evoked.
Therefore, the stobhas of Samans are carriers of the alaukika meaning. They not only set the
pace of Saman, but they alsoform the alapa of Saman. They are not ta-daism’as some scholars
would like to believe. This is ultimately, for the purpose of establishing the cultural communicative
role of stobha.

Aims
To rationalize the power of cultural communication of stobhas Sama Veda

Problems

Sama Vedic mantras employ stobhas which do not mean much to the common listener; they
appear like ‘inteijections’, ‘exclamations’ etc. like *hurrah” Unfortunately, these common-sense
perceptions have crept into scholarly works describing the hoary Sama Veda, largely unquestioned.
This causes a complete misunderstanding of Sama Gana. Again, Rg Vedic mantras are considered
as the yoni mantras of Sama Veda. They are, therefore, misunderstood as the prose upon which
music was set with by mutilating the mantras giving birth to Sama Veda and its singing. Stobhas
which feature prominently in Sama Gana are misunderstood. So much so, that they are even

equated with da-daism.

Introduction

Stobhas not only set the pace of Sama Gana, serve as alapa meant to communicate its
content, but also convey a set of meanings in older Arsha language, in addition to musical meanings.
It has been shown that stobhas contribute significantly to the Vedic way of communication, rather
than being mere fillers or nonsensical lilting sounds made simply to serve music at the cost of
literature.

When ‘sa’; she/feminine aspect or the reas integrates with ‘ama’ which | interpret as the
essence of music with the help of stobhas, then the communication attains a degenerate level to
match human verbal language apprehensive capacities. It is then useful to man in his laukika
vyavahara. Rea without ‘ama’ is a reduction of Veda for the sole purpose of memory of those
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who cannot sing. The alaukika ama which is aspasta or unclear, becomes clear and laukika with
the help of stobha, and Sama of course. The importance of Sama Veda is clear in Lord Krona’s
statement, ‘Vedanam SamvedOsmi’ which means among the Vedas, | am the Sama Veda. The
Satapatha Brahmana says, ‘nasam yajnyO bhavati...” which means no yajna is complete without
singing of Sama Veda. The Samhita is a collection of two broad categories; accented syllable
mantra verses and the songbooks. This statement prevents us from believing in the stories against
its values. In this paper, the fact that stobhas communicate in various ways and the translation
of the soggs of Sama Veda (including the stobhas) will be a step towards its true understanding
IS stressed.

The Sama Vedaic yOni or source mantra collection is known as areika and is essentially
devotional in nature because the word areika comes from arcana or prayer. This is divided into
purvareika (Eastern or earlier Areika) and uttarareika (Northem or later Areika). These are to be
sung in appropriate contexts. But along with the yOni mantra‘of Sama Veda, some sounds like
0, hOva, ya, etc are encountered. These are said to make the singing easier or smoother. These
sounds are called stobhas or Samavikaras.

It is to be noted that a section of the verses in purvareika propitiate Agni, Indra, and
Soma and form the basis for the gramageya appropriate to be sung in the village. But as Howard
(1986:199) inter alia puts it, ‘posterior to the purvareika is the aranyakagana Forest Songbook...
are...longer and more spellbinding...make great use of repetitive formulas called stobhas ...having
magical and even dangerous properties’ which prohibits Sama Vedains to sing them in villages
and are to be sung in forests only. | must add here, that what was considered ‘magical’ and
‘dangerous’ are today no more mysteries considering the leaps in Wave Genetics. The Sama Vedic
connection of Wave Genetics is briefly conjectured which scientists may in the future take up for
experimental verification is brought out in the concluding pages.

The uttarareika contains verses more often arranged in groups of three for the purpose of
yajna and are also known as stomas. In uttareika there are two songbooks Qhagana and Qhyagana.
Howard (p-200) writes uhagana is an abbreviated form of the book Qharahasyam and how the latter
evokes the ‘secret milieu of the aranyakagana’. Both song books are divided into seven sections
and the section also known as ‘ksudra parvan’ which means ‘very small size-parvan section’ gives
songs for the performance of the Soma yajna apparently, to fulfill wishes and desires. In the
cosmology of ancient India, Soma plays an important role and the above definition of the section
of Sama Veda is significant. The words divinity, secrecy, magical, aranya, ksudra etc are key to
the connections | draw between stobhas and Wave Genetics.

But it is a common allegation that Sama Veda badly compromises on mantras to Serve
music. As a musician, | do not see an overload of music in Sama Veda. In fact, a single set of
svaras is used for the entire Sama Veda in, of course, numerous ways (even today used). But
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there is logic to the combination of sounds of words and those of music in the entire Sama Veda
which is very well formulated and has been mentioned in Aksartantra as discussed here.

The allegations of Sama Veda being Dadaism and shamanism, among others have been
challenged with reference to analytical literature of Sama Veda. There are allegations that Sama
Gana includes inteijections, exclamations, etc like in many forms of folk or tribal musics. This
view has also been challenged with examples and arguments.

Discussion

Now, for a vocal sound to become melodious it must at least contain ‘rava’. In order
to create rava one needs to hold a sound at a certain pitch until it creates the rava [Personal
Discussion, Vedamurty Vasudev Sastry Paranjape, Mysore, Nov 2011]. It is not necessary to
mutilate mantras of Sama Veda Samhita or that of Reas to sing. The principle of extending a
svara upto three times its basic length is recommended for Sama Veda.

This is the basic requirement for a vowel to become melodious. Therefore, Sama Veda has
not mutilated mantras to serve music; at the cost of mantra. This method was necessary when
written communication was considered degenerating and the oral-aural tradition was strengthened.
Sama Gana is a separate set of mantras based on an additional set of syllables called stobhaksaras
which were found necessary for this mode of cultural communication.

Dixit (1984: 99) brings to the fore a very interesting aspect of Stobha as follows:
stobhas ya lak$anam nasti kimvasti na vivarnata |

My Translation: There does not exist an exposition on the fact whether features of stobhas
are or are not described. However, it is conceded Dixit, (p-100) that:

na Rgadi-anRgadi-Rglaksanabhinnam |

samgatam varnasvariipam aksarasamgyam bhavati |

udaharanam | him, phat-up, hoi, ityadi |

stobhoiti asyaiva sarhgya |

My Translation: There are featuristic differences in the formations of Sama stobha letters
and nouns from those of Rg Vedic and non-Rg Vedic literature. For example; him, phat-up, hoi,
etc. These are the nouns of the stobha category. The book (pp; 100-101) further says there are
basically 32 stobhas and goes on to enlist their formations; this is the aksartantra. This section

thereafter clearly explains the manner and the extent to which these 32 letters are expanded or
metamorphosed into nouns. Aksartantra is essentially the etymology of stobhaksaras in Sama Veda.

Misunderstandings
To my mind, the stobhas which play an important role in converting the saman to Sama
Gana or padya to gana have been completely misunderstood and neglected by modem authors. The
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incomplete understanding of (Chandogya Upanisad and Aksartantram with focus on stobhaksaras
have been the cause of these misunderstandings are mainly due to dependence on some dictionary
definitions of stobha, which | think is a grave disservice to the ancient tradition of Sama Veda-

According Williams (2011: 1259-1260) stubh is the root of the word sJObha and takes several
meanings as per the context. It means ‘connected with” and may also refer to candas like tristubha,
anustubha etc. where stopping and pausing is frequently required. He cites Latyayana Brahmana
as defining stobhate as pause, stop, cause to stop. Referring to Srouta Sutra, Mahabharata, and
Bhagvat Purana he enters the meanings of stubha a ‘partic’, ‘a division of Sama veda’. As far
as the above definitions are concerned they do not reduce stobhas to mere ‘shouts’ which has
appeared elsewhere.

The definitions in the same source from other primary sources tarnish the idea of stobha.
Some quality seems to be added to these ‘stops’ while translating Jaiminl Brahmana; Williams
enters the meaning ‘chanted interjection in a Saman’ like hum, hurrah etc. The very fact that
Bhagvata Purana also gives the meaning of stobhita as ‘praised in successive exclamations or
shouts” apart from the above meaning convinces us that stobha may well be loosely used in
mundane contexts (laukika). However, in the Vedic context it seems appropriate to use the meaning
‘oreaks in canda’ In fact, Latyayana’s definition of staubha, according to Williams (p-1259) is
‘humming, making joyful exclamations, hurrahing’. But had they been merely ‘hurrah’or ‘hai hai’
etc., then what was the need for a treatises like Stobha Pada or StObhanusamhara, and definitive and
etymological works like Stobhabhasyam-Aksharatantram? What was the necessity of Chandogya
Upanisad which is a dictionary of sorts of stobhaksaras, among other things? We will exclusively
look at stobhaksaras as defined by Chandogya Upanisad. Like Surya, Kanta (1970) | must warn
here that if Chandogya Upanisad is disbelieved, then there is no reason why we should believe in
dictionaries which give definitions of words. Word meanings of a language are given when they
are in use in some kind of literature. Just as words in Physics may not mean anything in social
sciences, similarly words in music may not mean anything in civics. | mean to say that Sama
Veda is a technical literature of a different kind and cannot be judged on the bases of the way
we draw meanings from Rg Veda or classical Sanskrit for that matter.

Coming back to meanings of stobha, interestingly enough, stubha is also a masculine gender
name of Agni as cited from Mahabharata (Williams ~ 1260). Again, note that chanda has many
meanings, but broadly two etymologically derived meanings; one being ‘cover’ for the Vedic
mantras and their bhavas and the other being for entertainment of humans (Misra, 2002, 2). It is
therefore, deduced that Sama Veda is meant for entertainment of humans. However, this is far
from the truth because Sama Veda is not for the entertainment of humans but for inviting those
elements and devatas which will ultimately help the yajna to become meaningful and complete;
ahvaniya or invitational as we will see in the discussion. It must however, be remembered that
the word ‘chanda’ is used in various different ways in different contexts. Stobhaksaras could also,
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therefore rightly refer to chanda rather than what Williams has understood of Jamuniya Brahmana’s
definition of stObha,

Chanda, Gana and Cultural Communication

The topmost duty of the Vipra isiwas to preserve the Vedas, by memorizing, by
understanding, and by bringing it in daily life through daily mandatory practices called nitya
karma that have relevance to the individual, and functional practices as a connection of individual
to the society and the creator of the universe; yajna karma. The route of cultural communication
through the oral-aural tradition was understood to be more dependable, efficient, and long-lasting.
Its quality as an intangible form of heritage made it naturally secure from political biases, wars,
and natural calamities; what is in the mind cannot be destroyed as easily as what is in the library
or in a strong room. The migratory nature of the Vipras is one such element of security. This
is why we see Vipras spread all over India and are the most relocating groups of people in the
country (Parpola, M: 2000).

In this cultural communication aimed at preservation, chanda played the pivotal role. |
have given some etymology of this word later. But suffice to state here that it was in song form
that Veda was seen to be most dependably, efficiently, and perennially communicated from one
generation to the other. Song was the best method of cultural communication, which is why Lord
Kfsna says in Bhagvad Gita, ‘Vedanam Samvedosmi’; | am Sama Veda among the Vedas. This is
without doubt. Now, the question whether the Vedatrayi (the three Vedas) were contemporaries,
or they came one after the other is a matter of separate research quite outside the scope of this
research. Suffice to state here that, | have shown that Sama Veda is not a musicalised form of
Ry Veda, if we take Veda as apauruseya, as an axiomatic truth and subscribe to the legend that
Vyasa merely trifurcated Veda and did not add or reduce anything from the original corpus that

seers called Rsis gave him.

The Ry Veda is full of words which have evolved due to Chanda. Take the case of the
word Siksa which generally means education. According to Yaskacarya, it comes from the root
verh ‘Siksa’” meaning ‘donate/give freely” But as said in the following mantra of the Ry Veda
inter alia it becomes Siksa because of (Chanda;

Noonang sa... Sik$a...vidhate suviraha..Rg Veda 2.1121

Note that Yaskacarya citing UnaDi 4.113 referring to the following Rea says the word
Gayatri is formed when gai (not gou or cow) which is ‘to sing in praise’ in conjunction with

‘atran’”;
Rean tvaha...gayatri SakvariSu..u £vaha’.Rg Veda 10.71.11

He points out in this Rea that Udgatri sings. It is to be noted that all the major Vedic
bhandas like Gayatri, Usnik, Anustubha, tristubha, Jagati, and Pamti are to be realized in song
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and are therefore exploitable more predominantly in Sama Veda than in Rg Veda. It can thus be
deduced that Sama Vedins who were known as Chafidas sang under specific recommendations and
did not mutilate words; they sang words that were communicable easily in the oral-aural tradition
that they chose. They did not find roots or reduced forms of these words interesting enough to
sustain the interest of their students. We must not forget that it is Chanda which has kept the
Vedic heritage pulsating even today.

Some researchers and traditionalists believe that stobhas in Sama Gana are merely musical
fillers, or da-daism and Sama Veda employs them to serve music rather than the Veda itself. Surya
Kanta has gone almost overboard and ridiculed the meanings given in the Chandogya Upanisad.
Thg_se form the body of misunderstandings and unfortunately do disservice to the Sama Vedic
tradition.

Until now | have come across several translations of Sama Veda Saihhita, but none of
the Ganas. This approach by scholars indicates that most of them do not assign any meaning
in Sama Gana worth communicating. They forget that Vedas are meant to be communicated by
the oral-aural route like it has been communicated from generation to generation, rather than
the textual route. It is the chandatmaka recitation or singing that helps communicate. Chanda
due to its metrical and musical characteristics protects the mantra by way of making its cultural
communication possible. Why then is it that most scholars neglect the song when it comes to
drawing meaning from Sama Veda? Surya Kanta (1970: 11) has recalled unknown “old” scholars
and stated that Saihhita is not Saman, but a “melody independent of words”, although he refers to
Rg Veda 1.64.24., which bears out the distinction between melody and words and which talks of
the superiority of the former. He also evokes (p-12) Yaska, Jaimini, Bharatrhari, Bhattabhaskara,
and Sayana to drive home a rather simple point that Rea and Sam are different. But he filters off
Naidanacarya’s, (the author of Nidana Sfltra) view according to which Sam is a combination of
Sa= the two lokas and amaha= the gross or earthy; therefore it is Sama. Naidanacarya considers
‘Sa’ as Rea and ‘amaha’ as Sama Gana. This view goes a long way in looking at Sama Veda
from perspectives afforded by Wave Genetics with pinda-brahmanda concept.

This means Rea is already included in Sam and therefore it is a challenge to the idea that
“Saman is sung upon Rea” as Surya Kanta likes to interpret. Samans are not after all as simple as
“a tune, a melody sung to words” as he likes to believe and further develop his view that Sama
Veda is dada-ism or Shamanism. Then he has to prove that Sama Veda is not a-pauruseya first,
before stating that Sama Veda is application of music to words, which he has not done. Although
what Ganapathy’s (1982, Introduction) statement that we now know that Vedas are not revelations
in a particular state of mind of Risis, is a mere conjecture based on scholars’ observations that
there exists some kind of development in the Vedic literature. | however, would like to go by the
apauruseya theory as of now and do not subscribe to the development model. After all, neither
the Risis nor Krsna Dvaipayan (Vyasa) added or deleted anything to or from the Veda before its
trifurcation, nor did their disciples are known to have done so. Then how did Sama Veda take
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shape? The answer is simple; before trifurcation the Veda included music, words, Chanda etc in
no less or more degree than are in Sama Veda. Therefore, Sama Veda is not later than Ry Veda.
Therefore, Samans were not tunes put on Rea. In fact, Ganapati (1982, Introduction) has strongly
argued in favour of the theory that Sama Veda is much earlier than Rg Veda and Yajur Veda, a
discussion | put off for another paper.

It is also naive to allow what Surya Kafita (p-13) has described while attempting to deduce
an origin of Sama Veda as follows merely by citing Faddegon (1926) as follows:

“Three things stand out clear in the ganas of Sama Veda:-

The ganas are practically strings of “dadas” hai-s ad Hau-s.
The same words are repeated in them again and again.
Words are badly mutilated to suit melody.”

He (ibid) goes on to show that stObhas are merely dada-ism by merely quoting similarities
that Wallstock (n.d.. 271) found with African tribal festival singing. He depends upon the so-called
theory of Shamanism to state that it is a belief that “self-exciting noises produce a corresponding
effect is termed as Shamanism”. He then fits Sama Veda into this definition. What empirical
evidence does he have that Sama Veda causes self-excitement and it is not self-calming? None at
all; these are pure conjectures and are neither ways of arriving at any truth nor are their results
anywhere near the truth. He (p-16) goes on to give similar sounding words as stObhas in North
Indian American and Macusi Indian Guinea and criticizing £hafidogya Upanisad saying it is an
“attempt... to explain these ha-s and hau-s, hopelessly barren of any positive gain”. Just because
the North Indian Americans and Macusi Indians had no high cultural context of these sounds it
does not necessarily mean that same is the case in Vedic India. Schiller (March 1974, 44-48)
writes on the findings of archaeologist Stuart Struver in the Koster Valley near the river Illionois
in North America in 1969. The archaeologist is quoted having stated that Red Indian settlements
estimated to be 13,000 to 26,000 year old were found on the lowest layers of this site and they
were said to have migrated from Asia across Behring Straits about 10,000 years back. It could be
that they had carried the language of Sama Veda along with them? Many archaeological findings
indicate that there indeed was a deep link of Vedic civilisation and the ancient Indian Americans.
According to Arun Chinchmalatpure (n.d, 3), “An image of Hanuman called by the name ‘Wilka
Huemana’ and measuring 50 feet in height and 12 feet in breadth was found in Guatemala.
Similar one was found during an excavation of ans Aztec temple in Mexico City and was known
as ‘Euhectal’, a wind God, a monkey God.”

Therefore, it is not implausible that Sama Veda (including stObhas) also travelled to
Gauatemala? Cincamalatpure cites the discovery made by Dr. Harry Fell, renowned American
epigraphist that suggests early merchant settlers of South-East Asia in Mexico evidenced in the
form of inscriptions which Fell has deciphered as Indie inscription from Tihosuco. In fact, Surya
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Kafita (ibid) himself says that these sounds (stobha-like) were borrowed by one tribe from another
without knowing the meanings. Is it not plausible that the tribes that borrowed these sounds from
Vedic India and their understanding was lost in time, but it stayed in Chafidogya Upanisad and
other Sama Veda analytic literature? Surya Kafita does not even mention these, possibilities.
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Past performing practices of the Nayak period, a vestibule to
today’s Bharatanatyam™- research & reconstruction
Dr. Swarnamalya Ganesh

The association between art and political power shift is an important paradigm. Through
this paper, | shall share my comprehensions from a journey through a complex era of the Nayak
rulers of the South.

The Nayaks were the chieftains who gained semi-royal status and kinship in the Vijayanagara
empire. The areas under my study were Tanjore, Madurai and Gingee. These kings brought with
them distinct cultural practices and flavors.

The arts during their times, were subjective in the sense that, the kings participated in the
creation of the corpus of literature, performing arts and many such, not only to fortify the existing
practices but also as a movement towards identity. At the same time, they chartered inquiries into
every aspect of art and literature that evolved with the status of a science. The female dancer, her
mind, voice and body were used as powerful tools to claim varied expressions. This important
transformation and cognizance, is the hallmark of this historical period and today’s Bharatanatyam
IS meant to largely represent that intrinsic quality.

The purpose is to study the evolution of Bharatanatyam into its present form, from its
more immediate past and ancestral memory. Much of contemporary dance history of the south is
steered towards seeing its hoary past and links to vedic and early historic extant like the Natya
sastra. While this link is undeniable, it is from the immediate cultural memory that the performing
traditions of today have been culled out. Its copula to “Sadir-attam”, “dasi-attam” and also its
close link to geographical and political structures are its rich traditions. It is from these numerous

corpuses of dance repertoires that the Tanjore Quartette and others excogitated the margam.

The especial contribution to this made during the Nayak times will be visible in the
understanding that it is the profound and obvious cultural memory of modem Bharatanatyam.
The last vestiges of dramatic elements in the dance forms like the use of a curtain for character
introduction, the employment of a jester to entertain and introduce the dance to the audiences
were done away with in the next centuries to come were dance became strictly solo and solemn.
Some of the most significant metamorphosis that dance under went in the Nayak times was its
evolution into a solo, female oriented dance form.

| have researched and reconstructed with the help of textual and archaeological sources
several of the repertoires apart from doing a deep anthropological study of the dancers, kings and
societies. | will now present some arguments and analysis about four such repertoires hefore you.
They are dealt with in brief for the sake of this conference and | seek your understanding in the
knowledge that my doctoral work (under publication now) will give the more elaborate versions
of the same, with several extensive arguments and more.
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Perani

Plrani as a dance form finds mention in several texts of the medieval times even prior to
the N5yak period. Sahgltasamayasara, SahgTta ratnakara, are a few. Sarngadeva also calls Perani
as the favourite dance of Lord Siva. The association of Perani to Lord Siva and Saivism continues
through in other works like the Nrttaratnavali written by Jayasénapati in the 13t century. Perani
Is generally associated with vigour and strength. We can see that perani has been performed in the
south and in particular in the Tamil country. However, one can see the evolution of perani as a
dance form only in the medieval period. Abhinavabharati mentions Parana under minor musical
drama forms. The traces of perani being an evolution from a drama form can be seen for example
in its anga, vikata (jester) who will use dialogues to create humour with appropriate aharya to suit
the character. A manuscript at the Tanjavur Saraswati Mahal Library titled Adi Bharatamu which
belongs to the Nayak period but of unknown authorship describes several DSSi natyas that were
in practice at that time. This important document has provided lakSanas for many of the dance
forms and | have used it an important source for this study and also appended my hand copied
volume of this Mss in my work which will be of immense value to scholars and performer alike.
The lakhana for Perani given in Adi Bharatamu says,

“ayOdhyayam krutam piirvam perani vayusiinuna...”

We can interpret the lakSana that gives a mythical origin as also denoting the quality of
the dance and therefore provides for the associated emotions. When perani is associated with
Hanuman, its inherent quality of vigour and the dancer’s brisk and strong movements are perhaps
denoted. The 5 angas in a Perani natyam are: Nfrta, kaivara (kaivada), gharghara, vika(a and glta
(corroborations done with several works reveal that nomenclature may vary but in essence these
are the 5 angas). The anga Vikata is a jester who smears his body with ash, completely shaven
head with only a tuft, an Atta-bddaka who engages the audiences with jokes and riddles. The anga
Kaivara is seen next. In Silappadikaram, Magadar is described as kaivarigal or irundu ettrovor
by both the commentators. The term kaivara is described as a eulogy to the Sabhapati/ Lord. The
anga by name nrtta does comprise of jatis in various yatis, which the dancer performs. A jati
from Bharatarnava given under perani has been incorporated. The anga Gharghara is mentioned
everywhere as dancing to the mrdangam using the ankle bells. The Nartana Nirnaya by Pandanka
Vittala and the Sahglta ratnakara enumerate its varieties. The analysis of these foot movements
show a striking similarity between the adavus we use, the natya sastric pada bhedas that are
enumerated and these medieval techniques. They provide the needed link between the laksana
and laksya for our understanding. Here are a couple of examples,

1. Paivata: stamping the ground with both heels one after the other or with a single heel
with foreparts of the soles fixed on the ground. This is the same as the udghatita pada
bheda from the Natya Sastra as also the same as the kudittumettu a"avu.

2. Siripi™i: with the sole clinging to the ground, sliding of the foot forward and backwards
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one after another again and again. This is like uspandita from the Natya Sastra and the
taiya taiyE adavu.

The next anga is gltam. Here, the songs or dams (compositions) are rendered and are danced
to. There is no njtta involved and the dancer only employs angika abhinaya to communicate. |
have used a beautiful samasya pbranam from Raghunathabhudayamu. This samasya was given to
Ramabhadramba and Madhuravani. They complete them in Sanskrit, Telugu and Prakrit.

Here is an example

“Ra rajani achutendru raghunatha nmpa

£ri ne sari rajulu bhoramanulu innu chala pogaduduru bhali
Svarajani re rajani

Ra rajani achutendru raghunatha nmpa”

The music has been very carefully set. For example while reconstructing the music for
Perani, lak$anas say that defi ragas are to be avoided for glta prabhandas. With the definitions
and parameters laid down in the Caturdandi prakasika, the music and even raga prayOgams has
been structured. | have written elaborately about the musical reconstruction | had to work on in
my work as a separate chapter according to Caturdandi and other contemporary works.

There is an exquisite sculpture at Ramappa temple (Warangal) which depicts the Perani
na(yam. However my study identifies the Perani najyam of the late medieval times which were
performed by women and was seen as more of a dance form of a solo nature. Perani’s entry
into Tamil country can perhaps be seen from the times of Vijayanagara mle. Perani, being a
variety of desi nrtta of the Telugu country, it had remained very popular and a challenging dance
performed by dancers in the court of the Nayak kings such as Bhagirati and MudducandrarSkha.
During my study, | visited a village called Perani which is near Vizuppuram. I chanced upon this
village and entered there because of my obsession with the name. Fascinatingly, the village has a
large settlement of Telugu speaking communities. Upon inquires | was able to trace quite a few
families to their dancing traditions. Their descendants in the Tacchur and Perani areas, the men
are doing kolattam dance even today during festivals. It is noteworthy that several men belonging
to the Telugu speaking families are part of this tradition. There are lovely dance sculptures in the
temples there. Perhaps this village was endowed to Perani dancers?

Jakkini

Jakkini is a dance form that is found mentioned in a number of works. Terms like Jakkadi,
Jhankini etc are also seen. There are several kannada works that mention jakkini including
Vallabharaya’s, “Kridabhiramamu”, Sri Kanakadasa’s “Mohana Tarangini” etc. Therefore, it has
been inferred that the term is kannada. The dance form jakkadi is mentioned in the Nartana
nimaya as a dance and song by experts from Persia with is a favourite of the yavanas (Persians).
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Therefore that brings us to the question of who these yavanas were. India was part of the great
spice route. The Cfra and Pan”ya countries were pepper kings. Merchants and travellers sailed
through India, particularly the southern regions on their spice route for procurement and trade.
The practice of setting sail along the monsoon winds meant that they have to spend time in-land,
between monsoons. This spice route was called “peruvazi padai” the great route. In fact, from
Pulicat to Calicut was called mabar, which in Arabic means transit. Historians believe that the
west-Asians may have very well come before even the Greeks and Romans to India. One vital
evidence is the sculpture panel at Tirukurungu®i temple where, the entire retinues of Yavana
traders are depicted, including their horses (the famous Arabic horses), their elephants, musicians
along with musical instruments and camels carrying chests full of trading goods. | am aware
of the doubt in many minds as to whether yavana meant only Greeks and Romans. While it is
trug that Sarigam literature refers to early Mediterranean traders who visited India as Yavanas,
now it is important to understand who all these yavanas comprised of. Two of the most notable
Mediterranean civilizations were the Greeks and the Phoenicians. While the Greeks were spread
through the black and red sea, the Phoenicians were reaching northern African regions and Iberian
Peninsula. There are records of them having provided naval forces for the Achaemenid Persian
Empire which was still dominated by the powers of Mesapotamia or Persia. It was only under
Alexander the Great that the Greeks through their three decisive battles, ousted the Persian forces
and took their empire over, which included the Phoenician lands as well. It was after his down
fall again that the Middle East, Egypt and Greece gained individuality. It was during his times that
the Greek civilization, their culture and knowledge spread through the world. Indian peninsula had
trade connections with the Mediterranean countries from the very beginning of the common era,
if not before. The Vellalur gold hoard finding by archaeologists is very crucial in understanding
the early trade connections that the Mediterranean had with the Cira and Cdza country. The
finding which included Roman coins and gold hoards, have in them gold rings which depict
the Mediterranean civilization. A ring with the incision of a horse and another with a Venus-
like figure add to this evidence. It was as always attributed to the Yavanas or Roman traders
until now. But I would like to draw your attention to a latest discovery of a pot shred found
in Berenike in Egyptian coast with Brahmi letters that read as “kora puman” which identifies it
with the CEra Prince. Dr.S.Nagaswamy reread this as “kora puha” the prakrit word for “puga”
meaning, a merchant guild. This proves beyond doubt that Indian traders went on business to the
Mediterranean. The “nanad€6i-s landed here for trade from 500 directions and were called tisai
airettu ainuruvar. The west sea coast of Cranganore is where the traders landed, went through the
Palghat gap, reached Coimbatore and Karur which was the capital of the Ciras and then Pugalur
and through Kaveri moved on the Uraiyur, the present day Trichy and then to the Cdza capital
and then went to Pompohar the trading port of the Cdzas. From this above account one can easily
infer that the Mediterranean connect with South Indian coast was not restricted to die Greeks and
Romans (in fact we find Numismatic evidence of only Roman traders so far here in South and
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not any Greeks) but also surely extended to the Phoenicians, the west Asians who arrived here at
the same time, if not prior to the Romans.

Does the term then have a Persian origin? “Jnank™ means ankle bells in Persian language.
The terms Jhanak, Jhankini means the sounds of the gunghurO or payal while dancing. It is of
the feminine gender. The suffix “ini” as part of Jakkini or Jhankini simply is a local accent.
Therefore, a dance form that is performed with the sounds of ankle bells is Jakkini or Jhankini.
Jakkadi in Persian means “to arrest” It is also in the feminine gender. Jakanna or Jakala is the
masculine gender for frigidity or to freeze. Used in contexts of saying “Pakad jana” etc. Here
too “ini”, “ana”, ‘T, “ye”, “kana” are all local accents which will not change or affect the root
word (Feroz-ul-lughat). Jakkini could perhaps mean a dance using the sound of the ankle bells
and freezes and poses interspersed. Of course by the time of Pandanka and later works Jakkini or
Jakkadi had gotten very well assimilated into the Indian de£i systems that their dancing techniques,
music and even poetry were considered local although all works until Sanglta Darpana, Sanglta
Muktavali mention Jakkini as a dance form that yavanas appreciated and was to be done in the
yavanika bhaSa. We see that from the deSi origin of Jakkini, comes the Jakkula tribes, here too a
mythological and divine origin is suggested. Adi Bharatamu’s laksana too mentions that Goddess
Kali while dancing with Siva, asked sage Janaka and Matanga “what should | do to attract the
Lord towards me?” and they said perform Jakkini. Interestingly, the Koil Olugu records that in the
story of Tulukka nachiyar, a retinue of dancers and araiyars went to Delhi, performed jakkini and
won Azagiyamanvalan back from the Sultan to Srirangam. In Kridabhiramamu, Jakkula Purandari
made a religious vow to the seven YakSakanyas who were bom out of Parvati. Even according to
Adilakshmi Vilasamu, the origin of Jakkula caste is from the seven sisters. Lord Siva as Bhairava
is depicted as a wild dancer. Siva dancing along with the Sapta kanyas or yakSa kanyas has been
depicted on the walls of the Tirupparamkundram cave temple. This panel where all the women
along with Siva are shown dancing with certain wildness, is a rare one as nowhere else is this
depiction seen. This corroborates the description of Kridabhiramamu. Was jakkini performed in
the Nayak courts in the Persian language? Southern India also patronized Farsi poets and scholars.
Sultan Ibrahim Adilshah of Bijapur was himself a scholar and poet and the poet Zahuri Tarshizi
received favor in his court. There was also a string of political ties that brought the southern
native culture and Persian closer like the marriage of Ibrahim of the Quli dynasty and Bhagmati.
From these above facts it is very clear that Persian language and culture was mixed with the
local traditions long before the advent of the Turks and Muhamadans. They have been assimilated
into the local tribal traditions and it was carried forward to the courts of Muhamadan Kings like
Akbar the Great in whose court, scholars like Pandanka Vittala were patronised. Therefore, Jakkini
as a dance form must have travelled from the southern regions to the courts of Akbar and got
assimilated and travelled back to the Deccan. To the question of whether Jakkini employs Persian
language or the Yavana BhaSa, in all jakkini we see the employment of the sollus “ellilam ellilam
deva ellilam ellilam lale” along with svaras and sahityam. These sollus sound very different from
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the usual ones we employ in other dance forms. They are exclusively found only in Jakkini dams.
The term “llahi” with the root word “Ila” means God in Persian. It is with this significance that
Akbar named the city of the Prayag on river as llahabad (Allahabad), the city of the God. In Urdu
“eliya” means “look at me”, “Ilaha” in Urdu too means God or Oh! God (Bahadur). The suffix
“am” “lam” and “6” are Persian influences. It can be seen even in Dakhni of Andhra Pradesh2.
Therefore, the terms ellilam ellilam mean “Oh! Lord, oh! Lord”. Several of the dams say “elilam
eIiIadm deva” etc which also go to mean “Oh! Lord, look at me”. Interestingly, Jesus Christ’s last
words were

“Eloi Eloi lama sabachthani?”
“My God, my God, why have you forsaken me?" (Psalm 22)

The term Elahi here is said to be Aramaic. It is therefore astounding to see how linguistic
influences have gotten assimilated into cultural practices and have remained intact for centuries.
As early as the Pallava times we find an epigraph here near parangi malai in the Pahlavi script of
Persian origin. Now to the reconstruction of the dance: The use of bhramaff-s has been suggested
(Vitthala). When using the various bhramari bhedas the most striking feature was the continuous
twirling or repeated twirling (almost like in Kathak). This has a significant similarity with the
“whirling dervish” or mevlavi, a very popular Sufi mystic order, with one hand facing up and the
other facing down, suggesting a connection of energies between the ether and mortal world. This
kind of hand movement is also seen in Kathak today while twirling.

| am aware of scholars pitting forth their views that the term Jakkini has nothing to do
with Persian or Persians and has close connections to the YakSagana traditions of Karnataka. And
that the term Yavana cannot denote any Persian links. While | will partially agree with them and
add that the term jhakkini or Jakkha is the Prakrit derivative of the term yak”a, this only further
strengthens my belief and argument. Cosmologists and anthropologists derive that the root “Yaks”
means to move quickly, a glimmer or flash and therefore a yalda would mean a momentary
appearance of light, a “phantom”. While the Rg veda indentifies Varuna and others as yakSas,
the Atharva veda clearly says that the Brahman is the great yakSa. It is a supernatural power
that the deities could not even identify says Jaiminlya Upanishad Brahmana. “Therefore yakia
was synonymous with Brahman, Atman, PuruSa, Prajapati and so on which designates a single
spiritual principle which assumes a multiplicity and diversity of aspects by its immanence in all
things, being at the same time essentially invisible, and at the same time always manifesting, in
this sense recognizable™ Dr.Ananda K.Coomaraswamy. He also feels that the only English word
that can be its equivalent, covering its meaning is “spirit”. The yak$a is in essence a Numen, an
invisible power unalterable in itself but susceptible of participation. It is this participatory quality
of this yakSa (jakkha) that lends itself during the whirls (movements) where the dancers (performer,
priestess, priest) connect the Atman to the ether world. The concept behind yakSagana natakams,
which evolved from the tribal mountainous regions of Karnataka, Maharashtra borders whose Gods
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were the YakSa cult Gods Kubera and Vanina had their operatic dramas based on the tribal cult
stories of their Gods and the drama form itself has evolved out of it at a much later time. This
theory is corroborated by the work of Dr.Karanth in his work on YakSaganam. But the spiritual
connect that these tribes had with the “local deity” through their individual arbitrary will, to the
natural phenomena has an electric system which is like “polytheism”. This metaphysical overture
is very much there in the jakkini that connects the dancer/ performer through poetry, music and
the whirling movements to the mystic, invisible power. The mevlavi mystic order is very ancient
(pre-Ottoman empire) and is reflective of this core metaphysical connection. I see the influence of
this Mediterranean and Tamil cultures as mutual give and take just as Dr.Nagaswamy points out
that the trading routes were not one -way traffics, but our Tamil traders too were present in the
Mediterranean. The inter mingling of cultures, philosophical and mystic orders was but expected
and Jakkini surely could have been an outcome of such intercourse. A dance of this antiquity
that finds mention in very early extant literature surely must be seen beyond its Hindu, why even
Indian pantheons. It belongs to the mystic, cult dances which of course over the centuries gets
codified and attributed to regional histories. One such medieval thought is its connection to the
Karnataka YakSaganam. While this link is undeniable it is not its place and time of origin but
its medieval, local history. By the time of the Nayaks, the dance was well assimilated into the
Indian system and was part of the repertoire. In the lakSana granthas of their times they mention
that Jakkini has to be in the yavana bhaSa. Perhaps they were aware or unaware that the sollu
they use in the Jakkini were in fact yavana bhata.

The Jakkini darns had a definitive influence on the North Indian dance forms, especially
Kathak. There are records of Jakkini dams being part of the Marati NirOpanams. In fact, the
Tanjore Quartette taught both Hindustani and Kamatic dance at the Tanjore temple, they would
have perhaps had jakkini as part of their hisdustani repertoire? In my reconstruction, | begin the
Jakkini with a Persian verse written by a pre-Rumi Farsi, poet as my homage to this discovery
of mine.

Mukhacali

It is mukhacali when a dancer stands to the right or south of the stage with her eyes
filled with compassion (pleasing) with samapada, samahasta and samadrSti. She must look at the
sabhanayaka says adibharatamu. “Mukha” in this context means, beginning or prelude. Cali means
movement. Therefore mukhacali can be interpreted as the dance that is done at the beginning. It
begins with all the instruments played together

Ganefa Sabdam is rendered
The dancer assumes her sthanaka behind a curtain

The dancer stands to center with a samapada, samahasta and samadrSti. This position is
called sou&havam.
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She then offers flowers at the centre of the RangapTtha where Brahma resides
The sollus such as “ingane angane” and “jahafigane mah&ngane” are recited

The position where the dropping of one knee on the floor while offering flowers is called
samhatam (toe is raised and the shank is raised). The dancer begins to do abhinaya for
the nandi Sloka that is sung by the musicians. One of the nandi Slokams that we find in
several texts is

“Bhavatam bhvtayi bhvyad bhavani bhava vallabha
tadangikruta susahgeta bhaiigl muditamanasa”

The dancer then assumes the caturaira position. This is followed by Nandyavartya (8
angulas of space) and then come back to samapada. Now she must do vardamanam (6 angulas)
and then now do suit) (movement like a flaming dlpa in soft wind). She then comes hack to
souSthavam. Then she is to do sannam (to stand still and then move and to stand still again) this
is followed by talapuSpaputam karana. Then in this position kamalavartanika and makaravartanika
are performed.

Kamala means lotus and the makara means a crocodile are prescribed for depiction here
(although as a stylized movement).

It is traditional in the temples of the south to depict elephants and crocodiles, usually one
coming out of the other’s mouth and is symbolic of Ganga and Yamuna.

Makara is traditional associated with Varuna and the banner of Kamadiva. It is the vehicle
of several yaka-s and yak$i-s and of the Ganga. It appears in the spandrels of early tympanums,
on the architraves of early torana-s, in an analogous position of throne backs, as a headdress
ornament, earrings, medallions, on soma-si)tra or gargoyle carrying away the offering-water from
a lingam shrine. Its orate variety is also seen on the Tiruvasi of Nataraja. Sometimes we see Sn
LakSml dragging a lotus rhizome from a makara’s jaws.

The “makara tdranam” is a sign of auspiciousness at all entrances of temples. It is depicted
with lotuses and other waterbodies including the crocodiles. The “Srividhya mudra” called the
“sarvabhijaksara mudra” and its significance to the makaravartanika is fascinating about which
| have elaborated in my doctoral work. Its interesting to see the usage the offering of flowers;
talapDSpaputa karana, followed by the lotus which is in most sculptural motifs represented as part
of the water cosmology between Ganga and Yamuna, coming out of the makara’s jaws, and then a
Makara itself which are all connected to aupiciousness, beginnings, offerings. The essence of this
transfers to it being associated to Goddess LakSmi, the giver of abundance and the Lingam which
is a primordial Hindu pantheon figure. The Mukhacali, must be an obeisance to the Sabhapati,
Lord and to be done as an offering is very much established by these connotations. I had recently
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also discovered a Torana in a Cambodian temple that had the representations of Makara, Kamala
and talapblpaputa karana. This left me in tears of joyful understanding and divine approval of
my theories.

After this the dancer dances for patyam. Jatis with sollus using all angas, upangas and
pratyangas are danced to. Before it begins, the right leg must be placed back and then the left leg
too must be placed back then come forward with the right leg. This is very similar to the walking
that is employed in Bharatanatyam even today in between kdrvais (the back and forth walking).

Earlier, during Mukhacali, the dancer did pulpafijali (with real flowers) at the beginning
but now will do a pulpafijali as an avirbhavam or manifestation to the various Gods who are
presiding the various sthanakas. Here the lldka eulogizing the various Gods might be performed.
| have reconstructed pulpafijali with the lldka prescribed for it from the Adibharatamu which
eulogizes Brahma, Vilnu, Siva and Bharata muni as the preceptor of the art of dance. Appropriate
sthanaka-s for each of them along with their attributes has been mentioned.

As we can see, pulpafijali is subsumed in Mukhacali. Pulpafijali itself resembles the
Vardhamana asarita of the Natya Sastra. But offering flowers as avirbhavam or manifestation has
remained in dances even today where we commence with a pulpafijali where the dancer enters
the stage with the pulpaputa hasta, either holding real flowers or just the gesture, symbolic of
the act.

Mukhacali the term we may have lost but the concept of mukhacali, especially starting
with samadrlti and samapada (perhaps doing a”ami) and proceeding to doing the caturalra,
nandyavartya and vardamana along with suit) and sannam followed by rendering of sollus very
closely resembles the present day Alarippu. “Mukha” also means three also Mu in Tamil. Names
like Mukhopadyaya means someone who does upadyayam of the three (mu) vedic branches.
Therefore, the three positions of samapada, araman”i and muzumandi and the usage of the three
kalapramana-s (vilamba, madhyama and durita) in any given alarippu, is not a mere coincidence
but a modernized version of the mukhacali that was done in earlier times. Interestingly the term
alarO or alar also means flowers hence the present day alarippu could be a derivative or avirbhavam
of its precursor Mukhacali.

Puspanjali
The Manuscript gives a Puspanjali for Brahma in brahma sthanakam, Vilnu in vaisnava
sthanakam, Siva in vaisaka sthanakam and Bharata in samapada sthanakam.

This Pulpafijali lloka, beyond doubt, establishes that the various sthanas and the knowledge
of their appropriate names in vogue at that time and is very valuable considering that we actually
do not have any contemporary dance composition or even any from the recent past where a
benedictory verse includes the obeisance to sage Bharata.
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Gondali

The Manasdllasa of Somelvara, SangTta samayasara, Sahglta ratnakara, NrtyaratnakSsa,
Nratnavali and SahgTtadarpana all talk of Gondali theform. Dr. V.Raghavan in the introduction to
Nrttaratnavali says that Gondaji is a tribal dance that we find in the Kalyan region as enumerated
by Jaya. It was King Somelvara who once apparently saw a young huntress (bhilli) sing and dance
and was besotted with her performance, he made it a reqular feature and hence it got the name
Gondaki vidhi. The term is Maharaltri Prakrit. The characteristics of a Gondalj dancer is described
in several works including SangTtaraja, SangTta darpana, Nrttaratnavali and SangTta Muktavali,
Kundali is a dance composition mentioned as the first in the DaSa vidha nafya laksanam in the
manuscript Adi Bharatamu. It was a part of the “Suddha margam” The origin of Kundali is
given as this work as

As if like an image of a citram (painting) the dancer must be.
When the dance has a snake- like grace then it is called Kundali.

Interestingly Gondali or Kundali is mentioned as part of suddha Paddhati or margam in
works belonging to the Nayak times while in the work of Sarngadeva it is distinguished from
Suddha Padahati as a Deli form. In fact its other name is deli paddhati. From all of the above,
one may draw the conclusion that the Gondali dance form is of a Karnataka origin and its name
itself a derivative of Maharastrian Prakrit. However, as V.Raghavan states, the term Kundali may
be a Sanskritisation of Gondaji. But as in the case of the other dance forms discussed in this study
the laklanam of Gondali as given in works closer to the Nayak times and in the Adi Bharatamu
is perhaps a reflection of the character and quality of the dance. This dance is predominantly
performed by women dancers. It employs the various lasyaiigas (graceful) movements. Some of
the deli lasyaiigas that can be employed in Gondali are mana (Samgadeva). But no explanation
for doing this lasyanga is given), cali (a delicate slow, movement of the feet, hands, waist and
thighs), trkani (moving the head along with the tala, like the addami), oyara (features of nrtya
where the feminine grace is brought out using faster tempos) and many more such. Nrttaratnavali
alone elucidates forty six deli lasyaiigas. The desi lasyaiigas form a very important part of Nayak
repertoire. Most of the dances apply these elements to create embellishment to performance. These
have actually found way into Bharatanatyam as stylistic nuances. Eg: oyara is the kulukku nadai
that we use in stylistic Bharatanatyam presentations, manodharma is an important feature where
the dancer does improv sessions as the performance progresses, the flick of the head which many
bani-s use and that of the wrist which is like a rechakam etc. Another interesting antecedent we
get for the gondali dance is from the Marathi Lavani tradition. Gondali was a kind of musical
performance arranged at the house of any woman who had delivered a child. This performance
would be on the tenth day after the delivery as a ritualistic tradition for the safety and well-being
of the new bom and the mother by a sect of people called the “gondals” (Sundaram). It had fairly
simple instrumentation and music. Gondals were either Marathi speaking or Kannada speaking
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tribes. This street is still called Gondalakara vidhi where a few of the families of the Gondal
players are still living. For the documentation of this study and reconstruction of Gondali, | have
used a Maratti gondala sahityam from a work at Saraswati Mahal Library, Tanjore and the dance,
reconstructed to the accompaniment of the Gondal instrument played by the traditional Marathi
Gondaj musicians family from Tanjore. This reconstruction employs several elements from the
lakEanam such as the use of curtain screen, offering of flowers, the dancer singing the alap, the
doing of sarvanga njttam to instrumental music, manodharmam, using of the various lasyangas
and ending with a kalasa which is striking of a pose as a finishing.

| have worked with other dance repertoires like darn pada, darn s5ni, Mivapriya, svara pallavi
and also the various yakSaganams. Nayak period dance, music and aharya were reconstructed
using sculptures, frescoes, citra grantas, copper plates, epigraphs and other documents apart from
the various lak*ana granthams.

God willing, | would be thrilled to show more of all these to this august audience when
| get another opportunity.

| thank The Music academy, its president, Sri.NMurali, Dr.Pappu Venugopala Rao and
other distinguished committee members for this coveted opportunity.
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Compositional models and aesthetic experience
In Dhruvapada

Sumitra Ranganathan

In this paper, | examine the synergies between compositional form, performance strategies
and aesthetic experience in dhruvapada, or Dhrupad, the oldest extant compositional form of north
Indian classical music. | present the standard, or archetypal form of a Dhrupad composition and
discuss the musical significance and aesthetic function of the four-part structure. | draw on the
performance practice and repertoire of the Bettiah gharana to show how within the archetypal
structure, Dhrupads composed over several hundred years engender very different kinds of agsthetic
experiences through specific compositional devices, interpretive approaches and performance
choices. | conclude by discussing the aesthetic function of compositions in the overall design of
a Dhrupad performance, again in relation to the Bettiah gharana, but also drawing comparatively
from other traditions of Dhrupad.

Historicizing the Dhrupad compositional form

Historians are in general agreement that the modem Dhrupad form was consolidated
during the course of the 15t and 16t centuries by musicians in the courts of Gwalior, Delhi,
Bijapur and Rewa, and in the devotional communities of Braj (Brindavan), although the earliest
composers such as Gopal Nayak are said to have been in the court of Allauddin Khilji (1296-
1316).1 The number of parts and the names of the parts did not stabilize in the early history of
the genre but by the late 15t century Dhrupad had a recognized standard form of four parts. The
credit for establishing Dhrupad as a distinctive genre of court / art music and standardizing its
form is ascribed to Raja Man Singh Tomar of Gwalior (1486 - 1516).2 He, together with the
famous composer-musicians of his court such as Nayak Bakshu and Nayak Dhondhu, are said
to have established Dhrupad in its contemporary structural form of four parts, sthayi, antara,
sancarl and abhog, each with distinctive musical structure and function. While two and three
part Dhrupads continued to be composed in the next several centuries, the dominance of four
part compositions stands out in all traditional repertoires extant in contemporary oral traditions,

1 Several authors have discussed Dhrupad from historical, biographical and analytical perspectives. The recent work
by Sanyal and Widdess (2004) contains a comprehensive bibliography and detailed discussion of the genre. See also
Widdess (2010). The temple vs. court origins of the genre has generated some polarizing debate amongst scholars,
for example see discussions by Delvoye (1996:322 -324), Thielemann (2001:20 - 23), Ho (2006, especially Chapter
9). For reasons | discuss in more detail elsewhere, rather than adopt a polarized position in this debate | adopt a
view that acknowledges both courts and devotional communities as important places in the early history of dhrupad.
The crystallization of the modem compositional form and genre occurred through intense compositional activity
and musical performance over a few centuries, under the patronage of the princely courts.

2 Dates of reign
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as well as song text compilations produced from the 17t century onwards and the many notated
music compilations produced in the early 20t century based on oral tradition.3

A number of scholars have shown the continuity of the most important structural aspects
of Dhrupad compositional form to the prabandha, particularly the salaga suda prabandha
(Singh,1983:29-35, Srivastava,1980:Chapter 2). Ratanjankar and Prem Lata Sharma both emphasize
that Dhrupad as a compositional form perfectly balances the three dimensions of melody,
rhythm and text (Ratanjankar, 1948:81, Sharma 1990:6). Ranade takes the position that Dhrupad
crystallizes the tendency towards nibaddha sangita, while Khyal tends towards anibaddha sangita
(Ranade,1999:16). Interpreting nibaddna as pre-composed, he observes that Dhrupad as Art music
has traditionally been bound closely to different facets of human life, an intersection in the territory
of poetic form. This interactive nexus relies on Dhrupad’s strong nibaddha character that admits the
possibility of all elements being pre-composed (Ranade, 1999:20). Ranade’s observation speaks to
the persistent intersection of classical Dhrupad with its closest parallel, the Haveli Dhrupad, as well
as other related forms of musical composition such as Vishnupad, and Bengali Kirtan (ibid:A%.
It surfaces in Dhrupad’s companion form, the Dhamar, a song-form associated with celebration of
Holi in the Braj region (ibid:A&). It reflects in the use of Dhrupad as the chosen song form for
celebrating life cycle events such as hirth, marriage and thread ceremonies, practice that continued
till the early 20thcentury in some places.4 It also manifests in the adoption of Dhrupad as the song
form of choice by the Brahmo-Samaj, and its influence on the compositions of two very influential
figures of the 19t century, Swami Vivekananda and Gurudev Rabindranath Tagore.5

The Dhrupad compositional form and the Dhrupad genre

Today, the word Dhrupad is used to refer to the compositional form, as well as the genre
of Dhrupad, which includes singing of raga alap, pada and layakari (the melodic-rhythmic

3 Examples of early song text compilations are the Kitab-i-nauras of Ibrahim Adil Shah |1, Sultan of Bijapur (ed.
Ahmed, 1956), the Sahasras, a compilation of 1004 Dhrupads ascribed to Nayak Bakshu produced at the court of
Shah Jahan (ed. Sharma, 1972), Dhrupads contained in Bhavabhattas 17*0 works produced in the Jaipur court, the
Sangita Rag Kalpadrum of Krishnanand Vyas (1842). See Delvoye (2010) and references therein for a discussion
of these early compilations of lyrics. Collections of Dhrupads in Persian and Urdu texts from kalSwants of different
lineages connected with the Delhi court and other regional courts of North India and Nepal are still being identified
as part of ongoing research. An example of the latter is Khushhal Khan kalawant's massive compendium of the
repertoire of the Delhi kalawants (c. 1800 - 30). (Schofield, 2013:3, footnote 14).

4 Dhrupads composed for such occasions can be found in some 19thcentury song text compilations. A few examples are
found in QanOn-i-sitar (Khan, Mohammad Safdar Husain. Ided. 1871). Songs composed for life cycle ceremonies,
ritual goat sacrifice and tantric worship also form a part of the repertoire of the Mullicks of Bettiah, ancestors of
Indra Kishore Mishra of the Bettiah gharand. Even in the early 20t century, the elite of Bettiah would request
Indra Kishore's forefathers to compose songs for festive occasions. (Interview, S. Jha, Bhanu Chhapra, Bettiah,
November 2010).

5 Several authors have written on Dhrupad's influence in Bengal, and specifically on Rabindranath Tagore. See for
instance Mukhopadhyaya, Dhurjati Prasad. 1943. Tagore, A Study. Also Chatterjee, Chaya. 1996. Shastriya Sangita
and Music culture in Bengal through the ages. New Delhi: Sharada Publishing House and references therein.
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development of the pada in performance), a format that has continuity with the past.6 The genre
itself has a complex definition that could include several or all of the following: a performance
ideology that includes performance format, choices of characteristic tempi, avoidance or inclusion
of certain instrumentation, aesthetic ideologies, philosophical or spiritual associations, and more
specifically, the emphasis on certain ornamentations (alankars) and the avoidance of others.7 The
distinction of Dhrupad as a genre has also been closely associated with stylistic concepts. Sanyal
and Widdess identify ang (overarching Dhrupad style), gayaki (composite style of a tradition or
individual) and bani as three concepts in the domain of style that are relevant to Dhrupad.8 Style
Is an integral aspect of aesthetics, and | address it in this paper through the concept of bani, which
is directly concerned with the aesthetics of compositional forms.9

Of all the factors that may be considered definitive of Dhrupad as a genre, the one that
Is most directly relevant to this paper is the historical performance format and its relationship to
repertoire as a defining characteristic of the genre. Historically, we have very little information
on musical performance in earlier centuries that will allow us to speculate on the proportional
emphasis on alap, pada singing and layakari in the performance of Dhrupad in different centers of
musical patronage at different periods in history. However, the few first person accounts that give
details of the late 19t century and early 20t century testify to the importance of compositions in
both Dhrupad and Khyal gharanas of those times. Hyperbolic stories abound of musicians singing
one composition after another in one raga for a few hours on end often inspired by the presence
of a rival musician, appreciative listeners or a community of disciples.”

6 Sanyal and Widdess have argued that the modem format of Dhruvapada performance has continuities to the gaundall
dance in the salaga suda prabandha suite, as a musical form with particular poetical and musical structure, prefaced
by an alap, with refrain repetition in the singing of the composition using start of first line, and extension of the

composition in performance using particular techniques of ragalapti (Sanyal and Widdes 2004:245-247, Widdess,
2010:211).

7 It is worth emphasizing that the genre of Dhrupad operates within a range of choices very much as the genre of
Khyal functions as “one genre performed in distinctive group ways while comprehending incredible diversity..
as cultivated by individual musicians” (Wade,1984:275). Musicians from different lineages often differ from one
another on what constitutes correct practice in Dhrupad, but competent performers usually develop a self-consistent
and coherent worldview based on a variety of factors that they defend with great conviction. | explore the interactive
development of musical judgment about Dhrupad in the Bettiah gharand in my forthcoming dissertation.

8 Lath argues that it is only with the emergence of Khyal that the notion of Dhrupad as an overarching style, or
ang, came into being. (Lath, 1987). Building on earlier work with Sanyal, Widdess has argued that the notion of
a personal performance style, and of singing in the style of a founderfcomposer began to be important in the 17*
century itself (Widdess, 2010:134). A critical discussion of Widdess's analysis is outside the scope of this paper.

9 Rowell and Sathyanarayana both observe that studies of style “are in their infancy in Indian musicology”
(Sathyanarayana, 2004:74). Style in Dhrupad is a complex constellation of concepts and requires exclusive
discussion, which is outside the scope of this paper.

10 It is to be noted that scholars ranging from Thakur Jaidev Singh to Ranade used the term Dhrupad to refer to
the compositional form. They used the specific terms alap, bolbQnt, and layakari to refer to other dimensions of
Dhrupad performance.

11 See for instance “My Life" the narrated autobiographical account of Ustad Alladiya Khan Saheb, and the short
biographical sketch of Gopeswar Bandhopadhyay (Khan, trans. 2000, Chakravarti 1969:64).
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What is even more substantive evidence of the importance of compositions in the early
centuries of Dhrupad performance are the vast collections of Dhrupads available in song text
compilations produced from the early 17t century onwards in different courts, in printed music
compilations from the late-19tcentury and in the different Dhrupad lineages of the oral tradition.22
Delvoye, as well as Schofield argue that many of the kalawants of the Delhi court had every
quality of a vaggeyakdra as described in the Sangita Ratnakara of Samgadeva and the testimony
of this is not only their voluminous compositions but also their many writings on music and music
theory (Schofield, 2013:3).

Hence, one could make a confident assertion that the singing of compositions has been a
greatly emphasized aspect of vocal traditions across genres, but especially so in Dhrupad, where
it has arguably heen at the heart of musical creativity in the genre for several centuries. But what
has this meant for Dhrupad performance over the ages?

While historians record the waning of Dhrupad in the Imperial court of Delhi with the
ascendancy of Khyal in the 18t century, in the eastern regional courts of Lucknow, Rampur,
Rewa, Darbhanga, Bettiah, Benares, and Vishnupur, composers, musicians and patrons retained a
sensitivity for the musico-aesthetic expressive potential of Dhrupad as a compositional form. Many
of the Seniya gharana musicians that influenced music in these centers were active composers
and performers of Dhrupad, as well as performers of Dhrupad ang instruments such as the rabab
and sursringar (Roy Choudhury 1938, Dhar 1989, Miner 1993:61 - 64, 119).

Dhrupad vocal traditions associated with these centers retained the traditional emphasis on
Dhrupad as a compositional form, as exemplified by the three dominant Dhrupad lineages of Bihar
and Bengal, the Bettiah, Darbhanga and Vishnupur traditions, as well as the Talwandi tradition.
The tradition of composing and the emphasis on compositions as an active source of musical ideas
in performance is hence a common feature that links Dhrupad traditions with origins in these
centers of patronage. This manifests in performance ideologies that foreground the rendering of
compositions with varied aesthetic signatures as an integral part of performance, together with
alap and an explicitly pada oriented approach to layakari, when it is done.B

The Bettiah court stands out in this history, as it was the site of a unique burst of
compositional activity for several decades in the early 19hcentury in which hundreds of Dhrupads
were composed. This crystallized and transformed the connections between compositional models
and aesthetic concepts in the Dhrupad compositional idiom, a very special consequence being

12 See footnote 2 for a partial listing of compilations.

13 For discussion of Talwandi gharana performance ideologies in relation to compositions and layakari see Basra
and Widdess(1989:4-5), and Sanya! and Widdess (2004:210-213, 248-253). For Darbhanga gharana see Thielemann
(1997:78, 96 and 1999:36-37). One perspective from the Bettiah gharana can be found in the discussion of dhrupad
aesthetics in Mitra (1983), and very brief descriptions of the music of the Bettiah gharana are in Lahiry (1978), and
Simha (1990). More detailed analysis of the Bettiah tradition will be available in my forthcoming dissertation.
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the consolidation of the banis of Dhrupad as categories of aesthetic experience in the singing of
compositions,

In contrast, courts such as Jaipur and Indore had some outstanding binkar and sitar
traditions that took alapchari to new heights (Dhar 1989, Miner 1993, Mukheijee 1990:40). Long
alap became the favored mode of expression of hinkars, and vocal traditions that were inspired
by binkar traditions. This instrumentally inspired approach to both alapchari and layakari is
exemplified today by the Dagar vocal lineages especially those that have been strongly shaped
by active blnkar traditions (Raja 1999.a, Bhawalkar int. in Raja 1999.b:77, Gundecha Brothers
int. in Raja 1999.0:72 and 74).4

The modem performance stage is dominated by this latter approach to Dhrupad wherein
the composition is given extremely short shrift, and almost always restricted to two parts in
performance, especially in the latter half of the twentieth century. 5 The influence of this format
IS 50 great that it has caused several writers to state that most Dhrupads are now performed only
as two-parts, a statement that is absolutely incorrect.® In the Bettiah gharana alone, over one
thousand 4-part compositions exist of great musical depth and variety, and when a composition
has four parts, it is always sung. The same is true for the Darbhanga gharana in performance
practice (Thielemann 1999:36). In fact, in most traditional repertoires, the majority of Dhrupads
have all four parts and this is evident also in the many printed compilations of Dhrupads brought
out based on collections available with musicians of the early 20t century. The Mathura and
Talwandi traditions have also performed the Dhrupad in two or four parts as composed, not
truncating it in performance.

Evidence that the composition has traditionally been a valued aspect of dhrupad performance
also comes from scholars and thinkers writing in the twentieth century. Sharma, describing the
reduction of Dhrupad from four to two parts as a trend that is “lamentable”, spells out hoth
the significance of the composition as a musical form and the dangers of straying away from
its precepts in two succinct paragraphs. She points to Kamatic music as a model to follow for
sustaining the musical significance and value of the compositional form (Sharma, 1990:6). Ranade
states that the impoverishment of the textual element of Dhrupad is a relatively recent occurrence
and that in the weakening of the poetic element, Dhrupad’s locus standi as a genre itself starts
to slip (Ranade, 1999:16, 24).

14 Sanyal describes Ustad Zia Mohiuddin Dagar as having perfectly balanced the voice and rudra vina, with vind
singing like the voice and singing appearing like VTna playing (Sanyal, Ritwik. 1991. “Ustad Zia Mohiuddin Dagar:
A Complete Musician” in Dhrupad Annual V7:3)

15 This seems to be true of public performance in the 20th century, but from some sources it appears that some
members of the Dagar family emphasized singing bandishes in all four parts in earlier times, at least in the era
of court patronage and private performances (Chaubey, S.K. 1958:82, Ashish Sankrityayan, http://dhrupadi234.
wordpress.com/2013/03/04/reconstruction-of-dhrupad-compositions-with-four-parts/ accessed Aug 3, 2013)

16 For example, see Raja (1999:6), Ranade (1999:18), Sanyal and Widdess (2004:216), Widdess 2010:120-121).
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Given the success of the alap and upaj orientation of modem Dhrupad performance amongst
modem audiences, one may be led to question the relevance of these observations.7 But, the
ISsue at stake is not so much about poetic content or the number of parts of a Dhrupad but much
more significantly, the very function of a Dhrupad composition as a musico-aesthetic form in
performance and the status of this knowledge in the musical world.

The centuries of musical thought that composers over 600 years have put into Dhrupad
compositions must surely have something to offer on a modem musical stage. It is important to
emphasize that the musical potential of compositions in oral tradition depends on performers with
a highly developed sensibility to fully explore their musical potential. While it is the function of
oral tradition to produce such performers, the environment for musical performance also matters a
great deal. One of the consequences of the global and cross-cultural success of the redefinition of
Dhrupad as alapchari and upaj is the diminishing awareness amongst both lay and expert listeners
about the richness and diversity of approaches that a pada orientation brings to the performance
of Dhrupad.BThe main purpose of this paper is to focus on some of the important ways in which
a Dhrupad composition shapes and transforms the experience of form and aesthetics in Dhrupad
performance, within the boundaries that have traditionally delineated Dhrupad as a genre with
strong nibaddha features.

Compositional forms and the aesthetics of Dhrupad performance

When a musical tradition has a long history of sensitivity to the musico-aesthetic potential
of a Dhrupad composition, how do these sensibilities manifest in the aesthetics of Dhrupad
performance in contemporary times?

Mitra, writing on Aesthetics in Dhrupad, offers a compelling alternative to the dominant
improvisation driven paradigm for Dhrupad by delineating the musical relevance of the Dhrupad
compositional form (Mitra, 1983). He asserts that a special feature of Dhrupad as a musical form
Is that “the mere rendering of these four parts (of the Dhrupad) is sufficient by itself to establish
the idea, feeling or experience the artist wishes to communicate” (Mitra, 1983:37). He emphasizes
that the Dhrupad composition of four parts “is a self-contained unit. There is no help needed from
alap or from vistar for the composition to develop the idea to be communicated” (ibid:31).

17 The term upaj is being used here in the sense of “free”, unconstrained, improvisation as against improvisation
that is guided by some other principle or structure, such as multiples of basic tempo, or the melodic-rhythmic
framework of the composition. Upaj, meaning idea, invention or fancy can be interpreted as freedom from any
guiding structures or principles.

18 | investigate the relationships between musical practice, musical knowledge and environment and its important
relationship to intelligibility in community in forthcoming work. It is extremely challenging for a genre to sustain
levels of competence amongst its performers if the discriminatory listening competencies of a community are not
sustained alongside. For genres such as dhrupad that have had a period of loss of circulation followed by selective
resurgence, this critical relationship has to be sustained through strategic planning and action that works to build
a discriminating listening community as well as archive and propagate diverse practices
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It is worth emphasizing that Mitra is not stating that alap is unimportant to musical
performance. Mitra himself sings sampurna alap (complete or elaborate alap), and places as much
emphasis on alap as on the nibaddha aspects of singing a complete Dhrupad with layakari that
IS commensurate with the musico-aesthetic qualities of the pada.®Rather he is pointing directly
to the musical and aesthetic completeness of Dhrupad compositions as a fundamental distinction
of the genre of Dhrupad.

Mitra mentions two other important aspects of Dhrupad compositions that develop its
potential and aesthetic function as a musical form in performance. He observes that Dhrupads are
usually sung in one of four banis, which he describes as “four modes of expression” (ibid:37). The
banis of Dhrupad are a complex concept in Dhrupad aesthetics, and traditionally there have been
four banis, namely, Gaurhar, Dagur, Khandar and Nauhar. The banis may be defined as distinctive
aesthetic categories with well defined musical properties that lead to perceivable aesthetic effects.2)
The third important topic he discusses is layakari, the melodic-rhythmic development of a Dhrupad
in performance (ibid:38).2

The three aspects of Dhrupad that Mitra foregrounds, namely, the completeness of the
Dhrupad composition as a musical idea, the ability of compositions to project different modes
of expression, and the aesthetic function of compositions as vehicles for melodic-rhythmic
development, are integral to understanding the potential of compositional forms in the genre of
Dhrupad. It is in these three domains that Dhrupad shows the strength of its historical roots as
nibaddha sahgita, or pre-composed musical form.

Indra Kishore Mishra, a hereditary musician of the Dhrupad lineage of the Mullicks of
Bettiah, shares similar views of the musical and aesthetic significance of the composition as Falguni
Mitra, though their conceptions of what exactly can be done with compositions in performance
varies.2 In Indra Kishore Mishra’s tradition, the conception of Dhrupad banis and the set of

19 Mitra's father and teacher Shibkumar Mitra received his tradition of Dhrupad and layakari from the Bettiah lineage
of the Mishras of Benares and his tradition of alapchari from Ustad Nasiruddin Khan Saheb, arguably the most
influential musician of the Dagar lineage in the early 20th century.

20 This complex topic requires a paper in its own right. The four banis of Dhrupad have been a subject of debate
amongst musicians and scholars. In a lecture demonstration at the 86* Annual Conference of the Music Academy,
December 2012, Falguni Mitra and the author presented a conceptual framework for the Dhrupad banis, supported
by analysis and musical demonstration. The one line definition given here was arrived at after a survey of literature
and performance practice across Dhrupad traditions, but is strongly based on the repertoire and performance practioe
of the Bettiah gharana and draws on the collaborative research and analysis of performance practice done with the
musicians of the Bettiah gharana. The research that supports this definition will be presented in detail in a separate
work.

21 Mitra goes on to define many other distinctive features of Dhrupad in his paper, such as voice production, emphasis
on certain alankdrs and avoidance of others, etc. However, he calls out the compositions completeness as a musical
idea, the banis of Dhrupad and an approach to layakari that is connected with the pada being sung as three important
distinctions of Dhrupad as a genre.

22 It is no coincidence that these musicians share such a view of Dhrupad. Both their musical lineages have their
origins in the erstwhile Princely court of Bettiah, a court that is unique in the history of Dhrupad for an outburst
of compositional activity in the early 19th century.
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compositions in any given raga source cumulative epistemologies of performance in very definite
ways. Compositions are set to particular banis. Alap is kept fairly short and the presentation of
a number of padas in the same raga is the chosen performance format. Layakari is also kept to
a minimum and only a few well-defined types of layakari are permitted. His alap also derives
strong melodic guidance from his large stock of compositions.

What is strikingly common between these two musicians is that they define the genre of
Dhrupad by foregrounding compositional forms as a primary mode for musico-aesthetic experience
through a variety of approaches. These are predicated on a highly developed sensitivity to the
melodic, rhythmic and textual setting of compositions and the variety of aesthetic effects they
bring in performance. The conceptualization of the relationship between compositional models
and aesthetic experience crystallizes as compositions in specific banis of Dhrupad. In different
ways, these musicians’ conceptions of Dhrupad as a genre foregrounds the fact that composed
forms can and do provide both organizing principles and musical ideas for musical development
(improvisation). It is important to note that other traditions that have foregrounded compositions
as an important aspect of Dhrupad performance both historically and in contemporary times such
as the Talwandi, Darbhanga, Vishnupur, and Mathura dhrupad traditions share some of these
characteristics. However, the crystallization of the banis of Dhrupad as specific modes of composing
distinguishes the lineages of the Bettiah court from other contemporary traditions of Dhrupad.

In subsequent sections of the paper | use selective examples from the performance practice
and repertoire of the two lineages of the Bettiah gharana represented by Falguni Mitra and
Indra Kishore Mishra to illustrate the musical import of these foundational aspects of Dhrupad
performance and examine what they may implicate for contemporary practice on the modem stage.

An archetypal Dhrupad composition as an aesthetic form

How does the four-part structure of Dhrupad work to convey a complete musical idea
through the singing of the composition, as Mitra avers? In an article on Prabhanda and Dhruvapada,
Thakur Jaidev Singh discusses the musical range, poetic function and musical function of each of
the parts of the Dhruvapada. He observes that the sthayi introduces the raga in its barest outline,
and also serves to introduce the poetic theme, which the other parts develop in different ways.
He summarizes the musical form as follows “..the musical idea stretches its wings in the sthayi,
soars up in the antara, further goes a capering in the sahcarl and finally, with a broad sweep of
notes in the abhog, furls down its wings” (Singh 1983:35).

As Sathyanarayana and Mitra both point out, musical forms rely on core design principles
such as repetition, variation, symmetry and contrast to convey musical ideas and transform aesthetic
experience (Mitra 1982:38, Sathyanarayana 2004:94-99, especially 99). The manner in which the
four parts of a Dhrupad work together to deepen the aesthetic experience of raga in the singing
of a composition illustrates this more general and important characteristic of musical forms in
Indian classical music.

126

THE MUSIC ACADEMY « JOURNAL 2013 « VOLUME 84

In an archetypal Dhrupad composition of four parts, the first two parts, sthayi and antara are
sufficient to give a concise picture of a raga by capturing its main phrases. The musical function
of the sthayi is to present a concise picture of the raga in the midale octave, using phrases that
extend from the upper half of the lower octave (mandra) to the upper Sa of the middle octave
(madhya). The antara begins in the middle region of the middle octave and opens up to the
higher octave (tar), before returning to the refrain, which is the opening section of the sthayi.
Between them they span the area up and down the melodic scale, covering the range from the
upper tetra-chord of the lower octave to the lower tetrachord of the higher octave (from mandra
sthayi m or P to tara sthayi m or P).

What is left then for the sahcarl to do? The sahcarl advances the form as a listening
experience in a very particular way by attending to aspects that the sthayi and antara introduce
but are too overburdened to pursue. A well-constructed sthayi and antara will have just enough
looping around key melodic areas of the octave to produce the experience of a developing form
through movement. At the same time, the composition also has to progress, much like an alap does,
to cover the two-octave range, and then come back to the beginning to give a sense of closure.
As all this work is done by the sthayi and the antara, they cannot really linger and explore small
melodic areas or wander far and explore large melodic regions, both of which are essential aspects
of building the mood and the form of the raga, and which can be done in great detail in alap.

The sahcarl plays the critical role of building the depth dimension in the development of the
raga’s form within the composition, developing form and mood by lingering, savoring, wandering
and exploring. It also shows one exactly how to do this, by illustrating different ways in which
the nyasa swards, one or more of them, can be approached through movement, thus building out
form through exploration. In Hindustani music, the term nyasa is used to indicate swards that
give life and form to a particular raga. These are also the main swards around which a musician
will develop phrases during alapP

Sometimes the sahcarl uses contrasting melodic phrases, sometimes it uses a cluster of
similar phrases varying them slightly by changing the direction, the sequence, the shading, the
attack, and the contour, techniques that build out the raga’s riipa, or form, and give it jlvan, or
life. It builds the picture of the raga by developing phrases around important notes in the midale
region of the middle octave, before traversing to the upper Sa and back to the central region of
the middle octave, where it meets the beginning of the abhog.

The sahcarl also operates on the principle of contrast. While the sthayi and antara are
forced to move at a good clip up and down the 2.5 octaves in order to capture a reasonably
complete sketch of the raga, the sahcarl often starts out by first finding a resting place around
the middle of the octave, and then exploring some regions above or below it. Finding a resting
spot is an essential aspect of (re-)focusing melodic attention, and building mood.3

23 Several standard books on Hindustani music discuss this term as commonly used, more recently an entire book
discusses the history and provenance of this term in Hindustani music (Dey, Ananyakumar. 2008. Nyasa in Raga:
The Pleasant Pause in Hindustani music, Kanishka:New Delhi).
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Thus, in many compositions, the sahcarl plays a critical role in bringing the raga to life
by building the dimension of depth, and this can be clearly perceived especially in some heavily
architected compositions of the vilambit variety. An excellent example of a sahcarl that builds very
complex phrases around the samvadi sward komal dhaivat is found in a Gaurhar bani Dhrupad
in raga miyan ki todi composed by Maharaja Anand Kishore Singh of Bettiah.24

The sahcarl is thus integral to the ability of a composition to present a complete picture
of the aesthetics and musical contours of a raga in the course of the song. Following the sahcarl
the fourth part, abhog usually mimics the antara quite closely, and it serves to complete the
experience of the composition as an aesthetic form by reaffirming the picture of the raga in the
upper octave before returning to the first phrase of the sthayi. Textually speaking, the theme that
is introduced in the first part is developed in the latter parts and the final part usually contains
the colophon of the composer.

In summary, from a performance standpoint the four-part structure of the Dhrupad
composition is uniquely effective in offering an encapsulated musico-aesthetic experience that
IS complementary to the methodical multi-stage alap in multiple tempi. At the same time, this
characteristic of Dhrupad compositions makes them especially important as a source for developing
musicianship in the grammar and aesthetics of ragas.

Compositional varieties and aesthetic experience

In the above discussion on the archetypal Dhrupad composition, | have barely touched upon
the lyrical content of Dhruvapada and its contribution to aesthetics. The importance of lyrics in
musical compositions is at least two fold. One obvious function is textual meaning. A less obvious
but musically very critical function is the function of words in the shaping of musical phrases
and musical form.

The ways in which the setting of compositions influences how word and musical phrase
shape each other to enhance both lyrical and musical meaning is directly related to the variety of
aesthetic experiences Dhrupad compositions engender in performance.5 These concepts greatly
extend the aesthetic potential of the pada as a musical form in performance.

24 This Dhrupad is from the traditional repertoire of the Bettiah gharana tradition of the Mishras of Benares received
by Falguni Mitra through unbroken oral tradition. A phrase based analysis of this composition will amply illustrate
how the sahcdrT develops musical form by exploring movements around the komal dhaivat. This detailed analysis
is not provided here due to constraints of space.

25 Musical phrases have been referred to as musical meaning, for instance by Powers (1977), a term that uses a
linguistic metaphor for musical processes. But as Sathyanarayana equivocates, there are conceptual and perceptual
distinctions between verbal meaning and musical meaning (Sathyanarayana, 2004:35-37). Also, as Rahaim s recent
work on gesture in Hindustani music shows, melodic phrases often connect to kinematic, kinesthetic and gestural
spaces, which are multi-dimensional, embodied and non-linguistic (Rahaim, Matthew. 2011. Musicking Bodies:
Gesture and Voice in Hindustani Music. Middletown: Wesleyan University Press.). When | use the term musical
meaning in this paper, it is in a sense that includes these dimensions.
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Vaggeyakaras, those musicians that compose both words and tune, would typically tend to
view these dimensions in interaction, whereas listeners may connect to one or other with more or
less interest. When it comes to performance, even musicians that are not particularly sensitive to
lyrical meaning would tend to be sensitive to the latter function of lyrics, as syllables that shape
the temporal structuring of melody into a sequence of shapes.

The next set of concepts | explore depend crucially on the musical phrasing of the pada and
its interactivity with the temporal framewaork of the tala. Clayton identifies the following dimensions
as useful ways to characterize the interacting temporal layers of a composition (Clayton, 2001)

1 laya and tala
2. length: number of sections and lines

3. melodic rhythm and its correlation with tala structure by way of syncopation (off-beat
stresses) and anucrusis, and the influence of verse meter

4. variability of the composition

Of these characteristics, | focus specifically on laya, and the correlation between melodic
rhythm and tala structure for the purposes of illustrating some of the complex dimensions of
aesthetics in Dhrupad compositions. While Clayton clubs tala and laya together, laya is something
that needs to be treated as a separate category as it is fundamental to aesthetics. Altering the laya
of a composition can drastically change its aesthetics, as the manner in which note transitions are
effected through application of alankars is critically dependent on laya.

The connection between laya and aesthetics, and the deep perceptual link the two have to
the inter-related complex of melodic rhythm and its correlation with tala structure in a Dhrupad
composition is best understood through the very esoteric and complex concept in Dhrupad
aesthetics, the banis of Dhrupad. Since a full-fledged treatment of the topic is out of scope for this
paper, | attempt to make my point with a few examples based on just one of the four banis.

The Gaurhar bani has been described by Birendra Kishore Roy Choudhury as follows:

“The principal characteristic of the Gaudi Vani is its devotional quality. It evokes the mood
of Tranquility. Its gait is slow... in the Gaudi vani each note is distinct within its own
boundaries in a clearly indicated manner. Clarity is the chief characteristic of this vani.”
(Roy Choudhury 1938, translation from Sanyal and Widdess, 2004.73)

Other characteristics summarized by Sanyal and Widdess based on a survey of the literature
include

“..slow tempo, emphatic glissandi, minimal ornamentation and powerful vocal delivery”
(Sanyal and Widdess, 2004:76).

Drawing on an analysis of the performance practice of the Bettiah gharana, the Gmirhdr
bani may be best characterized in terms of its perceptual effect, which is a feeling of stretched time
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and expanded curvature of tonal space.ZMusicians of the Bettiah gharana have variously described
this as a “feeling of space” (Raj Kishore Mishra, Falguni Mitra), a sense that compositions feel
slower than other compositions at the same tempo (Falguni Mitra) and a feeling of hovering or
suspension (Falguni Mitra, Indra Kishore Mishra).Z

In the performance practice of both contemporary lineages of the Bettiah gharana, the effect
of the Gaurhar bani is produced by the application of different types of mids to create nested
levels of loops in melodic space, and controlled retention of air pressure to traverse melodic space.
However, the decision on when and how exactly the mids are applied and the dynamics and
techniques used to create the stretching and hovering effects differs between the two musicians.B
The difference in interpretation is the realm of gayaki, which is individual or group style, rather
than bani, which is an aesthetic effect that is categorizable.

Singing at ati-vilambit laya, Indra Kishore Mishra is able to create micro-loops by always
approaching notes using a circular movement, even when the notation shows a scalar pattern of
adjacent notes with a syllable on every note, namely, a syllabic ratio of 11 in a highly syllabic
Dhrupad with one syllable per swara per matra. A typical example is the fairly syllabic Dhrupad
in Example 1 of the appendix. | have indicated his looping technique using curved lines to show
the long mids made up of smaller loops, all of which is traversed without breaking the breath.

Controlling the air pressure is a very important aspect of Indra Kishore Mishra’s approach
to Gaurhar bani. The beautiful looping device with which the sthayi begins is used precisely to
build up the air pressure that will allow him to execute the long phrase that follows without a
break in breath, creating an effect of immense circularity and stretching. Other interpretive devices
include mids that hide strong beats, beginning a mid where the last one left off to create nesting,
and compositional devices such as melismatic phrases to hide strong beats such as the sam (the
tala’s first beat which is usually a strong beat).

Falguni Mitra of a different school of the Bettiah gharana uses a different set of parameters
to achieve the aesthetic effect of Gaurhar bani. For him, a highly syllabic Dhrupad will not always
be sung in Gaurhar style and nor is ati vilambit laya a requirement for achieving the effect of
Gaurhar bani. Rather, he uses the syllabic density as a much stronger indication of a Gaurhar

26 This observation is based on the cumulative musical experience of the expert practitioners of the Bettiah gharana
and the targeted analytical work undertaken by the author to investigate the dhrupad banis, in collaboration with
the musicians and students of the tradition.

27 These observations were made during interactions with Raj Kishore Mishra of Bettiah (Muzzafarpur, August 2006),
Falguni Mitra (Kolkata July 2006, June 2007 and August 2008), and Indra Kishore Mishra (Chennai, July 2009
and Bettiah, October 2010).

28 The two musicians come from two distinct lineages that trace their origins to the Bettiah court, and the histories of
the lineages are also distinct from one another as far as | have been able to trace from early 20* century primary
sources. So, their gayakis are bound to be different. However, they have a common conception of bani and of
Dhrupad as a compositional form, which is evidence for the far-reaching impact of the compositional activity at
the Bettiah court on the crystallization of the Dhrupad bani as an aesthetic concept.
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bani song. A song that has very sparse setting of words and where musical phrases themselves
occur in loops produces a perception of stretched time and expanded tonal space, which is the
signature aesthetics of a Gaurhar bani song. Thus, if a highly melismatic extension of a single
syllable occurs, the interpretive response of a Dhrupad musician that is sensitive to the distinctive
aesthetics of compositional forms is to use a variety of mids as a way of executing the phrase
in a vilambit laya.

A typical example is the extremely melismatic sthayi of the Dhrupad composed by Maharaja
Anand Kishore Singh of Bettiah presented in Example 2 of the appendix, a song that Falguni
Mitra describes as an “exquisite jewel in the Bettiah crown”. 2This example also illustrates how
a Dhrupad sung in vilambit laya can generate the feeling of an ati-vilambit laya through a skillful
compositional device such as melismatic word setting, and the use of abundant loops in musical
phrases. Recognizing this compositional device in a composition is an act of interpretation honed
by oral tradition and individual practice. Falguni Mitra sings this composition in vilambit laya as
he says that it has ample scope to give the feeling of Gaurhar bani without reducing the pace
any further.

However, a low syllable count is not the only cue Falguni Mitra uses for conceptualizing the
desired aesthetic effect of a composition. For instance, in the Dhrupad referred to as an illustration
for the function of a sancari, the syllabic ratio is quite high as there are a number of words with
consonants in the song.3*Yet, the way the words and swards are Set against the tala, the use of
successive winding phrases, and compositional devices such as using long drawn out vowels to
hide strong beats of the tala such as the sam cooperate to produce a distinctive perceptual effect
when singing. Falguni Mitra describes this with the words “it gives me a sense of space”, which
IS a characteristic Gaurhar bani aesthetic effect,

It has to be stressed that staccato singing of compositions and showing every beat of the
tala while singing the composition, both endemic in other traditions, will destroy the effect of
the banis, especially the Gaurhar bani that is very reliant on looping and long breath. One of the
characteristics that unite musicians of different lineages of the Bettiah gharana strongly is their
highly developed sensitivity to the aesthetic potential of compositional forms and the integrity of
their musical approach in responding to this potential.

This set of examples is intended to only illustrate one of many cases where specific
compositional techniques, interpretive strategies and musical judgments are used to achieve very

29 This Gaurhar bani Dhrupad composed by Maharaja Anand Kishore Singh of Bettiah is from the traditional repertoire
of the Bettiah gharana tradition of the Mishras of Benares, received by Falguni Mitra through unbroken oral
tradition. The song is also available in the early 20th century compilation Sangeet Samucchai (Basu, 1924), a music
compilation produced with the active participation of musicians of the Bettiah lineage of the Mishras of Benares
in which the history of their lineage is recorded.

30 The notation for this Dhrupad is not included here due to constraints of space. It will be made available in the
author's forthcoming dissertation.
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