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OUR CONTRIBUTORS
T-E,

Dr. R. NAGASWAMY
Kalaimamani Dr.R.Nagaswamy, first Director of Archaeology, Tamilnadu State; 

First Vice Chancellor, Kanchipuram University; Visiting Professor, Jawaharlal Nehru 
University, Delhi, is a versatile scholar in Sanskrit and Tamil. Has authored several books 
on Indian Art, History, Epigraphy, Numismatics, Temple Arts, Music and Dance and 
Ancient Law and Society. Recently he is engaged in study of South East Asian Art. Made 
Archaeology popular in Tamilnadu State. Appeared as an expert witness in the London 
High Court in the London Nataraja case and was instrumental in winning the case. 
Justice Kennedy in his judgement has observed “Nagaswamy is an unequalled expert 
in his field” Started the Chidambaram Natyanjali Festival with Dr.Kapila Vatsyayana, 
32 years back which is one of the popular Dance festival in the State. Has produced 
twelve dance dramas that were staged in Germany, Sweden, UK, USA and Canada 
including in the famous British Museum, LONDON.
Dr. VETURIANANDAMURTHY

Prof. Veturi Anandamurthy an illustrious son of an Illustrious father Sri Veturi 
Prabhakara Sastry holds a Ph.D in lyrical literature from the Osmania University, 
Hyderabad where he taught for nearly four decades. Published so far 20 Volumes from 
Veturi Prabhakara Sastri Memorial Trust, Hyderabad. Another 10 or 15 Volumes are 
to come out under the aegis of the Tirumala Tirupati Devasthanams after the Trust’s 
merger with TTD in 2007.

Presently he is working on the much neglected treasures of the Medieval Lyrical 
Literature and notated music compositions still lying uncared for (both in Oral and 
Written Modes) and working on retrieving as many as possible.
CHITHRA MADHAVAN

Chithra Madhavan completed her M.A. and M.Phil. from the Department of 
Indian History, University of Madras and her Ph.D. from the Department of Ancient 
History and Archaeology, University of Mysore. She is the recipient of two post-doctoral 
fellowships from the Department of Culture, Government of India and from the Indian 
Council of Historical Research, New Delhi. She is the author of seven books - History 
and Culture o f Tamil Nadu (two volumes), Vishnu Temples o f South India (four volumes) 
and Sanskrit Education and Literature in Ancient and Medieval Tamil Nadu.

7*1
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V. PREMALATHA

Dr. V Premalatha is an Assistant Professor of Music in the Department of 
Performing Arts, Sri Venkateswara University, Tirupati. She completed her post­
graduation from Madurai Kamaraj University and doctorate from the University of 
Madras, under the guidance of Dr. N Ramanathan. Study of music manuscripts has 
been her area of study. She has completed a major research project funded by UGC 
and is also a recipient of the National Culture Fellowship in Arts for Music (Junior) 
awarded by the Sangeet Natak Akademi, New Delhi. She has presented Research Papers 
at National & International Seminars held all over India and has published research 
articles in the Journals of Music and research reference materials, databases and music 
lessons in w w w.m usicresearch.in and w w w .m usicacadem ym adras.in. Her book, 
“Natyacudamani of Somanarya -  a critical edition and translation” has recently been 
published by the National Mission for Manuscripts, New Delhi. She is the member of 
Board of Sudies and Board of Examiners for several Universities in India.
VEENA MURTHY VIJAY

Veena Murthy Vijay is a danseuse with a commitment towards the propagation 
of Indian Dance tradition all over the world. Veena’s rare grace & dramatic talent have 
taken her to great heights in her chosen art form -  Kuchipudi.

Her experiments in choreography have resulted in numerous productions, based 
on varied social themes, proving her comprehensive command over the ethos of 
Kuchipudi.

In an illustrious career spanning over three decades Veena has performed to 
packed houses in India & Abroad. She has also held workshops & lecture demonstrations 
in various universities abroad. She has several titles to her credit. She has been honored 
with State Award “Karnataka Kalashree” by Karnataka Sangeeta Nritya Academy for 
the year 2009-10.Veena is the director of Sri Raja Rajeshwari Kala Niketan, Bangalore 
imparting training in Dance to her students. She is the president of World Dance 
Alliance, Karnataka Chapter Asia Pacific.

Veena is one of the first dancers to present traditional Tibetan hymns to India 
Dance in her production for world peace. This was presented in USA by Arathi School 
of Dances sponsored by Dept, of Cultural Arizona State USA.
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EDITOR S NOTE

On behalf of the editorial board, the Music Academy, president Sri.N.Murali and 
on my own behalf, I welcome the readers to the journal of Music Academy, 

Vol.85, 2014.
The readers may have noticed that journals of Music Academy up to the year 

2002 have been uploaded on the website, w w w .m usicacadem ym adras.in. The website 
also carries an article keyword index.

In this journal apart from the usual pages covering the details of the 87th Annual 
Conference & Concerts, there are five articles on different aspects of music and dance 
ranging from Natyasastra to folk music. There are also three book reviews and review 
of a rare CD.

The editorial board is grateful to Sri. N. Murali and the members of the Executive 
Committee for their spontaneous support. I express my gratitude to the contributors of 
the articles and the book reviewers.

Mrs. Jyotsna Vivek, research scholar in the Music Academy Research Centre 
has been very helpful in bringing out this journal. The editorial board acknowledges 
her services.

We have lost some very eminent musicians during this year. The oldest. Sangita 
Kalanidhi Sri. R.K. Srikantan and the youngest. Mandolin Sri. U.Srinivas. The Music 
Academy reports their demise with a deep sense of sorrow.

I am sure the readers will find this year’s journal interesting and academically 
enriching.

We are thankful to Compuprint for printing this journal beautifully as ever.
15th December, 2014 Pappu Venugopala Rao.
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87th Annual Conference and Concerts
Sunday, 15th December, 2013

Welcome Address by Shri N. Murali, President
Honourable Chief Justice of India, Shri P. Sathasivam, Sangita Kalanidhi designate 

Smt. Sudha Ragunathan, Sangita Kalanidhi Smt. C. Lalitha, Sangita Kalanidhi Shri Trichur 
V.Ramachandran, my colleagues Shri Ramji and Shri Krishna Prasad, other awardees of this year, 
Sangita Kalanidhis, Vidvans and Vidushis, Honourable Chief Justice and Judges of The Madras 
High Court, my colleagues on the Committee, members of the Music Academy, distinguished 
invitees, ladies and gentlemen,

I extend a very warm and heartfelt welcome to everyone of you to this Inaugural function. 
It is my honour and pleasure to extend a very special welcome to the Honourable Chief Justice 
of India, Shri P. Sathasivam. His inaugurating this year’s Annual Festival is a matter of great 
significance and pride to all of us at the Academy, especially as he is the first person from Tamil 
Nadu to have risen to the highest judicial office of the country. Justice Patanjali Sastri who was 
the Chief Justice of India between 1951 and 1954, however, represented the undivided Madras 
Presidency.

Unlike many of his contemporaries, Justice Sathasivam did not have the advantage of 
belonging to a family with a legal background. Hailing from Kadappanallur village, Bhavani Taluk 
in Erode district of Tamil Nadu, he belonged to an agricultural family and in fact, was the first 
graduate in his family and the first law graduate in his village.

Enrolling as an advocate after completing his law degree at the Madras Law College in 
July 1973, Justice Sathasivam had a successful legal practice involving various types of writ, 
civil and criminal matters on both original and appellate sides of the Madras High Court. He 
went on to become the Tamil Nadu Government’s additional and special Government Pleader in 
the Madras High Court.

He was appointed permanent judge of the Madras High Court in January 1996. He was 
transferred to the Punjab and Haryana High Court in April 2007 and was appointed as a Judge 
of the Supreme Court of India in August 2007. Justice Shri P. Sathasivam, the senior most judge 
of the Supreme Court, was sworn in as the 40th Chief Justice of India on July 19, 2013.

Justice Sathasivam’s life story is thus a remarkable saga of a self made man with a humble 
background who has risen to the highest judicial office of our country by dint of his sheer abilities, 
hard work and single minded dedication.

As a Supreme Court Judge, Justice Sathasivam has delivered some landmark judgements 
on matters of national importance which include Reliance Natural Resources Ltd. Vs Reliance 
Industries Limited, where he observed “in a national democracy like ours, the natural assets belong
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to the people” and “the government owns such assets for the purpose of developing them in the 
interests of the people.” Justice Sathasivam’s judicial philosophy is humane. In cases involving a 
discretionary choice between life and death sentence, he almost always preferred a life sentence 
emphasizing the rehabilitative potential of the convict. He has always been meticulous in his 
interpretation of law, irrespective of who the litigants are.

He is regarded as a polite but firm judge who is sound and predictable with an earthy 
common sense. He is hard working and prompt in the delivery of judgements. His humility is 
transparent.

I would like to bring to the kind attention of the Honourable Chief Justice of India, the 
stellar contribution of several stalwarts of the legal profession in this city in founding and nurturing 
many of the leading institutions involved in classical music and dance, particularly The Music 
Academy.

I may also recall here that Justice T.L.Venkatraman 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. Chief Justices and Judges of the Madras High Court have 
inaugurated the Annual Music Festival of the Music Academy or presided over the ‘Sadas’. Justice 
Patanjali Sastri has inaugurated our Annual festival in the year 1954. It is thus extremely fitting 
that the Honourable Chief Justice of India, Shri P.Sathasivam is inaugurating our 87th Annual 
Conference and Concerts and we are indeed grateful to him for so graciously and kindly agreeing 
to come all the way from Delhi to be with us today.

The Margazhi music festival in Chennai has evolved into a unique and special phenomenon, 
notable for its quality, magnitude, aesthetics and pure classicism. The Music Academy with its 
history and hoary tradition of four score and more years, can proudly be regarded as the pioneer 
of this wondrous festival.

As members and our other rasikas and well wishers are fully aware the phased upgradation 
and improvements programme of the last seven years and more has brought about greatly improved 
facilities and enhanced ambience leading to a pleasant 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 but important elements which are now being 
taken up like improved fire detection and safety systems, library upgradation, more efficient energy 
saving lighting systems, etc. The work on fire safety and lighting systems has been completed 
before this season. In this connection, I acknowledge with our deep thanks that during the year 
Smt Hemalatha Ramamani has given as a very generous capital grant towards the upgradation and 
modernization of our library, the work for which will be taken up shortly. She has also instituted 
a generous endowment in the memory of Shri K.R. Ramamani, Senior Advocate, the return from 
which will fund the Musicologist Award annually.
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A major phased programme of this kind would not have been possible without the 
spontaneous and generous contribution from enlightened and large hearted organisations and well 
wishers, whose munificence has been individually acknowledged earlier. We also wish to reiterate 
how fortunate the Academy is to receive the continued benefit of the enormous expertise and 
experience of our excellent Architect Shri RT. Krishnan in all its modernization projects as his 
labour of love.

I may recall here that there has been a resurgence in academic activities in the recent years 
and many new initiatives have also been taken. While I had enumerated them earlier, I wish to 
point out that all these initiatives are working very satisfactorily.

I am happy to share the good news that for the first time ever The Music Academy Madras 
associated itself with a three-day Music and Dance festival labelled “Utsav” at the prestigious 
Kennedy Centre for Performing Arts in Washington D.C. between September 20-22, 2013. The 
festival was organised by Sivam, a not for profit institution founded by Shri Sreedhar Potarazu 
the main sponsor of all editions of our Dance Festival so far. The response to this festival was 
very heartening.

A new award called “M.N.Subramaniam Memorial award” seeking to emphasise guru- 
shishya parampara and recognise a distinctive dance school was instituted during the year through 
a generous endowment by the family of Smt. Krithika Subramaniam, a disciple of Prof. Sudharani 
Raghupathy. The Inaugural award went to the doyen Prof. C.V.Chandrasekhar’s school. This year’s 
award goes to Smt. B.Bhanumati’s school in Bangalore and a dance recital by students of her 
school will be held on January 11, 2014 .1 wish to record our grateful appreciation for this.

The Music Academy -  TAG Digital Listening Archives set up and maintained through the 
generous sponsorship of Shri R.T. Chari, our esteemed Committee member, has added another 
dimension from June 2013, through the video viewing facility of all the performances in our 
dance festivals.

The Library of the Music Academy has been enriched by the addition of around 500 
valuable books on Dance donated by Natya Kala Acharya Prof. Sudharani Raghupathy from her 
personal collection. We deeply appreciate her gesture.

During the year, apart from what has been mentioned earlier today, Shri R.Kalidas has 
enhanced his existing endowment in the name of Dr. V.Raghavan for research purposes and Smt. 
Meera Nathan has instituted an endowment in the memory of her guru “Sangita Kala Acharya 
Vidvan Bombay Shri S.Ramachandran” towards prizes for the best outgoing students of our 
Advanced School of Carnatic Music. We express our appreciation for their endowments.

It is always a tradition during every music season for The Music Academy to confer 
special honours on outstanding artistes who have contributed immensely to the preservation and 
enrichment of our fine tradition of classical fine arts.
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This year the Academy is proud and delighted to have chosen the leading vocalist Smt. 
Sudha Ragunathan for its coveted Sangita Kalanidhi title.

She began training in music at an early age and started participating in competitions held 
by various organizations and won prizes in them. It was no surprise then that she chose music as 
her career. Smt. Sudha Ragunathan is a quintessential^ classical camatic vocalist whose hallmarks 
are a clear and musical voice, a great lineage to boast of -  of stalwarts GNB and MLV a 
vibrant style and an intelligent mind. She has brought her own stamp of creativity to her music, 
even while adhering to the style perfected by her guru, M.L. Vasanthakumari. She has engaged 
the rapt attention of rasikas for over two and half decades and has created a special niche for 
herself in the world of camatic music. She has given innumerable concerts both in our country 
and in many other countries as well. Her concerts always have a proper balance -  detailed raga 
alapanas, variety and mastery over lay a.

She has been giving concerts regularly at The Music Academy for over thirty years. In 
choosing Smt. Sudha Ragunathan for this year’s Sangita Kalanidhi Award, the Music Academy 
has indeed broken new ground in making the transition to the next generation of musicians for 
conferring the Award. She, is, in fact, among the youngest musicians to have been chosen by the 
Academy for its prestigious award in several years.

Sudha is also compassionate and socially sensitive and has been supporting numerous social 
causes through “Samudhaya” a charitable institution institution she has founded and runs actively.

The Sangita Kala Acharya award goes to veteran musicans Vidvan D.Pasupati and Vidushi 
Kalyani Sharma. The Music Academy is very happy to honour them for their great contribution 
to camatic music.

The recipients of the T.T.K. Memorial Award are the miridangam exponent Tanjavur 
R.Ramamurthi and the flautist Dr. Prapancham Sitaram. Their wonderful contribution to Camatic 
Music is being recognized by the Academy.

The Musicologist Award goes to the Veena exponent and musicologist Dr. 
R.S Jayalakshmi.

The ‘Natya Kala Acharya’ Award instituted for Dance two years ago and given at the Dance 
Festival, goes to Smt. Chitra Visweswaran, a renowned Bharatanatyam exponent, choreographer 
and gum.

This year’s programme as in the previous years, will feature over 80 conceits by eminent 
artistes as well as young and talented artistes all of whom want to perform their best on this 
hallowed stage sanctified by successive generations of great artistes.

The morning academic sessions that have been enhanced greatly by higher quality, and 
greater variety and depth in the recent years, look to be very interesting this year as well.
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His Excellency Governor of Andhra Pradesh, Shri E.S.L. Narasimhan, who is keenly 
interested in Camatic Music has kindly agreed to preside over the Sadas on January 1, 2014 and 
confer the awards.

The 8th edition of our highly acclaimed Dance Festival is being held between January 
3 and January 9, 2014. Prof. C.V. Chandrasekhar, eminent Bharatanatyam Gum has agreed to 
inaugurate the festival.

As always, we count on the unflinching support and participation of our members and other 
rasikas to make this year’s festival as successful as the previous ones. In addition, the generous 
support of our sponsors and advertisers has made our famed event what it has been over the last 
few years. The active involvement and teamwork of our colleagues on the Executive Committee, 
ably aided by the dedicated and tireless volunteers and staff of the Academy, has contributed in 
a large measure to its sustained success.

It is with deep appreciation that we acknowledge the support and participation through fine 
performances of all the musicians, artistes and musicologists and scholars that has been largely 
responsible for the overall quality and success of the festival year after year.

This year the world of Camatic Music has lost a few stalwarts and leading musicians 
-  Sangita Kalanidhis -  Shri M.S.Gopalakrishnan and Dr. Sripada Pinakapani, Shri Lalgudi 
G.Jayaraman, the recipient of the Special Life Time Achievement Award from The Music Academy, 
Sangita Kala Acharyas — Shri T.R.Subramaniam, Shri Nookala Chinna Satyanarayana, Bombay 
Shri S.Ramachandran and Shri V.Subramaniam and Shri SRD Vaidyanathan the recipient of our 
TTK Memorial Award. We salute and pay our heartfelt tribute for their tremendous contribution 
to camatic music and are also grateful for their long association and support to The Music 
Academy.

May I conclude by wishing you all a very enjoyable Music Season and Dance festival and 
a very joyous New Year?

Thank you.

< S |N r -H ^ jN=E>
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Inauguration of the Annual Music Festival
87th ANNUAL CONFERENCE AND CONCERTS

The Music Academy, Madras

Sunday, 15th December 2013 
by Hon’ble Mr. Justice P. Sathasivam, Chief Justice of India

Shri N. Murali, President, the Music Academy, Madras, office bearers of the Music Academy, 
other distinguished invitees and guests, Ladies and Gentlemen - a very warm greetings to each 
one of you.

At the foremost, I congratulate the musical legends as well as the organizers of this function 
for putting together such a magnificent annual music festival in the State of Tamil Nadu. I am truly 
honored having received the invitation to inaugurate the 87th Annual Conference and Concerts of 
the Music Academy at Chennai, which I must say is a splendid music carnival.

The Music Academy of Madras, founded in 1928, is a landmark institution in the history 
of the fine arts. In the 1930s itself, the Music Academy championed the cause of classical dance 
and presented dance performances with a view to getting the public to see the beauties of a 
traditional art that was in danger of dying. In addition to South Indian music and dance, the 
Music Academy has also been a venue for Hindustani music, classical dance forms from the rest 
of India and the world.

This institution has grown from strength to strength by adapting to changing times. It has 
embraced many modes to popularize and promote music and, more particularly, southern music. 
One such genuine attempt is this carnival of music. With the span of years, this music carnival 
organized in the month of December has gained its momentum as it recognizes and appreciates the 
intricacies and nuances of southern music. Music has been an integral part of the State of Tamil 
Nadu’s culture and the State has to its credit for having produced a number of famous performers 
to this country and to the world. This festival is a delight for music lovers.

Whenever humans come together for any reason, music is there, be it weddings, funerals, 
graduation from college, men marching off to war, stadium sporting events, prayer, mothers rocking 
their infants to sleep, etc. Thus, music has always been a part of the fabric of everyday life. I am 
no good singer or a composer but that it did not stop me from enjoying and appreciating music 
whenever I found time. My gratitude to all magnificent musicians of this country for having eased 
millions of minds through their music.

Violence in society has become an unavoidable reality in today’s scenario and research 
proved that music can be utilized as a catalyst to lessen and preclude this violence. As I said earlier, 
music and society have always been intimately related. Music reflects and creates social conditions

16

THE M US I C A C A D E M Y  • J OU RN A L 2014 • VO LU ME  85

-  including the factors that either facilitate or impede social change. The recent development of 
recording techniques has revolutionized the extent of access of music to people. As a result, most 
people have access to music 24 hours a day at the touch of a button. This medium must be largely 
used to spread positive vibes to the common masses.

Of course music is entertainment but it is no harm to utilize the same as the forum for 
sensitizing the people on the social suffering and the effective role they can play in minimizing the 
effect. Everyone agrees that music is the language of the universe as it transcends all boundaries 
of communication. This language must be exploited for conserving the international peace and 
order. The need of the present times is the unity of minds and hearts not only within our country 
but also universally. In my opinion, music can play a balancing note and unify the mind for a 
harmonious living cutting across geographical boundaries.

In my humble view, the musicians have a special role to play in national transformation 
and development. If we look back to our history of freedom movement, poets and musicians 
had a significant role in realizing the first vision for the nation i.e., an “independent India” . I am 
convinced that we can realize the second vision of transforming India into a developed country 
through a similar process. Therefore, your role as musicians is very important to promote and 
accelerate national development.

Music is an essential part of the Indian culture, and the country is known for having a rich 
heritage of folk and classical music. However, there is acute lack of awareness on various issues 
relating to copyright and related rights amongst stakeholders, enforcement agencies, professional 
users like the scientific and academic communities and members of the public.

In contemporary times, the daunting sphere for music industry is piracy. For more than 
a decade, the recording industry has been complaining that online copyright infringement is 
devastating the music industry. And it’s true that the revenue of conventional record labels has 
plunged in recent years. In fact, numerous petitions are being filed routinely in the courts on 
this very issue. In spite of effective law in force, its implementation is not as effectual as it is 
envisaged. Creation of more awareness in this regard among both musicians and common people 
is the requisite.

Copyright is a right given by the law to the creators of literary, dramatic, musical and 
artistic works and producers of cinematograph films and sound recordings. In fact, it is a bundle 
of rights including, inter alia, rights of reproduction, communication to the public, adaptation 
and translation of the work. There could be slight variations in the composition of the rights 
depending on the work.

The Copyright Act protects literary, dramatic, artistic and musical works as well as films 
and sound recordings. For musical works, the copyright holder has the exclusive right to reproduce, 
issue copies of, perform, communicate the work to the public, make a cinematographic film or 
sound recording, translate and adapt a work.
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Further, copyright ensures certain minimum safeguards of the rights of authors over 
their creations, thereby protecting and rewarding creativity. Economic and social development 
of a society is dependent on creativity. The protection provided by copyright to the efforts of 
writers, artists, designers, dramatists, musicians, architects and producers of sound recordings, 
cinematograph films and computer software, creates an atmosphere conducive to creativity, which 
induces them to create more and motivates others to create.

To strike an appropriate and viable balance between the rights of the copyright owners and 
the interests of the society as a whole, there are exceptions in the law. Many types of exploitation 
of work which are for social purposes such as education, religious ceremonies, and so on are 
exempted from the operation of the rights granted in the Act. Copyright in a work is considered 
as infringed only if a substantial part is made use of unauthorized. What is ‘substantial’ varies 
from case to case.

The Copyright Amendment Act, 2012 further emphasized that the film performers as well 
as the authors of certain underlying works used in cinematograph films and sound recordings 
have a right to continuing royalties for the use of their works or live performances in certain 
circumstances regardless of the fact that they may have assigned the copyright in those works or 
the fact that they may not be entitled to the enjoyment of a performer’s right. This is a milestone 
progress in law for the support of members of music industry but its purposes will be fulfilled 
only when there is awareness of the same.

Copyright infringement is a criminal offence in India. The minimum penalty for knowingly 
infringing upon a copyright is six months in jail and a fine of Rs. 50,000. Music piracy is rampant 
in India, where most consumers download music or buy pirated CDs on the street. Even though 
the Indian police routinely confiscate and destroy counterfeit CDs, they have not made a dent in 
their production or sale.

Protecting intellectual property rights require using several different approaches while 
adjusting to a marketplace with a never-ending appetite for new content. Even though the general 
public may think of piracy as a victimless crime, this form of copyright infringement damages 
the creative professional’s ability to earn a living from his/her work. All stakeholders in the music 
industry must work together to propel growth -  whether it’s building the streaming music, and 
live entertainment markets, or curbing piracy.

I render my hearty wishes for 87th Annual Conference and Concerts to become yet another 
successful and memorable festival. Once again, let me congratulate the organizers and convey 
my best wishes to all the members of the Music Academy in their mission of inspiring the music 
lovers, younger generation, in particular, to take up Indian music as a profession and take pride 
in preserving Indian traditional cultural heritage.

Thank you.
-------- ----------------------------------
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Presidential Address
by Vidushi Smt. Sudha Ragunathan

at the 87TH ANNUAL CONFERENCE AND CONCERTS
at the Music Academy Madras (15-12-2013)

Distinguished Chief Justice of India Sri P.Sathasivam, dynamic President of the Music Academy 
Sri N.Murali, esteemed Governing body members of the Academy, respected Vidwans and 
Vidushis, friends from the media, rasikas and well wishers, I stand before you accepting in all 

humility the honor that has been bestowed on me and the immense responsibility of presiding 
over this year’s conference. My pranams and salutations to all the elders who have wished me 
and supported me. I thank God for His blessings, my Gurus who sowed the seeds of learning this 
great tradition and my parents and family who have stood by me to enrich my career.

I am overwhelmed by the Academy’s appreciation and recognition -  it gives me a sense 
of deja vu on the coincidence I came under the tutelage of my Guru Dr.M.L.Vasanthakumari 
in the very same year that she was awarded the Sangita Kalanidhi by the Academy, and as I 
watched, standing next to her with awe during that special moment, I could feel the aura, the 
importance and the value of the Academy’s honour to an artiste. Now, I stand in the same centre 
stage that has had many illustrious vidwans and vidushis who were decorated with this title. Did 
I say then to myself- ‘Hope is the anchor of the soul, the stimulus to action and the incentive 
to achievement?’

The Music Academy -  it immediately conjures up in your mind excellence, discipline 
and tradition. This premier institution has evolved, flourished and taken steps to preserve our 
heritage for over 80 years and has become synonymous with Carnatic Music. An institution that 
has a well established system of governance and objectives, we can take pride that the Academy 
is preserving and propagating quality and adding new pages to the history of music. Research 
papers, scholarly and lively debates, enlightening lecture demonstrations, interesting dissertations 
by eminent scholars, all of which have been chronicled so meticulously for posterity has made this 
an iconic institution -  unparalleled in every way. We artistes are deeply grateful to the Academy 
for the wonderful archives which are a treasure trove. I take this opportunity to pay my tribute to 
the selfless work of all the office bearers of the Academy, both past and present. The Academy, 
spearheaded by Shri N.Murali, has set high standards, both in terms of the quality of events and 
the overall experience of sitting in the auditoria. Such detailed attention and care for aesthetic 
values merits cheer and gratitude. On my behalf, I would like to thank the Academy for setting 
a new trend of bestowing this precious recognition to an artiste from the younger generation. On 
behalf of the music fraternity I wish to express my gratitude to the Academy for this bold and 
laudable step.
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I will treasure the distinguished presence of Honourable Chief Justice of India 
Shri.P.Sathasivam as a fond memory of this grand event. What gladdens me most is that our 
Honourable Chief Justice has worked his way hard with dedication, fighting various odds in life
-  from an agriculture family to a legal luminary today. His journey to become the Chief Justice of 
India from humble beginnings is inspiring. His valiant pronouncements touch the lives of people 
and his landmark judgments champion the causes of women and children. Shri Sathasivam with 
his legal acumen, sharp intellect and people oriented approach has raised the bar in the bar. I 
seek his good wishes and blessings.

It is quite appropriate to recall, remember and revisit the path that has brought me to 
this stage of recognition. My first Guru -  my mother Choodamani who, while feeding me at the 
tender age of three, also fed my thoughts with ample doses of the sapthaswaras and the variety 
of Carnatic lullabies to set sangita gnanam early in my childhood. Music filled my ears and my 
heart craved for learning the art. Initially, I had formal training under Vidwan Shri B.V.Lakshman 
(Vidwan Shri B.V.Raman’s brother) and later, the defining moment in my life was the scholarship 
that took me to the legendary MLV Amma. Words are inadequate to express my gratitude to her
-  a guru, a mentor, a guide, a friend, an inspiration and a great human being!! I owe it to this 
charismatic genius who shaped my thoughts, my music and my career. Her music was a flight 
of fantasy, manodharma unplugged, and spontaneity a dainty expression of her instinctive artistic 
mind - just observing her was the best learning. She was a winged musical angel with unfettered 
imagination, exploring ragas -  painting a canvas of melodyscape -  it was indeed a treat that filled 
your ears, stimulated your thinking and broadened your vision. We did not have a note book in 
front of us nor did we ever repeat a sangathi or line, sitting in front of her. Everything learned 
was imbibed from experience, which included listening to her programmes and joining her on 
stage -  that live and lively interaction benefitted me. In a sense it was a Gurukulam. The youngest 
of the famed women trinity, the creative MLV Amma, along with the Queen of Music, MS Amma 
and the patriotic D.K.Pattammal Amma gave joy and insights to students and all rasikas. I pay my 
tribute to all these illustrious women who inspired and gave a stature to this tradition and paved 
the way for so many of us to pursue Carnatic music.

Standing before you on this prestigious occasion, I travel back in time on a sentimental 
and emotional journey. I recall that three decades ago I sang at the Academy during the season 
in the noon slot as a youngster, bubbling with enthusiasm but with butterflies in my stomach. 
Many of the old timers have seen me then and even earlier and cheered me when I won prizes 
and awards at the Academy competitions. Then and now, they continue to bless and cheer me 
-from  afternoon slot to the next and the next. I remember Roosevelt’s quote - ‘Believe you can 
and you are half way there!’ My journey and bonding with the Academy continues and I am 
probably one of the few who has sung in almost every December season event for over thirty 
years. Little did I realize then, on December 20th, 1980, that one day I would be chosen for this
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coveted title which is the dream of every musician! I bow my head with reverence to the galaxy 
of vidwans, vidushis and musicologists who have adorned this stage -  their energies have inspired 
me, broadened my perspective and kindled my imagination.

Women face many challenges in a deeply patriarchal society and success does not come 
without significant hurdles. Looking back, I have crossed the hurdles undeterred with a single 
minded focus. In that I have been blessed with an understanding supportive husband Ragunathan 
and my children Kaushik and Malavika. They graciously accepted the fact that I would be pursuing 
my musical blessing with passion and they sacrificed along with me in this journey sharing my 
happiness in all my achievements. And am sure they will also have a sense of elation at my 
success. It has not been easy balancing time between my career in music and investing time 
for my family, but it has been truly worth walking the difficult path to achieve the cherished 
goals. I do believe that when we face challenges in life that are far beyond our own power, it’s 
an opportunity to build on our faith, inner strength, and courage. I’ve learned that how we face 
challenges plays a big role in their outcome.

In the words of Cicely Tyson, ‘Challenges make you discover things about yourself 
that you never really knew. They’re what make the instrument stretch what make you 
go beyond the norm.’ I acknowledge with boastful pride and a satisfied heart the sacrifices 
made by my Naathan -  Raghu and children Kaushik, Urmitapa and Malavika in my 
musical journey.

On such an occasion we must salute the Honourable Chief Minister of our state who 
has enriched our art and culture through various initiatives. Not only is our Honourable Chief 
Minister an artist herself, she is also a connoisseur patron and understands what it means to 
develop the skills of talented youngsters. My appeal is that music must become a larger part of 
the mainstream academic curriculum. There needs to be a greater sense of legitimacy in pursuing 
art as a profession rather than treating it as a lesser alternative to the more popular science and 
engineering disciplines.

Music is the medicine of the mind - goes a saying. Music can impact the mental growth of 
children and providing such exposure at an early age can widen their horizons. In fact the latent 
talent in the young can be tapped when they engage in the learning of our traditions and hence 
has to be made part of the academic curriculum.

A quote worth recalling when we define our music There’s music in the sighing of a 
reed; There’s music in the gushing of a rill; There’s music in all things, if men had ears: Their 
earth is but an echo of the spheres. Lord Byron.

So also, Martin Luther King says, ‘My heart is so full to overflowing, has often been 
solaced and refreshed by music when sick and weary.’
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All this points towards the universality of music as a healer of the great divide. In keeping 
with the transcendental aesthetic of music, we need to be more vigilant and inclusive of people, 
regardless of caste, class, religion and creed. I strongly believe that the universal appeal of the 
Carnatic music art form steps from its bhakthi element. The lyrical content is steeped in an 
emotional hue that touches a chord in your heart. While there is enough and more for the cerebral
-  kannakkus, laya patterns, talas, structure of the songs, et all, what sets our music apart is the 
glorious contribution by the Trinity of composers - Saint Thyagaraja, Muthuswami Dikshithar and 
Syama Sastri. The other tradition that has been passed on is Tamil Isai, an unfathomable treasure. 
Azhwar Pasurams, Thevaram and Thirupugazh have been an eternal source of inspirational poetry. 
They have a timeless beauty and supreme glory. Sangeetha Pitha Maha Purandaradasa and other 
Haridasa Devamamas, Annamacharya Krithis, Oothukadu Venkatasubbayyar’s compositions, 
Gopalakrishna Bharathi, Muthuthandavar, Ramanataka krithis and Papanasam Sivan’s songs are 
shining gems in the repertoire of artistes. ‘It is said that we know an age more vividly through its 
music than through its historians’ said Rosanne Ambrose Brown. How true! If you peep into our 
past from sculpture to dance to music, the sprightly work of all our composers of music integrated 
bakthi and temples in such moving words of devotion and surrender to God. It is incontestable 
that music induces in us a sense of the infinite and the contemplation of the invisible.

“Utsahasahasam Dhairya Buddhishakti Parakrama: Shadethe yetra thishtanti tatra devaipi 
tishtathi” Perseverance, daring, courage, wisdom, strength and valor -  Where these six are, there 
is God. I add - Where there is music there is God.

Saint Composer Thyagaraja‘s outpourings as a Rama bhaktha has not only spiritual value 
but poetic excellence. I refer to Scholar V.Raghavan’s introductory thesis in the publication ‘The 
Spiritual heritage of Thyagaraja’ From poetic fancies, learned allusions, high Upanishadic truths 
to prayers, yearning, anguish and ecstasy of realization, his songs are an endless epic record of 
the mind of a great Bhaktha. Raga Sudha Rasa, the Andolika gem of a krithi that has always 
been popular with the GNB School extols the virtues in our music. The nectar of ragas gives 
one the beneficial results of Yaga, Yoga, Tyaga and Bhoga (enjoyment). Chakkani Raja Margamu
-  yes, Saint Thyagaraja laid a royal path to our music. It was during his time that the Bhakthi 
movement and the Bhagavatha Sampradayam gained momentum, and devotion through music 
claimed wider acceptance. Well, Saint Thyagaraja’s advice to musicians comes in the lines in 
the krithi ‘Kaddanu Vaariki’ in the ragaTodi. ‘Niddura Nirakarinchi, mudduga thambura batti, 
suddhamaina manasuche, suswaramuto, baddu tappaga, bhajiyinchu’ When translated, this reads 
as -  cast off your sleep, rise early in the morning and practice. Strum a beautiful Thambura, let 
your mind be pure, intone the swaras correctly and adhere to Sampradaya! Saint Purandaradasa, 
the founder of musical pedagogy spread bhakthi and awakened spirituality and sought social 
transformation. All our great Saint composers have not only sung the praise of Gods but have 
shown us the path and shared the wealth of practical wisdom to attain salvation.
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The glorious contribution of Indian music can be chronicled in many interesting ways 
for posterity to relish and relive. My humble suggestion to the Honourable Chief Minister of 
Tamilnadu, who is credited with many innovative schemes for the welfare of the State -  another 
first in the many firsts -  a forerunner would be a Museum -  akin to what we experience in France 

The National Medieval Art Museum in Paris, which is one of Europe’s loveliest collections 
dedicated to the arts, daily life, social and religious history of the Middle Ages ! The Panns and 
the Puranic traditions can be a wonderful and exciting journey -  a tapestry of music, dance, folk 
and theatre over many centuries would be a magnificent edifice for our culture.

The impact of technology is not only restricted to gadgets and electronic gizmos in our 
daily lives, it has also made a breakthrough in learning, listening and archiving. I am not a votary 
of learning only through distance education. I do believe that the best form is our ancient tradition 
of the gurukula system -  the joyous interaction, inspirational sessions all through watching and 
imbibing as our music has a vast expanse of manodharama and spontaneity. The Guru is not for 
reference as a text book but much more, molding your uniqueness. MLV Amma was a Guru who 
gave it all to her students and made us dwell deep into knowing all the facet -  raga alapana, neraval, 
swaraprastharas, selection of krithis, the ornamentation required, the when and where, creating the 
tempo, proportion, brevity and so on -  not just class room sessions but a wider perspective of 
our music idiom itself. Yet we can have the best of both the worlds -  juxtaposing the learning of 
theory and practice through the Gurukula system. The next generation should understand that there 
are certain disciplines which can benefit only if they put their heart and soul in learning the arts, 
following the right methodology. The youth today are gifted and have plenty of opportunities. As 
words of advice, set your goal first, work hard for success, pursue with dedication and devotion 
and do not lose sight of the core character of our art that is classicism. If you are committed to 
artistic pursuits, it is important to remember that you are a student all through your life. Katradhu 
kai mann alavu -  Kalladdhadu ulagaaluvul

On another note, collaborative exchanges between North and South, and the East and West 
have put our music in the world map. Our traditional ragas have an ethereal charm and mingle 
with notes of many music systems of the world seamlessly and yet retain its own identity. A 
Sankarabharanam in Austria makes easy symphony as would Mohanam in China or a Keervani 
in Istanbul. I have always attempted to stick to our tradition and infuse explorative phrases within 
the boundaries of our raga structures. In future, I believe more imaginative blends between world 
art forms and Carnatic music will attract global audience and spread the values of our ancient 
Carnatic system. I would say that we can retain our heritage and yet be contemporary!

Musicians here owe their rise to stardom to the sincere and committed work of many 
Sabhas who help artistes make connections with the audience. Their tireless work right through 
the year in many parts of the city, suburbs and towns hosting programmes to support our art and 
culture deserves appreciation and applause.
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The media has facilitated the careers of many artistes, created audience interest and 
following, and the knowledgeable critics with their constructive suggestions have helped us to 
rethink and reevaluate ourselves. There may be a surfeit of channels and print media but all of 
them nurture a meaningful exchange between artistes and rasikas. On a personal note I express 
my thanks to the friends in the media for their encouragement.

I have come this far thanks to the many seen and unseen patrons, fellow artistes, my 
accompanying artistes, the media, organizations and affectionate rasikas. Close to my heart is 
meaningful service to society and in my own humble way I support social causes through the 
Samudhaaya Foundation which has completed more than 10 years and mobilized Rs 1.5 crores 
for the marginalized segments of our communities.

I am touched by the warmth and affection of all those who have graced this memorable 
occasion. I once again thank the distinguished Chief Justice of India, The Music Academy and 
its respected President and esteemed Governing body members, eminent vidwans, vidushis and 
all rasikas for your presence and good wishes.

Our past has led us up to here and now let the future lead us on to glorious times.
I extend my greetings and wish all of you a lively Season.

Thank You!

---------—3 ^ ---------
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Welcome Address
of Sri N. Murali, President,
The Music Academy, Madras

at the Sadas -  1st January 2014

Honourable Governor of Andhra Pradesh, Shri E.S.L.Narasimhan, Sangita Kalanidhi Awardee 
Smt. Sudha Ragunathan, other distinguished awardees of this year, Sangita Kalanidhis, 

Vidvans and Vidushis, my colleagues on the Executive Committee, esteemed members of The 
Music Academy, rasikas, distinguished invitees, ladies and gentlemen,

I extend a very hearty welcome to everyone of you to the Sadas and offer my warm New 
Year Greetings.

I extend a very special welcome to our Chief Guest, the honourable Governor of Andhra 
Pradesh, Shri E.S.L. Narasimhan, who has graciously come down from Hyderabad specially for 
this function.

We are delighted and honoured that he is presiding over the Sadas today and conferring 
the awards.

Honourable Shri E.S.L. Narasimhan was bom in Tamil Nadu and completed his education 
from this city, with brilliant academic credentials, being a gold medalist from Presidency College 
and also a graduate in Law from the Madras Law College.

He joined the Indian Police Service (IPS) in 1968 and was allotted to the Andhra Pradesh 
cadre. After various assignments, he moved to the Intelligence Bureau in 1972, where he spent 
the rest of his service till he demitted office in 2006.

He held various assignments relating to national/Intemal security and was Director, 
Intelligence Bureau from January 2005 to December 2006. He has taken special interest and role 
in the application of technology for national security purposes. He has done two tenures in the 
Ministry of External Affairs where he held the responsibility of overseeing the security aspects 
of all the Indian missions overseas.

On demitting office as Director, Intelligence Bureau, he took over as Governor of Chattisgarh 
in January 2007, in which capacity he played a pivotal role in co-ordinating Centre -State efforts 
in countering the Maoist violence in that state. He took over as Governor of Andhra Pradesh in 
January 2010 and commenced his second term as Governor in May 2012.

As Governor of Andhra Pradesh, he has been called upon to deal with the complex problems 
and challenges concerning its proposed division.
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His interests are varied and he is keenly interested in both Hindustani and Carnatic Music. 
We are indeed proud that he is also our esteemed member.

It is only fitting that honourable Shri E.S.L. Narasimhan is presiding over the Sadas of 
our 87th Annual Conference and Concerts and I sincerely thank him for spontaneously agreeing 
to do so.

The curtain comes down today on yet another gratifyingly successful music season. 
During the past fortnight we were all treated to a great musical fare. This festival as the previous 
ones, owes its success largely to the unbounded support and participation of our members and 
rasikas. Our sponsors and advertisers have been very generously supportive as always. Just as 
in a successful concert, excellent team work of all our colleagues on the Executive Committee 
aided by the sincere and tireless work of our volunteers and staff has played a pivotal role in the 
overall success of the season.

My heartfelt appreciation goes out to all the musicians, artistes, musicologists and scholars 
for providing us an enriching and holistic experience. I would also like to specially acknowledge 
the work of the Convenor of the Programme Committee, Shri K.V. Krishna Prasad and the other 
members of the Programme Committee and our Musicologist Secretary, Dr. Pappu Venugopala 
Rao and his colleagues on the Core Committee of the Morning Academic Sessions.

I offer my warmest felicitations to this year’s recipient of the coveted Sangita Kalanidhi 
award, Vidushi Smt. Sudha Ragunathan about whom I had occasion to speak in some detail on the 
opening day. I must also acknowledge the graceful and intelligent manner in which she presided 
over the morning academic sessions.

I offer my hearty congratulations to the other major award winners -  Sangita Kala 
Achaiya awardees Shri D.Pasupathi and Smt. Kalyana Sharma, recipients of the T.T.K. Award, 
Shri Thanjavur R.Ramamurthi and Dr. Prapancham Sitaram and the recipient of the Musicologist 
Award, Dr. R.S Jayalakshmi. I also offer my congratulations to the artistes winning prizes for 
their performances in this festival.

In conclusion, I wish you all once again a very joyous New Year and earnestly request 
your presence at our Dance Festival that starts on January 3, 2014.

Thank you very much.
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Address of Chief Guest
Sri E.S.L. Narasimhan, Hon’ble Governor o f Andhra Pradesh

At the Sadas, 1st January 2014 
The Music Academy, Madras
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There is a story about an individual who was a patron of the sabhas but had little knowledge 
of music. He used to attend the concerts and after some years, observed rather condescendingly, 
to Ariyakudi, “You have improved over the years.” To which Ariyakudi replied, “It is you who 
have improved.” So I dare not dwell into the nuances of camatic music. Music Academy is the
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Kalai Kovil protecting the rich cultural heritage of music and dances and promoting newer and 
younger artists to come to the fore in the Guru Sishya Parampara Padhati.

It is said of Ariyakudi that he had a tambura in his voice. There was something in his voice 
that served the purpose of a ‘jeevali’ in a tambura. Even if he sang without a tambura, listeners 
could not notice its absence; this was unique feature which made his music what it is.

So also an artist’s presence of mind and a streak of humour will also be most welcome. 
Maharajapuram Viswanatha Iyyar is said to have been, apart from being a master of Sangeetam, 
one with a great presence of mind. Once he is said to have wound up the kriti without singing 
the charanam. His son whispered from behind and mentioned this. He replied loud enough for the 
audience to hear, “Well, everyone here knows the charanam. Where’s the need to sing it?” He was 
famous for his instant wit and gift of punning. When once a rasika expressed a doubt about his 
alapana in Durbar and said there were shades of Nayaki (a closely allied raga) in it, he quipped, 
punning on the names of the ragas, “Have you heard of a durbar without a nayaki?”

The services rendered by the Madras Music Academy to the cause of music are renowned 
all over the world. Every musician considers it a privilege to participate in this Margazhi Utsavam 
every year. Lorr^nyasfleb LDiTiT®y5l ff6TOU®6rfl6b u5)iLy£a <9)®m_Li51 ereurp 61®nr6b
6060mi). Much like the Guru sishya parampara in music, I am happy that Sri Murali is carrying 
forward The Hindu family traditions today by heading the Music Academy. Late Shri Kasturi 
Srinivasan’s love for music was so great, it is said that once when a book on South Indian 
Musicians caught his fancy, he showed his appreciation by offering to advertise the book in The 
Hindu free of cost. The impervious author had 32 free insertions of the advertisement of his book 
and this helped him not only to sell his book but also gain a reputation in the music world. I 
am saying this only to illustrate the need for more Kasturi Srinivasan’s today if camatic music/ 
Musicians is to flourish.

The gigantic Banyan Tree of Camatic music continues to flourish, branching out into space 
and spreading its roots all around under the aegis of the Music Academy. ®n®6®®® ÎjD^eoflCoSD 
j3j5 |&6Drra>rr uSIil̂  <9J®rn_LdluSla) 6j>e5l®(8>Lb ^rriiaCBen js^eorreD n, There is a School of 
thought which is of the view that emphasis on aesthetic aspects of music are more important than 
Bhakthi Bhava which is considered central and essential to camatic music. But I am personally 
of the view that music is probably one of the best means by which Atma Gyanam and Brahma 
Gyanam get truly unified.

Music to me is a divine art which has been developed by our ancestors as a means of 
salvation. Bhakti is its inseparable element. Sri Thyagaraja expounds this in his kriti Sangita 
Jnanamu Bakthi Vina. Sudha brings out brilliantly in her rendering Hari ervLorreaur lditGl.  j§pfT>g>p 
Para Gathi ge Idu Nirdhara.
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Bhava Sangita means the singing of music with full understanding of the spirit behind 
songs. One has to get to understand the meaning of the underlying spirit behind the songs if one 
is to appreciate.

Every one cannot acquire a knowledge of music. Family traditions, the tradition of a Gum, 
constant listening to good music and capacity to discriminate good music from bad and dedicating 
oneself to the art and hard practice are factors that enable one to acquire such a knowledge.

Cast off your sleep, get up very early in the morning and practice, culture your voice well 
in the still early hours of the morning. Take a beautiful tambura for your sruti. Let your mind be 
pure, in tune the swaras currently and well and stick to the sampradaya.

I would request all parents to teach their children music. Not that everybody should aspire 
to become a radio singer or a performer in sabhas but to leam the art with this determination.

In order to become proficient in camatic music it would be useful leam to be proficient in 
Tamil, Sanskrit, Telugu, Kannada and Malayalam... It is not necessary that we become scholars in 
these languages. It will suffice if we leam to speak, and understand these languages to a certain 
extent. When we take up a song we should know how to break it into phrases and syllables. It 
is not correct to assume that when we sing sahithyam becomes secondary.

Sangeetham is a three fold art, Gitam Vadyam tatha nrityam trayam Sangitam uchayate. The 
same is echoed by Muthuswami Dikshitar in Sangeeta Vadya Vmoda tandava jata bahutara bheda 
chodyam in his Ananda Natana Prakasam. I am happy that in recognizing this holistic concept 
of Sangita, the Music Academy has proposed to recognise the contribution of renowned artists 
in the various spheres in Sangita Kalanidhi Sudha Ragunathan, Vidwan Shri Pasupathi, Vidushi, 
Smt. Kalyani Sharma, Dr. Prapancham Sriram, and Vidwan Tanjavur Sri Ramamurty, Dr. R.S. 
Jayalakshmi. For me to sing their praise is attempting the impossible and I am conscious of the 
fact if I don’t do so it will fit into T Swamy’s Kriti (Sun®L.(§6fir(pL_ r§ (B®u5) 9®iT5j(26iirT 

LD6OT®. What do you lose if your praises are not sung by a mere boy like me.
I recall my days with Vidwan Pasupathi Sir in the 50s in the BTHS Kalakshetra. We 

used to look forward to his singing in our morning prayers. Kalakshetra dance achieved its 
pinnacle thanks to mature singers like Pasupathi Sir a voice for dancing. @6U([5®@ djgmLfijdj 
urr®ujLb ffrmdiaj 2_6Dd?6tir u51® c^^ffmrriuiTaesfletjr <S&#iT6urTfl&Li> /  uu5)fb$
6mi_D®,rT Gua^CB^eurrffffrTiT, 6tDi_®iT 6Ujj£n£F®mT, LjUQpjnr ffnOTDdjrflaerr
(Bun6tmD6U(T®«T. Coming from the land of Swati Tirunal it is no wonder that Vidushi Smt. Kalyani 
Sharma has reached where she is. H euii <^$iT6igi_ib uml(B ® jb p  9®!T6rRjri_CB r̂r ^ p s u u j^ e b  
<$l§J61|Lb 6TD61IIT£§ ^ T ^ I T S T  «9l®ITI_u5)u5lff) (Jiff)®  L JU Jp fl QUJDIDgj! QffLbLDr&l@L{2 <Ln r̂f)61J[Tff 

ffiiuiT GurrgOTjD G>LD̂ rr6aSI®6rfli_Lb. Dr. Prapancham Sitaraman the celestial music from your 
lips had engulfed the prapancham. When Vidwan Thanjavur Ramamurthi dmms his mridangam, 
your heart beats faster to the rhythm he sets in. When Dr. Jayalakshmi plucks the Veena strings
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it strikes an emotional chord in you and touches the heart and mind and helps us understand 
ourselves better.

Sudha also means, nectar or Amridham as distinct from honey in that nectar is one which 
Devas imbibe, whereas honey is what we mortals take.

a=U6TD6U;5§ 6l6U6TT6tD6IT g>ITLI>6CDjJ 14,6)5160 ® ® LJU ITOT

drf&nGSiebi LDgjjj H6tDffuSl6b © © u u rra i

So there is a Daivika attribute in Sudha and her voice and this is what comes out of her 
vocal chord - melodious soul stirring music filled with devotion. Sudha Ragunathan is regarded 
as the best representative of the MLV bani. Sudha is one of the leading musicians of the modem 
generation with a high popularity rating. Though she had just a few years of association with 
MLV and no formal training, she has picked up her skills and techniques, complete with brigas, 
complex sangatis, and impressive manodharma.

MLV believed that while the resemblance to gum is natural, a good Sishya must evolve 
a personal style and that is what makes Sudha distinct. She is an eternal student, eager to learn 
but with abundant creative powers of her own. Many rhythms, many styles... She absorbs them 
all and transmutes them into her own brilliant bani. At the end of it, she stands taller than the 
rest. When she renders erenr ugrrsfl 61&h6Kjti£ it ssiun Sri Ragannatha probably even the Lord 
Rangannath will sit up to listen.

The musical Trinity has left behind a treasure of compositions and we are even 
today cherishing that rich heritage. How can Carnatic music disappear if such songs, 
composed two centuries ago, continue to be sung even today? The songs are not intended 
for concerts alone but as they were soaked in Bhakti, they will have an eternal place in 
our lives.

A consummate artist must understand the language of music, its power to express what 
human beings feel - despair, triumph, love and hope. There are many expressions that can be 
more eloquent than words to convey human emotions - a smile, a sob, a moment of silence, or 
a single note of despair, can express more than words. So with music.

A performer must be deeply conscious of his strengths and weaknesses. The effect of the 
performance should be such as to keep the listeners spell-bound, making them stay on till the 
very end, thirsting for more. That is the secret of artistry.

I request students of music to devote their attention to the acquisition of purity in voice 
and sruti. To achieve this it is essential that they should practice voice culture assiduously. One 
should not be content with possessing a sweet voice, in the manner in which land is ploughed to 
yield a good crop, the voice should be cultivated in order to get the best out of it.
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The three steps involved in acquiring knowledge are : 1) Sravanam (listening), 2) Mananam 
(memorizing), 3) Nididhyasam (profound and repeated meditation).

Abhyasa should be a perennial process. ‘Nirantaram’, ‘Sarvakaleshu’, ‘antakalepi’ -  are 
the words used in the Geeta i.e., without any break, at all times, till the end (of life or till the 
achievement is realized).

“A concert is a daily test of the caliber of a musician. A slight lapse may let the musician 
down and a constant vigil is essential.” Music has therapeutic values. Music therapy is a newly 
developed branch of Para medicine in which music or sound pulses that generate different kinds 
of music are being employed in curing ailments. Music washes away from the soul the dust of 
every-day life. Music is a discipline. I look at music as the best tension beater and a guide to day- 
to-day living. It has a humanizing influence and is a powerful factor in building one’s character. 
In fact, Thyagaraja Swamy says: Is there salvation for one devoid of knowledge of music. 

<§l«rruj5) @<j5®@Lb 6U«D[T 

@etDfD §®rpii> Msomm 
BgKFTg p ffi® QjgrfllLilTLDfib jS60nfil0jĵ rT§)jLb 
OT6DT60D60T SuiTSOTfDQJtTStCTfijBfgi
<3j«DJD gfitITpiX) @6060)60

Lorr^rfliursoT u5)iq,$® <9)®m_u5) U6D6DIT6OTt(B u6b6DrT6cbr(B u6bffimiSg^n6OTr@ r&ib

®6®6D(0 iTffi<@5ffi(gLb $rr®rriL)5r an.L_(S€ueKJT©Lb sreorp (UrgLoeor r&nrgmueooretDfior i5‘irjnf£,gl(b&Gpm. All good things 
have to end, and I have to respectfully request you in the words of M.M. Dandapani Desigar 
singing in the film Nandanar.

durmS SU/JJffi £_^$jJLD $<Tfj(2LD
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Awardees 2014 
Sangita Kalanidhi Award

Vidushi Smt Sudha Ragunathan
Bom on 30th April 1957 at Bangalore to Choodamani and Venkataraman, Sudha began 

training in music at an early age under her mother and later from B. V. Lakshmanan. In 1977, 
a Government of India scholarship enabled her to come under the tutelage of Sangita Kalanidhi 
M. L. Vasanthakumari.

From very early on, she had begun participating in competitions held by various 
organisations and won prizes in them. This encouraged her in her choice of career, which was to 
be music, notwithstanding her being an M.A. in Economics. Beginning from the time when she 
was a regular prize-winner at the Music Academy’s competitions, she has gone on to become one 
of the busiest Carnatic musicians, performing in India and abroad. In the current generation of 
top-ranking musicians, Sudha is one of the senior-most, in terms of years as an artiste.

Blessed with a clear and musical voice, Sudha has been a top-ranking concert artiste for 
several years. She has brought her own stamp of creativity to her music, all the while adhering to 
the style perfected by her gum, M. L. Vasanthakumari. Her performances bear the true hallmarks 
of a Carnatic concert -  detailed raga alapanas, variety in songs and a strong grip over laya. A 
top-graded artiste at the All India Radio and Doordarshan, she has received numerous awards 
and titles from the Government and private organisations. She has released several recordings. 
Sudha has also made a mark in social uplift, through charity performances and a Trust that she 
manages and runs.

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

Sri. D. Pasupathi
Bom on 17th April 1931 at Vandavasi to Doraiswami Sastrigal and Meenakshi Animal, 

Pasupathi joined Kalakshetra at the age of 14, where he had his training in music under Sangita 
Kalanidhis Mysore Vasudevachar, Tiger Varadachariar and Budalur Krishnamurthy Sastrigal, 
besides T. K. Ramaswamy Iyengar. While at Kalakshetra he also trained under Sangita Kalanidhi 
Mudicondan Venkatarama Iyer who conducted special classes on pallavi singing. Pasupathi trained 
on the veena under Sangita Kala Acharya Kalpakam Swaminathan.

A postgraduate diploma holder from Kalakshetra, he joined the institution as a faculty 
member. In 1960, he and his wife Jay a joined the Sri Venkateswara College of Music and Dance, 
Tirupati as members of the teaching faculty. He rose to become Principal there and retired in 
1987. At the behest of Rukmini Devi, he then served as Vice-Principal of Kalakshetra, retiring 
in 1992.

Pasupathi has trained a number of students, set several kritis of Annamacharya to music 
and composed music for dance. An A Top ranked artiste of the AIR, he has performed at several 
places in India and abroad.

In recognition of his work, The Music Academy, Madras confers on him the title of Sangita 
Kala Acharya.

<s =s§ ? # H * ^ s=2>
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Sangita Kala Acharya Award

Smt. Kalyani Sharma
Bom on 25th April 1936 at Trivandrum to Janaki and Venkataraman, Kalyani was initiated 

into music by her mother at the age of eight. At the age of 13, she joined the Swati Tirunal 
Academy where she trained in vocal music and the veena under Sangita Kalanidhis Semmangudi 
R. Srinivasa Iyer and K. S. Narayanaswami respectively.

She qualified in 1956 with the degrees of Vidwan in vocal music and Gana Bhushanam on 
the veena. Kalyani then taught at the Swati Tirunal Academy till 1960 when marriage necessitated 
her move to Bombay. There, encouraged by her husband, S. N. Sarnia, she continued her tutelage 
under Sangita Kalanidhi K. S. Narayanaswami besides learning padams and javalis from Sangita 
Kalanidhi T. Brinda and Sangita Kala Acharya T. Muktha when they visited Bombay. Kalyani 
joined the teaching faculty of Shanmukhananda Vidyalaya, Bombay in 1972. She retired as Joint 
Director of the institution in 1999.

Kalyani has taught numerous students. She continues to perform this service today and in 
recognition of her contributions, the Music Academy, Madras confers on her the title of Sangita 
Kala Acharya.
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TTK Memorial Award

Tanjavur Sri R. Ramamurthi
Bom on 15th June 1929 at Tanjavur to Rathnam Pillai and Krishnammal, Ramamurthi 

comes from a family that is illustrious in music and dance. His father was a violinist and a direct 
disciple of Tirukodikaval Krishna Iyer. He began his training on the mridangam at the age of nine 
under Bhairavam Pillai. His debut performance was in 1941.

He was then sent to mridangam maestro Tanjavur Vaidyanatha Iyer for advanced training. In 
1942, he had the opportunity to accompany Sangita Kalanidhis Ariyakkudi T. Ramanuja Iyengar, 
Maharajapuram R. Viswanatha Iyer and Paliadam Sanjeeva Rao at Tiravayyaru.

Today he has the record of having accompanied artistes for over six decades.
He joined the All India Radio in 1945 at its Tiruchirapalli Station as a mridangam artiste. He 

retired from there in 1989 as an A Grade artiste. During his tenure there, he accompanied several 
stalwarts in the field. The Music Academy, Madras, confers its TTK Award for 2013 on him.
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TTK Memorial Award

Dr. Prapancham Sri Sitaram
Bom on 21st September 1942 at Vijayawada to Prapancham Krishnamoorthy and 

Ganga, Sitaram was trained on the flute by the maestro T. R. Mahalingam. He later underwent 
advanced training in music from Sangita Kalanidhi M. Balamuralikrishna, Sangita Kala Acharya 
Sandhyavandanam Srinivasa Rao and Annavarapu Ramaswami. He made his debut when he was 
eight.

His performance career has taken him to several locations in India and abroad and several 
stalwarts in the field have accompanied him. Joining the All India Radio he rose to occupy 
senior administrative positions there besides also being ranked an A Top artiste at that institution. 
Academically qualified with an M.A. and two Ph.Ds,

Sitaram has trained a number of students in music. He was also Head of the Department, 
Music at the Padmavathi Mahila University. Sitaram’s contribution to music has been recognised 
by the Government of India, and institutions both national and international. The Music Academy, 
Madras, confers its TTK Award for 2013 on him.
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Musicologist Award

Dr. Smt. R.S. Jayalakshmi
Bom on 8th July 1950 at Madras to Janaki and Subramania Iyer, Jayalakshmi had her initial 

training in music under V. Raghavan. She joined the Teachers College of Music run by the Music 
Academy in 1966. Having qualified from there, she honed her musical skills under R. Pichumani 
Iyer thanks to a Government of India scholarship. She joined the Department of Music, University 
of Madras as a Veena Assistant in 1977 and went on to become a Lecturer there. It was during 
this time that she trained in padams and javalis under Sangita Kala Acharya T. Muktha.

Dr. Jayalakshmi was awarded a Ph.D. for her doctoral thesis on the Gamakas in Subbarama 
Dikshitar’s Sangita Sampradaya Pradarsini. Having retired from the University of Madras, she 
joined the Advanced School of Carnatic Music run by the Music Academy, Madras, as a member 
of the teaching faculty. A much sought-after Gum, she has also presented numerous papers and 
published articles on music.

The Music Academy confers its Musicologist Award for 2013 on her.
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Natya Kala Acharya Award -  2014

Guru Smt. Chitra Visweswaran
Bom on 12th October 1950, at Tiruchirapalli to Rukmani and Narayana Padmanabhan, 

Chitra Visweswaran is multi-faceted, being a dancer, research scholar, choreographer, composer 
and teacher. She began training in dance under her mother and later leamt from Tiruvidaimarudur 
T. A. Rajalakshmi, a representative of the Pandanallur style. A National Scholarship enabled her 
to train for four years under Vazhuvur Ramaiah Pillai.

Celebrated as a dancer and choreographer, Chitra has a large body of work to her credit. 
She has added vamams, tillanas, padams, bhajans and kritis to the Bharata Natyam repertoire. 
Staying within the boundaries of the traditional format, she has constantly tried to raise the bar 
of artistic excellence and her creative spirit is reflected in the various solo, group and dance 
-  theatre productions that she has choreographed. In 1975, Chitra, along with her husband R. 
Visweswaran established the Chidambaram Academy of Performing Arts at Chennai. Several 
dancers, teachers, musicians, choreographers and researchers have been trained under the auspices 
of this institution.

The Music Academy, Madras takes pride in conferring on her the title of Natya Kala 
Acharya for 2014.
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Music Academy Madras Dance Festival 
January 2014 -  A Report

Twenty six programmes were featured over seven days from 3rd January to 9th 
January 2014 at the 8th Dance Festival of the Music Academy, Madras. Along with 
fifteen solo and one duo Bharatanatyam recitals, there was a solo performances of 
Kuchipudi. One solo, one duo and one group performance of Odissi were featured. Three 
group presentations in Mohini Attam, Kathak and Bhagavata Mela were presented along 
with two group productions in Bharatanatyam. One of them was Jonathan Livingston 
Seagull presented in classical Bharatanatyam style. Another was Kalidasa’s Sakuntalam 
performed to the music composed by Sangita Kalanidhi M.L.Vasanthakumari, which 
had been presented at one of the morning sessions of the Academy in the eighties. 
Sudha Ragunathan, Sangita Kalanidhi of 2013 sang for the presentation in the festival 
of 2014.

There was one group production presented as an amalgam of Bharatanatyam 
and Therukoothu.

Sangita Kala Acharya Professor C.V Chandrasekhar inaugurated the festival on 
3rd January 2014. Guru Chitra Visweswaran received the Natya Kala Acharya Award 
on the occasion. Sri N.Murali, President, Music Academy gave the welcome address. 
A brochure giving details of the individual programmes with photos and biographical 
notes on the participating dancers and dance institutions was released.
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Morning Sessions at The Music Academy
16 December 2013

The day began with devotional music by the students of the Advanced School of Carnatic 
Music, Music Academy.

Folk Music of Tamilnadu
The first day session was on the folk music tradition of Tamilnadu by Prof. K.A. 

Gunasekharan. The speaker began with an invocatory folk song -  ‘vandanappadal’, after which 
he explained the various instruments used in folk music like tappu/ muzhavu, tamugu, urumi, 
tavil, etc. Prof. Gunasekharan emphasised that folk music was a composite form wherein the 
music by itself was not of primary importance but served as a medium of expressing feelings of 
the common man. The theme of the different forms and songs were occupational and colloquial 
in nature. In addition themes and stories from epics like Mahabharata and Ramayana were also 
found. The speaker explained that the tune and length of the line of different forms would be 
according to the context in which the song is employed. The speaker along with his team of 
artistes presented demonstrations of different folk forms like vandip pattu, cindu, temmarigu, pajlu 
etc. Prof. Gunasekharan was assisted by Mohan Das on flute, Shanmugasundaram on nagasvaram, 
Venkatesan on tavil, Dhanalakshmi -  vocal and Pandi Amma on karagattam.

The session concluded with questions from the expert committee members and compliments 
of Sangita Kalanidhi designate Sudha Ragunathan.

17 December 2013
The day began with a prayer song by Hiranmayee.

A Computational Stylometric Analysis of Text of Compositions
The first session of the day was by Prof. Achuta Sankar Nair on the use of computer 

and mathematics in capturing a composer’s style based on the text of compositions. The speaker 
presented a formula that he has used to calculate ‘word score’ in a composition, i.e. the sum 
of frequency count for each word in a composition divided by the total count of words in the 
composition. This word score was used as an aid to resolve authorship of compositions. Other 
than the word score, the speaker cited that internal evidences in the krti-s like the vaggeyakara 
mudra, the deity addressed, the places referred to, the raga-s used, etc. were also to be taken into 
consideration to determine authorship. Prof. Nair explained this new method presenting three case 
studies of the krti-s of Svati Tirunal - BhOglndra Sayinam (Kuntalavarali), Pahimam Brhannayaki 
(Huseini) and Kalyani Khalu (Ragamalika).

The session concluded with comments and questions from Pappu Venugopala Rao, B.M. 
Sundaram, N. Ramanathan and Vasanthkumar, followed by compliments of Sudha Ragunathan.
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Computational Description of Carnatic and Hindustani Music
The second presentation of the day was by Prof. Serra Xavier from Barcelona who is 

currently in India working on a project to integrate the use of information technology with 
music. This project, as the speaker explained was for a duration of 5 years and the morning’s 
lecture outlined the work that had been carried out so far in collaboration with Indian artistes 
and engineers.

Prof. Xavier demonstrated some examples of the work done so far; identifying the tonic 
or pitch of the singer from a given recording, separating elements of the voice, loudness and 
timbre in a recording, use of the computer to learn and detect particular patterns, detecting the 
use of the left and right hand playing in mridangam, etc. The speaker made use of a Powerpoint 
presentation where the experiments were represented graphically.

The session concluded with questions and observations from the audience and compliments 
of Sudha Ragunathan.

18 December 2013
The session began with a prayer by Shruti.

Abhangs: Varkari Sampradaya
The first lecture demonstration of the day was by Sri Ganesh Kumar on abhangs. The 

speaker gave an overview of the abhangs in the history of Indian music, discussing its evolution, 
their types and salient features, the structural format of the compositions, the different styles in 
the renditions and a peep into the elements that constituted the varkari sampradaya.

The speaker then listed the various ‘sants’ who contributed to the creation of abhangs right 
from Sant Pundalika to Sant Tukaram. Ganesh Kumar then listed the various types of abhangs 
that existed for example; thatiche abhang, samadhi abhang, kakad aarti abhangs, etc. The speaker 
explained the contexts under which they were composed and rendered.

He explained that abhangs were in poetic form in Marathi language having about 8 to 10 
lines, bringing out the essence of Advaita philosophy. Its essential feature was the dhruvapada 
presented in congregational / chorus singing in a pitch that was singable by all, the menfolk, 
women and children alike. He highlighted the difference between the abhangs and the bhakti 
geet or the bhava geet.

The various varkari deities like the vithala of Pandarpur or Panduranga were listed after 
which the styles of abhang rendition were discussed. The instruments used in the abhang tradition 
like the mridang, ektar, cymbals, harmonium, the bansuri flute, violin, etc. were touched upon. 
Finally, the raga-s used in abhangs were also highlighted. The speaker concluded by saying that 
a Marathi abhang was an abhang only when the tala was rendered in the varkari sampradaya.
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Pappu Venugopala Rao supplemented the speaker with the etymological meaning of the 
word “abharig” He said it was something which had a free and uninterrupted flow of music. 
B.M. Sundaram requested the speaker to highlight the other Sampradaya-s in the abhang tradition 
and their difference from the varkari sampradaya. The session concluded with remarks of Sudha 
Ragunathan.

Sabha Organisers -  A Panel Discussion
The second session was a panel discussion by eminent heads of various cultural institutions. 

Pappu Venugopala Rao presented an outline of the aspects that would be covered in the discussion 
such as the governing structure; the activities conducted, for e.g. festivals, concerts, workshops or 
conferences, academic activities, etc.; the various arts featured such as music, dance, drama, etc; 
the infrastructure facilities; dealing with artistes, the basis of their selection and its transparency; 
the basis on which the organisation was run -  membership, sponsorship and so on.

The speakers in the panel were Sri N. Murali and Sri K.V. Krishnaprasad from The Music 
Academy, Sri Krishnaswamy from Narada Gana Sabha, Sri Y. Prabhu from Krishna Gana Sabha, 
Sri Srinivasan from Nadopasana, Sri Ramaswamy from Bharatiya Vidya Bhavan, Sri V.V. Sundaram 
for the Cleveland festival and Dr. Kasinathan from SIFAS, Singapore.

Sri N. Murali commenced the discussion citing the importance played by sabhas in the 
present system of Carnatic Music. He spoke of the activities concerning The Music Academy, 
infrastructure facilities and the selection of artistes for concerts and awards. The importance of 
maintaining classicism and upholding core values was emphasized.

It was next, Sri Krishnaswamy of Narada Gana Sabha who spoke about the lack of legal 
status of sabhas. He also touched upon certain difficulties faced by the sabha, for example members 
buying tickets and not attending concerts and the attitude of a few musicians in bringing their own 
sound equipment in spite of the fact that the organisation has spent lakhs of rupees for getting 
superior sound equipment. He said that it was sad that only crowd-pulling artistes were sought 
after more and offered performance.

Sri Srinivasan of Nadopasana commenced with the motive behind starting the sabha. The 
problem, faced by the sabha he said included that of sponsorship and the venue of the programmes 
since they did not have their own premises. The selection of artistes was based on the biodata 
received and recommendations from the Guru-s. He echoed the problems regarding the preference 
of sound systems by artistes.

Sri Prabhu of Krishna Gana Sabha spoke about the trust, its governing bodies, its 
programmes and festivals both during and off season which supported dance, music, drama 
and harikatha, namasanklrtanam and nadasvara isai vizha. The selection of artistes in his sabha 
was based on guru recommendation. He expressed that financial problems got phased out with 
sponsorships, memberships, etc.
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Sri Ramaswamy of Bharatiya Vidya Bhavan gave details of the sabha’s inception and 
its governing acts, etc. He spoke of the various programmes conducted in the sabha. The sabha 
has an academy consisting of around 700 students in the fine arts section that included the vlna, 
violin, vocal, bharatanatyam, bhajana sampradaya, choir music, etc. He expressed that based on 
his personal experience dealing with artistes has always been a very smooth experience.

Regarding the Cleveland Tyagaraja Festival, organized by Sri V.V. Sundaram, he said that 
there were a lot of volunteers in the governing structure who were otherwise very senior executives 
in big corporations. Details of the festival and programmes conducted were explained. He said the 
sabha had good rapport with artistes. Infrastructure was not their own and they used the university 
auditorium which had a good sound system.

Dr. Kasinathan of SIFAS, Singapore discussed the motive behind starting the sabha and 
gave details of the governing structure. The objective was to promote and strengthen the classical 
tradition and aesthetics of Indian fine arts in Singapore through teaching and concerts. The concerns 
he said, was that artistes preferred to relocate to Chennai after getting trained in SIFAS and hence 
affected the growth of the art form there.

Mr. Krishna Prasad of the Music Academy gave a full account of how artistes were selected 
during the festival -  the selection criteria, the marking scheme based on which the meritorious 
are selected for the successive year.

The discussion was concluded by Sri Murali on the note that, the involvement of the 
rasikas in the functioning of the organisations could be considered. The need to revive drama 
was stressed by Sri Ramaswamy.

The discussion was followed by a question as to the need for web-casting. This was 
answered by Sri Murali that technology could be utilised in the future to reach out to maximum 
audience.

19 December 2013
The morning started with a prayer song by Praveen.

The Dhrupads of Maharaja Svati Tirunal
The day began with a lecture demonstration by Kanniks Kannikeswaran on Svati Tirunal, 

whose bicentenary year of birth is being celebrated this year. Kannikeswaran began by giving 
biographical details of the composer, the musical environment present in the court during the 
ruler’s time, the various compositions and works attributed to the composer, the general format 
of his compositions, etc. The speaker explained that there were 38 Hindustani compositions of 
Svati Tirunal; 15 dhrupad-s, 4 bhajan-s, 2 tappa-s and 17 khyal-s. In 1916, Pt. Ratanjankar was 
given the responsibility of popularising these Hindustani compositions, and the notations of these 
compositions were published in 1975. The content, language, and details of ta]a-s used, etc. for
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these Hindustani forms were outlined by the speaker. He briefly dealt with the structure and 
history of the dhrupad form, which was followed by demonstration of a few dhrupad-s of Svati 
TirunaJ. Kannikeswaran also mentioned that certain compositions like Visvesvara, Caliye Kunjan 
me, etc. are rendered differently today, but were originally composed in a dhrupad format. An 
interesting revelation was the ragamala dhrupad which is not in conformance with the dhrupad 
performing tradition.

The session ended with compliments and comments of the experts committee members 
followed by concluding remarks of Sudha Ragunathan.

Bharata’s Natyasastra and Silappadikaram and Other Tamil Literature
The second session of the day was by historian scholar Dr. Nagaswamy who traced the 

similarities between Bharata’s Natyasastra and the major works in Tamil; Tolkappiyam, Sangam 
works and Silappadikaram. The dates of these works were discussed, following which the speaker 
gave certain references to similar subject matter dealt with in Natyasastra and the Tamil works. 
Dr. Nagaswamy concluded based on some evidences and his own observations, that the work 
Tolkappiyam was a Tamil translation of Natyasastra.

The session was followed by lot of discussion where many scholars raised doubts as 
to whether the evidences presented were conclusive enough to arrive at such a deduction that 
all the Tamil works followed Natyasastra. Further the date of these works attains tremendous 
importance when tracking which work followed which. There could be a possibility that the 
concepts elucidated in these works were somewhat similar in nature, but the connection between 
the works themselves needs more substantiation.

20 December 2013 -  Friday
The day commenced with a prayer song by Sandhya.

Some aspects of Laya and an insight into ‘Laya Vinyasam’
The first presentation of the day was by Sri K.S. Kalidas who began his lecture explaining 

the concepts of laya and laya vinyasa. He divided the aspects of laya as being quantitative and 
qualitative in nature and explained the same; the quantitative covering the technical aspects of 
tala like sapta tala-s, capu tala-s, concepts like aksara, matra, kalapramana, nadai/gati, etc. and 
the qualitative covering aspects like tone of playing (vallinam-mellinam), sarvalaghu, gumki, etc. 
Next the speaker explained the various constituents in a tani avartanam. This was followed by a 
demonstration of sahklma kuraippu for the song Munnu ravana (Todi -  Misra jhampa) by Aarti 
and Archana, accompanied by L. Subramaniam on the mrdangam.

The session ended with questions and comments of Trichy Sankaran, B.M. Sundaram, N. 
Ramanathan and concluded with the compliments of Sudha Ragunathan.
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The Language of Percussion instruments
The second lecture of the day was by Dr. V. Krishna on the language of different percussion 

instruments. The speaker began with explaining the concept of language, basic aspects of laya, 
konakkOl, solkattu, etc. This was followed by demonstration of different sollu-s and techniques 
of playing on the following instruments; nrqdahgam, khanjlra, ghatam and mOrsihg. While Sri 
Krishna demonstrated on the mrdahgam, he played video clippings of different artistes for the 
other instruments; Guruprasanna on the khanjlra, Giridhar Udupa on the ghatam and Rajasekhar 
on the mOrsing. The demonstration covered all the basic fingering and techniques of play, as well 
as those unique to each instrument.

Trichy Sankaran added a couple of points about the history and importance of sollukattu, 
while N. Ramanathan posed a question as to whether the sollu-s were structured more for d6sadi/ 
madhyadi tala-s than the present adi tala. The session then concluded with the compliments of 
Sudha Ragunathan.

21 December 2013
The session started with a prayer song by Hamsa Nagarajan.

Sri Lalgudi Jayaraman’s Music and His Compositions
The day began with a presentation on the music and compositions of the late maestro 

Lalgudi Jayaraman by his daughter and disciple, Smt. Lalgudi Vijayalakshmi. The speaker began 
by talking about the approach of Lalgudi Jayaraman to music and the factors which influenced his 
music and thought process. Though he chose not to employ any mudra in his compositions, he 
had a distinct style which was present in all his compositions. Vijayalakshmi emphasised that the 
three dimensions of sanglta, sahitya and laya found equal importance in his compositions. Lalgudi 
Jayaraman has composed 22 tana varna-s, 4 pada varna-s, 38 tillana-s, 10 klrtana-s, puspanjali-s 
and jatisvaram-s, besides composing an opera ‘Jaya jaya devi’

The speaker then demonstrated some of the vamam-s and tillana-s of the composer, 
assisted by her student Krithika Sivakumar, highlighting the different characteristics present in 
each composition.

The session concluded with a few observations from some of the experts committee 
members, followed by compliments of Sudha Ragunathan.

Manodharma Sanglta -  Panel Discussion
The second session of the day was a panel discussion on teaching manodharma sanglta 

by Smt. R. Vedavalli, Smt. Rama Ravi, Dr. Sriram Parasuram and Sri K.N. Sashikiran. 
Dr. Pappu Venugopala Rao outlined some of the aspects to be addressed in the ensuing discussion. 
R. Vedavalli being the moderator of the discussion introduced the topic after which each
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speaker gave interesting observations and opinions on manodharma sahgTta. Sriram Parasuram 
explained what makes manodharma of an artiste, Rama Ravi spoke of teaching in an institution 
which required guidance according to the capability of each student. Sashikiran stressed the 
importance of kindling creativity in a student right from the initial stages. All the speakers 
agreed that the basic foundation and knowledge of the subject was very important to enable 
a student to delve in to the creative aspect of music and this process takes time and should 
not be hurried.

The session concluded with remarks and observations of Seetha Rajan and N. Ramanathan 
and concluding compliments of Sudha Ragunathan.

22 December 2013
The day began with a prayer song by Hamsini.

Innovation of 7 Raga-s
The first session of the day was by A. Kanyakumari who presented seven raga-s invented 

by her. The speaker mentioned that the raga-s were created as obeisance to Lord Venkatesvara of 
Tirumala, and the raga-s were named after the seven hills of Tirumala namely; Sesadri, Nlladri, 
Garudadri, Anjanadri, Vrsabhadri, Narayanadri and Veiikatadri. Each raga was presented giving 
details of arOhana-avarohana, parent raga, followed by an Annamacarya sanklrtana tuned to that 
r5ga. Kanyakumari was assisted on the violin by Rajeev and Mallela Tejasvi -  vocal.

The presentation concluded with comments of some experts and concluding remarks of 
Sudha Ragunathan.

Caturasram & Trisram from the historical & modern perspectives
The second lecture of the day was by Sangita Kalanidhi Prof. Trichy Sankaran. He began 

explaining about the marga tala-s prevalent in the gandharva system seen in the works Natyasastra, 
Dattilam and Abhinavabharati. The concepts of matra, aksara, anga, jati, etc. were described. 
Coming to caturasram and trisram, Sankaran explained that the metres of 3 and 4 were universal 
and cited examples from different genres like western classical, African, jazz music and so on. 
Excerpts of the above were played highlighting the rhythmic structures of 3 and 4. Trichy Sankaran 
then explained how different patterns of 3 and 4 could be incorporated while playing sarvalaghu. 
He also explained the different nadai changes or possibilities with 3 and 4 namely; catusra tisram, 
tisra catusram, catusra nadai, tisra nadai and dvi-nadai.

Pappu Venugopala Rao commented that the concepts of aksara, matra, guru, laghu, 
etc. were adapted and borrowed from chandas or poetry. He also posed a query regarding a 
statement made by Trichy Sankaran about laksana korvai and laksya korvai to which the speaker 
answered that laksana korvai had strict mathematical calculations but laksya kOrvai need not 
have exact mathematical precision. Few musicians in the audience sought clarification about
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the concept of catusra-tisram as explained by the speaker. The session concluded with remarks 
of Sudha Ragunathan.

23 December 2013
The day commenced with a prayer song by Kalaimagan.

Shaping of an Ideal Carnatic Musician through Sadhana
The first presentation of the day was by Dr. Pantula Rama who spoke on the topic of 

her research for doctoral thesis. She began by explaining the terms ‘ideal’, sadhana, etc. and 
moved on to talk about the making of a Carnatic musician, the importance of initial training 
and foundation from a young age, the role of a teacher, the motivation behind becoming a 
musician, etc. Dr. Rama also spoke about the initial abhyasa that a student has to do to attain 
perfect voice control. She demonstrated some exercises for basic practice in vocal music. The 
different factors of voice culture like sruti suddha, akara suddha, breath control, flexibility, 
range, importance of good posture, etc. were touched upon. She concluded by saying that an 
ideal musician is one who has encapsulated the past, enriched the present and one who would 
enlighten the future.

The session concluded with compliments of T.V. Gopalakrishnan and observations of Seetha 
Rajan and N. Ramanathan, followed by remarks of Sudha Ragunathan.

Introducing Gurbani Sangeet -  Advent, Decline and Revival
The second lecture of the day was by Sri Bhai Baldeep Singh on Gurbani Sanglt. He began 

by stating that the compositions had a four part structure where the asthayi stated the dilemma, 
the antara gave a description of the dilemma and the sancari bore the philosophy or Gurumath. 
The speaker emphasised that Gurbani SangTt was a pan-indian tradition and mentioned that one 
of the authors Bhagavat Ramanand hailed from Tamilnadu. Bhai Baldeep Singh demonstrated a 
few compositions while giving certain bits of information. He was accompanied by Kumbakonam 
Swaminathan on the mrdarigam.

N. Ramanathan posed a question as to the usage of the term ‘shabad’, to which the speaker 
answered that the text of the song alone was known as shabad, when sung it became sanglt. Seetha 
Rajan raised a query as to whether gurbani could be sung outside the gurudwara, the speaker 
replied that wherever these songs are sung, that place itself becomes the gurudwara. The session 
concluded with a question by Sudha Ragunathan regarding whether Gurbani was to be sung only 
in congregation.

24 December 2013
The day began with a prayer by Lavanya.
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Svati TirunaJ’s compositions in Hindustani Ragas
The first lecture demonstration of the day was by Dr. Prameela Gurumurthy who began 

with a demonstration of an abhang composed in praise of Lord Padmanabha. The biographical 
details of the composer were presented, followed by the dexterity of Svati Tirunal as a composer 
in Hindustani music. Dr. Prameela mentioned that Svati Tirunal composed in many languages 
and his musical abilities and the influence of many great musicians enabled him to compose in 
both the musical systems.

Demonstrations of the Hindustani songs of Svati Tirunal were presented, supplemented with 
details such as the notations which were referred and some of the finer aspects in the compositions 
such as the svaras involved, etc.

Some of the other aspects of Svati Tirunal such as his proficiency in playing many 
instruments, such as the violin, svarabat, etc; his contribution to the the dance form mohiniyattam 
and the composition of the two klrtan nirupanams ‘Ajamilopakhyanam’ and ‘Kucelopakhyanam’ 
were also mentioned.

Comments and compliments from the experts’ committee followed the lecture demonstration. 
Dr Pappu Venugopala Rao stressed that confusion remained as to who set the music for Svati 
Tirunal’s compositions. Another question that emerged was whether the compositions could be 
attributed to Svati Tirunal at all, since there were so many people who composed the music for 
his compositions. Prameela Gurumurthy answered that Svati Tirunal had given the name of the 
raga, tala, etc in his compositions, which were maintained till present day, with only the melody 
being composed by many. Hence, it was concluded that probably only the tunes set by him were 
lost. T.V. Gopalakrishnan clarified that the ragas sohani, purya and marwa of Hindustani music 
shared the same raga structure but were different with regard to the vadi. The session concluded 
with compliments of Sudha Ragunathan.

Folk Music of Andhra Pradesh
The second session of the day was by Prof. Bittu Venkateswarulu. The speaker began with 

a brief description of the folk tradition of Andhra Pradesh citing that among the 150 types of folk 
arts of Andhra Pradesh, 100 are identified for the stage. He said that there are over 20 tribes in 
Andhra Pradesh and each tribe is a cultural unit. The folk ballads have an emotive power and 
their themes are religion and heroic deeds. The popular instruments that were used (dappu and 
d5lu) were highlighted.

Prof. Venkateswarulu elaborated on Oggukatha (also known as Jangamkatha) which was 
about lord Siva and the traditional priest was called oggu. This was performed during the Bhlrappa 
festival. The next form explained was the vlravidyavantulakatha which originated from the Guntur 
district was about a fight between two cousins. The palanatuvlracaritra was then described which 
is about battle and the preparations for it. The speaker explained that this is a living festival and
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more than 2 lakh families still follow this. He spoke about KakipadagalavSru which uses scroll 
paintings to convey the story of mahabharata. Next there was a separate display of the dappu, 
a very important instrument. The dappu player mentioned that there are jati-s used for playing. 
There is even a special jati for the tiger dance. There was a demonstration of Kolattam, also a 
folk form which depends on the dappu. He also spoke about cakkabhajana which is also known 
as ramabhajana and bmdavana bhajana which was on the bhagavatam.

The session concluded with comments of experts and compliments of Sudha Ragunathan.

25 December 2013
The morning began with a prayer song by D. Sweta.

Creative possibilities in Ragas with special focus on instruments
The first lecture of the day was by Sri Ganesh and Sri Kumaresh. The artistes began by 

emphasising that music was gender-free, language-free, beyond region and so on. They dealt with 
the concept of sound as the very basis of our culture and being the basic guidelines of life. That 
sound was the source while the visual was only a manifestation of the sound, was emphasised. 
It was also stressed that this sound was the creative force for manodharma which belonged as 
much to the rasikas as to the musicians. It was explained that manodharma of the rasikas was the 
freedom to visualise anything, out of the lyrics-sans-music presented by musicians.

The speakers then demonstrated the sounds of various musical instruments such as the 
sarangT, sarod, sitar belonging to Hindustani system and vlna, nagasvaram, flute and violin of the 
Carnatic music systems through clippings. Subsequently, the aspect of manodharma was touched 
upon with the speakers discussing the term raga as being a musical entity in itself, one, as a part 
of the alapana and the other, in the background of rhythm. In this context, the differences in the 
speeds of phrases when played in a raga alapana and when rendered in the background of tala 
were also demonstrated. The alapana phrases played in various instruments were demonstrated 
and aspects such as purity of notes and silence were mentioned. Bhava was also explained as the 
bhava in the raga and that of the musician. The aspect of sahitya-bhava was totally refuted.

The necessity of instrumental compositions which were compositions without lyrics was 
stressed in order to give a different dimension to music and more importantly to enhance the 
respect for instruments. The possibility of orchestral music using the concept of vadi-samvadi, as 
a creative possibility explored by them was also demonstrated.

On conclusion of the lecdem, Pappu Venugopala Rao highlighted a seemingly contradictory 
statement, regarding the adapting of instrument sounds by vocalists and the style of Sri Lalgudi 
Jayaraman to follow the vocal sounds. It was answered that that was a case of a difference 
in perspective with regards to different instrumentalists. P.S. Narayanaswamy and Sujatha 
Vijayaraghavan complimented the speakers for their creativity and dexterity in playing the
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instrument. The final question was posed by Sudha Ragunathan as to the need for instrumentalists 
to know the sahitya of kjtis and the speakers’ emphatic response was that, they never played 
the sahitya and there was nothing called sahitya-bhava that existed, but only raga-bhava and the 
bhava of the musician.

Transformation of Musical Instruments -  Panel Discussion
The lecdem focused on tracing the history of the transformation of the musical instruments 

vlna, nadasvaram, flute, violin and mrdangam as presented by the panelists Smt. Suma Sudhindra, 
Sri M.K.S. Siva, Sri Balasai, Sri V.L. Sudarsan and Sri Arun Prakash.

The aspects covered were from the viewpoints of the history of the instrument and its 
references in texts; the changes that have occurred from the past; the step-by-step modifications 
that the instruments underwent and its pros and cons; change in posture; tuning differences; 
playing techniques, etc. Smt. Suma Sudhindra began by mentioning that the present structure of 
the vlna existed only from the 18th cent. She enlisted the different transformations to be: the use 
of the contact mike that helped reach a larger audience; the dismantled four piece vlna; the kudam 
being cut into half in the 4-piece vlna as a further modification; the electronic vlna and the digital 
vlna which, though convenient with a reduced size and sound being similar to the sarasvati vlna, 
suffered on account of the looks and its aesthetics.

Sri M.K.S. Siva highlighted that the first transformation on the nadasvaram was the change 
from the 5-kattai nadasvaram to the 2.5-kattai nadasvaram where the holes were closer on the 
former. He added that the person who was the first to create the 2-kattai nadasvaram was T.N. 
Rajaratnam Pillai. Sri Balasai explained that the transformations on the flute included the invention 
of the bansuri; the inclusion of the 9th hole in order to produce the mandra-sthayi-sadja and the 
use of keys and keypads on the western flute which caused inability to play Indian raga-s on it. 
This was demonstrated by the speaker on both the flutes through the raga sankarabharanam. The 
speaker also added that Sarabha Sastry and his disciple Palladam Sanjeeva Rao were credited 
with popularizing the flute and also for the development of gamaka-playing-techniques on this 
instrument.

The next speaker Sri V.L. Sudarshan discussed the transformation in the violin; the use 
of keys instead of plugs to prevent misalignment of sruti on the western violin; transducers for 
amplification; electro metal strings manufactured in different gauges and the ten stringed stereo­
double violin which was the latest modification. He continued that concerning the posture, the 
viola and the violin were held upside down. With regards the tuning and the playing techniques, 
the speaker made some comparisons between Western and Carnatic music.

The last speaker on the panel was Sri Arun Prakash who spoke of the modifications on 
the mrdangam; the replacement of the varu with nylon straps; the use of the nut and bolt which 
facilitated the easy adjustment to different kinds of smtis and which was a boon for travelling;
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the use of the microphone for the mrdangam and one, exclusively for the toppi was a much 
later development. The use of contact mikes was an advancement which was yet to be seen, he 
pointed out. The speaker also added that the fibre-glass mrdangam and the mrdangam with a stand 
were the innovations of Sri Umayalpuram Sivaraman and Sri T.V. Gopalakrishnan respectively. 
However, he emphasized that the mrdangam made of buffalo skin was the one that had the best 
sound production.

The experts’ committee complimented the speakers on the panel for their wonderful 
presentation. Questions were raised regarding the developments made on the nadasvaram 
subsequent to the one introduced by T.N. Rajaratnam Pillai and also regarding any other changes 
in addition to the change in sruti.

26 December 2013
The morning began with a prayer by Manikandan.

The structure and logic of gamakas : A computer synthesis approach
The first presentation of the day was by Karaikudi Srikumar on the topic of his doctoral 

research on a computer synthesis approach to the logic of gamaka-s. The speaker began by talking 
about the notation system used in Carnatic music over the years, the advantages and limitations 
of the system. Srikumar expressed that traditional notation which is prescriptive in nature is open 
to interpretation by different artistes which cannot be captured or defined. An example of the 
descriptive notation of Karaikkudi Subramaniam was illustrated wherein different levels of notation 
for the same melodic line were represented.

The speaker spoke of the process of representing music in the format of the computer, 
about exploring musical possibilities with the use of algorithms. Srikumar expressed the possibility 
of developing a software where it would be possible to perceive how any artiste would interpret 
any given raga, or any given phrase.

The study and research of the speaker was aimed at the use of a computer software to enable 
transcription, analysis and interpretation of the sahana vamam ‘karunimpa’ based on the recording 
of Smt. Rajeswari Padmanabhan on the vlna. The speaker expressed reasons for choosing the vlna 
for such an analysis and the choice of the varnam as opposed to other musical forms. Recordings 
of the resultant experiments were played. He explained the process of putting together a gamaka 
for each focal pitch or note in terms of a computer program PASR (pitch, attack or time spent 
in reaching the focal pitch, sustaining of focal pitch and release -  coming back from the focal 
pitch) and DPASR. Different recordings and graphs of transcribing notation and reproducing it 
using programs on the computer were presented.

The session concluded with comments and observations of N. Ramanathan, T.M. Krishna 
and concluding remarks of Sudha Ragunathan.
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Yaksagana Dance and its Traditional Science
The second presentation of the day was on Yaksagana by Prof. M.L. Samaga assisted by 

various artistes for demonstration of the art form. The speaker began by stating that he would 
be dealing with the yaksagana form as present in coastal Karnataka. Prof. Samaga expressed that 
yaksagana was a highly systematized form which combined aspects of folk and classical music and 
dance. The presentation began with a demo of an invocatory piece on Lord Ganesha, followed by 
an explanation of the raga-s, tala-s and tempos used therein. This was followed by demonstration of 
a strT vesa daru which forms part of the purvaranga in yaksagana which follows after the invocation, 
and a demonstration of an ‘uddolaka’ of Krsna - a pravesa daru. The speaker explained that the 
four aspects of music, dance, costume and dialogue combine to make yaksagana a complete form. 
Many demonstrations of the different dance steps used, excerpts from different theatrical forms, 
etc. were made with explanation interspersed about the costume, raga, tala, instruments, etc.

Ranga Rao raised a query about the text used in yaksagana and the period in which it was 
written. Swamamalya posed a couple of questions about the primary posture of the dancers and 
the modifications made to the music of yaksagana. The speaker replied that the form of yaksagana 
was carried forward without documentation and the correlation of yaksag&na performance with 
the classical terms has brought about the labelling of certain aspects according to those present 
in laksana. N. Ramanathan made a few observations after which the session concluded with 
compliments of Sudha Ragunathan.

27 December 2013
Aarthi rendered a prayer song beginning the day’s session.

Unpublished Notations of Caturdandi Forms
The first presentation of the day was on the caturdandi forms -  alapa, thaya, glta and 

prabandha by Dr. V. Premalatha based on a manuscript procured during her on-going research. 
The speaker mentioned that this manuscript titled ‘Saptasvaradi laksanam’ procured from ORI 
Trivandrum had notations of the caturdandi forms in 41 raga-s, out of which only 10 raga-s 
had notations of all four forms. Premalatha went on to explain each of these four forms viz. 
alapa, thaya, glta and prabandha, explaining their structure according to the notations in the said 
manuscript giving details about the sections, raga-s mentioned, tala-s used, etc. Comparison of 
the notations and material in this manuscript was made with Caturdandiprakasika, Sarigltasudha, 
Ragalaksanamu of Sahaji and Vasudeva Shastri’s published book on Alapa and Thaya.

She concluded saying that the original work is yet to be unearthed, the present manuscript 
being in Malayalam script, but the original could be from the Tanjore region. Premalatha stated 
that a more in-depth study and research of this manuscript is needed before ascertaining the source 
and the time period of the work.
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Pappu Venugopala Rao raised a query about the date of this work and as to why the 
speaker attributes the original work to be from the Tanjore region. The session concluded with 
a few observations by N. Ramanathan and other musicians present in the audience followed by 
compliments of Sudha Ragunathan.

Folk Music of Kerala
The second presentation of the day was by Dr. C.R. Rajagopalan and his ten member 

group -  ‘karindala kotam’ who presented the folk music of Kerala. The presentation began with 
an invocatory song ‘variga variga’ after which Rajagopalan spoke about the folk music of Kerala 
giving a few details about the type of folk music, the different forms, the themes chosen, instruments 
used, etc. The speaker also mentioned that folk music was performed with the males playing the 
various instruments and the females dancing to the music. This was followed by demonstration of 
various folk forms like ngrccakuttukali, kalakali, devi tottampattu, cinduppattu, tappu pattu etc. by 
the artistes of karindala kfltam. The demonstrations were extremely lively and the unique feature 
was that each artiste donned different roles in different songs; they could all sing as well as play 
different instruments. There were forms which were performed only on rhythmic instruments, some 
with vocal and rhythmic instruments of various kinds. The liveliness and simplicity of folk music 
was brought out wonderfully by the artiites making it a very memorable experience.

The session concluded with a request to perform an excerpt of a ‘mapple song’ which is 
composed in Arabic Malayalam, followed by compliments of Pappu Venugopala Rao and Sudha 
Ragunathan.

28 December 2013
The morning began with prayer by Archana.

Music and Mantras in Glta Govinda
The first session of the day was by Dr. Subas Pani who commenced his lecture demonstration 

with the Jagannatha sloka of Sri Adi Sankara, mentioning that that was probably the first reference 
to Lord Jagannatha by that name. He first presented the general format of the demonstration, 
covering the aspects of the temporal and special context of the Glta Govinda; Jayadeva and his 
personality; the concept of mantra and finally, the mantras in the Glta Govinda.

The speaker commenced by saying that the first performance of the Glta GOvindam was 
probably in 1142 as a dedication to the temple of Jagannatha. He added that sarala bhakti was 
the essence of Jagannatha. Further, quoting a few stanzas from Candradatta’s ‘Jayadevacaritra’, 
he provided information on Jayadeva. He highlighted that the purpose of the Glta Govinda was 
primarily the composer’s glorification of Lord Jagannatha, his istadevata in the form of Krsna, who 
was portrayed as the Supreme God; with the aim of delighting Him. The speaker explained this 
with the audio clipping of the last sloka from the Glta Govinda. He also mentioned that this work
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was integrated into the rituals of the Jagannatha temple. He added that the Gita GOvinda was based 
on the madhura-smgara bhava and the kanta bhava, with the latter being particularly introduced 
by Jayadeva. He emphasised that the Gita GOvinda was an encapsulation of a philosophy which, 
when approached from the perspective of a mantra, provided an intuitive access to a deeper 
spiritual realisation.

Next, the term mantra was explained with references from the popular monier-williams 
dictionary as that which vibrates in the mind, heart and soul and merges one’s consciousness with 
the Lord. He stressed that this could be felt only if one surrendered to God with total and sincere 
devotion. Further, quoting and playing a sloka from the Gita GOvinda, the speaker pointed out 
the occurrence of the term ‘mantra’ Subsequently, audio clippings of the slOkas from the Gita 
GOvinda were played and the mantra portion was highlighted; some of them being “Jayajagadlsa 
hare”, “vedanuddharate”, “sritakamlakucha”, etc. The speaker concluded his demonstration with 
the sloka “radhavadana-vilokana-vikasita” which was explained as being an encapsulation of the 
complete work, Gita GOvinda with the mantra portion being “harimekarasam”.

Comments from the experts’ committee followed the demonstration. It was pointed out by 
Dr Pappu Venugopala Rao that the etymological meaning of the term ‘mantra’ should have been 
provided. He emphasised that mantra was only that which was initiated by a guru and not every 
word could be called a mantra. He also pointed out that there was more srngara than Bhakti in 
the Gita GOvinda, quoting the Rasagarigadhara of Jagannathapanditaraya.

Vivadi Raga-s -  Panel Discussion
The morning began with a panel discussion on Vivadi raga-s by Sangita Kala Acharya-s 

Smt. Seetha Rajan, Smt. Suguna Varadachari, Dr. Ritha Rajan and Sri Neyveli Santhanagopalan. 
Seetha Rajan, the moderator of the discussion began by outlining the aspects to be dealt with in 
the session viz; the concept of vivaditva, its application in practical music, the compositions in 
vivadi raga-s as well as manOdharma. The concept of vivadi was then described. Next, Suguna 
Varadachari spoke of the comcept of vivadi in the Dlksitar school and explained Muttusvami 
Dlksitar’s handling of these raga-s with a few demonstrations of Kanakambari, Rasamanjari, etc. 
Ritha Rajan next dealt with the vivadi raga-s handled by Tyagaraja giving various examples 
like vacaspati, candrajyoti, kaikavasi, etc. Comparison between handling of the same mela by 
Tyagaraja and Dlksitar was made. The speakers were assisted by disciples of Seetha Rajan; Padma 
Sugavanam and Aarti who demonstrated a few compositions. Neyveli Santhanagopalan dealt with 
the compositions of Kotlsvara Iyer. He also spoke about singing manOdharma sangita in vivadi 
raga-s and the techniques that could be employed for easy handling of these raga-s. Seetha Rajan 
supplemented each of the speakers with a few points.

After all the speakers completed, some additional points were made. The 72 mgla-ragamalika 
of Maha Vaidyanatha Iyer was explained and the deftness in handling vivadi raga-s one after the 
other was demonstrated by Suguna Varadachari. The use of vivadi raga-s in film music and the 
dvi-madhyama raga-s of S. Kalyanaraman were mentioned.
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Seetha Rajan concluded that even vivadi raga-s had an aesthetic appeal if handled in an 
intelligent manner.

29 December 2013
The day commenced with prayer by Maythini.

Notated Songs of Tallapakka Pedda Tirumalacarya
The first lecture was by Prof. Anandamurthy who commenced his lecture demonstration with 

a sanklrtana pada “vasudgvamavaparva sudhakara” composed by Tallapaka Tirumalacarya., The 
speaker highlighted that these compositions, with notations were found on the stone inscriptions 
of the Tirumala temple, the first of its kind. He highlighted his father - Veturi Prabhakara Sastry’s 
efforts in popularising Annamacarya and his compositions, starting with the publication of 
“Annamacarya caritra” in 1949; the discovery of the 2 embossed images on copper plates, etc.

The speaker then presented the prabandha-s, glta-s and sanklrtana-s of Pedda Tirumalacarya 
giving details about the compositions such as its structure; availability on manuscripts, copper 
plates, stone inscriptions and other publications; the many mudras of Pedda Tirumalacarya and so 
on. A few songs were demonstrated and details of raga, tala, source, etc. were mentioned. The first 
song rendered was a dasavatara jhompada, one of the two varieties of the jhompada composed by 
Tallapaka Tirumalacarya, the other being “Sri Venkatesvara jhompada prabandha”. The speaker 
explained that this dasavatara jhompada, contained descriptions of 11 avatars.

Anandamurthy mentioned that the composition “sriharipadatlrthamg” in sankarabharanam, 
was collected and printed by Subbarama Dlksitar in his Prathamabhyasa Pustakamu. The speaker 
mentioned that this composition was said to be that of Tallapaka Chinnayya. He added that 
there were mudras which did not conform to either of the composers in the lineage -  Tallapaka 
Annamacarya, Tallapaka Pedda Tirumalacarya and Tallapaka Chinnayya.

The presentation then concluded with the remarks that a lot was contributed to the sanklrtana 
literature by Tallapaka Annamacarya and his family members and requested that more efforts be 
made to unearth the musical aspects of the compositions.

The experts committee complemented Prof. Anandamurthy for his demonstration and 
applauded the wonderful and untiring efforts of Sri Veturi Prabhakara Sastry and his family in 
unearthing the compositions on the Tallapaka composers. N. Ramanathan pointed out that the term 
pada and klrtana were from different traditions, but this was probably the first time they were 
heard together. He raised a few questions; whether the term sanklrtana was more of the nature of 
an adjective rather than denoting a separate musical form, whether the sections within a sanklrtana 
pada were called pallavi, carana, etc; the different languages in which the sanklrtana pada and 
prabandhas were composed and whether Annamacarya also composed the suladis. The speaker 
replied that according to Tallapaka Chinna Tirumalacarya, whose translation on the sanklrtana
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laksana was the only one available, described both the terms as synonymous. Further, on the 
stone inscription of Tirumala, the word pallavam is used instead of pallavi; padam instead of 
caranam while a single line beginning was called sikhapadam. Smt Sudha Ragunathan completed 
the proceedings by complimenting the speaker and enquiring as to whether these songs could be 
modified to be rendered on the concert platform.

Alapana Structure and Preference of Raga-s : GNB, MLV and 
S. Kalyanaraman

The second session of the day was a lecture demonstration by Sudha Ragunathan whose 
focus of the presentation was the aspect of raga alapana and the preference of raga-s of the three 
great musicians G.N, Balasubramaniam, M.L. Vasanthakumari and S. Kalyanaraman. The speaker 
presented a brief outline of the term ‘raga’ and highlighted that originality and freshness in the 
raga alapanas was a key feature in the renditions of the three legendary musicians.

The speaker then presented in general, various aspects in their styles such as voice 
quality and range; key features in their music; the aesthetics involved; innovations of new 
ragas; preference to madhyamakala; employment of gamaka-s - particularly the kampita gamaka 
used sparingly by G.N. Balasubramaniam, the stamina with which he rendered his bhrga-s and 
his step-by-step approach in the portrayal of raga-s brilliant speed in akara, novelty in ideas, 
nadai variations and the vyavahara-laden music, replete with complexities a hallmark of S. 
Kalyanaraman; and predominance of the rakti element, the flow of sangati-s, moderate employment 
of gamaka-s and the majestic quality of the voice that added great depth to the presentations of 
M.L. Vasanthakumari.

The speaker highlighted that GNB was responsible for the establishment of a whole new 
bani. His disciples, she noted, imbibed the basics from their Guru, but fine-tuned their styles to 
match their capabilities and the generation of listeners they sang to.

Sudha demonstrated the above aspects vocally and also with the help of audio clippings of 
all the 3 musicians at appropriate places. Excerpts of alapanas in Todi and Kalyani were played 
and the speaker explained that although all the 3 alapanas fell into the same mould, each sounded 
different and unique in their own way. She then listed the wide gamut of ragas handled by all the 
3 legendary musicians and particularly stressed their flair for rare ragas and the new ragas invented 
by each of them. She particularly highlighted Sri S Kalyanaraman’s expertise in handling vivadi 
ragas and the dvi-madhyama ragas. The ragas not handled by them were also discussed.

Sudha Ragunathan concluded her presentation by mentioning that one of the highlights of all 
3 styles was graha bheda which she demonstrated in the Revathy tillana of Sri Lalgudi Jayaraman, 
as rendered by her Guru MLV and also through audio clippings of graha bheda incorporated in 
the alapana of MLV and the kalpana svarams of S Kalyanaraman.

The experts’ committee members complimented Smt. Sudha Ragunathan for her presentation 
and offered comments on matters such as the handling of raga natabhairavi in RTFs by MLV
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which was omitted in the list of ragas and enquired whether these were handled by GNB and 
S. Kalyanaraman. Another question was the views of MLV on the idea of singing vivadi ragas, 
which were considered inappropriate for detailed elaboration by her Guru GNB.

30 December 2013
The day began with a prayer song rendered by Ratipriya.

Structure of Tevaram Hymns
The first lecture demonstration of the day was by Dr. Rama Kausalya on the tevSra hymns 

of the three saints Tirujnanasambandar, Tirunavukkarasai and Sundarar. Dr. Kausalya began 
explaining that the tevara hymns of these saints were found in the first seven tirumufai-s of the 
panniru tirumufai and were called padigam-s, each padigam comprising ten songs. The structure 
of the hymns of each saint was dealt with one by one, with demonstrations by her student Mrs. 
Madhuvanti. Beginning with the padigam-s of Sambandar, she stated that each Sambandar padigam 
had 11 songs, the last song -  ‘tirukadaikkappu’ bearing the mudra and in a phalasruti format. 
Coming to the hymns of Tirunavukkarasar, the speaker mentioned that each padigam had ten 
songs, but no mudra was present. The hymns of Sundarar had 10/11 songs in each padigam with 
the mudra in the last song. Other than these padigams, Dr. Kausalya explained about certain other 
compositions like Tirunavukkarasar’s Tirunerisai and tiruviruttam, tiruttandakam, Sambandar’s 
yazhmuri, naladimelvaippu, Tradimelvaippu, malaimarra, etc. Dr. Kausalya concluded by saying 
that the tevara hymns were to be sung only as the oduvar-s did, without bringing in classical 
touches as the meaning and emotion of the hymns were more important than the grammar of 
raga-s presented.

B.M. Sundaram raised a query as to whether the original tunes of the tevara hymns were 
available and being sung, followed by a couple of questions by members of the audience. Sudha 
Ragunathan posed a question as to whether the tiruttandakam could be sung in different raga-s to 
suit the concert platform to which the speaker replied that the sanctity of the tiruttandakam would 
be lost unless sung in the manner intended by the composer.

Folk Music of Karnataka
The second presentation of the day was by Smt. Veena Murthy assisted by around ten 

musicians and dancers from Karnataka. The presentation began with a demonstration of an early 
morning song followed by explanation about the different folk forms of Karnataka. The speaker 
made different classifications of the folk forms; dharmika-laukika based on the content, uttara 
kannada -  daksina kannada -  based on region, forms based on male and female participation, 
devadasi forms, etc. Lot of information regarding these forms were given, interspersed with live 
demonstrations of some and video clippings of some others. Some of these forms were; gigi pada, 
chit mela, kolata hadu, tamate, jaggalige mela, muljina hejje kunita, tarle barle, etc. The speaker 
presented a nut shell of many of these forms giving details of the instruments used, costumes
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worn, the occasion during which they were performed, etc. The video clippings of some of these 
rare forms were very refreshing and informative. The presentation concluded with an elaborate 
and enchanting demonstration of kamsyala pada, where a group of male dancers danced to music 
using cymbals while exhibiting breath-taking movements.

The session concluded with compliments and comments of Sudha Ragunathan.

31 December 2013
The day began with devotional music by Namavaibhavam group, who were the winners 

in devotional competition conducted by the Music Academy under the endowment of Rukmani 
Arts and Music Trust.

Reporting, Reviewing, Criticism : Panel Discussion
The presentation of the day was a panel discussion by Dr. S.A.K. Durga, Sangita Kala 

Acharya, P.S. Narayanaswamy, Smt. R.S. Jayalakshmi, Sri VSV, Sri V. Ramnarayan and Sri 
Vijaya Sai on reporting, reviewing and criticism. Pappu Venugopala Rao, the convenor began 
by stating some of the issues to be addressed in the ensuing discussion, following which the 
moderator Dr. SAK Durga shared her thoughts on what criticism meant in the context of Carnatic 
music. She mentioned that there are two types of criticism; constructive and destructive and good 
criticism should always be constructive and impersonal. Dr. Durga also said that critics should 
review youngsters and encourage them and not keep reviewing the same popular artistes time 
and again.

Next, V. Ramnarayan spoke answering some of the questions and issues raised by Dr. Pappu; 
he was of the opinion that it was not necessary for a critic to have very good musical knowledge 
and they could very well learn ‘on the job’ He emphasised that it is the responsibility of the 
reviewer to increase his knowledge base in the subject by attending various lecture demonstrations 
conducted on the subject. Ramnarayan stated that a reviewer should be empathetic while reviewing 
youngsters, but at the same time said that it was very easy to get carried away while reviewing 
young artistes as some of them at a later stage let down the audience.

P.S. Narayanaswamy stated that an artiste should step on the stage fully aware of his/her 
capabilities which would leave no room for negative criticism. Also, he was of the opinion that 
all factors in a particular concert should be taken into consideration before vetting the concert as 
good or bad. He also spoke about the role of the accompanying artists in a concert which could 
affect the end result of a concert leading to a bad review at times.

VSV presented a different view wherein he said that reviewing concerts was done more 
with the object of entertaining the readers rather than presenting or reviewing a concert. His 
premise was that in a local magazine, the target audience would not appreciate a concert review 
unless the language and presentation was in a lighter vein rather than in a serious manner. He
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expressed the difficulties faced in choosing the artistes to review during the music season, due to 
the sheer number of concerts as opposed to the space allotted for the review and the frequency of 
the magazine. VSV conveyed that there were instances where there has been tremendous pressure 
from certain artistes and their families. He also stated that artistes need to be more thick skinned 
and not react sensitively as it is a vicious cycle that ensues.

R.S. Jayalakshmi pointed out that while a critic need not be musically knowledgeable, 
they should refrain from commenting on technical aspects which they are not aware of. Also, she 
expressed that youngsters in the field should be reviewed based on more than just one concert, 
as the resulting review could be misleading.

Vijaya Sai brought out that the restriction of space and imposition of a word limit in the 
newspapers allotted for reviews of concerts was a huge limitation from the critic’s perspective. 
He also said that concert reviews should serve as an aid to documentation for a future purpose. 
Vijaya sai also stressed that the language and tone in a review should be objective and stated that 
ultimately a review is just the opinion of a single listener.

The discussion was then thrown open to several critics and musicians present in the 
audience. There were good points brought out by both the artists and the critics on stage. The 
general consensus was that both the artists as well as the critics have their own merits and demerits. 
While the artists need to be more open to criticism, the critics need to be more knowledgeable and 
objective. The discussion threw light on the opinions of both the artists and critics, the difficulties 
and limitations faced, the process involved, the consequences after the review, etc. But whether 
there could be a meeting point between the critic and the artist and how often it could happen 
is questionable.

01 January 2014
The morning began with devotional music by the runners of the devotional competition.

Open House
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Bharata’s Natyasastra and early Tamil literature
Dr. R. Nagaswamy

Introduction
A study of the colophons of three cantos and the final colophon of the ancient Tamil text, 

Silappatikaram by me revealed that Ilango Adigal, the author of the text has used basically two 
important grammatical works, namely Bharata’s Natyasastra in Sanskrit, and Tolkappiyam, in 
Tamil. The former is proved by the explicit use of the terms, Bharati vritti, Arabhati vritti, and 
Satvati vritti, the styles classified by Bharata in his text. The latter is proved by the final colophon 
which follows Tolkappiyam in every detail of the lay out. Both Natyasastra and Tolkappiyam are 
excellent lakyana grantha-s, and Silappatikaram proves to be an outstanding laksya grantha. The 
twofold classifications of poems into Aham and Pur am, the fivefold classification of land into 
Kuruhci, Mullai, Marutam, Neital and Palai, through their environments and life styles, the whole 
art of dance and music, from their origin to every minute details of karanas, ahgaharas, etc, and 
the eight fold classification of rasas, etc. found employed in Silappatikaram are indisputably based 
on Natyasastra. This leads us to conclude that the entire collection of early Tamil poetry, called 
the Sangam poems, (barring the didactic poetry) are inspired by Natyasastra tradition. This article 
deals with several aspects of these trends from Silapatikaram on the one hand and Tolkappiyam 
on the other and in that sense initiates a revolutionary approach to the study of ancient Tamil 
culture from the point of music and dance.

Agastya and Bharata
We know that Agastya came down to the south with 18 families of rulers and 18 families 

of Velirs and taught the Pandyas Tamil and Sanskrit. Silappatikaram associates Agastya as the one 
who brought natya and music to Tamilnadu through Orvaci and Narada. He is also said to have 
composed a work on natya, according to the commentator Adiyarkku Nallar. Some of his verses 
on dance and music in Tamil are cited in Tolkappiyam commentaries. Regional schools of dance 
also called “Deft” were prevalent in different parts of India and South East Asia during the time 
of Bharata is known from various sources.

Sanigadeva states that the Natya of Bharata was brought down to earth by girls of Dvaravati 
through Saurashtra girls. It is a pointer to each of the region claiming a divine origin for their 
regional school.

We have seen in Bharata’s Natyasastra that there are 13 limbs that are considered essential 
stages in Natya. One is rasa, the second is bhkva and the third is abhinaya. All the three are 
accommodated in chapter what is called Meypadu, in the Tamil grammar Tolkappiyam. Evidently 
these three factors are listed by the Tamil grammar Tolkappiyam.
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Dharmi and Vritti
The next topic called dharmi in Natyasastra is divided into two main categories:
1. loka dharmi and
2. natya dharmi.
The Tamil grammar Tolkappiyam mentions “ulahiyal vazhakku” and nataka vazhakku, 

which are exact translations of “loka dharmi” and “natya dharmi”, in “ahathinai iyal” he first sub­
chapter of porul adhikaram. Tolkappiyam has also dealt with eight rasas as listed in Natyasastra. 
Evidently Tolkappiyam has defined dharmis besides styles Bharati vritti, Arabhati, Satvati and 
Kaisiki vrittis and rasas enumerated among the 13 limbs in Natyasastra, as rasa, bhava, abhinaya, 
dharmi and vritti.

Vrittis
Three Vrittis, Bharati, Arabhati and Satvati are specifically mentioned in Silappatikaram 

at the end of canto 1 and 2 following very closely Natyasastra. There are three cantos in 
Silappatikaram the first one Puhar kandam, with its events taking place in Pumpuhar, the second 
in Madurai, the capital of Pandya, and the third in Vahci kandam, the capital of the Cheras, which 
have colophons or katturai. The author Ilango-adigal says in the first canto that he made use of 
Bharati vritti (Bharati vrittiyum). Materials and events in this canto are related to Bharati vritti. 
In the second canto, he says made use of Satvati and Arabhati Vritti, which means that he had 
made use of three vrittis that is mentioned in Natyasastra. Later on Kaisiki Vritti was added in 
Natyasastra but that is related to dancing girls. As this is not solely related to the dance of dancing 
girls, it is not included in Silappatikaram. As the author Illango adigal has clearly mentioned these 
Vrittis in the first and second chapters, that he has followed Bharata’s Natyasastra is certain which 
made the commentators call Silappathikaram a “nataka kappiyam”

Aham and Puram (Sukumara and Tandava)
At the very beginning of his text, Bharata classifies Natya as sukumara or lasya (centered 

around kama or srihgara rasa), and the other one relating to dharma and artha, called aviddham 
or tandavam. This classification is found as aham and puram in Tamil literature and Tolkappiyam, 
one with kama and other with dharma. This led to the basic division of Tamil sangam poems 
into aham and puram anthologies. So Illango-adigal the author of Silappatikaram has mentioned 
in the colophon to the whole text niil katturai, that he divided his work into aham and puram. 
The first and second canto dealing with Pumpuhar and Madurai are centred around aham, while 
the 3rd (vahci) deals with puram. As the third one deals mainly with the conquests of Chera and 
consecration of the statue of Kannaki, is brought under purat-tinai. Thus we find both sukumara 
(srihgara) and aviddha (tandava) mentioned in Natyasastra is used aham and puram by Illango- 
adigal in all three cantos.
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Indra Mahotsava
It is known that Bharat’s NatyaSastra begins with the festival of Indra mahotsava. And the 

same is adopted by Ilangoadigal in Silappatikdram in the beginning with “Indra vila” We have 
to take into consideration here the whole story begins with “Indra vila”

Natyasastra sangraha
Bharata has given “Natyasastra Sangraha” which gives rasa, ahghahara, and abhinaya in 

which he has also mentioned Pravritti which corresponds to regional forms of Avanthi, Panchala, 
Oddiyana and Magadha styles used in these countries. In Silappatikdram, Avanthi and Magada 
are metioned, which means that the Tamils were aware of these regional forms.

The Art of dance comes to earth
What Bharata’s Natyasastra gives as 13 factors as limbs of Natya in an abridged form 

(sangraha) Ilango gives the same in Arangetru kdtai in which the maiden dance of Madhavi took 
place. For example, bringing down the art of dance from heaven to earth by Urvaci is a theme 
mentioned in Bharata’s Natyasastra in “Natyavatara-sarga". In Arangetru kadai of Silappatikdram 
we see Urvaci coming down to earth by the curse of Agastya and that she came with Jayanta who 
is identified with Talaikol -  Jar jar a. She performs a successful dance, gives birth to a girl child, 
and returns to heaven. This is the advent of the art of dance from heaven to earth in Silappatikdram 
which is a clear adoption from of Bharata’s Natyasastra.

Dance, a gift of Rishis
Further it is clear from Bharata’s Natyasastra that the art of dance is given to earth by 

Rishis. We see that Illango-adigal has very cleverly used this idea and makes sage Agastya as the 
one who brought down the art of dance to Tamilnadu.

Agastya school of dance
Adiyarkkunallar the commentator says that there were two important texts on dance, one 

Bharatam and the other Agattiyam, before Tolkdppiyam, But at the time of Tolkdppiyam, the two 
texts had disappeared. Only Tolkappiyam was available for Illango-adigal to compose his text. The 
earlier text composed by Agastya should be seen in the context of other traditions. According to 
the Natyasastra many sages ask Bharata who will vouchsafe the authenticity of Natyasastra since 
he calls it a Veda. Among the names of sages the name of Agastya is one which suggests that 
Agastya was Bharata’s disciple. Some of these disciples who went to different parts of Bharat, 
had tried to accommodate the regional styles, classified them and brought them in line with Pan 
Indian tradition, calling one who followed Bharata’s Natyasastra as Marga and the regional ones 
as DeSi, indicating even during Bharata’s time, there were regional styles, Bharata Natyasastra is 
the main theme from which rishis have developed the regional styles. We have an example in the 
text SahgTta Ratnakara where it is said that dance and music came from heaven down to earth
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DvSravati gopikas from the Apsara Ramba and they in turn taught the Saurastra girls who then 
taught this art to other girls of the world.

It is evident that the Tamil school of dance was headed by Agastya. This can also be seen 
from another angle. Bharata’s Natyasastra says at first Urvaci danced in the Himalayas in Indra’s 
court, when she looked at Jayanta and faltered in a beat when sage Agastya cursed her to be bom 
on earth. When she was ready to perform and redeem herself from her curse on earth, she went 
to Pothiyil hill (pothigai) near Kanyakumari which was the abode of Agastya. Bharata’s dance 
tradition came down from Himalayas and the other came from Agastya’s Pothigai hill.

Meypadu
We have seen in Bharata’s Natyasastra that there are 13 factors that are considered essential 

stages in Natya. One is rasa, the second is bhava and the third is abhinaya. All the three are 
accommodated in the Chapter “Meypadu” in Tamil grammar Tolkdppiyam. Evidently the three 
factors were taken into consideration by the Tamil grammatical.

Tamil terminologies coined by Agastya
Further we have seen the Bharatam was the original which was introduced to other regions 

by his disciples. It is interesting to note that commentators point out that some of the terminologies, 
such kuriyidu as aham, pur am, were actually coined by sage Agastiyar “Agasthiyar seitadu” 
We have this traditions going back to Bharata’s dance tradition. So now we have seen the Indra 
vila, where Agastya tradition is mentioned with Urvaci bringing down the art of dance and the 
definition of a dancer in Silappatikdram as

“adalum, padalum, azhagum onri”
The dancing girl should be master of singing, dancing and also be beautiful. These three 

qualities are essential for a dancing girl. The same definition is seen in Bharata’s Natyasastra.
“Yavanadi gunon matta, nrtta, glta vicaksana
Sada pragalbha ca tyakta alasya krtasrana
Samagatasu Narisu rupa yavana kantisu
Na dr?yate gunaistulya nartaki sd praklrtita"
This is told of Madhavi, the main dancing girl in Silappatikdram. So we have
1. Agastya
2. Coming down of Urvasi to earth
3. Thalaikol jarjara, worship of Jayantha, the son of Indra
Madhavi’s dance was divided into pairs as Margi and Desi.
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According to Tamil tradition the art of dance was divided into pairs as:-
1. ahak kuttu and pura kuttu
2. ary a kuttu and tamil kuttu
3. vethiyal kuttu (royal) and poduiyal kuttu (common man's)
4. vinoda kuttu (entertainment) and shanthi kuthu (auspicious)and the
5. Mdrgi and Desi kuttus

The Nptta karanas, ahgaharas, entry, exit of dancer adopted from
Natyasastra

These were mastered by the dancing girls. In addition, she also has mastered 11 types of 
dance by deities Siva, Vishnu, Muruga, Durga, Devi, Indra, Indrani and so on. So the qualification 
of dancing girls including the hastas, car is, ahgahras and karanas were adopted from the same 
source Bharata’s Natyasastra. So he uses the phrase.

“Natya nannul nahgu karju arintu”

Natyasastra sahgraha in Silappatikaram
Madhavi learned and mastered the Natyasastra. At every stage she followed very closely the 

prescriptions of Natyasastra. Ilango also mentions not only the mastery of Natya hasta, karanas 
and ahgaharas by the dancing girl, but also the Natya acarya and his qualifications. Then he talks 
about the poet who composes music for the dance performance.

Also descriptions of the musicians (men and women), accompanying instruments like flute, 
mridanga, and Vina also muraja and their technical aspects are found. These gana, atodya are 
mentioned by Adiyarkkunallar also. And finally Bharata’s Natyasastra deals with mandapa, the 
theatre, also mentioned in the same chapter as how to erect an arangam or stage in Silappatikaram. 
So every element in Bharata’s Natyasastra is gathered together by Ilango in the chapter on 
Arangerru katai, maiden dance recital, virtually as an abridgement of Natyasastra sahgraha.

There are so many other factors we can show in which Illangoadigal followed Bharata’s 
Natyasastra chapter after chapter. Take for example the titles of chapter headings, malai, vari 
which are musical headings for the chapters. In this manner one which is repeated again and 
again “Katai” The medieval commentator Adiyarkku nallar says that Katai is not derived from 
kathd or story but from gatha or one form of music. Thus we see all chapter headings are related 
to music.

We have seen Tolkappiyam the ancient Tamil grammar has used meypadu, dharmi, upama, 
and then a separate chapter called ceyyul similar to a chapter on dhruva in NatyaSdstra. Ceyyul 
means poetry. The first sutra in this chapter on ceyyul starts with the word mdtra which is Sanskrit
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or mdttirai in Tamil, ezhuttu (akshara), asai and so on. So the entire Ceyyul athikaram follows 
the dhruva of Natyasastra theme.

Another limb, Upacara is mentioned to be an important limb for dance tradition, The 
retinue of the King who are mentioned as carriers of message, Magada dancers, “aha kuttu 
aduvar”, “poovilai madanthayar” and finally a dance witnessed by the King. Many dance forms 
mentioned in Tolkappiyam are also mentioned in Silappatikaram The Sangam poems of pura 
pattu and aha pattu, consists altogether 2800 in all out of which 2250 are aha pattu and the rest 
are pura pattu.

Mey-padu
One of the chapter that appears in porulatikdram of Tolkappiyam deals with “Mey-padu” 

which means bodily reaction as a result of inner feeling of either the actor or the spectator when 
he was acting or witnessing a dance. It may also said to be the basis of aesthetic joy while 
witnessing a dance. This feeling might be under any one of the eight categories called rasa. Any 
inner feeling might manifest visibly like shivering, trembling, sweating and the like which is called 
“Mey padu” . As it is especially a matter of Natya the subject matter of this chapter is related to 
the previous and succeeding chapters and so it has relevance to the whole of Tolkappiyam and 
related to dance.

The sutra reads
“Pannai tonriya ennanku porulum kanniyaporule ndnanku enba”
The commentator Peraciriyar says that it applies to all the sutras before and after this sutra, 

evidently the whole text is on dance theme. Secondly the first word of the sutra “Pannai” is 
pointedly related to dance. The commentator renders the sutra as follows. The thirty two subject 
matters are divided into four each which arise from erotic sports, as a result of enjoying Kama, by 
the crowned kings, regional chieftains and others, who witnessed and heard dancing girls, called 
Ndtaka makalir. Thus the first sutra is set against listening and witnessing dance by the king and 
chieftains in their pursuit of srihgara happiness. The commentator also says this sutra was written 
by the author Tolkappiyar following “the original text” (on which it was based).

Further the commentator says that “mey-padus” are related to dance masters, who reduce 
the number of sub divisions to 16. Evidently this text rightly followed the Ndtysastra. Also the 
commentator points out that Tolkappiyar followed an earlier text (Adi nulai nokki kuriyavaru 
polum.)

He also mentions that the four referred to in the sutra are:-
1. Objects of rasas (suvai) ;
2. Experiencing rasa (cuvai unarvatu) ;
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3. Suggestive gestures and
4. Viral which means sattva.
The third sutra of this chapter states that the sixteen subsections could be further reduced 

to eight. This is elaborated by Perdciriyar, as
1. Heroism
2. Fear
3. Wonder
4. Disgust
5. Love
6. Graceful
7. Laughter
8. Middle state
These correspond to Vlra, Bhayanaka, Adbhuta, Bhlbhatsam, Sringara, Karuna, Hasya 

and Santa. Here the commentator omits Raudra and includes Santa as one of the rasas. 
The commentator also states that this is the subject matter of the Porul adhikaram (evidently 
porulatikaram is the main content of Tolkappiyam). It also suggests all these materials of enjoyment 
should be depicted on the stage. The dancer kuttan who exhibits these suggestive gestures and the 
inner sattvika feelings through his bodily movements and enjoyed by the audience, relate only to 
dance convention -Nataka-valakku. This is the effect of the sutras {sutra 350). This commentator 
had no doubt that Tolkappiyam was not an original text, but a derivative text (translation from 
Natyasastra). The Natyasastra is the earliest Indian text to deal with the rasa theory in detail 
which recognizes only eight rasas that does not include Santa as the ninth rasa. The Raudra was 
an important rasa that was not included by the commentator Perasiriyar but who includes Santa 
instead. He even cites a sutra that includes Raudra also as a 9th rasa. This is probably a reference 
to literary poems and not to music and dance not specifically mentioned by this commentator who 
probably took a later tradition. For in the next sutra of Tolkappiyam the sthayibhava of Raudra 
is included as one of the 8th bhava and no mention of “nadunilai” which was not a Natyarasa 
at the time of Bharata who was followed by Tolkappiyar. Tolkappiyam has two additional sutras 
which also mentions the bhavas of Raudra only and does not include Santa as a rasa. For example 
in the next sutra that gives the names of eight bhavas he lists only vehuli as the bhava and no 
bhava of nadunilai (Santa) (Sutra 251) . Also there are lists of four vyabhicari bhavas for each of 
the eight rasas in Tolkappiyam . A sutra number 258 refers to four vyabhicari bhavas forRaudra 
rasa and no such list for santa. Therefore Tolkappiyar did not recognize Santa as a natyarasa 
and was always referring to eight rasas which is an important factor to show that Tolkappiyar 
followed Bharata’s Natyasastra.
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The “natya rasas” that are delineated in Tolkappiyam in the chapter meypattuiyal, recognizes
only 8

1. Nahai
2. Alugai
3. Ilivaral
4. Marutkai
5. Accham
6. Perumidam
7. Vehuli
8. Uvagai
Ennum appal ettum meypadu enbar. This sutra makes it implicit that in this particular text 

it recognizes only 8 rasas.
Idu pirar vendum potral anri inoolil ivvaru venda padum 
Meypadu enbadu unartudal.
The santa rasa which is included as the ninth rasa will be seen later. But here this sutra 

itself only recognizes 8 rasas. Suvai is laughter which is Hasya in Sanskrit.
Muruvalithu karuthalum naguthalum 
Alave sirithalum Peruga sirithalum.
There are 3 types of laughter. A smile, a controlled laughter and the third is big laughter. 

Azhugai is of two types, one feeling for himself and the other is pity on others, which corresponds 
to avalai and karunai. Izhivu or iliviral is the third rasa which corresponds to Bhlbhatsa. Marukkai 
is athpuda or viyappu. Accham is bhayam or bhayanaka of the Sanskrit tradition. Perumitham is 
veer am or veer a. Vehuli is called Roudram.

This sutra constitutes mainly 8 rasas and we know that Bharata’s Natyasastra, recognizes 
only 8 rasas:

1. Sringara
2. Hasya
3. Karuna
4. Raudra
5. Vlra
6. Bhayanaka
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7. Adbhuta
8. BhTbhatsa
A$tau natye rasas smrithaha (Natyasastra)
These are the 8 rasas recognized in Natya Which means that the earliest known Tamil 

grammar Tolkappiyam has taken clue from Bharata’s Natyasastra and recognizes only 8 rasas which 
is important to known that Tolkappiyam is later than Bharata’s Natyasastra. And all the early Tamil 
compositions which followed Tolkappiyam evidently have followed Bharata’s Natyasastra.

Bharata after discussing Nibandha and Dhruva, the composition of poetry mentions what 
is called Natya Sahgraha. Chapter 6 on NS.

But now Rasah, Bhava, Abhinaya, Dharmi, Vritti, Pravirthayaha.
In addition to what is described to rasa, he gives rasa, bhava, abhinaya, dharmi (natya and 

loka), Vritti, pravritti, siddhi, swaraha, atodyam, ganam, prakritihi, upachara and mandapam are 
the 13 basic factors in Natya which are dealt with in order in Natyasastra.

The first one dealt with in Tolkappiyam is rasa or suvai of Tamil. Now we have seen in 
Meypattuyial of Tolkappiyam that it dealt with the 8 rasas. Obviously Tolkappiyam has kept the 
order in Natyasastra and it matches the 8 in Natyasastra. We are quite satisfied that Tolkappiyam 
closely follows Bharata’s Natyasastra indisputably.

The Tolkappiyam takes each rasa and gives the bhavas for each rasa. Each rasa has 4 
bhavas and therefore 8 X 4 = 32 factors are mentioned.

Rati (Love)
Hasya (Mirth)
Soka (Sorrow)
Krodha (Anger)
Utsaha (Energy)
Bhaya (Terror)
Jugupsa (Disgust)
Vismaya (Astonishment)

The whole of Tolkappiyam then deals with each and every bhava.
Meypadu in Tolkappiyam corresponds to mey -  ahga or body, padu-  reaction, so ahgahara 

is almost the translation of meypadu and also applicable to rasas.
The bhavas mentioned by Natyasastra sthyayi bhavas (total 33 bhavas). The number 32 

plus one more in Bharata’s Natyasastra is dealt with in Tolkappiyam
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So we can say with assertion that the earliest anthologies or poems in Tamil contemporary 
with Tolkappiyam and Silappatikaram assigned to the common era are all meant to be sung and 
enacted by the Banas, the Viralis, the Porunas, the Kuttas who are all mentioned again and again 
in aham and pur am poems. We are absolutely satisfied that the earliest Tamil poems followed by 
Bharata’s Natyasastra which had a greater role in the life of common people perhaps even more 
than the philosophical texts. One thing that comes out of Bharata’s outstanding contribution to 
Indian culture is the closely followed regional traditions. In my opinion the impact of Natysastra 
on early Tamil literature is “Total”
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Notated Heritage songs of Tallapaka Composers (15th Century)
Dr. Veturi Anandamurthy

Contributions of Veturi Prabhakara Sastri
In the year 2008 the Tirumala Tirupathi Devasthanam (TTD) celebrated the 600th 

anniversary of Tallapaka Annamacharya.
Before 1949 (just 65 years ago) many were unaware of the life of Annamayya. Let alone the 

layman, even the litterateur’s of the first half of the twentieth century had little knowledge about 
Annamacharya or his mission in life, except for a few references in the pages of history. None 
knew much about the impact of the Tallapaka poets (TP) in the field of our language, literature, 
music or culture of the medieval period.

All this changed and Annamayya became a part of the musical consciousness like 
Purandaradasa, Dikshitar, Tyagayya, thanks to the efforts of my father, Revered Saint Scholar 
Veturi Prabhakarasastri garu (VPS).

During the decade of 1940 to 1950, VPS who was heading the research wing of TTD, located 
the Sankirtana copper plates of the Tallapaka poets lying unattended in the TTD administrative 
office. He started researching the works voluntarily. He classified over 2000 copper plates containing 
approximately 6 musical compositions on each plate, and started publishing the edited Sankirtana 
volumes in a systematic way under the aegis of TTD.

He also unearthed the seminal biography of Annamayya written by Annamayya’s grandson 
Chinnanna from the TTD archives and had it published with an exhaustive foreword that brought 
into spotlight the life and works of the Tallapaka poets (1949).
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Another notable outcome of his research was the discovery of 2 embossed copper plate 
images from the Sankirtana Bhandagaram and identifying them as Annamayya and his son Pedda 
Tirumalayya. These images today represent the earliest known faces of any Telugu poet/composer. 
The images also became the critical bridge, to scope and identify the works of Tallapaka poets, that 
got scattered across the country over time. Parchments with similar images like the ones discovered 
by Shri VPS were identified at multiple locations (Tirupati, Sompalyam, Kanchi, Ahobilam, Kolar, 
Mariyammanahalli, etc.) helping us understand the impact and influence of these Tallapaka poets 
during that contemporary medieval period.

While the literary side of the Composers was being explored with great energy, Shri VPS 
felt that there was a need to propagate the compositions musically and hence he started the 
Annamacharya Music festival at Tirupati for the first time in 1949 (similar to the Tyagaraja 
Aradhana festival). Unlike Tyagaraja’s compositions which were supported by the parampara 
(tradition) of notated music being transmitted through the generations, there was no recorded 
evidence at Tirupati with regard to the musical presentation and the melody of the Tallapaka 
compositions. Therefore the Annamacharya music festival became a platform for current day 
musicians to present the Tallapaka compositions in their own style and helped popularise the 
works.

However, in the absence of the original 
notations, questions remained in the minds of musicians 
and researchers, on how the compositions were 
sung 600 years back during the era of the Tallapaka 
composers.

Another important discovery of Shri VPS (just 
before his demise in 1950) was of the 2 stone edicts 
dating back to 1500 AD, within the temple precincts 
in Tirumala. These 2 stone edicts had a series of 21 
compositions engraved with sahityam and notation 
sequentially. The slabs were numbered 2 and 4, 
suggesting that they were a part of a series of 5 or 
more slabs (as the slab no 4 was incomplete). We today 
call these as the Tirumala Music Inscription (TMI).

However, there was one intriguing question 
that remained on the TMI. The 2 slabs that were 
discovered did not contain any direct references to the 
author (as the stone edicts were incomplete) except 
for one salient Venkata mudra (signature term) that 

typically goes with all Tallapaka compositions. Therefore while there was no conclusive evidence,

Part of the Stone Slab Edicts 
discovered in Tirumala

Sankirtana padam  -  VasudSvarnava in Ragam  
(M alavagaula) -  Caupada D olam  (one o f  the 
com positions deciphered from  the stone slab)
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the presence of the Venkata mudra indicated the possibility of this being a notated Tallapaka 
composition, as the Tallapaka poets were the first known composers who dedicated their songs 
to Lord Venkateshwara.

Discovering the notated compositions of Tallapaka poets
The discovery of the Tirumala Inscription had a huge 

significance. It established for the first time the fact that there 
were notated Sankirtanas (musical compositions dedicated to 
Lord Venkatesa) as early as the 15th century and the TMI 
became the catalyst for my pursuit of unearthing further notated 
compositions of the Tallapaka composers.

By divine intervention I have been fortunate in retrieving 
7 notated compositions of the Tallapaka poets since 1998.
Four of the compositions were from the palm leaf sources of 
the Tanjavur Saraswati library while the other 3 were from 
published sources like Prathamabhyasa Pustakamu compiled by Subbarama Dikshitulu in 1904 
and Sangeeta Sarvartha Sara Sangrahamu compiled by Veena Ramanujayya in 1912

One significant outcome of my research has been to establish conclusively the 3 signature 
mudras of the 3 foremost composers of the Tallapaka family namely “ Tiru Venkateswara” for 
Annamacharya, “Alamelmanga sameta sri Venkateswara” for Pedda Tirumalacharya (son of 
Annamacharya) and “Venkatanatha” for China Tirumalacharya (grandson of Annamacharya).

The other significant outcome has been the identification of different musical formats 
adapted by the Tallapaka poets in their compositions. Annamacharya and the other Tallapaka 
poets have been synonymous with Sankirtana Padam format of compositions. However the 
discovery of the 7 notated compositions so far indicates that the composers also authored other 
formats Geetams, Prabandhams, Alapacharis in addition to the like Sankirtana Padam formats.

As a context, musical texts like Sangeeta Ratnakara authored 
by Nishanka Sharanga Deva (13th Century), Sangeeta Sarodhara of 
Sudha Kalasha (14th Century) and subsequent musicological texts 
like Nartana Nimaya of Pandarika Vittala (16th Century), Natya 
Choodamani of Avadhani Somanarya (16th century), Swara Mela Kala 
Nidhi of Bayakara Ramayyamatya (16th Century), Sangeeta Darpana 
of Chatura Damodara (17th Century), Kumbharana and the anonymous 
compiler of Sangeeta Shiromani of 15th century, expound in detail 
the theory of the structure of different types of Raga’s and musical 
compositions like Geetams, Prabandhams, Alapacharis, Thayams and 
Sankirtana Padams.

Gita Jagajaga Jhemjhem
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Musical texts like Sangeeta 
Ratnakara, Sangeeta Rajam, Sangeeta 
Shiromani (15th Century) Sangeeta 
Suryodaya of Lakshmi Narayana 
(early 16th Century), Sangeeta 
Darpana highlighted the Prabandhams 
like Jhombada.

Geetams and Prabandhams are 
typically identified as the “Abhyasa 
Ganaa” or the formative exercises in 
the learning of Carnatic music.

The 7 notated compositions 
of the Tallapaka trio that I have 
discovered so far are possibly the 
earliest recorded notated evidence of 
the usage of the different formats in 
teaching music. This is significant as 
it indicates that the Tallapaka poets 
were not only propagating Bhakti 

through music but were also aiming at formulating a curriculum for teaching music. We all 
know and identify with Saint Purandaradasa as the Father of the Carnatic music in formulating 
the syllabus for the learning of Carnatic music.

There is now literary and sculptural evidence of Tallapaka Pedda Tirumalacharya and 
Purandaradasa being contemporaries and interacting during their lifetime. The very popular

“Kereyaneeranu” an adaptation o f Annamayya 
song cited in my Doctoral Thesis pages 556 / 557

Sculptural evidence o f Tallapaka Pedda Tirumalacharya and Purandaradasa being 
contemporaries during the reign o f Achuta Deva Raya
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Purandaradasa Geetams “Keryaneeranu...” (Purandaradasa geetam quoted in Ganakala Bodhini) 
happens to be an adaptation of an earlier Annamacharya Sankirtana composition “Neeve neravu
gaani ninnu pandinchemu nemu...... ” Charanam 3... “Cheruvula neellu techhi, cheredu nee pai
jalli varamu padasitimi valasinattu..........” (Volume no 8-49 of Annamayya)

This indicates that Purandaradasa in reverence to Annamacharya adapted the more evolved 
Sankirtana format into the early beginner’s “Abhyasa” exercise format of Geetams. The discovery 
of the notated Geetams and Prabandhams of Pedda Tirumalacharya also indicates that the Tallapaka 
poets were themselves attempting to formulate early music exercises. My observation is also that 
Purandaradasa and Pedda Tirumalacharya were collaborating actively in the promotion of Bhakti 
through music under the patronage of then King Achyutadevaraya.

The discovery of these notated creations of the Tallapaka poets have given us a glimpse 
of how the music, melody, its usage was in the 15th Century. This discovery is however, just 
a fraction of the information yet to be unearthed. Further research in this line will prove to be 
significant in developing our understanding of the evolution of the modem Carnatic music.

Appendix
A. Compositions being presented :

1. Geetam (Pedda Tirumalacharya) - Gujjari raga - Chaturanana Janaka
2. (Presented by Dr Parameshwaran Namboodiree )
3. Geetam (Pedda Tirumalacharya/ Chinna Tirumalacharya) -  Kambhoji Raga - Jaga 

Jaga
4. (Presented by Yoga Kirtana supported by Yoga Vandana on Veena)
5. Prabandham (Pedda Tirumalacharya) - Ramakriya Raga - Jalachara dhara
6. (Presented by Yoga Advaith disciple of Dr Parameshwaran Namboodiree )
7. Prabandham + Aalapachari (Pedda Tirumalacharya) -  Shankarabharanam - Agha 

ujjalare
8. (Presented by Dr Parameshwaran Namboodiree )
9. Sankirtana (Tallapaka Annamacharya / Pedda Tirumalacharya) -  Malavagowla 

-vasudevamava
10. (Presented by Vidwan S Venu Madhav in CD recording)
11. Sankirtana (Tallapakam chinnayya) - Raga Shankarabharanam - Sri Hari Pada 

Teerthame
12. (Presented by Yoga Kirtana supported by Yoga Vandana on Veena)
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13. Sankirtana (Tallapaka Annamacharya / Pedda Tirumalacharya) - Malavagowla- Saraseeja 
Sambava (Not demonstrated)

B. T^ped notated versions of the Heritage Songs presented and notes on 
Rama Kriya Raga and Jhombada Prabandhams
(Compiled by Dr. Mrs. Arati Rao, Bangalore)
C. Thanking :

1. Madras Music Academy (Chennai). Dr Pappu Venugopal Rao, Prof. N Ramanathan.
2. All collaborators and performers -

Dr Parameshwaran Namboodiree Vidushi Smt Yoga Vandana
Kum. Yoga Kirtana
Master Yoga Advaith Veturi
Vid. S Venu Madhav Nanduri Parthasarathi
Flower Grafics, (Bangalore) and Veturi family members.

Note on items presented
1. “Aare re guhakaasaara tiirorvi” in Kambhoji - Rupaka Talam, starts with certain Jatis, 

describing the precincts of Tirumala as familiarised by Venkatachalamaahatmyam and 
Itihaasamaala. The ‘guhakasaratirorvi sringaara aaramakriidaa’ sthala is the part of 
Vaikuntha brought down by Garuda on to the sacred Tirumala Hills. The expression 
“Guhakaasaara” reminds of Annamayya’s lines “nelavai konetiponta nityamu 
Kumaaraswaami - kalimi tapamujesi kanina devu ditade” (Annama. 1-425). The Lord 
‘Venkatanivaasa’ on the Hill is the ‘Alamelmangaanatha’ who is ‘Sadaananda and Gnana 
ananta’. He is the ‘Jagati kriti (creator), Bhriti (protector), Hriti (destroyer) and chatura 
(dexterous). This is similar to the expression ‘Bhuvana rachana posha laya chatura’ 
(Ragam Varali-Rupakam) found in TMI or Bhagavad Ramanuja’s ‘Sakala Bhuvana 
Janma Sthema Bhangaadi liile’ The aabhoga mudra of the song corresponds to the 
proclaimed mudra of Tallapaka Pedda Tirumalacharya. This song as it is found in the 
manuscripts, which is devoid of its denoted compositional limbs could be a Giitam 
taught to beginners forming part of the then music syllabus. This appears to be a popular 
one those days as it is found with notations and better readings in one more palm-leaf 
manuscript source from Tanjore. The same song is also found printed in SSSS of Vina 
Ramanujayya (1900) without the identification of the composer.
This was performed by the upcoming young artist Kum. J. Yoga Kirtana, daughter of 
Vainika Vidushi Smt. J. Yoga Vandana and granddaughter of VPS, the saint-scholar. 
Kirtana secured her B’Grade recently by winning in the All India Radio Music 
competition.
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2. ‘Chaturaananajanaka Chaturbhuja’ Gitam in Ragam Gujjari - Talam Triputa. Resurrected 
and copied by collaborator Dr. Arati Rao, Bangalore from Ragalakshanam- Gitadi 11577 
p.58-60, [Devanagari scripted paper manuscript source kept in the TMSSML Sanskrit 
section. This collection was re-copied at the command of ‘Sev(n)adhurandhara Pandita 
Varaahappa Dikshitulu holding a dignified post during the reign of Sarabhoji/Sivaji 
of Tanjore.’ (See for more details Dr. S.Seetha’s book ‘Tanjore as a Seat of Music’ 
P.256.). This recopied paper mss was from an earlier Palm-leaf source in Telugu written 
by a scribe called by name Prasannayya. This song called ‘Gitam’ seems to run in four 
khandams i.e., the opening (udgraaha), Antari, prayoga and the end part containing 
the mudra (aabhoga), though the first and the last parts are not named. This song 
has 2 antari-s intervening. The coupled mudra specific to Pedda Tirumalacharya ie 
‘Alamelmangaa Ramana Venkatanatha’ is contained to indicate the composer’s name. 
From the ‘Venkatanatha’ mudra which is specific to Chinna Tirumalacharya, this 
could as well be the third composer’s song too. But the possibility of this being the 
formers is more because of the qualifying prefatory coupled utterance. In view of the 
intervening ankita mudra and the antari, prayoga limbs, this song may even be called 
a gita prabandham.
Dr. M.S. Parameswaran Namboodiri, an A’ graded senior Carnatic Vocal Artist of AIR, 
of Thrissur, Kerala performed this notated Gujjari Raga composition by setting melody 
to it.

3. The Two notated Jhombada Prabandhams of Tallapaka Pedda Tirumalacharya presented, 
are found in several palm leaf sources. Kumbha Rana, the author of Sangitarajam 
(1456) and the anonymous group of musicologists (1428) who compiled the treatise 
called Sangita Siromani / the Crest Jewel of Music, could not include these Jhombada 
compositions in their texts as the authors preceded the time of the composer. As 
otherwise they would have called both these as “Sri Venkateswara Jhombadams” and 
the other ‘Jalacharadhara mandaradharanaa’, in Ramakriya Ragam - Talam Rupakam, 
a “Dasavatara Jhombadam” These two were the first notated Prabandhams of the 
Tallapaka Composer secured by Dr. Veturi Anandamurthy (VAM) in 1998, from the 
micro filmed copies of the Tanjore palm leaf sources. Publication of this piece of 
research at that time received wide attention of the National press. Although these 
unique notated Prabandhams were reprinted in 1999 in the TMI, it was unfortunate that 
they received scant attention from our performing musicians by not even attempting to 
sing them. But luckily the error was corrected recently (on 13.08.2013) when Dr. M.S. 
Parameswaran offered to sing these Heritage songs for us at Kuala Lumpur, Malaysia, 
at the seat of the Indian Cultural Centre. That was hailed as a landmark achievement 
in the musicological study of the Tallapaka composers. We are happy today that he is 
back in India with us now to perform a couple of such notated Prabandhams of TP
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Composers and talk about their place and importance in the evolution of our classical 
Carnatic music. A brief note is added here on the two Jhombada prabandha compositions 
to bring out their unique significance.
Although the texts like Sangitarajam (S’Rajam-1456AD) and Sangitasiromani (SS- 
1428AD) of the medieval period dealt in detail about the lakshana of Jhombada 
and its various types numbering to 3510 in all and 24 varieties like ‘Nandii ramo 
maadhvaakhyo gadaadharasudhaakarau’ etc., none of the examples are quoted. Among 
the 24 name sake Jhombadam varieties like Ramajhombadam, Madhavajhombadam, 
Purushottamajhombadam etc we do not find the mention, for reasons already explained, 
of ‘Sri Venkateswara Jhombadams’ which appear to be popular in those times, or the 
“Vitthalajhombadam” another song of the same composer. In fact these are to be called 
the 25th or the 26th varieties of their classification. As it was customary in the poetic 
Prabandha structures to give the authors’ credentials in the colophon, so did this composer 
mention the details of his lineage, besides labelling his own mudra ‘alamelmanganatha 
Venkatanatha’ etc, at the end as mentioned earlier. From these two Jhombada Prabandhams 
we come to know for the first time of the composer’s unique and distinct biruda 
lanchanas such as Devebayakaara, Venkatabayakaara, Todaramallu besides the other 
known biruda citations like -Tirumalaguru, Srimadramanujasiddhantasthapanacharya, 
Sangitasahityasaarvagnakatva mangalasaamrajyamahita, Kavitarkikakesari etc. The 
method of singing the Jhombada is described in Sangita Siromani, chapter 13, thus - 
“If one sings the first half of udgraha twice, then only once it’s second half, next, with 
(or without) improvised phrases (prayoga = alapa), the melapaka, then once or twice 
the refrain (dhruvapada), next, only once, the abhoga, and if one concludes the song 
by singing the dhruva, it is traditionally regarded as a Jhombada “(Sis.245-246). The 
same traditional methodology appears to have been followed in both the jhombadas 
according to the marginal alerts provided in the palm-leaf song text.
The composer preferred to call the first song a Jhombadam, as otherwise we may even 
call it a ‘Dasaavataara Jhombadam’ as mentioned earlier.
The second song in Ragam Sankarabharanam Talam Rupaka commencing “Agha 
utcehalare...”is again a chaturdhatuka Prabandham containing the first part Udgraha 
(un-named), followed by the Javada, Alapachari (prayoga), and specific mudra khanda 
of the composer at the end of the song.
The content of this song appears to be the description of the early morning seva of The 
Lord, known as ‘abhisheka’ with annointment of parimaladravyas (parimaladhuulii... 
mrigamada lepanaanchita) perhaps on a Friday of the week. The ‘sins’ are asked to 
fly away from within as the bhakta is entirely occupied in the service of The Lord. 
However as VAM could not edit the first two parts of the song (matu) portions of the
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text, to suit the dhatu portion, he has tentatively left out the un-edited version of the 
song for the present and taken only the second part of the song which was edited, in 
presentation. Scholars are welcome to suitably edit the song. Obviously this is the second 
“Sri Venkateswara Jhombadam” of the composer Pe.Ti. retrieved so far. These two 
Jhombadams discussed above can, according to lakshanagranthas, be classified under 
the categories of chaturdhaatuka (247 as it runs on four limbs), gadyajaa (265- based 
on its prosaic nature).
These prabandham compositions of the TP poets belonging to both the Marga and Desi 
styles are available in both Sanskrit and Telugu Languages.{Ex. ‘Jalacharadhara’ and 
‘Agha’ are in Sanskrit., while the Desi Telugu Suladi entitled ‘valevale nani’ (31-478) 
and another Elaa prabandham ‘Medalekki ninu juuchi’ (13-223) found in the copper 
plates of Annamayya, are in Telugu language.}
Chiranjiivi Advaith Veturi, disciple of Dr. M.S.Parameswaran performed first the 
Dasavatara jhombada “Jalachradhara” in Ragam Ramakriya -  Rupaka Talam., followed 
by the second one “Agha Utchalare” in Ragam Sankarabharanam -  Rupaka Talam by 
Dr. M.S. Parameswaran.
The discourse on the evolution of ragams like Ramakriya and Gujjari and research 
dimensions into their nuances on the basis of the song texts and the raga information 
found in palm-leaf manuscripts was deferred for want of time for the time being. The 
presenter proposes to start the dialogue in that regard shortly.

4. Alapachari -  prayogas already embedded in the song texts, and other Thayams and 
Tennams in the palm-leaf manuscripts following such song texts like the Ramakriya 
Ragam Panntuvarali Melam; Ramakriya ayittam, Thayam, Gitam, Prabandham, 
Ragaalu etc found in clusters are some of the examples still being retrieved.
Of the above, Ramakriya Raagam-Pantuvarali Melam in 11575 L.271 wherein the 
raagasancharam occurs is a contemporary source to examine and determine the 
connecting links between the two ragas and their evolution, by competent researchers 
and musicologists.

5. Kirtanam and Padam:
Kirtanam, Kriti, Sankirtanam and Padam appear to be synonyms in the early 15th 
century, according to Sankirtanalakshanam (chi.ti’s tr. verses-1 to 20) of Annamacharya 
where these words are freely used to denote their musical compositions. But later these 
evolved, said Gurudev VPS, into different distinct identities as found in the Kirtanams 
of Ramadasa; Padams of Kshetrayya; and Kritis of Tyagaraja etc. The sankirtanam 
is a song starting with a Pallavi / pallavam and followed by charanam(s) / padam(s). 
The section which was later called the ‘anupallavi’ was perhaps in its formative stage
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only during Annamayya’s period. Although there are a couple of songs like ‘itarulaku 
ninu neruga taramaa -  satata satyavratulu sampoomamoha vira - hitu lerunguduru ninu 
nindiraa ramanaa’ (1-252) which indicate its formative stage, even though the section 
is not named ‘anupallavi’ as such.
Annamacharya and his descendants appear to have laid the foundations for preserving 
and propagating the oral tradition of the Tallapaka composers’ music, by means of 
committing music to notations, establishing institutions like Sankirtana Bhandagaram, 
arranging teaching and learning of music, framing Curriculum and Syllabus for music 
education, in collaboration with the contemporary Haridasa group. How Annamacharya’s 
song [‘ niive neravugaani ninnu bandinchemu nemu-daivamaa niikante nii daasule 
nerparulu... niivu nirminchinave niike samarpana jesi....(3) cheruvu niilu decchi 
cheredu niipai jalli varamu badasitimi valasinattu’ vol.8-49] was adapted into the 
simple abhyasagiitam of Purandaradasa’s “Kereya niiranu kerege challi “ stands as an 
evidence to this fact. These efforts of the Haridasas by the grace of God and under the 
umbrella of king Achyutaraya created the required relevance to Bhakti music as per 
aagama stipulations, in the daily worship in temples, rituals and devotional or other 
social gatherings giving rise to the institution called the Devabayakara vyavastha (a 
separate system of temple composers) as opposed to the then existing Rayabayakara 
vyavastha (group of royal court composers). There are ample evidences to elaborate 
the fact. Tallapaka Chinnanna’s Ushaparinayam (p.21) bears testimony to Usha learning 
music in a systematic manner starting with the early exercises in swara combinations, 
graded alankarams, jakkini gitams, chindus and Sankirtanams. Annamacharya’s eldest 
son Narasinganna is said to have been an adept in “performing songs (paadan), teaching 
music (jeppan) through graded lessons with notations (vama paddhati niidujodu ledani 
Sabha jocchi vaadinchi paragina dhiisaali. P.110-111), and vibrantly participating in 
academic / professional discourses. ‘Vama paddhati’ here, in musical terminology relates 
to swara and ragam. In the same breath Chinnanna talks of MeLam “graama santatatula 
meLamul sesi”, including Mandra Madhya taara sthaayis, 21 srutis, sapta swaras, grama, 
raga, aarohaNa and avarohaNas, sama suddha saaLaga sankima gatis and so on.
The “Balasodarunimiidi padamu jakkiNiyu” ie ‘Krishna padams’ and jakkinis 

raasakriida dance form with ‘sanchaarabhedaas’, shown in Chinnana’s 
Ashtamahishiikalyanamu(AMK) also depict contemporary musicological and 
danceological aspects. While describing the expertise of Lord Srikrishna in playing 
the flute, Chinnanna refers Him with similar epithets his father or other contemporary 
musicians earned. Calling Srikrishna as “GaaNa Todaramallu natlu” in such detail 
substantiates picturesquely the musicological domain of the period, [“mandra madhya 
taara sthaayis, 21 srutis, seven notes, grama, raga, arohana and avarohana, nijaavalis and 
bhajaavalis, SaLagaThayaas, difference between the maarga and desi taLaas, different
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jaatis, times chosen for rendering different raagams, aalati and aalaptis, melapraapti, 
singing of erotic male-female duets, singing of ‘padams’, raasa type of enactment, etc.” 
are examples to quote.]
His Paramayogivilasam (P.209) also describes musicological aspects like mandra, 
Madhyama, tarakamu.juupi; aayitamonarinchi; swaralayagramamurchnanala samcherigi; 
ghanasuddha, saalaga, sankiimamunu ..jaganmohanambodava’, etc.
Tarigoppula Mallana’s Chandrabhanucharitra (in passages like “suuLaaditaaLamul 
sogiya nalamkaara gumphanambonarimpa gonni naaLLu; praaggeyakaara virachita 
giitambuklu gukka pattutakunai konni naaLLu”) describes in detail the contemporary 
scene of teaching and learning music in Tirumala those days.
Besides establishing the Sankirtana Bhandagaram, Talapaka composers have also 
appointed two musicians, scribes and other helpers at Tirumala, Tirupati, and such 
other places for singing, teaching and propagating the Sankirtanavaakpuuja ie worship 
of the kirtanas.
We present here two notated Sankirtanams of Tallapaka composers preserved in 
musicological texts, palm leaf manuscripts and other archeological sources. Following 
is the “Padam” in Sankirtana format, entitled Choupadadolam, found in the TMI, with 
a two lined pallavi called “pallavam” followed by three stanzas of four lined charanas 
called “Padams” The notated version as found in the TMI, presented in the lecdem, 
is in the voice of Vid. Venumadhav. This exercise forms part of the discipline called 
“Music Archeology” today as this is the product of research work done in two sciences 
namely Music and Archaeology. [Earlier the embellished version of the entire Dasavatara 
Suda Prabandham and other Suladis found in TMI and TP Copper plates, have already 
been choreographed and presented on stage in both Kuchipudi and Bharatanatyam style 
of dances at Tirupati as back as in 2007 by the celebrated groups led by Dr. Uma 
RamaRao & party of Hyderabad and by Prof. R.Satyanarayana & R.S. Nandakumar 
party of Mysore]. Recorded versions of both the audio & video clippings were made 
available to listeners interested after the conclusion of the presentation.
Another popular notated song in the Sankirtana format, attributed to ‘Taalapakam 
Chinnayya’ by Subbarama Dikshitulu in his Sangita Sampradaya Pradarsini(SSP) entitled 
“Srihari paadatiirthame chedani mandu” in Ragam Sankarabharanam - Ata Talam, as it 
appeared with notation in SSP, was performed by Kum. J. Yoga Kirtana of Bangalore 
fame. The same song appears in the Tirupati manuscripts of Annamacharya without 
notations.

;- -£ g g=E>

80

THE M US I C A C A DE M Y • J OU RN A L 2014 • VOLUME  85

Dance Sculptures of Tamil Nadu
Chithra Madhavan

Images of Nataraja fashioned in metal of the eras of the Pallavas, Pandyas and Colas are 
well-known throughout the world. Not as famous are the stone sculptures of this deity found on 
walls and pillars in temples which is the focus of this paper which also highlights dance sculptures 
other than those of the Cosmic Dancer. The well-known and well-researched ones such as the 
Karana sculptures of Tanjavflr and other places are referred to only in passing while some of the 
lesser-known ones in various other temples are described in greater depth in this article.

A Terracotta panel of dancers
A rare find of a terracotta plaque in the village of Saluvankuppam (better-known as Tiger’s 

Cave), about 5 km north of Mamallapuram throws light on a unique dance form practiced in the 
Tamil country approximately two thousand years ago.1 After the tsunami in 2004, the Archaeological 
Survey of India discovered an inscription of the Rastrakota ruler Krsna III dated 976 A.D. on a 
boulder in Saluvankuppan. It mentions the gift of lands to a Subrahmanya temple at Tiruvil icil. A 
Cola inscription of Kulottunga III dated 1215 A.D. was also discovered in the same place which 
records a donation to the same temple in Tiruvil icil.2 Subsequent archaeological excavations in 
this place led to the discovery of a pre-Pallava brick temple for Subrahmanya dated earlier than 
the 4th century A.D. which was destroyed by a tidal wave, rebuilt subsequently by the Pallavas 
and later by the Colas.3

At the lower level of this site, a handmade terracotta panel depicting a group of five 
females performing a dance was discovered. The right hand of the extreme left figure and the 
left hand of the extreme right figure are shown stretched and the left hand of the extreme right 
figure and the right hand of the extreme left figure are placed over the shoulders of the adjacent 
figures. The remaining three figures flanked by these two female figures place both their hands 
over the shoulder of the adjacent figure which is shown by a horizontal oblique design connecting 
the shoulders of all the five females. The right feet of all the figures are turned towards their 
right side and the left feet are firmly placed straight indicating the rhythmic movement of 
the figures.4

The dance form depicted in the panel is well corroborated by early Sangam age Tamil 
literature which speaks of Kuravai as a dance form. There are many references to Kuravai in 
Maduraikkanci, Kalittogai and other Sangam literature about the dance form known as Kflttu,
1 T.Satyamurthy, A Terracotta Panel D epicting Kuravaikuttu.-Tamil Sangam Age, Kala:The Journal of Indian Art 

History Congress, Volume XII, 2006-07, Guwahati
2 Ibid
3 Ibid
4 Ibid
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especially known as Kuyavaikuttu in which females perform group dance praising Lord Muruga 
for his valour.5

Pallava Nataraja from Slyamangalam
Among the images of Nataraja from the Pallava period, one of the most exquisite early stone 

sculptures is seen in a cave temple in Slyamangalam, a village approximately 80 km from Chennai, 
in Thellar taluk, Tiruvannamalai District. Dating back to the 7th century A.D. and belonging to the 
reign of Mahendravarman I Pallava (c.600-630 A.D.), this cave has an inscription which mentions 
the original name of this Siva temple as Avanibhajana Pallavgsvaram.6 Incidentally, AvanibhSjana 
was one of the titles (birudas) of Mahendravarman I. At present, this cave-shrine, enlarged over 
the centuries, is called Stambhesvara or Tunandar temple.

The carving of Nataraja, small in size, but exquisite in finish, is found on one of the huge 
pillars in the Slyamangalam cave temple. Archaeologists have described it as one of the earliest 
sculptures of this deity in South India. Identified by the illustrious art historian C. Sivaramamurti 
as Siva dancing in bhujangancita, this Nataraja has the lower right palm in abhaya hasta and 
lower left hand across the body in karihasta.7 In the upper right hand is a bowl of fire and an 
axe is held in the upper left hand. With His hair, flying around and robes flowing to one side, the 
sculptor has clearly depicted the whirling motion of this celestial dancer. A Sivagana to Nataraja’s 
left plays on a vertical drum with both hands, while another gana to the right, carved in profile, 
is slightly damaged and is depicted either holding the cymbals or pressing his palms together in 
arijali hasta. The attributes of Siva like the crescent moon on the matted locks and the third eye 
of the forehead are present, but the dwarf or apasmara purusa underneath the right foot is not seen 
in this sculpture. A coiled snake with a raised hood is carved underneath the upraised left foot.

Nataraja images of the Kailasanatha temple
The unbelievably beautiful Siva temple of the Pallava times in Kanclpuram now known 

as the Kailasanatha temple is one of the most important structural creations of the Pallavas. 
Constructed in the eighth century during the reign of Narasimhavarman II better known by his title 
(biruda) Rajasimha (c.691-728 A.D.), this temple, almost completely built of sandstone, is known 
for its architecture excellence and as a treasure-house of Saivite iconography. The original name of 
this temple, eulogized in an inscription here as 'one that robs Mount Kailash of its beauty’, was 
Rajasimhesvara after this ruler. The Kailasanatha temple in Kanclpuram is a protected monument 
of national importance under the care of the Archaeological Survey of India.

More than three hundred of King Rajasimha’s titles (birudas) are etched on the walls of 
this temple by way of inscriptions. They are in Sanskrit and inscribed in the Grantha script. Titles

5 Ibid.
6 Epigraphia Indica (E.l.)Vol VI, No.32 (A), Archaeological Survey of India, New Delhi
7 C.Sivaramamurti, N ataraja in Art, Thought and Literature, New Delhi,1974, pp.180-183
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like Sri Atodya Tumburu (who was like Tumburu in playing on the Atodya), Sri Vina Narada 
(who is like Narada in playing on the vlna) and Sri Kala Samudra (the ocean of the arts) reveal 
his interest in music. The name of one of his queens was Rangapataka (the flag of the stage), 
perhaps indicating that she was a dancer.

Rajasimha, like many other kings of India, before and after, was a connoisseur of the 
fine-arts, especially music and dance. The Nataraja aspect of Siva gained great prominence in 
the Pallava times as seen from Sanskrit and Tamil literature and also by way of beautiful stone 
and bronze sculptures. Sculptures of Nataraja are seen in Pallava shrines earlier to the period of 
Rajasimha, but the culmination was reached in the Kailasanatha temple.

The sandstone sculptures of the Kailasanatha temple, many of which are of Siva as Natesa, 
the Lord of Dance deserve special mention. He has been depicted by the Pallava sculptors in 
many of the karanas among the 108 enumerated in the Natya Sastra. These carvings have been 
identified by many scholars, among the earliest being C. Sivaramamurti, the illustrious art-historian 
and C. Minakshi, the doyen of Pallava history. However, there have been various interpretations by 
different scholars. It must be borne in mind that these sculptures are approximately one thousand 
three hundred years old, much weather-worn, many whitewashed, some plastered over and a few

positioned above eye-level, thus 
making clear identification very 
difficult.

One of the most outstanding 
Nataraja sculptures seen in the 
Kailasanatha temple is in a niche on 
the outer wall of the main sanctum- 
sanctorum (garbha-grha). Here, the 
deity, depicted with eight hands, 
has been identified to be in the 
Kuiicita pose. One of his hands is 
swung across His chest in gajahasta 
or karihasta and another hand is 
held up to touch the top of His 
jatamakuta. In his hands are held the 
drum (damaru), axe (parasu) trident 
(trisula) and a staff with a skull 
at the top (khatvanga); His other 
hands have been identified as being 
in ardhacandra and ardhapataka. In 
a niche below this sculpture are 
three Sivaganas, followers of Siva,
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dancing joyously. To the right of Nataraja in another niche is a figure playing on two upright 
drums in a cross-handed attitude, below which are two Sivaganas, one playing on a flute and the 
other sounding the cymbals. To the left of Natesa is Parvatl, standing at ease, watching the dance 
of Siva with Nandi reclining near Her foot.

Similar sculptures of Siva in the Kuiicita pose are seen repeatedly on the walls of this 
temple. It seems quite clear that Rajasimha, the royal artiste, had a special fascination for this pose 
and therefore instructed his sculptors (silpis) to portray it often in this shrine. It is indeed sad that 
we know not the name of a single sculptor who fashioned these stunning sculptures. Surely, they 
must have been conversant with the Natya Sastra in addition to the Silpa Sastra.

On the rear wall of the garbha-grha of the Kailasanatha temple, Siva is depicted as Nataraja, 
dancing in what has been identified as the Lalata-Tilaka mode of dance. Most unfortunately, this 
sculpture has been badly damaged due to weathering over the centuries. Next to Him is Nandi also 
dancing, but in the Lalata pose. Seen in this niche is a rotund Sivagana, dancing by his master’s 
side. Flanking this celestial dancer are Visnu and Brahma. The Lal&ta-tilaka pose is also noticed 
in another niche in this temple. C. Minakshi has identified the sculpture on the twelfth shrine of 
the northern corridor of this temple as Siva in the Talasamsphotita dance mode and despite the 
whitewash and plastering done later, has certified it as a very beautiful sculpture.8 Siva dancing 
in the Ordhavajanu pose is seen in this temple and also as the Divine Musician represented as 
holding the vlna (Vlnadhara).

Dance sculptures of the Muktlsvara temple, Kanclpuram
Also seen in Kanclpuram is the Muktlsvara temple, which was once a lively centre of 

music and dance, and which is now a protected monument of national importance under the care 
of the Archaeological Survey of India Belonging to the Pallava period, this historical shrine is 
unfortunately one of the lesser known in Kanclpuram. This west-facing temple, constructed almost 
entirely of sandstone, has an inscription in Tamil language and Tamil script of the 8th century 
A.D., found on the west, south and east walls of this temple.9 It records the name of the shrine as 
Dharma-MahadevTsvaram, thus revealing that a lady of the royal family named Dharma Mahad6vi, 
a queen of the Pallava ruler, Nandivarman II Pallavamalla (731-796 A.D.), was responsible for 
the construction of this temple.

It would not be out of place to mention that this same epigraph records that this queen 
granted land to the God Manikkadevar (the original name of God Siva of this temple), the 
income from which was to be used for conducting worship. Two people named Amudarayan. 
Nayarrukam and Madasarman were given shares of food for conducting drum service in the 
temple. However, the real importance of this donative inscription lies in the fact that this queen 
provided a talipparivaram (temple establishment) which included fifteen dancing girls. The names
8 C.Minakshi, A dm inistrative an d  Social Life Under the P allavas, Madras, 1938, pp.282-283
9 South Indian Inscriptions (S.I.I.), Vol.IV, No.827, Archaeological Survey of India
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of all fifteen dancers have been included in this epigraph. This is one of the earliest, if not the 
earliest reference to dancers in connection with temples in Tamil Nadu.

On the outer wall of this temple is a big and beautiful sculpture of Nataraja in Ordhva 
tandava. His right leg of the multi-armed Siva is raised up to the head. A Sivagana dances to 
the right while a musician plays on a vertical drum (similar to the ones seen in the Kailasanatha 
temple, KaficI) to the left. Unfortunately, this sculpture is much weather-worn and damaged and 
hence many other details cannot be seen clearly.

A few of the sculptures of the Muktlsvara temple, found in the small pillared mukha- 
mantapa in front of the main sanctum-sanctorum as well the outer walls are of Siva in various 
dance poses. These sculptures, according to archaeologists, were carved many years after the 
construction of this temple. One of these depicts Siva in Ordhva tandava, with two Siva ganas on 
either side, one playing on a drum and the other holding the cymbals while another rare sculpture 
depicts this celestial dancer in the Svastika pose of Sandhya tandava.

This was a thriving temple in the times of the Cojas and Vijayanagara monarchs as attested 
to by inscriptional evidence. It is likely that in the times of the successors of the Pallavas, this 
gem of a temple continued to play in important role in fostering the arts of music and dance, 
leading to the carving of many of the dance poses on the walls here.

Pandya Nataraja sculptures
As glorious as the Pallava images of Nataraja are those carved in the Pandyan country 

in south Tamil Nadu such as the four-armed Nataraja watched by Sivaganas in Tirumalaipuram, 
Tirunelveli of the 7th century A.D., four-armed Siva in Lalata pose in Tirupparamkunram near 
Madurai belonging to the early Pandyan period of the 8th century A.D. watched by Parvatl and 
Sivaganas and others playing on various musical instruments and a Nataraja of the 9th century 
from Sevilipatti (Ramanathapuram District) of the 9th century A.D.

Miniature Co|a sculptures
The best-known and the most eye-catching temple of the Cola era is the Brhadlsvara 

(Rajarajesvaram) temple in Tafijavur built in the reign of Rajaraja I (985-1014 A.D.). Close 
behind come the outstanding Cola architectural marvels at Gangaikondacolapuram, Darasuram 
and Tribhuvanam. However, there are innumerable other temples, big and small, dotting villages, 
towns and cities across Tamil Nadu and some other parts of South India as well belonging to 
the reign of various Coja monarchs, before and after Rajaraja I. One among such lesser-known 
Cola temples is one dedicated to Siva called the Brahmapurisvara temple in Pullamangai, a small 
village near Pasupati Kovil, approximately twenty km from Tafijavur and also accessible from 
KumbakOnam. It is one of the most remarkable temples of the early Cola era. The original name 
of this temple, according to the stone epigraphs etched on the walls here, was Tiru Alandurai 
Mahadevar.10
10 Annual Report of Epigraphy (ARE) No. 556 of 1921, Archaeological Survey of India, New Delhi
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A Tamil inscription inscribed in this temple, datable to 918 A.D., belongs to the reign of 
Parantaka Cola I (907-955 A.D.).11 This indicates that this temple was built either early in the reign 
of this monarch or perhaps even earlier, in the reign of his father, Aditya Coja I (c.871-907 A.D.)- 
This temple has undergone many structural changes over time. The central sanctum-sanctorum 
(garbha-grha) and the mandapa in front (ardhamandapa) are from the Cola epoch, while other 
additions like the front mandapa (mukha-mandapa) were added in later periods.

Like in some other early Cola temples, many of the sculptures in Pullamangai temple, 
found on the outer walls of the main sanctum-sanctorum are miniatures, not more than a few 
centimetres in height. They depict various interesting episodes from the Ramayana, Mahabharata, 
various manifestations of Siva, incarnations of Visnu and also musicians and ladies in dance 
poses. These dance sculptures of Pullamangai are truly eye-catching by way of their brilliant 
workmanship and attention to detail.

One particularly eye-catching miniature is of Nataraja, the Divine Dancer with the right leg 
uplifted in Ordhvajanu pose and seen with multiple arms. One hand is in kari-hasta and another is 
in abhaya-hasta while others hold attributes known to Siva - the trident (trisula), axe (parasu), fire 
(agni), naga (snake) and kettle-drum (damaru). His hair, piled high on top of the head (jata-makuta),

is clearly visible as also a Siva Gana to the dancer’s right 
and a musician playing a vertical drum to the left.

Another exquisite miniature sculpture of Nataraja is 
carved in the Catura mode, again seen with multiple arms, 
holding the trisula, parasu, agni, naga, etc. The peacock 
feathers on the head look clear even today. To the left 
of Nataraja is a man playing on the ghatam while a Siva 
Gana, dancing in joyous abandon is carved to the dancer’s 
right.

Around the image of Ganesa in one of the niches (devakOstas) of the central shrine are a 
few Siva Ganas or followers of Siva. They are seen here playing on various musical instruments, 
and one is depicted with his mouth agape to show that he is singing! Above this Ganesa niche 
is a small sculpture of Siva as Candesa Anugrahamurti (Siva blessing His devotee Candesa or 
Candikesvara), and around this sculpture, in a semi-circle are very intricate and minute carvings 
of many more Siva Ganas, also seen with musical instruments and also dancing happily near their 
chosen deity. Above this is an exquisite miniature sculpture of Siva tandava. Still above, just below 
the roof, is a row of the same Ganas, who are also musicians and dancers.

The Kuranganatha temple, Snnivasanallur which is also an early Cola temple datable to 
the 10th century A.D. also has miniature sculptures of Nataraja. One of these is of this deity with

11 Annual Report of Epigraphy (ARE) No. 549 of 1921, Archaeological Survey of India, New Delhi
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four hands holding the trident (trisDla) in the lower left hand and kettle-drum (damaru) in the 
upper right hand, with the right lower hand in abhaya hasta and upper right hand thrown out. He 
dances in the Ordhvajanu pose surrounded by the Sivaganas playing the ghatam and cymbals and 
watched by Nandi on the side. Another similar miniature panel in this temple is Nataraja, again in 
Ordhvajanu, but this time seen with eight hands holding the parasu (axe), drum (damaru), trident 
(trisola), jvala (fire), and serpent in His hands while the other hands are in karihasta, abhaya and 
samdamsa. Here too, the ganas are seen playing musical instruments by the side. Beautiful images 
of Siva as GajasamharamOrti and KalasamharamQrti, both involving dance movements are seen in 
the Muvar Kovil in Kodumbalur near PudukOttai which belongs to the 10th century A.D.

Karana sculptures
The Brhadlsvara temple in Tanjavur (originally called Rajarajesvaram) is a protected 

monument of national importance under the care of the Archaeological Survey of India and along 
with the other two grand Cola temples in GangaikondacOjapuram and DarSsuram, is inscribed in 
the World Heritage List by UNESCO as ‘The Great Living Chola Temples’

However, it is in the Tanjavur temple that, for the first time, the karanas, as given in the 
Natya Sastra of Sage Bharata are depicted in a sequence. These karana carvings are found on the 
outer face of the inner wall of the circumambulatory passage corresponding to the first floor of the 
vimana, above the main sanctum-sanctorum. It is well-known that there are altogether 108 karanas 
enumerated in the Natya Sastra. The sculptors of the reign of Rajaraja Cola I had reserved space 
in this corridor for chiselling all the 108 karanas, but only 81 were actually carved. The space for 
sculpting the other 27 is seen empty. The exact reason for this remains a mystery. The sculptures, 
in a row, are of Lord Siva with four arms depicting the karanas. The first karana depicted is that 
of Talapuspaputa and the 81st is Sarpitam.

Later, such karanas were sculpted on in the Nataraja temple in Cidambaram and on the base 
of the gopura of the Sanigapani temple in KumbakOnam. All the gopurams of the Cidambaram 
temple have sculptures of ladies performing the Karanas. However, the west and east gopurams 
which most scholars date to the Cola times of the 12th century A.D. have accompanying inscriptions 
which carry the verses corresponding to that particular Karana as given in the Natya Sastra of 
Sage Bharata. The famous Arunacalesvara temple in Tiruvannamalai also has the Karana sculptures 
on the gopurams, the best being on the East gOpuram.

Nataraja image in GangaikondacOjapuram
GangaikondacOjapuram, the capital of the Cola emperors from the reign of Rajendra Cola 

I (1012-1044 A.D.), is home to one of the stateliest temples of India. Dedicated to Siva, this 
temple now called Brhadlsvara, was originally known as GangaikondacOlIsvaram after the title 
GangaikondacOla borne by Rajendra I as he had sent a victorious army to the north which brought 
back the waters of River Ganga.
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The architecture and iconography of this temple leave onlookers spellbound. On the outer 
walls of this temple are some of the most splendid stone sculptures of the Cola era. The most 
famous one is of Candesa Anugrahamurti (Siva blessing devotee Candesa) and opposite this panel 
is an exquisitely wrought Sarasvatl, the embodiment of serenity. However, there are many who 
miss seeing, or pay scant attention to a marvellous Nataraja (Adavallan) seen in a niche on the 
south wall of the sanctum-sanctorum (garbha-gfha).

The Divine Dancer, in bhujangatrasita, is seen four-armed, holding the kettle-drum (damaru) 
in the upper right hand, while the upper left palm holds the fire. The lower right hand is in the 
boon-conferring pose (abhaya-hasta) and the lower left hand is in gajahasta across the body, typical 
of Nataraja images of this age. The locks of Siva’s matter hair are seen flying on either side with 
the figure of Ganga on the right while on top are seen the crescent moon and a skull.

By the side of the right leg of Nataraja is a small image of multi-armed Kali, also in the 
dancing pose. One palm is in abhaya-hasta, while in the others are held a drum and many weapons 
like the trident (trisQla). A thin figure with three legs is also seen near the upraised left leg of 
Siva and this could be Bhrngi, an ardent devotee. Noteworthy is the emaciated figure of Karaikkal 
Ammaiyar, the illustrious lady-saint, seated and playing on the cymbals at the base.

It is interesting to note that around the main niche which has this grand carving of Nataraja 
are other smaller sculptures of great beauty. To Nataraja’s left stands Parvatl holding a lotus in her 
right hand and leaning gracefully on Siva’s bull (rsabha) while to the right are Siva’s two sons 
Karttikeya and Ganesa riding on a peacock (mayura) and mouse (musika), their respective mounts 
(vahanas). Below Vinayaka and Subrahmanya is a carving of four-armed Nandikesvara, seated and 
playing on a vertical drum. Under the images of Parvatl, Nataraja and Nandikesvara, are three 
horizontal panels, in each of which are carved three Siva-ganas, short, rotund, joyous, and playing 
on various musical instruments. It is interesting to note that one gana has his mouth open as if 
singing aloud and also playing on a horizontal drum.

Carvings of Surya and Candra are shown at the top 
of the panel, flying towards Nataraja with hands in vismaya 
hasta indicating astonishment at the very grand sight of the 
dance of this deity. Unfortunately, the left leg of this superb 
stone sculpture of Natesa was broken below the knee at some 
point in time and was replaced possibly in the 19th century by 
the Zamindars of Udayarpalaiyam who also constructed the 
famous lion well or Simhakeni inside the compound of this 
temple. This sculpture of Nataraja in Rajendra’s capital city 
far surpasses many others of this epoch.

There are also several other sculptures of dancers 
adorning the base of the temple. Even though weather-worn,
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they clearly are a reflection of the tradition in ancient India of music and dance being two of the 
sixteen (sodasa) offerings (upacaras) given to the deity enshrined in temples.

One of the most magnificent architectural creations of the Cola, times, which at the same 
time is one of great delicate beauty, is the Airavatgsvara temple (originally called Rajarajesvaram) in 
Darasuram, situated very close to Kumbakonam, the well-known temple-town.Constructed in the 
reign of Rajaraja Cola II (1146-1173 A.D.), during the waning phase of Coja history, it has several 
outstanding features not seen in many other temples of this era including innumerable sculptures 
of dancers and musicians adorning the walls, pillars and ceilings of this temple. Miniature dance 
figures carved into hard granite adorn the steps leading to the shrine of this temple. Of such great 
workmanship are these carvings that even after hundreds of years since they were sculptured and 
despite being weather-worn they still take away the breath of the onlooker.

The sculptures of dancers and musicians found on the gopuram entrance of the 
Kampaharesvara temple (originally known as TribhuvanavTresvara) in Tribhuvanam (also near 
Kumbakonam) are also noteworthy. These were carved in the reign of KulOttunga Cola III (1178- 
1218 A.D.).

The above mentioned sculptures are only very few of the innumerable carvings of dance 
in the temples of Tamil Nadu belonging to the pre-Pallava, Pallava, Pandya and Cola times. 
There are many more of this era and also of the subsequent times in the medieval Tamil country 
deserving of further research.

89



THE M U S I C  A C A D E M Y  • J O U R N A L  201 4 • VO LU ME  85

Unpublished Notations of Caturdandl forms
V. Premalatha

The term ‘Caturdandl’ means four main pillars and in music, it refers to alapa, thaya, 
glta and prabandha. A music concert pattern made up of these four musical forms seems to 
have gained currency around 13th or 14th centuries, of which one Gopala Nayaka is said to 
have been the pioneer1. Verikatamakhi has dealt with the four danda-s in chapters 6 - 9 of his 
Caturdandlprakasika. Meanwhile notations to the caturdandl forms came to be composed and 
preserved in the form of manuscripts (Seetha, 1981:280,350). Some such manuscripts are found in 
the Sarasvati Mahal Library, Tanjavur. In the year 1954, a few manuscripts containing the notations 
of alapa-s and thayam-s for nine raga-s, were edited by Sri K.Vasudeva Sastri and published under 
the title, Raga alapanas and thayams.

During a survey of the music manuscripts of the Oriental Research Institute, Sri Venkateswara 
University, Tirupati, a paper manuscript copied by Manavalli Ramakrsna Kavi was discovered 
containing the notations for alapa, thaya, glta and prabandha for a few raga-s. This is an incomplete 
transcript and carried the reference to the original source, namely, ‘Saptasvaradi laksanam, no. 345’ 
Meanwhile Kavi had observed a manuscript dealing with the caturdandl forms from Malabar and 
had presented a research paper at the X session of the All India Oriental Conference in Tirupati. 
The same has been published under the title, “Caturdandl in Karnata Music” in the Journal of 
the Madras Music Academy, Chennai in the year 1940 (Kavi, 1940: 87-89). Unfortunately, Kavi 
has not mentioned the title or any other details of the Malabar manuscript but has only given a 
very brief note on it.

A paper manuscript titled Saptasvaradi laksanam and numbered 345 is noticed in the 
Oriental Research Institute, Kerala University, Kariavattom, but could not be traced for a long 
time. Recently the same has been located and the present paper is based on the findings of this 
rare work.

Description of the Manuscript
Saptasvaradi laksanam (SSL) is a paper manuscript written in Malayalam script. It contains 

notations of the alapa, thaya, glta and prabandha from pp.33-333. There are altogether forty-one 
raga-s, but only some contain all the four forms mentioned above2. In other words, some raga-s 
do not have thayam and many don’t have the prabandha. Only ten raga-s consist of all the four 
forms of Caturdandl. The notations are written continuously and indications regarding the names of 
the raga-s, forms (like, alapa, thayam), individual sections in a form (like ayittam, eduppu, sthayl,

1 “Caturdandl PrakSsika of Verikatamakhl” by N Ramanathan - article published in the website 
www.musicresearch.in

2 A list of raga-s with the details of notations for the forms that are available in the manuscript, is given in 
Annexure -1.
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etc.) are made at appropriate places. The alapa and thayam consists of only svara-s, whereas the 
glta and prabandha portions contain dhatu and matu. Besides the caturdandl forms, the work also 
contains texts of other compositions like astapadi, varna, ragamalika and samapa[a?]da pallavi. 
Laksana-s of raga-s in brief are found scattered at a few places. There is also a small portion of 
an unknown work (dealing with music) interpolated in between the notations.

The work has no introductory note or colophon as in the case of technical treatises. It 
starts with the alapa in the raga Nata and is then followed by thaya, glta and prabandha in it. 
Towards the end of the manuscript, svara phrases are provided for some raga-s under the title, 
sancari vidham. A note on each of the four forms are given below.

Alapa
Alapa is the first part of Caturdandl. An elaborate treatment of this has been done in the 

Sariglta Sudha of GOvinda (SSud,2,460-466). According to Govinda, alapa consists of six stages 
and they are Aksiptika, Ragavardhanl, Vidari, Sthayl, Vartanl and Nyasa. Parallel vernacular names 
are also given for the terms, such as ayittam, eduppu, karanam, muktayl and makarini. Of these, 
ayittam corresponds to aksiptika, eduppu to ragavardhanl, ugra or rerido ragavardhanl to dvitiya 
ragavardhanl and muktayl to vidari. Sthayl consists of many stages like sadja sthayl (that includes 
arOhi and avarOhi sthayl), rsabha-sthayl, pancama-sthayl and so on. These sections differ with 
raga-s. The sthayl is made up of many tana-s (melodic phrases) that is evident by the serial 
numbering of the passages throughout. The tana-s in each of these sections are found to conclude 
on a common phrase. The concluding two sections Makarini and Muktayl correspond to the Vartanl 
and Nyasa. A similar description is also found in the Caturdandlprakasika of Verikatamakhi (CDP,6, 
1-31). Sariglta Sudha specifies the alapa structure for some raga-s also.

It is noteworthy that SSL contains the notations of alapa only for those raga-s that are 
described in Sariglta Sudha. In other words, alapa is not found in SSL for six ragas, for which 
there is no description in Sariglta Sudha. They are MarudhannasI, GummakambhOdI / Mecabaull, 
Gaulapanta, Mohanam, Malavagaula, Velahuri. These raga-s are provided with either svara phrases 
without any specific title or sancari vidham or other compositions like, glta, astapadi etc. The 
only exception to this is Todi, which contains a brief alapa and a glta only, and this raga does 
not figure in the Sariglta Sudha.

Sancari vidham
Sancari vidham is comprised of just svara phrases composed with plenty of permutation 

and combination of svara-s. Sometimes it is found at the end of alapa (that is between alapa and 
thayam) as in the case of Todi and Devagandhari or at the end of thayam, as in the case of Nata. 
The following is an example of the sancari vidham in Nata.

ssnp mmp mmp mmp mmpm - mmmrs - ssr ssr ssrs- ssnp - pm mpm - mpm mpm -
mmmrs - rgmpmmmrs - smmrs- mrsmrs- rsrr s,s, -
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sssssnssnp - snpsnp -mmmmmrs - rgmpmmmrs - mmmrs - mrsmrs - rsrss, -
ssnp - psnpsnpsn, - pssssr, -rgmmmp - sn,p - ssr- r,mmmm rs, - rgmrgmp 
-mpmpmpmp - n,pmp- mpn , - dnssnp - ss, s,
Sanglta Sudha gives a detailed description of alapa and its various sections for each raga. 

But the present manuscript matches with the description of Sanglta Sudha with respect to their 
sections, only in the case of five ragas. The other ragas do not consist of all the sections of alapa 
as found in Sanglta Sudha. For example, Sanglta Sudha specifies aksiptika, ragavardhanl, vidarT, 
nyasa, ragavardhanl, vidafl, sadja-sthayl, madhyama-sthayl, tsabha-sthayl, vartanl and nyasa, as 
sections for the alapa of Rltigaula (SSud,2,894-905). But SSL gives only ayittam and eduppu for 
this raga. The same is the case with many other ragas. The raga alapa notations in SSL mostly 
consist of sections like ayittam, eduppu and muktayl only, which appears like a short version of 
alapa.

The ayittam in a raga alapana is considered to be important, since it announces the raga 
at the outset and gives an outline of it. From the notations in SSL, we come to know that it is 
very brief consisting of only fewer number of phrases. The following is the ayittam in the raga 
savgrT:-

mpd,s - rsddddpmpddppm - rm,m - rmpd - dddp - ddssr,mm,rmm,r - mrrsd - dddpdds,ss
and the ayittam in the raga lalita:
s,snd, sndd, - mm -  mmmd,n -nns, - s,rsnd -  rrgrsn -  srsndmd, - snnnnns, - s,
Eduppu appears to be an extension of ayittam and establishes the raga. This is lengthier 

than ayittam and the range also seem to be stretched. For example, the eduppu in the raga saver! 
is thus:

rs ddddd ss rr m,m - rmpdddddpmp, - pmrm rrsd - ddpmpd, ss - mrrsdddppmr - mpddpp,p 
- mrmrrs,s,
and in the raga lalita is as follows:
gmrgmdd,m, gmmgrgrs -  nsrsnd -  snddmg -  m,dns, rrgrs, - d,ns,srsn -  dm,ggm -  
dm,grs, - rsns,s,
The sthayl varieties (arOhi sthayl, avarOhi sthayl, pancama sthayl, rsabha sthayl, etc.) are 

composed of serially numbered passages, ending with a common phrase. Each of these varieties 
end on their corresponding svara, like pancama for pancama sthayl, rsabha for rsabha sthayl and 
so on. The muktayl serves as a link to any two sections like ayittam and eduppu or eduppu and 
sthayl and the like.

Thayam
Thayam is the second part of the Caturdandl. The seventh chapter is devoted to this in 

Caturdandlprakasika, which is very brief. It mentions eduppu (popularly called as Makarini) and
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muktayl as the sections for Thayam (CDP,7,6-7). The SSL manuscript gives the thayam for 26 
raga-s. The various sections that occur herein are Sarani thayam, paisarani thayam, pakka sarani 
thayam and muktayl. But not all these occur in the thayams of all the raga-s. Some of them just 
read thayam. It is curious to observe that there is no mention of eduppu or makarini as specified 
by Vgnkatamakhi in the notations of SSL.

Reference to the terms, Sarani and pakkasarani is found in CDP in the context of methods 
of vlna playing (CDP,1,121 -150). In the sarani marga, the svaras are played on the sarani or the 
first string and in the pakkasarani marga, the svaras can be played in the previous string itself. On 
observing the notations of thayam-s in SSL, it is found that the movement of melody is restricted 
to a set of svara-s that fall within a particular range and possible to be played on a particular string. 
It appears that the phrases constituting sarani thayam are probably to be played in the main sarani 
string; those of the pakkasarani thayam on the pancama string (from mandra pancama beyond 
madhya sadja too) and that of the paisarani thayam exclusively in the upper octave on the sarani 
string (“pai” means ‘up’ in Telugu). A close study of the thayam passages in the notations of SSL 
reveals that the thayam consists of serially numbered svara passages without any meaningful text 
as sahitya. All passages seem to end on a common phrase. They are mostly made up of single or 
hrasva svara-s and rarely with an elongation for two aksara-s. The existence of terms like sarani, 
paisarani and pakka sarani in thayam, suggest that these were meant for being played on the Vina. 
Further the passages in the thayam also seem to develop in terms of length and range.

For example the thayam of Sankarabharana reads thus: 
r g g r s n s -  1 
r m g r g g r s n s -  2 
r m g r g m p m m g r  g g r s n s -  3 
m g r g m p n  pm g r m g r  g g r s. OS. -  4 
p . m m g r m g r  g g r s n s -  5 
m , g m g r g g r s ns -  6 
m g g r s n s -  7
s n s n p d n s r r r s r m g r  g g r s n s -  8

Gita
Gita is the third part of Caturdandl. SSL contains a number of glta-s set to sapta tala-s and 

other tala-s like druvarupaka, ragana mathyam and jhompata. There are number of glta-s in more 
than one tala for a given raga. For instance there are six glta-s in Bhairavi. The glta is made up 
of sections like adi, antari and javada. In many glta-s, adi is found towards the end. The glta in 
Padi raga and set to triputa tala, commencing with the words, “Kariraja sundara” is given in the
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SangTta Sampradaya Pradarsini of SubbarSLma DTksita (Diksita, 1904:166). GTta-s are set in Marathi, 
Samskrta and Telugu. Most of the glta-s seem to be unpublished.

Pancaratna glta
In the notations of gTta in the Nata raga, there is a reference to the term, “Pancaratna glta” 

A similar usage is noticed in the Sariglta-sarvSrtha-sara-sahgrahamu of Vina Ramanuja. Herein, 
there are two Pancaratna(glta)-s on Sriranganayaka and Parthasarathi (Ramanuja, 1917:42-48). 
Each one of them is in five different raga-s and tala-s. But in SSL, in the glta-s in Nata raga 
and set to mathya tala, the name, “pancaratna gTta” occurs, where it reads munamatte khandam, 
nalamatte khandam and anjamatte khandam. It is probable that the glta-s formed part of a group 
of five others (probably in khandam).

Prabandha
GTta is followed by Prabandha. There are 14 prabandha-s set to the suladi sapta tala-s. 

This also includes Umatilaka and Tanikarana prabandha-s. The prabandha-s contain meaningful 
text, svara-s and syllables like tena, dhigi, nam, kita. The umatilaka prabandha in the raga 
Gummakambhoji given in SSL is similar to the one found in SSP (DTksita, 1904:188).

Tanikarana Prabandha
SSL consists of eight tanikarana prabandha-s. Notations of tanikarana prabandha-s seem to 

occur in the manuscripts of the Sarasvati Mahal Library, Tanjavur. For example, the manuscript 
titled, GTtalu -  B11580, Palm-leaf, fol.l66-Kambhodi; fol.170- Mukhari3. On the other hand, textual 
reference to this term does not seem to occur. The term, ‘Tennakarana prabandha’ is seen in works 
like Sangltaratnakara of Sarngadeva, Sangltacudamani of Jagadekamalla, Caturdandlprakasika and 
so on. But it is different from Tanikarana prabandha. It is only Subbarama Diksita, who defines 
tanikaranam, while describing prabandha in the SangTta laksana sangraha of SangTta Sampradaya 
Pradarsini (DTksita, 1904:48). He explains tanikarana thus:

‘Some tanikarana-s follow gTta laksana and some tanikarana-s follow prabandha laksana 
and they occur frequently in vilamba and madhya laya-s. The alankara, gTta, prabandha, 
tanikarana-s should be sung in three kala, with a coordination or synchronization between 
singing and the hand gesture of tala. The sOladi-s are to be sung with the synchronization 
of the voice and the hand in a single kala. It is a tradition to play the above said alankara 
gTta thaya prabandha tanikarana-s using lomltu and velimTtu, first in madhya-tara sthayT-s, 
then in mandra-madhya sthayT-s, on the vTna twice’
With regard to the tanikarana prabandha-s of SSL, they are set to ata, druva and mathya 

tala-s nd composed in the raga-s, Nata, Gaula, VaralT, KambhOdi (2), Sankarabharana (2) and

3 Information obtained from the notes prepared by Dr. S Seetha on the music manuscripts of Sarasvati Mahal Library, 
available in the website: www.musicresearch.in
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Madhyamavati. They consist of svara-s as dhatu and a meaningful text as matu. The Tanikarana 
prabandha-s are made up of sections like druta, vilamba and javada, followed by druta, vilamba 
and ends with javada. While the druta and vilamba sections within a prabandha differ, the javada 
seems to be same. In some cases, adi replaces javada.

Mudra
A few mudra-s are identified in SSL in the gTta and prabandha sections. Some of them 

seem to be Vagggyakkara mudra, while others seem to denote the names of the patrons or Kings. 
For example, VenkatamakhI (gTta in Bhairavi and Kambhoji, prabandha in Gumma Kambhoji 
and Padi) Tanappa (Kambhoji prabandha) Yagnanarayana (Mukhari glta), Vemabhupo Mahlpati, 
Raghunatha bhQpati (Bhairavi gTta), Todaramalla (Nata gTta) and so on.

Raga laksana
Along with the notations, there are some references regarding the laksana of a raga. In 

some cases, the names of mela-s are mentioned for some raga-s. Some of these coincide with 
SangTtasudha and/or CDP, while others with the Ragalaksanamu of Sahaji. A few examples are 
given below.

Rltigaula is noted as a janya of bhairavT mela in SSL, which accords to CDP, whereas 
it is mentioned as a janya of Snraga mela in SangTta Sudha.
Narayanagaula is regarded as a janya of Kedaragaula mela and Velavali as a janya of 
Snraga mela in SSL, which is the same as that seen in CDP and SangTta Sudha.
Kannadagaula is classified under Samanta mela in SSL, which matches with the laksana 
of SangTtasudha. On the other hand, this raga is described as a janya of Snraga mela 
in CDP.
DesaksI is regarded as a janya of Sankarabharana mela in SSL, which is also seen in 
the Ragalaksanamu of Sahaji. But this raga is noted as a mela in SangTta Sudha and 
CDP.
MOhana as a janya of Kambhoji and Kedara as a janya of Sankarabharana is found in 
the Ragalaksanamu of Sahaji, but does not figure in SangTta Sudha or CDP.

Thus it is observed that the mela -  janya information in SSL, coincides with SangTta Sudha / 
CDP / Ragalaksanamu of Sahaji at different places. However the relevant information given in each 
of the texts seems to be highly significant in the musicological perspective. Further, the laksana of 
some raga-s seems to differ within various parts of a given notation. For example, Saveri drops 
‘ga’ and ‘ni’ in the alapa, but includes them in the ugra section of alapa.

With regard to the svara-s occurring in the raga-s, there are some interesting observations. 
Some of them are given below.
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Kalyani drops ‘ma’ and ‘ni’ in ascent, which resembles the laksana specified in CDP 
Bauli includes ‘ni’ in the ascent too, at a few places 
T5dl omits ‘pa’ throughout, except for two instances
Sankarabharana thayam uses the phrase, ‘pnp’ only for ‘pdp’, which appears to be the 
method followed by Vina players in notating. But ‘pdn’ phrase occurs in the alSpa 
sections
Kedara occasionally has dhaivata

Conclusion
The present study seems to broaden one’s outlook with regard to the notations of Caturdandl 

forms. Till now, notations of this kind were presumed to be available only in the Sarasvati Mahal 
Library, Tanjavur. Thus the discovery of the caturdandl manuscript from Kerala library is a 
breakthrough in the field. Based on the analysis of laksana-s of raga-s and the forms themselves, 
it is clear that SSL though belongs to Malabar region, seems to have originated from Tanjavur. 
It was M R Kavi who discovered this manuscript at Malabar, made an assessment of it and 
documented the findings in an article (primarily, a research paper) and above all, tried to make 
a transcript and preserve the same at ORI, Tirupati. A critical edition of the notations of the 
caturdandl forms based on all the available manuscripts, would throw more light on the laksya 
and laksana of music of the 16th - 18th centuries.
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Annexure - 1 
Details of notations

S.No. Raga Alapa Thaya Gita Prabandha
1. Nata A Tha Gl Pra
2. Gaula A Tha Gl Pra
3. VaralT A Tha G! Pra
4. KambhodI A Tha Gl Pra
5. Sankarabharana A Tha Gl Pra
6. Salanganata A Tha Gl Pra
7. Bhairavl A Tha Gl Pra
8. Mukhari A Tha Gl
9. Saurastra A Tha Gl

10. Ahiff A Tha Gl
11. Kedaragaula A Tha Gl Pra
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Folk Music in Karnataka
Veena Murthy Vijay

As the dawn enters the earth with its sparkling rays of the sun, the young girls in the village 
clean the front of their huts and spread rangOli as they sing the folk songs. This tradition or the 
pattern of singing while doing the daily chores has been followed by the village folk right from 
ancient times. Therefore folk music has been the heart of the culture of our land.

Apart from possessing a great legacy of classical dance and classical music, Karnataka is 
home to innumerable and exquisite folk forms. Spread across the state, these distinctly unique 
forms continue to evolve and represent the cultural identity and regional flavour of their origin. 
The reforms that swept through the classical styles in the early 19th century did not affect these 
indigenous folk styles which have essentially remained the same.

Sadly though, without enough patronage and media exposure, many forms are on their 
way to extinction today. Fewer and fewer youngsters are interested in learning or propagating 
these very native styles. If you were to ask a youngster today to name a few folk styles, they 
would probably answer dandiya or bhangra (thanks to the film fraternity!) but very few can think 
of anything beyond kolata. This is heartbreaking, as Karnataka has over thirty main styles and 
innumerable variations -  the largest varieties of folk styles in India.

Folk music in Karnataka is largely performed even today as their daily chores in the 
interiors of Karnataka in southern & northern part of the state. Geographical and cultural factors 
have found representation in Karnataka’s amazing variety and range of folk styles and forms. The 
state has plains, valleys, a coastal belt and hilly terrain. Such natural resources inspire a variety 
of cultural developments with rich folk music forms.

Historically, the region has been a cradle for several flourishing religions. Religious 
ceremonies have been the starting point of most folk music. Various social, religious, economical 
and geographical factors have blended harmoniously to create a rich repertoire of folk forms. The 
practitioners, today, face extreme difficulties in earning their living. They need encouragement and 
support in terms of infrastructure, finance and patronage. This article will provide a brief insight 
into the origin of the folk music, folk attire and dance. The objective is to highlight the artistry 
and how generations have been preserving and passing on their identity.

Definition
It is rather difficult to arrive at a distinct definition of folk forms. Sociologists and 

anthropologists define a folk form as an “evolved practice or presentation that could be dance, 
music, theatre or ritual based. It depicts the social, religious and economical status of the selected 
population. Folk forms are inspired by their geographical features, natural history and the evolution 
of their culture, be it written or unwritten.”
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Folk music forms are passed on orally, from generation to generation, and are very rarely 
documented on paper. Most folk artists are unlettered but the magic is in their brilliant, raw 
and energetic skills. The presentations can involve a group of performers, or several groups of 
performers. One man may lead a group, but solo performers are seldom seen.

Origin
On a broad basis, folk forms are a celebration of three main aspects: prosperity, fertility 

and the triumph of good over evil. For instance, Suggi Hadu or Kunita celebrates the harvest 
season. Karaga and Ummatatta from CQrg are songs of symbolic worship of women, that is, 
worship of fertility.

The victory of Lord Siva over evil is celebrated by recounting the episode of Vira-bhadra 
in Vlragase. The music is mostly vigorous with tamate or drums, this is martial art music.

Vlragase
Many folk forms started as a result of religious and social practices. Bhuta Kunita is 

religious in nature, as it is a salutation to celestial spirits. It is done to please and win over their 
favour (good crops) and wealth.

Most folk music or dances are always performed around or with fire. As the discovery of 
fire was a milestone in the evolution of man, it became mandatory to respect this phenomenon. 
Such causes are not relevant today, but in lighting the lamp during pujas and festivals, are a 
symbolic representation assuring prosperity is made.

100

THE M U S I C  A C A D E M Y  • J OU RN A L 2014 • VO LU ME  85

Over a period of time, the values attached to these forms were lost and the art forms began 
to evolve and flourish. Eventually some forms started as a revolt against traditional establishments 
and enlightened the people about the social responsibility of the society.

Classification
As very little work has been done in terms of codification, there are few references available 

to base these classifications on. These divisions apply to Indian forms in general too. On a very 
broad scale there are only two divisions -  Dharmika or Laukika. Dharmika when it is ritualistic 
or based on social circumstances and Laukika when it is professional and entertaining in nature.

They can be however classified on several bases; some are mentioned here briefly.

Based on region
1. Coastal belt (Karavali)
2. Hilly terrain (Malenadu)
3. Plains (Bayalu Slme)
4. Male Mahadesvara

Based on content
1. Ritualistic (devadasi)
2. Religious
3. Moralistic/didactic (Sobane hadu)
4. Martial
5. Tribal
6. Theatre-based (Kinnara Mela)
7. Entertainment-based
8. Agriculture-based
9. Professional

10. Nomadic

Based on prominence
1. Song
2. Dance
3. Instruments
Janapada Sanglta Nrtya, Vadya and Kale are inter-woven. It is just that in a given style, one 

aspect becomes important. For instance, in Cit Mela, the music of the folk instruments is the soul
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of the folk form, not movement or attire. They sing in groups with one phrase being repeated at 
every interval of a rendition of carana, Ex : Cannappa canne gauda etc. Cit mela is an orchestra; 
they also have dance movements which emulate butterfly movements while singing.

Common Features
One of the most striking features in our folk forms is that men and women do not mingle 

when they sing and dance together, especially in the plains. There are no written scripts of the 
songs. Although some hilly terrain styles, particularly of the tribal sects such as Kudiyas, Yaravas, 
Siddhis and Kunabhis, allow the genders to mix, few such forms are surviving today.

Folk Music of the Women:
There 3 varieties of songs based on occupation, religion and relationship.
Folk forms performed exclusively by women are scanty compared to the large number 

of styles performed by men. Women folk have the music integrated into their daily lives. This 
kind of music is generally without instruments. The functioning of a certain instrument like the 
grinding stone or the pounding stick (‘Onake’ used in pounding the grains) turn into instruments 
as the ladies sing and do the grinding or pounding.

The women folk have faith in their goddess “DANDINAMMA” They offer prayers and 
often the songs in their daily chores are dedicated to this Goddess, other Goddesses are 
the Banje Honnamma, Uttara Devi. There is seldom a folk song lyric or poetry without 
a prayer to the Gods or Goddess. Every song will have a dedication to Gods and end 
with a prayer to the deity. The music rendition or the ragas are different for each of 
these functions based on the work, e.g. Bidi hadu. Blank verses are sung by narrating 
a storyline upon which they improvise the story and the narrative. The famous stories 
from Mahabharata and Ramayana are sung in these verses. Family and relationship 
oriented songs like ‘BTjkoduge hadu’ - a song sung while sending the bride to her in­
law’s house, the wedding songs , which are laced with humorous questions & answers 
between both the sides of the wedding party. The songs sung by women folk for naming 
the baby etc. are sung even today by the village folk women. There are certain songs 
integrated with religious rituals done by young and old women folk like Kunti Puje, 
tihgaju mavana pQje & others. The songs are generally in tripadi style that is 3 verses 
for a paragraph, or one line verses which repeat at the end of every verse. The other folk 
songs are the sobhane pada for festive occasions, Devara hadu while taking the deity 
in procession, ‘tarnase hadu’ while separating the grains etc. There are songs which are 
sung in praise of Sun, moon and rain gods to protect the folk with good rains and rich 
crops. Most of the women-based forms have musical orientation than dance as such. 
The women sing songs during their working hours and a lullaby to put their babies to 
sleep at night.
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Caudike pada - the songs in caudike pada are in praise of goddess Yellamma. This is a 
traditional devadasi music form. A hallow drum called suti ,with 2 strings are drawn to 
make a unique sound and a pair of small cymbals (tala) are used along with Caudike 
a small drum to sing caudike pada..

Caudike
•  Pugudi Glte: The fisherwomen tribes pray to the gods and sing these songs. It is usually 

in Marathi language as Maharastra border influences the culture in this region. The 
songs are sometimes in praise of Pariduranga vittala, seeking his blessings for the well 
being of the community.

Male Oriented Folk Music
The male folk singers can be distinguished in 2 different forms the dharmika or religious and 

laukika or the professional folk dancers and singers who make this as occupation for entertainment 
and religion.

Forms of male folk music and dance:
Jade kolata- The tamate is played along with cymbals or taja. The group of dancers 
with a rope on one hand and stick with other go around a pole kept at the centre, where 
the other end of the rope is tied. They go around in a circular pattern with intricate 
synchronization to form a braid on the pole.
Camundi kathe is a form of Kathana gltegalu in which the stories of Mysore Dassera 
history are sung before the procession during the festival.
Nllagarru pada is poetic in nature wherein the last verses are repeated in the song.
GlGl Pada, is one such form of Devadasi folk art which are religious and devotional 
songs sung by men folk. GlGl pada is used even today to bring the current issues like 
AIDS, water scarcity, family planning, fertilizers etc to the village community.
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Another devotional form is Mantesvami stories from Camar&ja nagara near Mysore,
Honde Rayana Olaga... the singers go around in circles while the lead singer sings the 
verse the others repeat Honde rayana, Siva siva Rama, Sivane rama... and other such 
verses.
‘Dombi dasaru’- Laukika folk artists who do it for religion sing and make a living. 
The other vibrant male folk forms are doflu kunita, Vura ghase, karadi majilu. Theatre 
forms like citmeja, doddata, mOdala paya are also performed.
Kamsale pada is a very vigorous and acrobatic dance music form, wherein the dancers 
play the cymbals and sing the stories of lord Mante svami /male mahadesvara. The 
stories with moral and religious values are narrated all night. They are practiced even 
today by traditional families..

Kamsale

Costumes
A rich tapestry of colours and a wide variety of textures wrap the folk styles. The costumes 

again are inspired by nature and are, sometimes, drastically opposite to their natural setting to break 
the monotony of the geographical surroundings. The Halakki okkaligas from Uttara Karnataka 
wear a multi-coloured flower-like headgear to mimic the local scenery that is rich with flora.
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BhOta Kunita from Mangalore uses elaborate and massive attire made entirely of coconut leaves 
abundantly available there.

Halakki okkaliga

Music / Rhythm / Instruments
The rhythm patterns are foot tapping and get the adrenalin pumping. Most folk forms use 

the Tamate -  a percussion instrument made of animal skin. Be it the Cande or the Khanjlra, each 
instrument is unique and adds to the overall presentation. The concept of tala as in classical music 
is ignored; the beats are repetitive sets of 8 ,1 2 ,1 6  or, sometimes, 17 counts. In fact the music will 
change according to the lead performer who takes the whole group through the performance.

The hilly terrain folk use pleasant, soothing instruments, while in the plains loud drums 
and fierce trumpets are used. The songs and rhythms of the Karavaji dances are like the sounds 
of the ocean, sometimes soft and soothing, sometimes harsh and violent.

Instrumental folk music
Most forms have instruments for percussion and melody. Folk instruments are unique 

too. The instruments used for a particular form of music are not used for any other form for
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example caudike is an instrument which is used only in caudike pada, likewise cit meja, or 
mukha vine.

Mukha vlna is played on several occasions like the religious functions in the temple, the 
weddings, harvest etc. There will be no vocal music rendering while this instrument is played

They are made by the artists themselves, often passed on from generation to generation. 
Mukha Vine, Maddaje and group singing are common in the plains. Cande, Maddale 
and solo singers are seen in the Karavali forms.
Jaggalige Mela: This is drum music with huge drums, made out of bullock cart wheels 
and animal skin. The drummers go round rolling these drums and beating them in a 
huge circle formation in groups of 20 or 40. The Mukha vlna and smaller drums are 
accompanied with this, Mohana and durbar raga notes are played generally.
Muhina Hejje Kunita: The most adventurous form. The drummers beat the drums in 
frenzy while the group of dancers dance in perfect synch into the thorny squares. The 
thorns are tied in rows and lines of 16 or 32 squares. The dancers jump into these 
squares to the drum beats. The thorns are poisonous and may take years to cure from 
injuries caused by missing a beat, but they seldom miss the beat.

Theatre-based forms
There are several theatre-based forms found only in Karnataka. For example kinnara mela 

- There will be 5 singers with small tala / citike in their hands, they sing a story and also enact 
each character from that story while singing. Theatre is integrated while singing the stories. This 
unique form has been used by several theatre groups & productions, for example Laksapati rajana 
kathe.

Kinnara Mela
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Folk theatre forms are very elaborate and form a complete genre by themselves. YaksagSna, 
Togalu Bombeyata and Bayalata are some theatre-based forms performed overnight.

Sobane pada
Another most ancient form of folk music is the sobane pada. The singers sing the songs 

when they take the god from the temple in procession and also during the weddings. The meaning 
of these songs are generally wishing good for the newly wedded couple, prayers to the deity, and 
praises of their regional king.

Be it the Patada Kunita, SOmana Kunita, Jade Kolata, Puje Kunita, Goravara Kunita, 
Kamsaje, Vlragase, Ummatatta, Dojlu Kunita, Suggi Kunita, or Bhuta Kunita, these dances are 
unique visual treats. Folk music in these dances are different from each of these dance forms.

Dollu Kunita

Tribal Folk Music
Tribal group folk music consists of halakki, budakattu, sOligaru, lambani are some of the 

other folk styles. There is another tribe called Yeravaru, who dance Yeravara kunita. Then there is 
DTpavaJi puja hadu for the festival of dlpavali. Holi sigma hadu for Holi celebrations by Kunibi 
tribe. True art is seen in these tribal houses. They decorate with beautiful patterns of Cittara art 
on the walls of their small huts.

Gaudigaru:- Away from the village, this tribe dwells in the hilly region. They have 
migrated from Maharastra and settled in Malenad in Karnataka. They sing songs in 
Marathi wearing the saris in Maharastra style. They are known for the cittara paintings 
which decorate their small but ethnic huts.
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Tarle B lrle  songs are sung by Tarle tribe. They sing and dance to seek blessings of 
mother earth in these hilly regions with drums and flute while they repeat words ‘tarle 
barle’ after each verse.
Gondara Kunita is an ancient form of music. Only drums are played with no vocal 
music.
Gum ate - the earthen pot kind of drum covered with animal skin is played by men. 
After each cyclic rhythm they change beat by playing 3 times, like a muktaya in classical 
music.
Kangilu Kunita -This Kangilu tribe wear skirts made of coconut leaves and flowers 
to offer worship to their regional god. They sing and dance in circular formations.

As per the regions the folk music can be studied as North (Uttara Karnataka), South 
Karnataka or daksina, Central Karnataka & Coastal area.

North comprises of Bldar, Gulbarga, Bijapur, Baflari, Bejgaum, Bagalkot. The folk traditions 
are GlGl Pada, lavani, Caudike, Tatva Pada, Mailare Linganna hadu, Kolata hadu, Suggi hadu.

South or Daksina Karnataka comprises of Udupi and other places. Folk forms are Kangilu, 
karaga, Kolata, Bhuta Kola and other forms.

Central or madhya Karnataka comprise of the regions of Tumkur, Simogga, Davanagere, 
Citradurga, Cikkamaglflr, Hassan. Folk forms are Bhajane Mela, Kinnara mela, Vlra gase, 
Poljukunita, kani vadane.

Coastal area comprise of the regions of Uttara / north canara, Honnavara. Folk forms/ tribal 
forms are siddhi, gondali, halakki okkaligaru, Suggi, NTllagarra pada.

The experience of exploring the folk traditions of our land makes one proud of being a part 
of such a rich cultural heritage. The folk Musicians & dancers of our country continue to perform, 
for they simply have to. To them, art is a part of their daily life. They do it for the love of it.

References: Based on Karnataka Janapada Kalegala Kosa - Compiled by H. G. Borlingayya, 
Kannada University, Hampi. Inputs given by Dr. Sarvamangala, Director Archives Karnataka 
Janapada Parisat and Drsti Magazine. Audio- Visual aids by Karnataka Janapada Parisat.

---------— 5 ^ ---------
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Book Review 

Isai Marabu
(PANCHA MARABU Dr. SA.K. Durga)

Over the last century much attention has been given to transliteration and translation of 
early works on music in Sanskrit, Telugu and Tamil. One such effort is the work on the Isai 
Marabu of Pancha Marabu by Arivanar. This publication has been brought out by the Center 
for Ethnomusicology and co-authored by Dr. S.A.K. Durga, well known ethnomusicologist and 
researcher along with Dr. Alamelu Ramakrishnan, who has written several text books for school 
students.

Numerous treatises have been written on the grammar and practice of music. Adiyarkku 
nallar who wrote a commentary on the Silappadikaram cites five important works on music 
and one among them is the Pancha Marabu, that is an extensive work on music and dance. 
As the work deals with the traditions of ‘isai, vacia, tajam, kflttu and abhinayam’, it is called 
Pancha (five) Marabu (traditions). Both the vaciya marabu and tala marabu deal with aspects of 
rhythm, and kflttu and abhinaya marabu deal with nrtta and abhinaya aspects of dance. The first 
section, Isai Marabu, is a detailed account of the grammar of music. As a musician and researcher, 
Dr. Durga has aptly chosen to bring out their first publication on just the Isai Marabu alone.

The source for this work is a publication in 1973 by Shakti Ara nilayam, Kovai in memory 
of Sri N. Mahalingam of Pollachi. The book wrongly mentions the publication to be from Pollachi 
in the front cover.

The introduction to the book speaks of the growth of Tamil as a language under the Pandya 
kings. The Panchamarabu is a work that is believed to be in the last Sangam period from B.C. 325 
to A.D 350 as there is reference to the Pandya ruler Maran, ‘Mannan tirumaran’ as mentioned in the 
Yazh Marabu. Some scholars date this work to the middle Sangam period as well. The introduction 
also carries a note on the type of metre called Venpa used extensively in this work.

Isai Marabu has 5 sections ‘Yazh Marabu, Vangiya Marabu, Kantha Marabu, Niratta 
Marabu (qualities of sound) and Vagaiozhibu Marabu (types of instruments, pans, time, etc.) This 
book titled Isai Marabu focuses only on these five aspects.

The book has two sections. In the first section, each verse is very methodically transliterated 
into English. The transliteration is very useful for those who cannot read Tamil or for those who 
do not understand the archaic tamil used in the original work. This is followed by a free translation 
of the Tamil verse into English along with some comments.

The second section has additional commentaries of the editors on the verses that have 
been translated.
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Dr. Durga has drawn a comparison with the verses in the Pancha Marabu mentioned in 
the commentary of Adiyarkkunallar. 36 verses from Pancha Marabu appear in the commentary 
on Silappadikaram.

The chapter on Yazh Marabu describes the ancient stringed instrument. Specific yazhs 
were assigned to the five different types of landscapes each associated with different flora, fauna 
and physical topography. Dr. Durga traces the etymology of yazh and mentions that it is derived 
from ‘ya’ meaning ‘to tie or fasten’. Hunters tied strings tightly to their bows to release arrows 
with precision. Strings in a yazh render precise notes. The concept of Vattapalai and modal shift 
of tonic is explained. The origin of the seven notes is also explained.

The chapter on ‘Vangiya Marabu’ describes techniques of playing the vangiyam or flute. It 
also gives details about the method of making and seasoning the wood for the flute, the length, 
circumference, the size of holes, etc. blowing techniques and the role of the tongue in sound 
production.

The Kantha Marabu speaks about the nuances of vocal music and voice production. There 
is also a description of the role of the five elements, the nadis and life forces prana, apana etc in 
voice production. The explanation about, prana, vyana, apana etc from Pingala Nigandu (a kind 
of thesaurus of words written about the 10th century A.D.) has been accessed online as mentioned 
in the book.

Niratta Marabu is also referred to as tirutta marabu. This section deals with musical sounds, 
voice protection, impurities of sound, the origin of sound from the eight sthanas rising from the 
muladhara and methods of singing notes- such as a glide, swift movement and a weave.

Those capable of performance are: one bom in a respectable family and one who has 
constantly practised music since childhood, one who has a naturally sweet and melodious voice, 
one without worries and one who is free from disease!!

To improve the voice, herbs to be taken are mentioned. They are ‘tippili, honey, dried 
ginger, black pepper, cow’s milk and some medicinal herbs with butter.

In the section on Vagai ozhibu Marabu, sounds emanating from strings, from air through 
openings/ holes, the voice, skin and metal are mentioned.

The division of a day into eight units, the Deity that governs each unit and the pans suitable 
for each time are mentioned.

Musicians are advised to avoid ‘nagai pugai’- loud laughter and taking in of smoke. This 
is explained as the use of narcotics in the book as smoking is only about 300 years old.

The second part of the book has the commentaries of the editors and is very interesting 
and informative. The concept of the organs of voice production as eight sthanas, are similar to 
those mentioned in the science of phonetics. Dr. Durga draws a parallel to the voice registers
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mentioned in the Natyasastra. Terms such as ‘aripparai or mupparai’ that are no longer in vogue 
have been explained. It consists of a thin chain worn by children to which was attached coins 
and talisman- like objects.

It is interesting to know that concepts such as modal shift, gamakas, voice production and 
gay aka guna dosas appear so early in the history of our music. The study of music is done in 
a scientific manner including the organs of voice production and origin of sound. This is a very 
valuable book both for students of music and for those interested in Tamil literature. The translation 
and transliteration that has been painstakingly done by Dr. Durga and Dr. Alamelu has made the 
book accessible to a much wider readership. I am sure they plan to follow it up with a few more 
books on the other four ‘Marabu’ mentioned in the original work.

Dr. Sumathi Krishnan

-------- —^ --------
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Compositions of Pallavi Doraiswami Iyer 
Compiled and edited by Vijaya Murthy

This privately published book is a tribute to the 19th century composer by a descendant 
in anticipation of his death bi-centenary which falls in 2016. The work has a brief biographical 
sketch on Doraiswami Iyer and is followed by sixteen songs of his, with lyrics and notation in 
the English .script. The lyrics also have meanings provided for them.

As a publication it is to be commended as it focuses on a composer whose works do not 
often make it to the concert platform. It does not however throw any new light on his life, beyond 
what is already available in published resources such as the Journal o f the Music Academy, Madras 
and the columns of The Hindu. It must be noted however, that with this book, all the available 
information is on hand in one work.

The biographical sketch of the composer is ascribed to Sangita Kalanidhi Musiri Subramania 
Iyer. The Hindu however carried the same article in 1970/71 where its authorship is credited to M 
Visalakshi who has in turn thanked Musiri Subramania Iyer for his guidance. The notation for the 
sixteen songs are as written by Sangita Kalanidhi TS Sabhesa Iyer, grandson of Doraiswami Iyer 
and given to Sangita Kala Acharya Vidya Shankar. The print edition of these notations is thanks 
to the careful inspection of Vidushi Suguna Purushottaman. The book is accompanied by a CD 
containing the rendition of 12 songs by Sangita Kalanidhis C Saroja and C Lalitha.

Doraiswami Iyer’s works first made it to print thanks to the Music Academy in 1939/40 
when CS Iyer, Vidushi Vidya Shankar’s father and a direct disciple of TS Sabhesa Iyer, wrote 
about the composer in the Journal and also gave the lyrics and notation of a few songs. These 
were also published later as a small booklet by the Academy. The institution also placed on record 
for the first time that there were 49 compositions of Doraiswami Iyer available.

Bom in 1782, Doraiswami Iyer was the grandson of Nay am Venkatasubba Iyer, a vainika in 
the court of Tulaja. He appears to have adorned the court of Sarabhoji II where it is said he quelled 
the arrogance of the local vainikas and also defeated Bobbili Kesavayya in a pallavi competition, 
thereby earning the prefix of Pallavi. Dr V Raghavan in his translation of the 19th century Sanskrit 
work Sarva Deva Vilasa, notes that Pallavi Doraiswami Iyer also lived in Madras for a while, 
where he was under the patronage of Thottikalai Vedachala Mudaliar, a powerful dubash who lived 
in the Choolai area. The composer appears to have been inspired by the Chidambareswara temple 
in Choolai for most of his songs are on Siva as a dancer. One song, Khagavahana in Dhenuka is 
on Vishnu. Doraiswami Iyer passed away in 1816, when he was just 34 years of age.

Doraiswami Iyer was unusual in one respect -  he painted the theme of his songs using 
vegetable dyes and wrote the notation below them! He also depicted himself in each one of the 
paintings. Several of these have been reproduced in colour in the volume under review and make 
for a valuable addition to the book.

V. Sriram

112

THE M US I C  A C A D E M Y  • J O U RN A L 2014 • VO LU ME  85

Concepts, Contexts and Conflations 
in the Kptis of §rl Muttusvami Dlksita,

Dr. R. Asha
This privately published book strives to throw light on the multiple aspects of the kritis of 

the composer Muttusvami Dlksita. For the Dlksitar scholar the information contained herein may 
not be entirely new, but it does have the advantage of offering in one publication what may have 
to be searched in several scattered works of reference.

The author has divided the work in to various sections, and looks at the songs of Dlksitar 
based on each heading. These are listed as hereunder:

1. Dlksita and Advaita Vedanta
2. Dlksita and Sri Vidya
3. Dlksita and Temples
4. Dlksita from other angles
5. Dlksita vignettes
It is on the first and second sections that the book dwells for most of its length and 

deservedly so, for it cannot be denied that while the life and travels of Dlksitar are well documented 
by scholars, most have failed to bring out the philosophical and esoteric background to his works. 
The author quotes extensively from the songs of Dlksitar and establishes the contexts in philosophy 
he draws his inspiration from for several of his lines. This is a praiseworthy attempt.

In her inclusion of compositions the author has preferred to err on the safe side and 
considers songs of Dlksitar in and outside of the Sangita Sampradaya Pradarsini to be his works. 
While there is no way that either claim can be established authoritatively, it would have been 
best if she had left out songs with glaring prosodic and alliterative errors from her reference. It is 
puzzling that Dlksitar who is considered to be so perfect in prosody should be readily burdened 
with songs that are patently not his. That said, the inclusion of some songs of doubtful authenticity 
does not deter from the overall merit of the work.

V. Sriram
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The Epoch making CD.
‘Tirumala Silageetam’

(Song on a Stone)

This is an amazing Audio CD that could claim to be only one of its kind in the annals 
of Indian classical music. The musical composition presented on this CD belongs to a genre 
called ‘§u)3di Prabandham’, now not in vogue. This particular composition called ‘Dasavatara 
SQladi’ contains 10 songs in all, each one being dedicated to one of the ten incarnations of the 
Lord Vishnu. All the songs are in ‘Majavagouja’ Raga of the yore; but each one has a different 
Tala belonging to the group of Sujadi Sapta Talas in order. This sujadi composition is actually 
one of the many songs chiseled on two huge stone slabs found in the precincts of the champaka 
pradakshina patham of Sri Venkateswara Temple on Tirumala hill in the year 1949. All the lyrics 
are in Sanskrit language, but they were engraved in Telugu script and syntax of the late 15th 
century. The most noteworthy feature that lends uniqueness to these compositions is the presence 
of swara notations. Every line of swara notation was chiseled under its corresponding line of lyric. 
For this reason they are now acknowledged by pundits as the earliest known compositions with 
swara notations ever found in the Indian sub-continent. These slabs were lying there for centuries 
in utter neglect and abuse before their discovery.

The 80 page booklet accompanying the CD narrates the history of this great discovery 
briefly, but without missing the important facts, both in Telugu and English.

The story goes like this
In the year 1949, when the late Sri Veturi Prabhakara Sastri, one of the greatest literary 

figures of his time was deeply immersed in the research on the Tallapaka poets, his student 
the late A.V. Srinivasacharyulu, then about 25 years of age, stumbled upon these slabs quite 
accidentally. He promptly apprised his master of this finding. Sri Sastri after carefully examining 
the two inscriptions pronounced that they were the works of TaJJapaka poets, probably of Sri 
Annamacharya of the 15th century. His observation was on the basis of the paleographic evidence, 
mudra and lyrical content. He wanted to study and publish them; but sadly he passed away in the 
year 1950 and the project he embarked upon came to a standstill.

That was the first part of the story.
* * *

The two stone slabs are about 7 feet long, 4 feet wide and 9 inches thick each. There are 
94 lines on the slab numbered ‘2’ and another 100 lines on the slab ‘4 ’ 11 songs are available 
on slab ‘2 ’ and 10 on slab ‘4 ’. All of them are Sanskrit songs in Telugu script along with swara 
notations. Some songs in both the slabs had abrupt beginnings and in some cases abrupt endings. 
According to the editorial team that worked on the second stage of the research, there must have
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been at least 5 slabs in all, but three of them numbered 1, 3 and 5 are missing; only slabs ‘2’ 
and ‘4 ’ are available now. This could explain the discontinuity.

After the demise of Sri Prabhakara Sastri in the year 1950, his son Sri Veturi Ananda 
Murthy, then only 20, started working in right earnest on the lines of his father. He got his doctoral 
degree in 1965 for his thesis on the lyrical literature of Taljapaka poets. He had referred to the 
musical inscriptions found on the slabs in his thesis itself. However, no musicologist had ever 
applied his mind seriously on the musical aspect of the inscriptions on the slabs or on the lyrics 
found on the copper plates. That was the reason why only Annamacharya’s lyrics with substituted 
melody were in circulation all these years. His lyrics were available in abundance to every one 
to set music to, at their will and pleasure. There were no rules or norms to follow. Even though 
Raga names were prescribed for songs on the copper plates, they were ignored in many cases. 
Even the songs with swara notations found on the stone slabs and on some palm leaves were not 
taken notice of for more than 50 years, the booklet says.

* * *
The second phase of this multi disciplinary research project began in 1998 with Prof. Ananda 

Murthy gathering the senior most scholars in their respective fields of enquiry for a concerted 
effort under the auspices of Tirumala Tirupati Devastanams. Late Sri A.V. Srinivasacharyulu; 
eminent epigraphist Sri P.V. Parabrahma Sastri; renowned linguist, late Dr. Tirumala Ramachandra; 
musicologist, Vidwan Sri Akella Mallikarjuna Sarma; musician, Late Sri N.S. Srinivasan; Sanskrit 
scholar Mahamahopadhyaya Sri Pullela Sriramachandrudu; musicologist Mahamahopadhyaya Dr. 
R. Satyanarayana; Prof. Ravva Srihari; poet, Kalaprapuma Dr. Balantrapu Rajanikanta Rao were 
some of the scholars who took part in this project. On the request of Veturi Prabhakara Sastri 
memorial Trust, TTD held a seminar on this subject in October 1998 and published a voluminous 
book containing all the recorded papers presented by the scholars. The texts of all the songs with 
swara notations found on the stone slabs were printed in Telugu, Roman (English) and Nagari 
scripts for the benefit of the world of music, in the book titled ‘The Tirumala Music Inscription’ 
(Prathamopalabdha Swara Sahita Sankirtana Shila Lekhamu’ in Telugu). The book was released 
in 1999.

In the ‘Dasavatara Sujadi’ composition found on the slab numbered ‘2’ only 8 songs out 
of the 10 songs were found. The first two songs pertaining to the Matsya and Kurma Avataras are 
missing. The Raga name is also missing. They must have been there on the missing slab number 
‘1’. As for the two missing songs Sri Pullela Sriramachandrudu composed the lyrics exactly in 
the same style and pattern of the original and Sri Mallikarjuna sarma set tunes to the songs in the 
Raga ‘Majavagoula’ following the musical style of the original compositions. The Raga’s present 
name is ‘Mayamajavagouja’ Thus, finally the ‘Dasavatara Sujadi’ took its full shape.

After the publication of the voluminous book by the TTD, unfortunately everything about 
the project came to a standstill. The book went out of circulation. The stone slabs are lying in
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the open exposed to sun and rain without any protection, in the precincts of the TTD museum at 
Tirumala. No one cared to present the songs on recorded media until 2013. Since all the efforts to 
enlist the support of TTD failed, Prabhakara Memorial Trust and Nanduri Records collaborated to 
bring out the Audio CD with the 10 songs of ‘Dasavatara Sujadi’ spending from their own pockets, 
the booklet says. They commissioned the services of Sri Sattiraju Venumadhav, a young talented 
singer to render the songs exactly in the way in which they were believed to have been sung in 
Annamacharya’s time. Sri Venumadhav does an excellent job, rendering the song soulfully.

* * *

The booklet concludes with these words :
‘’Who knows how many more songs are still languishing on rocks and palm-leaves unseen, 

unheard and unsung for centuries waiting for redemption! We earnestly hope and wish this CD 
would herald a new era of such an awakening”.

- Rageswari

The CD together with the booklet comes in a beautiful single pack and is priced at 
Rs. 200/- and at US Dollors $10 abroad.

Copies can be had from:-
Nanduri Partha Sarathi,
(Nanduri Records)
Cell :09959734534
email nampaasaa@gmail.com

Prof. Veturi Ananda Murthy,
(Prabhakara Memorial Trust) 
Cell 09742486122 
email aveturi@yahoo.co.in
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Obituary
The Music Academy, Madras, reports with a deep sense of sorrow, the passing away of 

the following distinguished musicians during the year 2014.

Sangita Kalanidhi Sri R.K. Srikanthan Vidushi Smt. Jayalakshmi

Vidwan Sri Ivaturi Vijayeswara Rao Vidushi Smt. T.R. Balamani

Vidwan Dr. Prapancham Sitaram Vidwan Mandolin Sri U. Srinivas
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