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OUR CONTRIBUTORS

ALEPEY VENKATESAN

Alepey Venkatesan is one of the most respected vocalists in South Indian Classical
Music. He is a bridge between the stalwarts of his previous generation of musicians
and today’s younger generation of musicians. His music is anchored in the deepest
traditions of classicism, characteristic of the illustrious school to which he belongs, and
yet has acquired for itself a distinct flavor of innovation and creativity, introduced with
dexterity, sufficient to retain that brand of classicism. He recognizes the duty an artiste
owes to blend these philosophical considerations that define the kind of artiste he is,
with the preferences of his audience, and it is no understatement to say that his style
has managed to accomplish this with panache typical of his school. His concerts are
noted for their dignity and technical virtuosity, his lecture-demonstrations are known
for their thorough research, and engaging presentation in Queen’s English, backed by
his erudition in Sanskrit and philosophical literature.

Dr. ARATIN RAO

Arati N Rao passed the Vidwath examination in Veena conducted by the
Government of Karnataka. She holds an M. Music Degree from the University Of
Madras and a Ph.D. (Music) degree from the University Of Mysore where her topic
of dissertation was ‘Vijayanagara as a seat of Music’. She has presented papers in
Conferences and published papers in peer reviewed Journals. Her current research
focuses on the study of Suladi-s, Thaya-s and Alapa-s based on manuscript notations
found in the Thanjavur TMSSM Library.

Dr. ARIMALAM S. PADMANABHAN

Dr. Arimalam Padmanabhan working as a Fellow in the Central Institute of
Classical Tamil, Chennai, is a Veteran Musicologist, Musician, Music Composer and
an Orator as well. His specialization of Research is on Music in Traditional Tamil
Theatre with special reference to the plays of Sankaradas Swamigal. His research is
centered on the ancient Tamil Classics such as Tolkappiyam, Sangam Literature, etc.
He has authored 5 research books and about 75 articles on music, theatre, folk art
forms, dance and Classical Tamil. He has composed music for two short films, several
drama-s and large number of songs and a recipient of Kalaimamani from the Tamilnadu
Government.
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SHATAVADHANI R GANESH

Dr. R. Ganesh, popularly known as ‘Shatavadhani’ created history by reviving,
nourishing and re-establishing the art of ‘Avadhana’ in all its glory. He unfolded the
greater potentials of the art and popularized it immensely in Karnataka. From the young
age of ten, Dr. Ganesh cultivated a passion for literature and studied in detail the great
works of ancient poets in Sanskrit and Kannada. By the age of sixteen, he blossomed
into a poet of high merit, introducing the classicality of Meter, Rhyme, Grammatical
precision and tradition into his style. He also mastered the unique art of ‘Ashukavitva’-
a style of reciting poems ‘extempore’ on any given topic. Detailed and deep study of
the various branches of Indian literature, arts and poetics further enriched his inherent
talent and style. At the age of nineteen, he incidentally witnessed a session of Sanskrit
Avadhana, which inspired him to try the art himself. He set out to perform hundreds of
such Avadhana-s, capturing the hearts and admiration of the public. Ever since, he has
been a perennial source of fascination and pride to lovers of art and literature. So far, he
has successfully accomplished more than 400 Ashtavadhanas and three Shatavadhanas
on various prestigious platforms at the state and national levels. He has also performed
in the American and European continents, giving the world a taste of Indian brilliance
and talent.

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. Veena’s intense desire
to learn led her to many illustrious guru-s and revealed to her the varied aspects of
other dance forms like Bharatanatyam & Kathak. In an illustrious career spanning over
two decades Veena has performed to packed houses both in India & abroad. She has
been honoured with State Award “Karnataka Kalashree” by Karnataka Sangeet. Veena
is one of the first dancers to present traditional Tibetian hymns to India Dance in her
production for world peace.
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EDITOR'S NOTE

Dear Readers,

As we celebrate 250 years of Thygaraja Swamy this year we will have many
articles in the next year journal. But this year we have an article by Vidwan Sri Alepey
Venkatesan about 27 rare kritis on Siva, some of them hitherto unknown. The literature
and lyrical style may look different from what we see in all the other kritis of Thyagaraja
but there are scholars who believe that these kritis were composed by him. Some of
these may have been published earlier also. We"publish this article with an analysis by
the author and open it up to the researchers and critics.

We have a very interesting article on the Music of the Vijayanagara Period with
special reference to Alapa and Thaya by Dr Arati Rao. This is a very well researched
article written with critical analysis and in depth study.

Prof. Arimalam Padmanabhan writes an article on the Music of Parsi Theatre and
its influence on Tamil Theatre. This article is in Tamil with many interesting examples
and quotes.

Another very academic article is by Shatavadhani Dr R Ganesh about Music
and meters, dealing with Chandas, the inherent laya in various prosodic structures and
how they carry music in them. This article is a culmination of a lecture demonstration
the author presented in 2015 morning sessions at the Academy. Readers interested may
listen to the audio of this at the Academy Archives.

Kuchipudi ‘and Karnataka Yakshagana have many things in common, their origin
structurally coming from Yakshagana tradition in telugu literature.

Veena Murthy a kuchipudi artiste and teacher who lives in Karnataka wrote this
article looking at similarities in the two regional traditions.

We have lost two great Musicians this year almost at the close of the year. Dr
SAK Durga and Sangita Kalanidhi Dr. Mangalampalli Balamurali Krishna. We offer
our deep condolences to their families and to the world of music.

15th December, 2016 Pappu Venugopala Rao
t ]
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89th Annual Conference and Concerts
Tuesday, 15th December, 2015
Welcome Address By Shri N. Murali, President

onourable Justice Shri Sanjay Kishan Kaul, Chief Justice, Madras High Court, Sangita

Kalanidhi designate Shri Sanjay Subrahmanyan, Sangita Kalanidhi-s, Shri T.V.Gopalakrishnan
nd Smt. C.Saroja, my colleagues Shri Krishnaprasad and Shri Ramji, other awardees of this year,
sangita Kalanidhi-s, Vidvan-s and Vidushi-s, my colleagues on the Committee, members of The
Ausic Academy, distinguished invitees, ladies and gentlemen,

I extend a very warm welcome to every one of you, to this Inaugural function. It is my
honour and pleasure to extend a very special welcome to our Chief Guest, Justice Shri Sanjay
Kishan Kaul. His inaugurating this year’s annual Margazhi season here is a matter of great joy
and honour to us.

Justice Shri Sanjay Kishan Kaul graduated in Economic (Hons.) from St. Stephen’s College,
Delhi and obtained LL.B Degree from Delhi University after which he enrolled as an Advocate in
1982 and practised in Delhi High Court mainly in commercial, civil, writ, original and companies
jurisdictions of the High Court of Delhi and the Supreme Court of India. He was designated as
Senior Advocate, Supreme Court of India in December 1999. Elevated as Additional Judge of the
High Court of Dethi in May 2001 he was appointed as a permanent Judge in May 2003. He was
elevated as the Chief Justice of Punjab and Haryana High Court with effect from June 1, 2013,
He assumed charge as the Chief Justice, Madras High Court on 26™ July 2014.

Justice Kaul has participated in several national and international seminars and presented
papers apart from writing articles in various journals. He is a multifaceted personality and has
wide interests other than law extending to theatre, music, golf and reading.

What has struck, informed observers here in Chennai are his clear cut and bold judgements,
apart from his firm handling of the lawyers’ agitation. He is particularly known for his openness
and transparency. It is indeed fitting that Justice Shri Sanjay Kishan Kaul is inaugurating the 89*
Annual Conference and Concerts.

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

I may also recall here that Justice T.L.Venkataraman Iyer, got the Sangita Kalanidhi Award
in 1944, went on to become the Judge of the Madras High Court in 1951 and later of the Supreme
Court of India in 1953. He became the third President of The Music Academy in the year 1966.
Chief Justices and Judges of the Madras High Court and a Chief Justice of the Supreme Court,
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have inaugurated the Annual Music Festival of The Music Academy or presided over the Sadas.
I must also add that in all five Sangita Kalanidhi-s were qualified lawyers.

The Margazhi music festival in Chennai has evolved over the decades into a unique and
special phenomenon that is now the largest classical music and dance festival in the world,
notable for its quality, aesthetics and pure classicism. The Music Academy, with its hoary
history and tradition of over eighty five years, can proudly be regarded as the pioneer of this
great festival.

This year’s Margazhi season is different from any other in the past. It starts in the aftermath
of devastating destruction, damage and untold suffering caused to the city and tens of thousands
of its citizens. It is indeed very sad to note that since December 1, 2015, the City of Chennai
has been reeling under the most severe rains and floods that have not been witnessed in a very
long time. The city is gradually limping to recovery and the challenging phase of rebuilding has
now begun.

We, at The Music Academy, express our deep, heartfelt sorrow and distress at the loss
of lives, destruction and enormous damage of dwelling units and belongings and devastating
disruption and suffering caused by the severe and unprecedented rains and floods that ravaged
the city and its neighbouring areas in the recent days.

Initially, organisations conducting the Margazhi season like The Music Academy faced a
moral dilemma as some voices called for the cancellation of the season. Expressing solidarity
with the flood victims and cancelling the season is but a passive act which will not help the
flood victims in any way. However, calmer and more reasoned thinking and consultation among
the various organisations has led to a more constructive and humane approach in the form of
consensus to go through with the season.

The Music Academy expresses our full solidarity with the thousands of affected people
and solemnly dedicates the whole Margazhi season to them.

It is indeed laudable that some artistes have engaged themselves in flood relief work in the
last few days. Artistes would also want to help through their art and some artistes have already
expressed their generous intention to contribute to relief and rehabilitation from their season’s
earnings. There are artistes who have gone through a lot of hardship themselves. The Academy
also needs to provide the platform of the season for many artistes and accompanists and others
like technicians, who depend on the season as a major source of their livelihood.

The indomitable spirit of Chennai has been clearly visible in the magnificent and spontaneous
hands-on rescue and relief efforts by thousands of ordinary people and notably youth, in the current
crisis. The Chennai music season is intrinsic to the Spirit of Chennai and conducting the season
is part of asserting the resilient spirit of Chennai. Music’s healing properties and its relationship
with grief, sadness and power to help cope are well known.

12
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Here are a few quotes which attest to this power and greatness of music.
Beethoven’s personal motto: “Per aspera ad astra”, through adversity to the stars,

To stop the flow of music would be like the stopping of time itself, incredible and
inconceivable. Aaron Copland,

Music expresses that which cannot be said and on which it is impossible to be silent.
Victor Hugo,

Our sweetest songs are those that tell of saddest thought. Percy Bysshe Shelley,

After silence that which comes nearest to express the inexpressible is music — Aldous
Huxley.

As music historian V.Sriram has pointed out, the season has never been cancelled ever
since it started eighty-seven years ago. There may have, however, been years when the season
was impacted or interrupted for a day or two. According to V.Sriram, and I quote “The season’s
high profile does make a statement. Stirred but not shaken would perhaps best describe the spirit.”

I would like to announce here that The Music Academy has decided to contribute
significantly and meaningfully to the relief and rehabilitation of the affected, in the days ahead,
by conducting the season.

Let us now move on to our customary subjects.

As experienced by members and rasikas, the phased upgradation and improvements
programme of the last nine years has brought about vastly upgraded facilities and enhanced
ambience leading to a pleasurable listening experience. This has involved the Main Auditorium
as well as the Mini-Auditorium. The major components of the programme have been more or
less completed. The improvement and upgradation of the Library has been recently completed
satisfactorily and the library now sports a modern, state-of-the-art look.

A major upgradation project of this kind would not have been possible without the
spontaneous and large hearted contributions from enlightened and generous organisations and
well-wishers, each of whom we have gratefully acknowledged earlier.

We also wish to reiterate how immensely lucky the Academy is, to be the continued
beneficiary of the enormous expertise and experience of our excellent Architect Shri P.T. Krishnan
in all its modernization efforts who has done all this, probono and as a reflection of his passion
for heritage conservation.

The resurgence in Academic activities in the last few years has been clearly noticeable.
Some of the major highlights in this area during the year are as follows:

* The last volume of the SSP project as “Anubandha” was brought out at the Inaugural
function of the music festival on December 15, 2014. “Raga Nidhi” of B.Subba Rao

13
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is being republished in two volumes and the first volume will be released at the
Inauguration on December 15, 2015.

¢ The Music Academy-Tag digital listening and viewing archives has now about 10,000
hours of digital recordings featuring over 550 artistes. The viewing archives has about
332 hours of dance programmes and 36 hours of Lec-Dems. During the year, Shri
Sethuraman Thirumalai of Bengaluru donated 4000 hours of recording and ITC Sangeeth
Research Academy 100 Hindustani Music Concerts of 120 hours in exchange for 1000
hours of music by Shri R.T.Chari, our esteemed Vice-President.

* The Academy’s journal is being regularly brought out every December at the
Inauguration.

¢ The Music Academy Research Centre affiliated to Tumkur University, has six scholars
in the first batch and two in the second batch now doing Ph.D.

¢ The Advanced School of Camatic Music has had a successful run of five academic
years with the help of a very eminent faculty. The second Convocation of ASCM was
held on October 11, 2015, with Smt. E.Gayathri, Vice-Chancellor, Tamil Nadu Music
and Fire Arts University, as the Chief Guest. Four students were awarded the diploma
of “Sangita Vidwat Bhushana”. Prizes were given to the best outgoing student and the
best student of the senior and junior batches.

The sixth Indira Sivasailam Memorial concert in association with the “Indira Sivasailam
Endowment Fund” instituted by Smt. Mallika Srinivasan, was organized successfully on October
9, 2015. The musicians chosen this year for the concert, medal and citation were Malladi brothers,
Vidvan Sriram Prasad and Vidvan Ravikumar.

Thanks to the generosity of Shri P.Vijaykumar Reddy, son of late P. Obul Reddy, the award
money for the Sangita Kalanidhi and Sangita Kala Acharya awards has been increased significantly
in the recent years. The other two awards, TTK Award and Musicologist Award had also earlier
been suitably enhanced.

Four years ago a special award for dance “Natya Kala Acharya” Award with significant
award money, was instituted by Drs. Engikollai Krishnan and Leela Krishnan, based in Kansas
City, USA, in memory of Smt. Meenakshi and Mysore Asthana Vidvan Engikollai Chidambara
Ganapatigal.

A new award called “M.N.Subramaniam Memorial award” seeking to recognise a distinctive
dance school was founded in the year 2013 through a generous endowment instituted by the family
of late Shri M.N.Subramaniam. The terms of the award have been modified and from 2015, the
award will be given to an outstanding artiste of classical dance. The award for 2015 was given
to Smt. Alarmel Valli who gave a dance recital on March 6, 2015.
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A photo exhibition “Laya” consisting of select black and white photographs by eminent
photographer late Shri Raghavendra Rao, of musicians and dancers, will be held at our Archives
Centre during the festival, starting in the next few days. I invite you to have a look.

I have great pleasure in announcing that just a couple of days ago, Shri Jayanthan, Regional
Director, Temenos India Pvt. Ltd., has conveyed on behalf of his company, the decision to give a
handsome contribution of Rs.25 lakhs towards development of our Advanced School of Carnatic
Music. I place on record our deep appreciation and grateful thanks for this generosity. I must add
that this is through the good offices of our esteemed Vice-President, Shri. R.Srinivasan who has
helped the Academy ever so many times.

The new endowments received this year are: from V.Govindarajan Memorial Trust towards
a gold medal for best pallavi singing in the annual conference and concerts, from Mr. G.Raj
Narayanan — towards the Music Academy-Radel music festival for young classical musicians and
the Smt. Sugandha Raman prize for the best musician of that festival, and from Dr. Ramamurthi
Jambunathan in the name of Shri Semmangudi Srinivasan Iyer for the best junior male vocalist
prize at the annual festival.

I wish to acknowledge with thanks that Shri V.Sriram, our Committee member, has donated
a mobile app to The Music Academy. Conceptualised by him and developed by his company BTS
India Limited, the mobile app covers the history of the Music Academy by way of a virtual tour
besides giving details of its various facilities and events. Currently available on Android, the iOS
version will be released in a couple of weeks.

It has been a long-standing tradition for The Music Academy to confer special honours
during every music season on outstanding artistes who have made an enormous contribution to
the preservation and enrichment of our wonderful heritage of classical fine arts.

This year the Academy is proud and delighted to have chosen the brilliant young vocalist
Shri Sanjay Subrahmanyan for its Sangita Kalanidhi title.

Sanjay is all of 47 years old and hails from a family known for its appreciation of music.
After his initial training in violin under Shri V.Lakshminarayana, Sanjay switched to vocal music
in which he learnt successively from Sangita Kala Acharyas Rukmini Rajagopalan and Calcutta
K.S Krishnamurthy and TTK awardee Shri S.R.D. Vaidyanathan. He also qualified as Cost and
Chartered Accountant and practiced as a Chartered Accountant for some time before music
beckoned him full time.

Making his concert debut in 1986, Sanjay has risen to the highest level, giving concerts
in India and overseas. His performance style is characterized by a high level of energy he brings
to the concert platform backed by great depths of creativity and an extensive repertoire. He has
scaled the heights of quality musicianship by dint of his hard work, utmost dedication and single
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minded focus on excellence. His music has a huge public following and adulation across countries.
He is truly a role model and a torch bearer of his generation of musicians.

It is in recognition of these stellar qualities and accomplishments that the Music Academy
has chosen him for its coveted title when he is just forty-seven years old. The Academy believes
that when it comes to merit, age is no consideration and he is the youngest musician to be chosen
for this honour since 1959 when Shri Madurai Mani Iyer was awarded the Sangita Kalanidhi.
Sanjay now joins a select band of thirteen earlier musicians who have received this award before
the age of fifty. The Music Academy has no doubt that Shri Sanjay Subrahmanyan will rise to
even greater heights of excellence and glory.

The Sangita Kala Acharya award goes to the multifaceted musician Smt. Mysore Nagamani
Srinath and the master of several disciplines of percussion, Shri T.H.Subhash Chandran. The Music
Academy is very happy to honour them for their tremendous contribution to Carnatic music.

The recipients of the TTK Memorial award are veteran nagaswaram exponent Shri
Seshampatti T.Sivalingam and veteran vainika Smt. Kamala Aswathama. The Academy takes
pleasure in recognizing their significant contribution to our tradition.

The Musicologist award goes to musician, musicologist and author Smt Gowri Kuppuswami
who richly deserves this award.

The “Natya Kala Acharya Award” for 2015 goes to Smt. Alarmel Valli, a renowned
Bharathanatyam exponent, choreographer and researcher. This award will be given away at the
Inauguration of Dance Festival on January 3, 2016.

This year’s music season will, as the earlier ones, feature over 80 concerts by established
artistes as well as young and talented artistes all of whom like to give off their best on this
hallowed stage that has showcased successive generations of great artistes,

The morning academic sessions that are known for their high quality standards, variety and
depth, look to be enlightening this year as well.

Professor Manjul Bhargava, R.Brandon Fradd Professor of Mathematics, Princeton
University, USA, has kindly consented to be the Chief Guest and preside over the Sadas on
January 1, 2016 and confer the awards.

The tenth edition of our Dance Festival is being held between January 3, and January 9,
2016. Mr. Roy Kho, Consul General, Consulate General of the Republic of Singapore, Chennai,
has kindly agreed to inaugurate the festival.

This year more than before, we particularly count on the unwavering support and
participation of our members and other rasikas to make the music season a resounding success
in a challenging situation. The generous support of our sponsors and advertisers needs to be
gratefully acknowledged here. The active involvement and team spirit of our colleagues on the

16
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Executive Committee ably supported by the selfless and hardworking volunteers and staff of the
Academy, have always contributed in no small measure to the festival’s success.

I would also like to record our deep appreciation of the support and participation through
wonderful performances and presentations of all the artistes, musicologists and scholars that have
helped sustain the high quality of the festival year after year.

The year 2015 has witnessed the loss of some very eminent musicians — Smt. Suguna
Purushothaman, Sangita Kalanidhi N.Ramani, Shri Pichumani Iyer, Shri E.M.Subramaniam and
Shri T.S.Sankaran.

We pay our heartfelt tribute to them and acknowledge their tremendous contribution to
Carnatic music and are thankful for their long association with The Music Academy.

This year also marks the beginning of some landmark anniversaries of some stalwarts of
the past — the incomparable Smt. M.S.Subbulakshmi’s Centenary, the great Alathur Sivasubramania
Iyer’s Centenary, the Don Bradman of Carnatic Music Shri Ariyakudi Ramanuja Iyengar’s and the
great musician and composer Shri. Papanasam Sivan’s 125 year of birth. We bow our heads to
these truly wonderful musicians of the past for their stupendous accomplishments and contribution
to Carnatic Music.

In conclusion, [ wish you all an uplifting and prayerful music season.

e —R -
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Inauguration of the Annual Music Festival

89th ANNUAL CONFERENCE AND CONCERTS
The Music Academy, Madras

Tuesday, 15th December 2015

by Shri Sanjay Kishan Kaul, Honourable Chief Justice, Madras High Court

hri. N.Murali, President and other Members of the Executive Committee of the Music Academy,
Madras, distinguished guests, connoisseurs of music, ladies and gentlemen,

YELLORUKKUM YEN INIYA MAALAI VANAKKAM

I am delighted to be a part of this function marking the inauguration of the 89" Annual
Conference and Concerts organized by The Music Academy. Actually, this is a Festival of Music
celebrated, year after year with a high level of patronage of the discerning music lovers.

Music — In General

Music is the greatest creation of man. It is the world’s most famous and popular language.
Harmonious and peaceful music is said to have a wonderful and healing effect on man’s mind
and spirit as it leads it to certain states like joy or sorrow. There can be no denying that music
conveys what cannot be expressed, it soothes the mind and gives it rest, heals the heart and touches
the soul. Music is capable of breaking boundaries to unite people from different backgrounds and
cultural heritage across all races and religions. In fact, music can best be described as a wonderful
force that is capable of bonding people together and instituting international brotherhood, love
as well as peace.

The Greek Philosopher Plato said,

“Music is a moral law. It gives soul to the Universe,
Wings to the mind, flight to the imagination,

And charm and gaiety to life and to everything”.

Music brings people together. No matter what language we speak, what colour we are,
what system of politics we follow, or what form of expression of love and faith we practice,
music proves that we are all the same. Indeed, the power of music can draw a multitude of
people from different parts of the world and uplift them emotionally. Music can thus easily be
used as an instrument of peace in the society, where there is chaos between people of different
origins and backgrounds.

Whether one is a music enthusiast or not, the best way to express one’s feelings, be it
anger, joy, love or passion, it can be expressed effectively through music. It is rightly said that
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when words and letters fail, music is the option. Sometimes, we are able to express the intent
of our heart through music better, which ordinarily may not be possible to do either in words
or letters.

Positive effects of Music on Human beings, Flora and Fauna

It is scientifically proved that music has a positive effect on human beings, as also the
flora and fauna. In 1973, a woman named Dorothy Retallack published a book called “The sound
of Music and Plants”, wherein she had detailed the experiments that she had conducted at the
Colorado Women'’s College in Denver on the effect of music on plants. She was astounded at
the discovery that plants which were intermittently exposed to a particular kind of music grew
abundantly and were extremely healthier, more so than the plants which were exposed to continuous
or no music, and even their stems were starting to bend towards the direction from where the
music emanated. What was even more startling was that the plants even had a preference, and
that was, you guessed me right, towards Indian Classical Music!

This experiment was akin to the results that were obtained from experiments performed
by the Muzak Corporation in the early 1940s to determine the effect of “background music” on
factory workers. It was there found that when music was for a few hours several times a day,
the workers were more productive, and more alert and attentive than when music was played
continuously or where no music was played at all. Even a child in a mother’s womb is said to
be relishing music that the mother listens to.

Similar is the effect of music on animals too. I do not know how many of you might
have noticed your cat or pet dog leaving the room when you are listening to hard rock music,
and seen it relaxing to a melodious tune. If animals like a particular kind of music, they come
closer to the music source in order to fully enjoy it. Music can have a soothing effect even on
a sick animal.

One explanation to the above mentioned phenomena might be that plants and animals are
part of the same creation as humans, and are likely to respond to the same stimuli and find peace,
bliss, beauty and joy in the same things.

India’s Musical Tradition

Our great country has a rich classical music tradition, which is nearly five thousand
years old. Indian Classical Music basically consists of the Hindustani and the Carnatic Music.
Hindustani music is indeed unique, developed in the northern region, while Carnatic music is
indigenous to the southern peninsula. I must admit that the music lovers here have a wonderful
taste, in that they assimilate and patronize any form of good music, be it Hindustani or Carnatic.
Though I personally have been exposed to a staple diet of Hindustani Classical Music, for the
orthodox music enthusiast down south, there can be nothing better than Carnatic Music and
rightly so.
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Carnatic Music

One of the oldest systems of music in the world, Carnatic Music is imbued with rich
emotion and a spirit of improvisation; it also reflects a scientific approach. This is mainly due
to the contributions of such inspired artistes as Purandara Dasa, known as the Father of Carnatic
Music, and other scholars who codified the system and gave it a clear format as a medium of
teaching, performing, prayer and therapy.

An important element of Carnatic Music is its devotional content. The lyrics of the traditional
compositions, whether mythological or social in nature, are set entirely against a devotional or
philosophical background.

The basis of Camatic Music is the system of ragas (melodic scales) and talas (rhythmical
cycles). There are seven rhythmic cycles and 72 fundamental ragas. All other ragas are considered
to have stemmed from these. An elaborate scheme exists for identifying these scales, known as
the 72 Melakarta Ragas.

Carnatic Music abounds in structured compositions in the different ragas. These are
songs composed by great artistes and handed down through generations of disciples. While the
improvised elaboration of a raga varies from musician to musician, the structured portion is set.
These compositions are extremely popular, with a strong accent on rhythm and lively melodic
patterns.

Exponents of Carnatic Music

Although there have been a number of exponents of Carnatic music, there cannot be a
discussion about music without the mentioning of the Musical Trinity of Carnatic Music of the
19" Century namely Saint Tyagaraja (in whose name an annual music festival called Tyagaraja
Aaradhana is conducted at Tiruvaiyaru); Muthuswami Dikshitar and Shyama Sastri, who have
composed thousands of songs that remain favourites among musicians and audiences.

Importance given to music in ancient Tamil Nadu

As far as Tamil Nadu is concerned, there has never been shortage of patronage for classical
arts. Ancient Tamil music is considered to be historical predecessor of Carnatic Music as it was
prior to the advent of Persian influence and the attendant evolution of the Hindustani style.
The Tamil areas in the South had from pre-historic times a well-developed, scientific, distinct
style known as Pann. The Indian (later called the ‘Carnatic’) and the Tamil Pann had coalesced
invisibly during the middle ages and presently the South has the Carnatic Music and the North
has Hindustani Music- of course, both raga based with common and distinct features.

Actual Origin Of Carnatic Music

It is claimed that ancient South Indian Music, which was called ‘Tamil Pannisai’, was
erroneously named Karnataka Sangeetham in the 12" Century by a western Chalukya King.
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Music as a spiritual solace

Music was an integral part of the compositions of great Tamil Saiva Saints during the
Hindu revival period between 6™ and 10® Centuries.

Royal Patronage to Arts and Music

The Royal Triumvirate of Cheras, Cholas and Pandiyas who ruled most of South India were
known to encourage art and literature and their reign is called the Sangam Period or Golden period
of Tamil literature. Many poems of the Sangam Literature were set to music and there are various
references to this ancient tradition found in the Classical Sangam books such as ‘Ettuthogai’ and
‘Pathupattu’. ‘Silappathigaaram’ is considered to be an invaluable source of ancient Tamil dance
and Classical Music.

Institutions nurturing music

Even as music has such a transcendental effect crossing over all linguistic and demographic
barriers since time immemorial, the world of music has seen the rise and fall of many an institution
propagating and preserving music. Notable are the German Guild of Meistersingers and French
Guilds of Troubadours, besides others.

Position in India

India has the distinction of having been witness to a number of reigns which brought with
them distinct sets of classical art, music, poetry and dance forms. This is the reason why we find
a variety of arts, each distinct in itself, yet flourishing at the same platform.

Our Country has innumerable institutions promoting fine arts such as the Sahitya Academy,
Lalit Kala Academy, Sangeet Natak Academy. Down south, The Madras Music Academy stands
out for the stellar role it continues to play in promoting Classical Art and music. Where else
would you, in this age and generation, find so much patronage for Classical Music amidst the
din of the present day scenario?

Tracing the Academy

The Madras Music Academy can be termed the oldest institution in the country, founded
with an avowed object of serving the cause of music. Though there were several Sabhas in Chennai
catering to the Connoisseurs of Music, drama and other fine arts, The Music Academy introduced
the tradition of holding annual music concerts- an ongoing journey for nearly nine decades now.

The All India Music Conference of 1927 mooted the idea of having an academy for
fostering Indian Music and encouraging the study of music, giving rise to the Music Academy
on 18.08.1928. The Academy has now come to be recognized both nationally and internationally
as a prominent institution of excellence with a rich tradition of promoting classical fine arts.
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The Music festival held from the 15% of December to the 1% of January every year has
turned out to be one of the most important events in the annual music calendar of Chennai. It is
one of the largest music festivals across the world, attracting the interest of music lovers not only
from other parts of the country, but also from other countries, not to mention the music followers
and art connoisseurs of the city, and the credit for introducing the event to the world of music
goes to The Music Academy.

The Academy conducts annual conferences and concerts which garner huge acclaim from
Music lovers and more importantly, attracts artistes from various faculties of music, who relish
performing in front of a knowledgeable audience, which has genuine interest in Classical Music.
It is no doubt, therefore, that several stalwarts in Classical Indian Music, particularly Carnatic
Music and Dance, keep performing at the annual events conducted by the Academy.

Awards for Outstanding Contributions to music

As a mark of recognition to the field of music, the Academy confers awards to distinguished
artistes - several top notch music maestros have been honoured by the Academy in the past - the
highest honour being the Sangita Kalanidhi award.

This year’s Sangita Kalanidhi Award goes to Shri. Sanjay Subrahmanyan, a vocalist par
excellence, a torch bearer of his generation of Carnatic Musicians. At the young age of 47, he is
joining the illustrious line of stalwarts receiving this coveted award before the age of 50. He will
be conferred with the title at the sadas on 1.1.2016.

Besides this award, during the course of this festival, The Academy is conferring the
following awards to artistes across various faculties for their significant contribution to the field
of music:-

The Sangita Kala Acharya Awards to-
Smt. Mysore G.N.Nagamani Srinath (Vocalist) and
Shri. TH. Subash Chandran (Percussionist)

The TTK Awards to -
Shri. Seshampatti Sivalingam (Nagaswaram) and
Smt. Kamala Aswathama (Veena);

The Musicologist Award to —
Dr. Gowri Kuppuswami; and

The Pappa Venkatramiah Award for Violin to-
Shri. M.S.Mani.
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The Academy is also conferring the Natya Kala Acharya Award for Dance to the eminent
Bharatanatyam exponent, choreographer and researcher Smt. Alarmel Valli, which would be
conferred on her at the inaugural function of the Dance Festival on 3.1.2016.

I congratulate all the recipients on their remarkable achievements and wish them and all
other artistes who are present here and those who are going to perform during the course of this
unique music festival, to keep going with their good work and contribute to the field of music
in their respective spheres.

Last but not the least, I must appreciate the knowledgeable audience in this part of the world,
who have braved the elements to throng to the Academy to relish the opportunity of witnessing
their favourite artistes performing at their best.

While acknowledging the outstanding services of The Music Academy in keeping the flag
of music flying high, I thank the organizers for giving me this wonderful opportunity to share a
few thoughts on the sweet sound of music.

NANDRI VANAKKAM !!
— R
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Presidential Address
by Vidvin Sri Sanjay Subrahmanyan

at the 89th ANNUAL CONFERENCE AND CONCERTS
at the Music Academy Madras (15-12-2015)

Respected Dignitaries, Ladies & Gentlemen

At the outset I would like to thank The President and Executive committee of the Music
Academy for having chosen me to preside over the 89th Annual conference.

This honour is probably the highest that I can aspire to in terms of a recognition for my
efforts. I was at a complete loss for words when Shri Murali called me to give the news. Even
before I had started performing here, I have walked that lobby outside looking at the photographs
of those great masters and for a moment even daring to think, just maybe? Today I stand before
you feeling on top of the world and slowly getting used to this massive responsibility that has
been thrust upon my young shoulders. Yes, I consider myself young and I think everyone of you
should too. As they say these days, 47 is the new 32.

I grew up in a typical middle class Brahmin family. We loved Carnatic music and were
passionate rasikas. My grand parents led a battalion of Mylapore based family rasikas to the
concerts at the Music Academy every year. All my uncles and aunts on both sides learnt music.
This meant that when I started performing, I was very much a target of that special brand of the
Tanjore district’s biting sarcasm and humour. Every raga sung, every failure detected would be
immediately subject to comments and critical dissection. Even in the family there was a clear
lakshya & lakshana divide. There was my maternal grand father and several uncles who sang
raga alapanas and hardly knew the names of the composers of songs. There were the aunts
who dominated the oonjal sessions during weddings with their entire repertoire. My mother had
learnt music for many years and I knew several kritis just by having listened to her sing even
before I formally started learning. The radio in the house played either Carnatic music or cricket
commentary. My father it was, who introduced me to the likes of GN Balasubramaniam & Alathur
Brothers at the same time as Gary Sobers & Gundappa Viswanath. My parents wanted me and my
siblings to learn music so that we could appreciate and enjoy this wonderful art form. My brother
learnt to sing and play the mridangam, while my sister also sang and learnt to play the violin.
However there was no real intention to make musicians out of us or to see us perform in public.

Singing in music competitions were the first real steps towards public performance. It gave
me exposure to sing before many stalwarts who sat in as judges. It ensured I had a sufficiently
large repertoire to be able to compete. Winning the Gents Vocal category in the Music Academy’s
Annual Competitions would ensure that you had a good enough standard to be considered for
a concert in the afternoon slot. Entering a Tyagaraja kritis competition back then, you could be
mistaken into thinking you were in a women’s college. There were hardly 2 or 3 boys in a field of
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over 150 participants! Thankfully for me, there were a few judges who gave us boys consolation
prizes to encourage us to not give up in frustration. I gave my first concert in 1986 under the
auspices of the YACM, Youth Association for Classical Music. The late eighties and early nineties
was an exhilarating time for a young carnatic musician in Madras. Powered by the YACM and its
members, organisations and sabhas started having exclusive Youth festivals. Even here the Music
Academy took the lead in establishing the Spirit of Youth Festival in 1987. Our enthusiasm and
fiery idealism was welcomed and encouraged by the wise old masters and received spontaneously
by the open minded rasikas. This helped me and my generation to quickly gain experience from
concert singing and establish ourselves taking up music as our only source of livelihood.

A performing carnatic musician during his learning years has multiple skills to acquire. One
of the most important aspects of singing is the ability to understand the note or swaragnanam as
it is known. The knowledge of the swara gives a better understanding of what one is singing and
learning to play an instrument is a great advantage in this respect. My years of learning the violin
under Shri V Lakshminarayana has stood me in good stead I should say. Thankfully the violin was
difficult enough for me to not spend too much time on it. Having a large repertoire is a big bonus.
Learning and singing compositions in a disciplined manner contributes immensely to successful
performance. If the raga occupies primacy in Indian classical music then the compositions provide
the window into the raga lakshanams, My grand aunt and guru Smt Rukmini Rajagopalan knew
a huge number of compositions, having learnt them from several great masters. She stressed the
importance of repeated singing of kritis at home to achieve perfection. It is necessary to sing a
composition at least 50 times before you can sing it on stage. The finish and sheen that the song
acquires when practiced in this manner is unmatched. Learning from a Guru is one thing. Later
on my own personal curiosity and the thirst to learn newer compositions drew me to the wealth
of published material that is available. It was my good friend, historian and writer V Sriram who
goaded me to actually visit libraries, look into the past and seek inspiration. Digging through the
books and written manuscripts of my Guru as well as scholars like VS Gomathi Sankara Iyer,
motivated me to learn, practice and polish several beautiful compositions that had not seen the
light of day.

Manodharma sangeetham, as is seen in raga alapana, neraval, kalpana swara and in the
composite musical form, the Ragam Tanam Pallavi, is the true test of the vidwath of a musician.
My Guru Calcutta Shri KS Krishnamurthi was a master of kalpana sangeetham. He knew exactly
how to tap into a student’s mind. He encouraged me to think out of the box, to come up with ways
to expand and elaborate a raga keeping the aesthetic framework intact. Finding a new phrase or
two was quite a challenge and my Guru guided me through this phase with his brilliant insights.
Singing with abandon is another important aspect of public performance. While introspection is a
sign of maturity, the spirit of freedom connects you to the listener instantly. Nadaswaram music,
played in the open, achieves this perfect blend beautifully. Musicians like Semmangudi Srinivasa
Iyer & Madurai TN Seshagopalan have waxed eloquent on the importance of listening to the music
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of the Nadaswaram maestros. My years of learning from Sembanarkoil SRD Vaidyanathan opened
my eyes to many of these subtle features that characterise their music. Shri SRD encouraged me to
sing the Mallari and several other compositions, laya exercises and pallavis that were part of his
musical domain. I can never forget the relationship I enjoyed with Flute maestro Shri N Ramani,
who has inspired me so much. Over the course of several conversations and interactions he has
conveyed so much in terms of valuable musical and professional inputs. He was really looking
forward to being here today, but unfortunately left us earlier this year. Just as how education has
been structured to include primary, secondary, graduate, masters and doctoral studies, so too it is
in music. One needs to go through all the above phases to be a complete musician. All my gurus
in their own ways gave me a taste of these different aspects of learning. Sometimes you repeated
verbatim what you were taught, sometimes it was learnt by observation and inquiry, sometimes
it was shown and you had to slog it out at home on your own to master the skill sets. My Guru
Shri KSK also encouraged me to teach music, and I should say that the experience has helped
me to understand myself better and hopefully my students would have also gained in the process.

The accompanist plays a very unique role in the conduct and success of a carnatic music
concert. It is interesting to note that all the accompanists get a chance to play alone on stage be
it during an alapana by the violin artiste or the tani avartanam by the mridangam or upa pakkavadya
artistes. The singer is always accompanied by one or all at all points during a concert. If you
want to listen to my voice without any accompaniment then it would be during a speech of this
nature! I am always grateful to every accompanying artiste who contributes to my concerts. Violin
maestro Shri Nagai Muralidharan not only accompanies me on stage but has also taught me several
compositions and given me insights into the intricacies that marked the music of an earlier
generation. Mridangam maestros Mannargudi Easwaran & Srimushnam Raja Rao are two others
whom I have looked up to and benefited from over the years. Senior mridangam artistes like Shri
TK Moorthy, Shri Palghat Raghu, Shri Guruvayur Dorai and Shri Vellore Ramabhadran,
spontaneously showered their blessings and affection on stage. Each concert was a different
learning experience for me. Whether it be their maintenance of kalapramanam, their sparkling
upliftment of kritis or their gentle prodding towards laya intricacies, they simply made you sound
much better than what you really were. For an accompanist, there is a constant tug of war between
one’s need to excel individually and controlling one’s ego to offer value to the singer. Violin
maestro Thiruvalangadu Saundaresa Iyer once said about the great Mridangam exponent Pazhani
Subramania Pillai - “upesf] GuenL v Swrasd uesramisuri” I have been very fortunate
with the artistes who accompany me on a regular basis. I am specially thankful to every single
artiste who has and will continue to appear on stage with me. I would like to acknowledge the
relationship I have with Shri S Varadarajan and Shri Neyveli Venkatesh who share the stage and
much more with me.

Carnatic Music has been criticised differently by people as being highly restrictive and
claustrophobic, even to a creative mind. I am reminded of a comment by Reiner Knizia, one of
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the great boardgame designers. His response was to a question on how he designs board games
when he receives so many guidelines and restrictions from the game publishers - “Restrictions
breed creativity” Each art form comes with its own set of constraints. A painter for instance has
to limit his creativity to the size of his canvas. A photographer to the frame of his camera lens.
Even a writer has to limit to a particular language or a word limit. Artists thrive in the face of
such self imposed restrictions. The grandeur of Rajarathnam’s Todi was not restricted by the
holes in his instrument or the notes of the raga. The magical flow of Madurai Mani Iyer was not
restricted by the unique articulation of the syllables he used. The brilliance of Dikshitar was not
limited by the vivadi nature of the raga he composed in. As far as I am concerned, “Freedom is
in the mind not in the material”.

Qepsilp Bro sy CurdlafiGu @arus Gser subgy uTwysg srTHafGe
said Subramania Bharati. I get truly excited when I can enjoy the honeyed nectar of the Tamizh
language when set to the beautiful ragas and talas of our music. Innumerable poets and composers
have written songs and verses and singing them in concerts is one of the great joys that I have
experienced and hope to share the same with all of you. Singing in your mother tongue can change
the very aesthetic of the music right from the way the words are articulated to the motivation of
musical phrases to suit the meaning and comprehension of the lyric. Many listeners who are
unfamiliar with a language can always enjoy the same when expounded upon by a native speaker.

When I sat down to write this speech I promised myself that I will not mention any appeal
or suggestions to the Government about how music should be encouraged. Certainly no advice
to youngsters, Primarily because I am still a youngster in the eyes of many and the artistes who
are younger than me are smart, hard working and extremely focussed in what they are doing.
They are also innovative and constantly looking at newer ways of doing things. I am a positive
individual. I do not subscribe to the view that the standards of music have fallen, even though
this has been a documented refrain from the time the British published an Official gazette and
noted the same in the middle of the 19th century. After all, an art form is an evolving tradition.
Novelty and innovation are an integral part of artistic evolution. People will always find ways of
doing things to suit their instincts and the success or failure of the same can be seen over time.
[ believe in accepting change with an open mind. As GNB said in his 1958 address - Nothing
new should be rejected merely on the score that it is novel.

The last 20 years and more has been significant in the way technology and internet influences
our lives. Listening to live concerts was a primary source of learning and absorbing music. Access
to vintage material especially music has never been as easy as it is today. 30 years ago, to get
even a single C90 cassette of a Ramnad Krishnan or Kalyanaraman recording from a collector,
I had to listen to a 3 hour lecture on “How things were in the old days”. Today a click is all it
takes before a 1000 concerts are downloaded onto your hard disk. A lifetime may not be enough
to listen to all the terabytes of music but at least they are available for the discriminate listener and
the hungry student. The music production industry has also undergone rapid change, eliminating
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the middleman completely. Carnatic music is ideal for self distribution whereby musicians are
able to interact and reach their listeners directly. Digital music has replaced the physical medium
of distribution very quickly and the faster we adapt the better it is for us all round.

We have also witnessed rapid change in the way Camatic music is being presented to the
public. The worldwide community of rasikas have been doing a sterling job by supporting the
artistes and keeping the art form alive. The Music Academy, for the last 89 years has been a
beacon of excellence in the way it has presented and promoted Carnatic music. Under the guidance
of its current President Shri N Murali, the institution is blazing a new trail. Several initiatives in
the recent past have clearly shown how Shri Murali and his team have succeeded in maintaining
the high standards set by the founding fathers. After all it was the Music Academy that heralded
the December season that we all look forward to every year.

I have been fortunate to have a close circle of friends. Life is like a journey where some
get added and some disappear. It has been a rewarding experience sharing and living life with like
minded people. My family has been a pillar of strength and support from the time I started learning
and performing. My parents fully supported my decision to become a professional musician. I
did practice as a Chartered Accountant for sometime and I have to thank my partners at Karra &
Co, who respected and encouraged my greater desire to pursue music full time. 22 years back,
my in laws trusted in their 19 year old daughter’s decision to embark on a roller coaster ride
with just a promise of love and excitement. My wife Aarthi, has stood by me and continues to
do so in everything that I undertake. My children Shreyasi & Sushant, both insisted that I sing
for them when they were little, and today they complete the circle of confidence, trust and love
that keeps me going.

I am thankful to Sangeetha Kalanidhi Shri TV Gopalakrishnan for spontaneously agreeing
to propose my name this year. I can never forget his benevolence, love and encouragement for
me right from the first day he heard me sing at the All India Radio in 1985. I would also like to
thank Sangeetha Kalanidhi Smt C Saroja for graciously consenting to second my name. The writer
William Faulkner in his 1949 Nobel acceptance speech said “this award is only mine in trust”. I
would like to dedicate this award to all the great masters who have enriched this art form with
their brilliance and generosity and all you rasikas for accepting me and my music.

Thank You.
== T = -
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Welcome Address
of Sri N. Murali, President,
The Music Academy, Madras
At the Sadas, 1st January, 2016

rof. Manjul Bhargava, Sangita Kalanidhi awardee Shri Sanjay Subrahmanyan, other

distinguished awardees of this year, Sangita Kalanidhi-s, 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 warm welcome to every one of you to the Sadas.

I extend a special welcome to a very special pérson, Prof. Manjul Bhargava, R.Brandon
Fradd Professor of Mathematics, Princeton University, USA, who has graciously come down to
be with us here.

We are indeed delighted and honoured that he has kindly consented to preside over the
Sadas today and confer the awards. Prof. Manjul Bhargava, all of forty-one years, has amazing
academic credentials and achievements at this very young age.

Prof. Bhargava was born in Hamilton, Ontario, Canada of parents who had emigrated
from India and he grew up primarily in Long Island, New York. His mother, a mathematician
at Hofstra University, was his first mathematics teacher. He completed all of his high school
math and computer science courses by the time he was fourteen. He graduated in 1992 from the
Plainedge High School in North Massapequa, as the class valedictorian, obtained his BA from
Harvard University and was awarded the 1996 Morgan Prize for his research as an undergraduate.

Prof. Manjul Bhargava received his doctorate from Princeton in 2001, supervised by Andrew
Wiles. He was a visiting .scholar at the Institute of Advance Study in 2001-02 and at Harvard
University in 2002-03. Princeton appointed him as a tenured full Professor in 2003 and at twenty-
eight he was one of the youngest ever to receive that rank. He is, in fact, the third youngest full
professor in Princeton University’s history, after Charles Fefferman and Andrew Wiles. He was
appointed to the Stieltjes Chair in Leiden University in 2010.

Prof. Bhargava has won several awards for his research, the most prestigious being the
Fields Medal, the highest award in the field of mathematics, which he won in 2014. Peter Sarnak
of Princeton University says of him, I quote “At mathematics he is at the very top end. For a
guy so young, I can’t remember anybody so decorated at his age. He certainly started out with
a bang and has not let it get to his head, which is unusual. Of course, he could not do what he
does if he wasn’t brilliant. It is his exceptional talent that is so striking”.
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He has already won numerous awards and honours and I am only highlighting the more
recent ones here — the American Mathematical Society’s Cole Prize in 2008, the Fermat Prize
in 2011; in 2011 he also delivered the prestigious Hedrick lectures of the MAA in Lexington,
Kentucky and the Simons lecture at MIT; he was the inaugural recipient of the Simons Investigator
Award in 2012 and became a fellow of the American Mathematical Institute in its inaugural class
of fellows; the Infosys prize in mathematics in 2012; in 2013 he was elected to the National
Academy of Sciences.

In 2014, as stated earlier, Prof. Bhargava was awarded the Fields Medal at the International
Congress of Mathematics in Seoul “for developing powerful new methods in the geometry of
numbers, which he applied to count rings of small rank and to bound the average rank of elliptic
curves”. In 2015, he was awarded the Padma Bhushan by the Government of India.

He has several publications to his credit.

Apart from his brilliance in mathematics, he is also an accomplished tabla player, having
studied under guru-s such as Pandit Prem Prakash Sharma and Ustad Zakir Hussain. His grandfather
Purushottam Lal Bhargava, a prominent linguist and scholar of ancient Indian history, who gave
him training in Sanskrit, was one of his greatest influences. Prof Bhargava is also an admirer of
Sanskrit poetry.

Prof. Bhargava is able to strike the right balance among his many interests. When he plays
the tabla, his boyish face glows with the same delight and spark seen at other times when he
describes his math and the beauty of ideas that fit together like parts of a musical score. Prof.
Bhargava’s enthusiasm and easy-going manner make any interaction with him a joy.

Prof. Bhargava’s varied interests build on one another but not always directly. Classical
Indian music is very mathematical, but consciously thinking of the math would interfere with the
improvisation and emotion of the playing, Prof. Bhargava has said. He has also said and I quote
“But somehow the connection is there. I often use music as a break and many times I come back
to the math later and things have cleared up”.

Prof. Manjul Bhargava sees at Princeton the opportunity to have a significant impact on
the teaching of mathematics. He has already put in place ambitious plans in developing new
introductory math courses that broadened the subject’s appeal. He has also worked to enliven
mathematics for audiences beyond University students by writing articles in non-technical
magazines and journals.

It is but fitting, therefore, that Prof. Manjul Bhargava who combines a passion for
mathematics with that for classical music presides over the concluding day of our music festival.
I thank him immensely for taking the time and the effort to come down to Chennai and spend a
few days here. It is no coincidence that the youngest person to preside over our Sadas since 1968
is set to present the Sangita Kalanidhi Award to the youngest musician to get that award since
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1959. To put it another way, a younger genius of mathematics will give away the prestigious award
to a young genius of classical music. It indeed symbolises the symbiotic relationship between
mathematics and music.

Today, the curtain comes down on yet another successful music season, which started on
a somber and subdued note but quickly picked up momentum. The season, as you may recall,
was dedicated to the suffering tens of thousands of people in Chennai and the rest of Tamil Nadu
affected by the devastating floods. As stated at the Inauguration, the Academy intends to make its
contribution very soon to relief and rebuilding, including to the musicians who were badly affected.

During the past fortnight, great musical fare was experienced. The support of members and
rasika-s as well as that of the sponsors and other patrons and well-wishers has been invaluable
as always. The season’s success is also due to the excellent team work of all our colleagues on
the Executive Committee helped by the untiring efforts of our scouts, volunteers, and staff. My
heartfelt appreciation goes to all the musicians, artistes, musicologists and scholars for providing
an uplifting and wholesome experience.

I would also like to specially acknowledge the efforts put in by the Convenor of the
Programme Committee, Shri K.V.Krishna Prasad along with the other members of the Programme
Committee and by Dr. Pappu Venugopal Rao and his core committee members of the Moming
Academic Sessions.

I offer my warmest felicitations and thanks to this year’s recipient of the prestigious Sangita
Kalanidhi Award, Vidvan Shri Sanjay Subrahmanyan of whom I spoke in some detail at the
inauguration. I cannot hide my admiration for the way in which he has raised the bar, both in the
Sangita Kalanidhi concert that he gave on December 27, 2015 as well as in presiding over the
morning academic sessions. His concert was not onl)'/ brilliant and memorable but he also literally
sang his heart out. I would also like to add here that his concert on December 27, 2015 attracted
the largest audience that I have seen at this venue during any season, where every available chair,
fixed or moveable, was used in the main auditorium as well as in the mini auditorium. I must also
acknowledge with appreciation the splendid manner in which our scouts and volunteers responded
to this huge logistical challenge coupled with some frayed tempers with their unfailing courtesy,
quiet efficiency and dignity.

Sangita Kalanidhi designate, Shri Sanjay Subrahmanyan’s presidential comments at the
morning academic sessions were always relevant and insightful, flowing as they were from his
deep knowledge and understanding of the ocean that is Carnatic music. They always added value
to the subjects under discussion, never ever descending into a ritualistic formality.

I offer my hearty congratulations to the other major award winners, Sangita Kala Acharya
awardees, Vidvan Shri T.H.Subash Chandran and Vidushi Mysore Smt. G.N.Nagamani Srinath,
recipients of the TTK Award Vidvan Shri Seshampatti T.Sivalingam and Vidushi Smt. Kamala
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Aswathama and the recipient of Musicologist Award Vidushi Smt. Gowri Kuppuswamy. I also offer
my congratulations to the artistes winning various prizes for their performances in this festival.

Let me conclude by wishing you all the very best for the New Year.

Thank you very much.
e —= e —
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Address of Chief Guest

Prof. Manjul Bhargava,
Professor of Mathematics, Princeton University, USA

At the Sadas, 1st January 2016
The Music Academy, Madras

amaskaram - Thank you so much Shri Muraliji for the kind words and introduction. I can’t
Ntell you how honored I am to be here, at what is, I believe is, well, the best and greatest
music festival in the world, and with one of the best, most enthusiastic and most knowledgable
audiences in the world!! The Chennai Music Festival features nonstop back-to-back concerts,
with sometimes numerous fantastic concerts going on all in parallel simultaneously, for an entire
month! -what a musical paradise unlike anything any where else in the world.

I’'ve had such a fabulous time at the Music Festival this week, though as in years past, by
far the most difficult moments for me occurred when I found myself trying to decide which of
several different concerts to go to, because they were all happening at the same time. But it’s a
testament to the festival that we all are, so often this month, put in that position where we have
to make decisions like that. Relatively speaking, it’s a pretty nice problem for a lover of music
to have to have!

On a more personal note, I also feel so incredibly honored to be here because so many
of my musical heroes are here on stage and in the audience today, including of course Vidvan
Sri Sanjay Subrahmanyan, the recipient of this year’s Sangita Kalanidhi — it’s been particularly
special getting to know him on a more personal level this week over breakfasts and during his
presiding over the morning lecdems — aside from being one of the very finest vocalists in the
world today, he is also an incredible individual as a person and as a scholar as we got to see
during the lecdems this season. I have been a longtime fan of his, as well as of many of the other
musicians and musicologists here, including some of those being bestowed with awards today,
and so this moment today at the sadas is especially meaningful to me personally for that reason.

The credit for this annual music season of course goes to the Music Academy, for its
foundational role in establishing the Madras Music Season back in 1928 — and the festival is still
going as strong as ever, again due in large part to the ongoing work, dedication, and unwavering
passion of the Music Academy. The Music Academy continues to foster the arts in numerous
important and critical-ways, not the least of which is the recognition that it gives each year to
artists for seminal contributions to music, dance, and scholarship. These awards of the Music
Academy are now extremely well known across India and the world, and are among the most
prestigious in their field. These recognitions are one of the critical contributions and defining
feature of the Music Academy - and is the reason we are here today. We have already met this
year’s awardees — Vidvan Sri Sanjay Subrahmanyan, Vidvan Sri T.R. Subash Chandran, Vidushi

33



THE MUSIC ACADEMY + JOURNAL 2016 - VOLUME 87

Sri Mysore Srinath, Vidvan Sri Seshampatti Sivalingam, Vidushi Kamala Aswathama. and Vidushi
Gowrni Kuppuswamy - it is an honor for me to help lead us, 1500 strong in the audience, in
congratulating these outstanding artists and scholars please join me in giving a huge round of
applause for them! They are why we are here today.

I also want to give a huge thanks to the President, Shri N. Muraliji — I have had the privilege
of seeing his incredible leadership firsthand this week - and to the entire board and all the patrons
of the Music Academy - for making this season a great success, despite the tremendous hardships
that Chennai has faced in preceding weeks in the wake of horrendous flooding. It is a testament
to the spirit of Chennai, how Chennai has picked itself up after this natural disaster, dusted itself
off, as people have generously and diligently helped each other get back as swiftly as possible to
a state that is closer to normal. It has been an inspiration for the world to see.

This music season and today in particular is dedicated to the flood victims, and to the
relief and rehabilitation of the city. It reminds us that we must do everything in our capacity to
help, and yet at the same not let it stop the incredible human activities that define Chennai, like
the Music Festival, which is critical for the livelihoods of so many artists in the city here and
around the world. I congratulate Shri N. Muraliji, the board and all the patrons of the academy
and the festival for very successfully making this their mission this season, and it is an honor to
have been a small part of that effort. That is what this day means to me.

I first came to concerts at the Music Academy 10 years ago, and sat mesmerized and inspired
by so many breathtaking performances of great artists. I certainly never imagined at that time that
I’d be up here on stage one day felicitating some of those very artists that I was admiring. Of
course, my journey in music goes back much further; my mother being a Hindustani vocalist and
tabla player, I grew up hearing her sing and play. But it was the tabla (and percussion in general)
that always attracted me the most, as my instrument of choice, and as a possible professional, Tabla,
and of course, mathematics. As you know, I did definitely also consider pursuing mathematics.
I actually never considered these subjects of music and mathematics, that different. As I got to
talk about yesterday morning at the Music Academy, much of my interest in mathematics arose
through music, and vice versa. Since my grandfather was scholar of ancient Indian history, I had
the opportunity of growing up acquainting myself with various ancient books of India, including
many of the. classics on mathematics and music. As everyone knows, Bharata’s Natyasastra’ and
Sarngadeva’s Sangita Ratnaakara are two of the most groundbreaking works ever published on
music, and they laid the foundations of modem day Carnatic and Hindustani music. What many
people don’t know though is that they are at the same time two of the most groundbreaking works
on mathematics ever published.

Some of the beautiful mathematical problems in music that they discussed lie at the roots
of some of my interests in number theory, which is the area of mathematics that I specialize in.
Number theory is the branch of mathematics that studies the whole numbers: 1, 2, 3, ... and 0,
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-1, -2, etc. Number theorists aim to understand special sequences of whole numbers, like the
square numbers and the prime numbers, and they aim to understand how to solve equations with
solutions in the whole numbers.

Both the Natyasastra and the Sangita Ratnakara considered problems in number theory which
remain very important in modem mathematics, and which for them had fundamental applications
to music. I had the opportunity yesterday to talk about some of the remarkable mathematical
problems in rhythm that they considered understanding, for example in how many ways you can
break a 16 beat cycle into partitions of length 1, 2, 4, and 6. As shown in the SR, the answer is
6236, in case you want to try your hand at it!

So I thought I'd say a little more today-about how mathematics also plays a fundamental
role in melody, particularly in Camatic and Hindustani melody. Truly fundamental problems in
number theory immediately come up which were alrez{dy considered in great detail by Bharata
in his Natyasastra, and these problems lie at the foundation of Camatic and Hindustani music,
and indeed all music.

The basic problem of melody is which notes to use. Although we don’t think about it much
anymore, the question is a truly fundamental one -what notes or frequencies should we use in our
music when we compose melodies? In other words, which notes will sound good together? And
which ones will not? There are infinitely many, a continuous range of notes and frequencies out
there, yet, in the end, what do we use? Seven notes (saptaswara) in our melakarta ragas?; why are
there 12 notes in each saptak on the modern Veena, and why are there 22 shrutis? It is a question
that has faced all musical cultures of the world. Which notes should we use?

The answer to the question is entirely a mathematical one, and different solutions were
obtained across the world. The solution obtained in Carnatic and Hindustani music, as documented
in Bharata’s Natyasastra back in 200 B.C., is one of the truly remarkable solutions, and that
mathematical solution is the seed that lies behind what eventually led to classical Indian music
developing to the incredible form and the oldest style of classical music in the world today, known
the world over for its rich and expressive melodies.

So what do the choices of notes have to do with mathematics? The choices of frequencies
that sound good in music are governed by mathematical principles; two notes sound good together
(Le., are resonant) if the ratio of their frequencies is a simple whole number ratio, like 2:1 (which
is the distance of one saptak, from sa to sa) or 3:2 (which is the distance from sa to pa). Resonance
from simple whole number ratios of frequencies sounds beautiful for reasons of physics -you feel
the concurrence of vibrations of overtones! That’s why two people singing together in the same
pitch sounds really nice-their fundamental frequencies and their overtones are all lining up. But
it also sounds very nice when two people sing one saptak apart (i.c., one person sings at twice
the frequency of the other person). Birthday; antakshari, etc. Two notes one saptak apart sounds
so good that they are given the same name in essentially all cultures. The goal of ancient Indian
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musicians as described by Bharata was maximizing resonance. The idea was to fix a tonic note
(sa), and then the scales of notes in Indian music are then taken from a set of 22 whole number
ratio frequencies from that tonic (called shrutis). 2/1 gives the higher sa, 3/2 gives pa, 4/3 gives
shuddha ma, 5/4 gives shuddha ga, and so on. There are 22 simple whole number ratios by Bharata
specified that sound nice together, yet are far apart from each other so that musicians can feel
clearly that they are different notes.

These choices of notes documented by Bharata in 200B.C, although they probably go back
even further than him, allowed for very rich and resonant melodies in Hindustani and Carnatic
music, Sruti-s were chosen in raga-s in ancient times so that certain intervals in the raga would be
maximally resonant, and that’s why listening to melodies this music season has sounded so good!

Of course, musicians are not thinking about these ratios anymore when they sing; the
frequencies have become innate through practice, and passed on from generation to generation.
Musicians also don’t necessarily follow these 22 recommended sruti frequencies exactly all the
time; sometimes variations, even irrational numbers for frequencies, are introduced for artistic
effect. For example, the komal re that is used in some raga-s is flattened, moved really close to
the sa, so that it creates a feeling of longing. There are also sets of notes that might not have
been recommended by older texts, such as what are called vivadi or dissonant raga-s, of which
there are 40. As Sriramji, the great musical storyteller mentioned to me a few days ago, these
raga-s are being performed more often than ever before, including by Sri Sanjay Subrahmanyanji
who is one of their greatest exponents. So Carnatic music continues to move forward, into new
territory, but a basic and beautiful mathematical framework is what underlies it all.

I was inspired to think more about mathematics and number theory in particular when I
was growing up and thinking these musical problems. But even when I wasn’t thinking about
mathematics of the music I was listening to, I found it inspirational. It would take me to a
place where I could be more creative in the mathematics I was doing. This is not unique to me.
Ramanujan, one of my major mathematical heroes and also from this part ofthe world -his mother
was also an accomplished Carnatic vocalist, and he grew up listening to Carnatic music as he
did his mathematics. He worked in the lobby of his temple listening to Carnatic drumming. Prof.
Seshadri, one of the great mathematicians of the world who is also from Chennai who started the
Chennai MI, is also an avid classical Indian vocalist. There is something about classical music
that makes one more creative even in other endeavors. Justice Mudgal, former Chief Justice of
the Punjab and Haryana high court who is also a supporter of the Music Academy and was here
all week at concerts, was saying yesterday that in his experience, judges with training in fine arts
tend to show greater judgement and humanity in their decisions and judgments than those who
don’t. Steve Jobs was famous for his ideas for products that married topnotch aesthetics with top-
notch engineering. When asked about why the Macintosh computer revolutionized computing, he
remarked it was because he loved to hire computer scientists who were also trained in the fine
arts, who showed far greater innovative ability. Art is what separates humans from other species,
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from artificially intelligent computers -it’s what makes humans human. For that reason, So as we
all support the Music Academy and the artists here today, let’s also all try to make sure that our
young people are educated in the fine arts. Classical Indian music is a mathematically deep and
aesthetically complex and extremely expressive form of art that is truly beautiful, which unifies
India, and which can help the country produce not just better artists, but better scientists, judges,
innovators, and in general better humans. Let’s try to make Carnatic music part of the school
curriculum, to help make sure this amazing form of art continues, and so that we continue to
evoke the very best from our young people.

Thank you!
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Awardees 2016
Sangita Kalanidhi Award

Shri. Sanjay Subrahmanyan

Born on January 21, 1968 at Madras (now Chennai) to Aruna and S. Sankaran, Sanjay
Subrahmanyan comes from a family known for its appreciation of music. He began training on the
violin under V. Lakshminarayana in 1975 and switched to vocal music in 1982 in which he learnt
successively from Sangita Kala Acharyas Rukmini Rajagopalan and Calcutta K. S. Krishnamurthy,
and the Music Academy’s TTK awardees S.R.D. Vaidyanaathan. In the meantime, he also qualified
in the ICWA and CA examinations and practised as a Chartered Accountant for a while before
the demands of his music career made him switch full time to it.

Having made his debut as a concert artiste in 1986, Sanjay has steadily risen to the highest
level, performing in India and abroad. Known for a performance style that brings a high level of
energy to the concert platform backed by his seemingly boundless depths of creativity and his
extensive repertoire, Sanjay’s success is the result of immense hard work, dedication and single-
minded focus on excellence, all of which make him stand out as a role model for generations of
musicians to come. His performing excellence has resulted in immense public adulation and his
fan following spans many countries.

It is in recognition of his continued pursuit of perfection and expanding the limits of
South Indian classical music that the Music Academy, Madras confers on him the title of Sangita
Kalanidhi. In bestowing this award on a musician who is just 47 years old, the Music Academy,
Madras has shown that age is no consideration when it comes to merit. It must be placed on
record that the last time a musician received it at this age was in 1959 when Madurai Mani Iyer
was awarded the Sangita Kalanidhi. Today, Sanjay joins a select band of 13 earlier musicians
who received this award before the age of 50. The Music Academy, Madras is certain that Sanjay
Subrahmanyan will rise to greater and greater heights thereby bringing honour and glory to his
chosen profession and this ancient art.

— = E=-—
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Sangita Kala Acharya Award

G.N. Nagamani Srinath

Bomn on April 7, 1950 at Mysore to G.N. Narayana and B.G. Venkatalakshamma, Nagamani
trained in music under V. Ramarathnam, Arekere Narayana Rai, Professor Gowri Kuppuswamy
and Ramnad Krishnan. She has also trained under R. Vishweshwaran, Sangita Kalanidhis M.L.
Vasanthakumari, TM. Thiyagarajan, K.V. Narayanaswamy, T. Brinda and D K. Jayaraman and
also Sangita Kala Acharya T. Muktha. Her first performance was at the age of nine in Mysore.

Other than being a concert musician, she chose to apply her knowledge to a variety of
fields, becoming a teacher, author, composer, administrator and director. She served as Professor
and Head of the Department of Music in the Government run Maharani’s College at Mysore and
Bangalore. '

In 1985, she founded the Sunaada Cultural Centre for classical arts and serves as its
Director. She has trained a number of students at this school and many of them have taken to
performing careers. Her efforts to propagate Carnatic Music are highly commendable.

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

B e -

39



THE MUSIC ACADEMY ¢« JOURNAL 2016 - VOLUME 87

Sangita Kala Acharya Award

T.H. Subash Chandran

Born on April 25, 1946 at Tiruchirapalli to T.R. Hari Hara Sharma and Nilambal, Subash
Chandran is from a family known for its musical lineage. His initial training in percussion was
under his father and he later trained under K.M. Vaidyanathan and Palghat Ramachandra Iyer.

His skills span several facets of percussion — mridangam, ghatam, kanjira and konnakkol. He
is in particular one of the few maestros in the last named, which is the vocal form of percussion.
Having had the opportunity to accompany several top ranking artistes ranging from Sangita
Kalanidhis M.S. Subbulakshmi and M. Balamuralikrishna to U. Shrinivas, he has also performed
at several locations abroad along with several internationally renowned philharmonic orchestras.
His mastery over his art has been recognised by several awards and titles that he has received.

Subhash Chandran has taught South Indian percussion across the world. He has trained
numerous students over the years and continues to perform this service today. In recognition of
his contributions, the Music Academy, Madras confers on him the title of Sangita Kala Acharya.

— =P
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TTK Memorial Award

Seshampatti Sivalingam

Born on July 7, 1944 at Seshampatti in Dharmapuri District of Tamil Nadu to Rajammal and
Seshampatti P. Teerthagiri, Sivalingam had his initial training on the nagaswaram under his father
who was a noted exponent. He later came under the guidance of renowned artistes Keevalur N. G.
Ganesan, Keeranur Ramaswami Pillai and Thiruvarur Latchappa Pillai. In 1971, he graduated from
the Central College of Karnatik Music (now the Isai Kalluri), Madras with the Vadya Visharad
degree.

Having been trained in the traditional way, he specialises in raga alapanas and kriti rendition
in particular, thereby earning the appreciation of music lovers all over the world.

An ‘A Top’ grade artiste for All India Radio and Doordarshan, he has been performing
regularly in these mediums for over several decades. He is also a nagaswaram artiste very much
in demand at all the famed venues for classical music. The Music Academy, Madras, confers its
TTK Award for 2015 on him.

R ——
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TTK Memorial Award

Kamala Aswathama

Born on June 6, 1933 at Tenali in present day Andhra Pradesh to Venkatacharyulu and
Venugopalamma, Kamala Aswathama began training on the veena at the age of 13. She later joined
the Central College of Karnatik Music (now Isai Kalluri) in Madras from where she qualified.
She also studied at Kalakshetra where she learnt from Sangita Kalanidhi Mysore Vasudevachar
and Sangita Kala Acharya Kalpakam Swaminathan. She has besides also been taught by Sangita
Kalanidhi Musiri Subramania Iyer and M. D. Ramanathan.

Kamala taught music at Kalakshetra and later became a staff artiste at All India Radio, being
a part of its vadya vinda ensemble. She has remained a much sought after guru for the veena and
has trained numerous students including her daughter E. Gayathri, well known artiste and now the
Vice Chancellor, Tamil Nadu University for Music and Fine Arts. The Music Academy, Madras,
confers its TTK Award for 2015 on her.
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Musicologist Award

Dr. Gowri Kuppuswami

Born on August 3, 1931 at Pudukottai to Balakujam and R Natesan, Gowri trained in vocal
music under Sangita Kala Acharya Calcutta K.S. Krishnamurthy, Thanjavur S Kalyanaraman and
Sangita Kalanidhis M.L. Vasanthakumari and R.K. Srikantan.

Her concert career began in 1955 and she has performed at numerous locations and also
over All India Radio and Doordarshan. In 1967, she joined the Music Department of Mysore
University where she rose to become the Professor and Head in 1980. Having retired in 1992,
she continues to remain a guide for students pursuing doctoral and post doctoral courses in music.
At the invitation of the Government of Karnataka she has served as the chairperson for revising
the syllabus for Carnatic music in colleges run by the state. A much sought after speaker and
lecturer at music conferences and seminars, she has over 45 publications to her credit, all of them
co-authored with her colleague M. Hariharan. The Music Academy takes pride in conferring on
her the Musicologist Award for 2015.

—— -
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Natya Kala Acharya Award - 2016

Alarmel Valli

Born on September 14, 1956 at Madras (now Chennai) to Uma and
C. Muthukumaraswamy, Alarmel Valli is one of India’s best known arts personalities. A graduate
in English literature from Stella Maris College and a diploma holder in French from the Alliance
Francaise, she trained in Bharatanatyam in the Pandanallur Style under Chokkalingam Pillai and
his son Subbaraya Pillai. Her debut performance was in 1966. Alarmel Valli also trained in the
QOdissi style of dance, her gurus being Kelucharan Mahapatra and his disciple Ramani Ranjan Jena.
She is besides proficient in Carnatic music, having learnt the art from Alathur Panchapakesa Iyer
and Sangita Kala Acharya T. Muktha.

Alarmel Valli’s is a life dedicated to dance. She has performed at several prestigious
locations in India and abroad. In 1984, she set up Dipasikha — her foundation for dance, music
and choreography. She has also emerged over the years as a choreographer, curator and researcher,
her areas of interest, all of them with a dance focus, ranging from the ancient Sangam works
to the contemporary. In this, she has worked with several poets, scholars, musicians and fellow
dancers. Her contribution to the world of dance has been richly recognised with awards and titles
from all across the world. At least three films have been made on her art.

The Music Academy, Madras takes pride in conferring on her the title of Natya Kala
Acharya for 2016.

R EE—
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Report on the Music Academy Madras Dance Festival

January 2016

Leela Samson’s Spanda and Priti Patel’s Anjika troupes.

Twenty six programmes were featured over seven days from 3 January to
9" January 2016 at the 10" Dance Festival of the Music Academy, Madras. Along
with eighteen solo Bharatanatyam recitals, there was one solo each of Kathak and
Mohini Attam. Odissi and Kuchipudi, each featured one solo and a group performance.
Kalakshetra performed Jatayu Moksham, one of the episodes from its renowned
Ramayana series. Panchattva was a presentation in Bharatanatyam and Manipuri by

Mr.Roy Kho, Consul General, Consulate General of the Republic of Singapore,
Chennai inaugurated the festival on 3 January 2016. Alarmel Valli 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.

I8
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The Music Academy Dance Festival
Sunday, 3rd JANUARY, 2016
Welcome Address by Sri N. Murali, President

r. Roy Kho, Smt. Alarmel Valli, eminent exponents and Gurus of Dance, connoisseur.
distinguished invitees, ladies and gentlemen,

It is my pleasure to extend a hearty welcome to all of you to this 10* edition of our
Dance Festival. It is a matter of particular delight and honour for us that Mr. Roy Kho, Consul
General, Consulate General of the Republic of Singapore, Chennai, has kindly consented to be the
Chief Guest this evening. His presence is indeed fitting come as it does some months after the
Republic of Singapore completed a significant landmark, fifty years of its founding. Singapore-
India relations, particularly economic and cultural, are getting ever closer. It is also noteworthy
that The Music Academy has a close ongoing affiliation relationship with Singapore Indian Fine
Arts Society (SIFAS). '

Born in Singapore in 1961, Mr. Kho graduated from the National University of Singapore
with a Bachelor of Science (Honours) degree in Estate Management in 1987. He joined the
Singapore Foreign Service in 1998, successively holding the post of Assistant Director/Property
Planning and Management and covering Deputy Director/Property in the Corporate Affairs
Directorate from 2000-2002. He then served as Counsellor/Admin and Consular at the Singapore
Embassy in Washington D.C. (2002-2007). He was the Director/Corporate Affairs in the Ministry
of Foreign Affairs since 2008, overseeing the Ministry’s financial budget and Management,
overseas properties development, organisation establishment security and general administration.

He is currently the Consul General, Consulate General of the Republic of Singapore,
Chennai. I extend a very special welcome to Mr. Roy Kho.

I also extend a special welcome to Smt. Alarmel Valli, the worthy recipient of this year’s
“Natya Kala Acharya Award”. For the benefit of this audience, let me recall that this award
carrying significant award money and citation was instituted four years ago by Drs. Engikollai
Krishnan and Leela Krishnan, based in Kansas City, USA, in memory of Smt. Meenakshi and
Mysore Asthana Vidvan Engikollai Chidambaram Ganapatigal.

Smt. Alarmel Valli is a wonderful exponent of Bharata Natyam, having trained under Pandanallur
Chokkalingam Pillai and his son, Subbaraya Pillai. She also trained in the Odissi style under
Kelucharan Kohapatra and his disciple Ramani Ranjan Jena.

A graduate of English literature, Smt. Alarmel Valli is also proficient in Carnatic music
and learnt padams and javali-s from T.Muktha.

She has performed extensively in India and abroad over four decades. Apart from standard
margams of dance, her work also includes conceptualisation and choreography of several solo
and group recitals. She has also collaborated with poets and musicians. Particularly noteworthy,
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is her opening up of the beauty of Sangam poetry by creating pieces around the verses from that
era. She is also an avid researcher.

Her work has been recognised through several awards including the Sangeet Natak Akademi
award and the Padma Bhushan by the Government of India. Her work has been captured by at
least three documentary films including one by the BBC.

The Music Academy is proud and delighted to confer the “Natya Kala Acharya Award”
on Smt. Alarmel Valli this year.

At this Inaugural function two prizes for Dance are also being given away — the Gutti Vasu
Memorial prize endowed by the Srinivasa Prasad International

Foundation for the Performing Arts, for the Best Dancer in the Spirit of Youth festival held
during August 2015. This award is shared by Meera Sregnarayanan and Sudharma Vaithiyanathan,
their respective gurus being, Ms. Nirmala Nagaraj and Shri A Lakshmanaswamy who get the best
Dance Guru Award endowed by late Shri P. Obul Reddy. The second best Dancer award goes to
R. Gayathri. The best dancer prize in the HCL Concert series, endowed by Shiv Nadar Foundation
in memory of Smt. S Vamasundara Devi goes to Christopher Guruswamy.

The 2016 edition of our Dance Festival which is the Tenth in the series, features 26
performances over seven days like the previous years comprising variety of Dance genres including
Bharata Natyam, QOdissi, Kathak, Kuchipudi, Mohiniattam and Manipuri. There will be solo and
group performances.

This year as in the last year, the main sponsors are Shri P.Vijayakumar Reddy and Smt.
Preetha Reddy in memory of late Shri P.Obul Reddy and late Smt. P.Gnanamba. I express our
grateful appreciation to Shri Vijaykumar Reddy for so generously and spontaneously taking over
the mantle of Main Sponsor from last year.

I would like to express our appreciation to our Associate Sponsors Aircel, Kaleesuwari
Refineries (Dheepam Lamp Oil), ICICI Home Search, Kotak Mahindra Bank, Mangaldeep
Agarbattis, Indo National -(Nippo), Radiance Realty Developers, SunEdison Energy and Uniply
Industries.

I would also like to place on record our heartfelt appreciation to all the artistes participating
over the years, who have made our Dance Festival the ‘signature’ event as described by discerning
observers.

I would also like to acknowledge the excellent work of the Dance Festival Committee,
particularly its dynamic convenor Shri N.Ramji and Dr. Chitra Madhavan, Dr. Sumathi Krishnan,
Shri S.Raghavan, Smt. Kala Ramesh Rao and Smt. Sujatha Vijayaraghavan,

I wish you all a Happy New Year and yet another enjoyable Dance Festival.
Thank you.
————e PR ——
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Morning Sessions at the Music Academy

16 December 2015

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

Rare Pallavi-s of Stalwarts

The first session was on rare pallavi-s of stalwarts by Vidvan Sri D. Balakrishna. This
demonstration included a collection of ragam-tanam-pallavi-s rendered by the stalwarts of the
twentieth century. The speaker presented popular pallavi-s of yester-year musicians like Vina
Seshanna, Mysore Vasudévacarya, Tirukkodikaval Krishna Iyer, Mazhavarayanendal Subbarama
Bhagavatar, Alathur Brothers, Chengalpet Sri Ranganathan to name a few. The speaker presented a
brief delineation of niraval and kalpanasvaram for some of the pallavi-s which covered a variety
of raga-s and tala-s. He explained the characteristics of each of the pallavi-s as rendered by these
yester-year musicians, highlighting the structure of the pallavi-s and demonstrating the intricacies
in rendering trikalam and aspects of manddharma brought about by the complex setting in some
of the pallavi-s.

The session ended with compliments by Dr. Pappu Venugopala Rao, Trichy Sri Sankaran
and the Sangita Kalanidhi designate Sri Sanjay Subrahmanyan.

Grahabh&édam - A Few Perspectives

The second presentation of the day was by VidusT Gayatri of the Ranjani-Gayatri duo.
The speaker commenced the session with an explanation of the term ‘Grahabhédam’. Smt.
Gayatri explained that during grahabhéda, while the svara positions were maintained, the second
raga created through grahabhéda lead to a change in rasa. She pointed out that in grahabheda,
gamaka-s were not employed on the adhara svara-s, sadja and paficama. The speaker explained
that it was not mandatory to portray the new rdga in total while singing grahabhéda and a succinct
and precise raga-svaripa of the new raga was sufficient which arose as a parallel to the original
raga. She demonstrated many examples in rdaga-s like kanada, sanmukhapriya, nattakurifiji,
nilambari, abhogi and valaji, arabhi and méhanakalyani etc. Smt Gayatri also highlighted the
need to ponder over the gamaka-s and their applicability in the svara positions in the original
raga before attempting grahabhéda. She then demonstrated the unique relation between groups of
audava raga-s such as mohanam, madhyamavati, Suddha saveri, Suddha dhanyasi and hindolam.
Smt. Gayatri presented grahabhéda in the raga Subhapantuvarali, demonstrating all aspects of
manodharma. She concluded the lecture demonstration with a svarajati composed by Sri Lalgudi
Jayaraman where the unique feature of grahabhéda was incorporated therein. The session concluded
with comments and compliments by Dr. PappuVenugopala Rao, Sri Trichy Sankaran and Sri Sanjay
Subrahmanyan.
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17 December 2015

Hiranmayi commenced the morning session with a prayer song.

Bharat Ratna M.S. Subbulakshmi Centenary Lecture demonstration

The first lecture of the day was by Smt. Gowri Ramnarayanan on Bharat Ratna Vidusi
Smt. M.S. Subbalakshmi. The speaker commenced her lecture stating that there was a magical
element in Smt. M.S. Subbulakshmi’s music that would be explored and unfolded in the lecture.
The entire lecture was interspersed with recordings of M.S. Subbulakshmi to illustrate how she
looked at music while teaching, performing etc. The demonstration also included quotes from
various personalities who had interacted with the legendary artiste. The lecture covered a wide
range of information relating to the personality of Smt. Subbulakshmi including her keenness to
take musical inputs from her fans. The speaker also spoke about her penchant for an impeccable
diction and how much she worked to achieve the same, irrespective of the languages she sang in.
The defining quality of any M.S. rendition was her 100%, be it a practice session or a concert
or tuning the tambura, added the speaker. Smt. Gowri also stated that Smt. M.S. Subbulakshmi
believed in imparting the meaning of the song before teaching. The role of her husband Sri
Sadasivam in M.S’s musical career was also highlighted by the speaker. The entire lecture was
supported by audio clips of Smt M.S.Subbulakshmi, covering various aspects of manodharma.

Dr. PappuVenugopala Rao, in his comments stated that M.S. Amma was very well known for
her diction, be it any language. Sri Sriram added that in 1945, M.S. Subbalakshmi was instrumental
in reintroducing the upapakkavadyam during her performance in The Music Academy. Sangita
Kalanidhi designate Sri Sanjay Subrahmanyan said that after the Trinity, the most recognized face
of Carnatic music was M.S. Subbulakshmi.

Music composed by Ariyakudi Ramanuja Iyengar apart from Tiruppavai

The second presentation of the day was by Vidasi Smt. Suguna Varadachari on the music
composed by Vidvan Sri Ariyakudi Ramanuja Iyengar.

Smt. Suguna Varadachari commenced her lecture by stating that the source material for
the lecture was the ‘sudésamitra’ magazine and information as gathered from Vidvan Alapuzha
Venkatesan and Vidiisi Smt Padma Chandilyan. The speaker outlined the various compositions tuned
by Ramanuja Iyengar. They included the kavadicindu composed by Subbarama Iyer, compositions
of Arunacalakavirayar, songs of Kulasekhara Azvar, verses from the Ramdyana etc, to name a few.
Smt. Suguna demonstrated each type of composition tuned by Sri Ramanuja Iyengar as samples
from compositions. The speaker was supported on the vocal by Smt. Aishwarya Sankar.

The convener Dr. Pappu Venugopala Rao complimented the speaker for the delightful
presentation that included a comprehensive repertoire of Ramanuja Iyengar’s contribution and
added that it was a befitting tribute on the occasion of 125 years of Sri Ramanuja iyengar.
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Dr. Ritha Rajan, member of the Experts’ committee added that ‘ramadasa’ was the mudra of Sri
Ramanuja Iyengar and that Vidasi Smt. D.K. Pattamal had sung the songs in her concert. She
also added that he composed few songs for the newspaper sudésamitran and there was a song on
Ramanuja Tyengar written by Balakrishna Shastry and tuned by Sri K.V. Narayanaswamy. There
were a couple of Bharatiyar songs — present day popular tunes composed by Sri Iyengar. The
session concluded with compliments from Sangita Kalanidhi designate Sri Sanjay Subrahmanyan.

18 December 2015
The day began with a prayer song by Shwetambari and Aishwarya.

Choral Music with Pamban Swamigal’s Sanmugakavacam

The first session of the day was by Sri Ganesh Kumar and his team comprising Anand
Madhavan, Vasuki Kannappan and Muthukumar Guruswamy who presented a lecture demonstration
on Pamban Swamigal’s ‘Sanmugakavacam’. Sri Ganesh Kumar mentioned that Sanmugakavacham
was written in the year 1891 and it was a unique work as it is the first work of Indian ongin to
be presented in choral or Western classical music form.

A demonstration was made by playing a recorded section of the piece that comprised of
singing of the ‘Gayatri mantra’, the ‘Pajicaksara’, excerpts of the ‘Sanmugakavacam’ and so on
by a European choir. The speaker mentioned that this kavacam comprised of 30 verses that seek
to protect mankind from several imminent dangers and this work cuts across caste, language
or religious barriers. The speaker explained the basic components of choral music, including
the different groups of singers and the basic format of choral music which is polyphonic in
nature. Ganesh Kumar, Anand Madhavan and Suraj then rendered the entire Sanpmugakavacam
together with other components of Ganesh Kumar’s composition with recorded musical and choir
accompaniment.

The session concluded with compliments of Dr. Pappu Venugopala Rao followed by
comments and compliments from Sri Sanjay Subrahmanyan, who discussed the balance to be
maintained between melody and lyric.

Music of Vijayanagara Period

The second presentation was by Dr. Arati Rao on the Music of the Vijayanagara period. The
speaker began by outlining the aspects to be dealt with in the ensuing presentation commencing
with historical details about the Vijayanagara Empire which was established in 1336 A.D. and
flourished till 1565 A.D. Dr. Arati stated that this was a golden period for South Indian music
and was crucial for the revival of arts and culture in the kingdom. The entire empire was
called ‘Karnataka’ and the speaker suggested that this might probably be the reason why the
term ‘Kamatak’ music arose. Dr. Arati mentioned that many composers and musicians such as
Purandaradasa, Vyasaraya, Talapakkam Annamacharya and musicologists such as Ramamatya and
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Bhandaru Laksminarayana were patronized by the Vijayanagara emperors. She expressed that
several of the rulers were themselves musicians and musicologists. She then discussed the raga-s
that were prevalent during this period, which were seen in the laksanagrantha-s and used by the
Haridasa-s. Regarding tala, Dr. Arati mentioned that many developments were recorded in this
period; the taladasaprana-s were defined for the first time, the concept of anga was described and
anudruta was crystallized to one unit and for the first time tala was described in terms of laghu
instead of the earlier guru. She also mentioned that the §ajadi tala-s were in use during this time.
Next Dr. Arati took up the musical forms like pillari gita, pada-s and siladi-s. She mentioned that
the format of pallavi, anupallavi and carana came into being during this period and is seen in the
compositions of both Haridasa-s and the Talapakkam composers. Thereafter she spoke about the
forms alapa and thaya and stated that there were several notations of these two forms available
in this period. She explained the structure of these two forms in detail.

The session concluded with the compliments of Dr. Pappu Venugopala Rao. There were a
few questions raised by the scholars in the audience, Dr. M.B.Vedavalli, Dr. Rajshri Ramakrishna
and Sri V. Sriram followed by comments and compliments from Sri Sanjay Subrahmanyan.

19 December 2015
The day began with a prayer by Bhuvanaja.

Manipuri Nata Sankirtana

The day’s session was a presentation of Manipuri Nata Sankirtana by Vidvan Upendro
Sharma and troupe from the Jawaharlal Nehru Manipur Dance Academy in Manipur.

The lecture was delivered by Lokendra Deep Singh and supported by Guru Shamshan
Singh. The speaker mentioned that Nata Sankirtana is the traditional dance of Manipur which
combines the martial art from the warrior community and the dance and bhakti movement of the
Chaitanya from Bengal. He stated that the dance movement is performed by males only, who wear
white turbans. The histor); of this art form was traced and the techniques used therein were also
mentioned. This was followed by a performance of the natasankirtan. The various instruments
used, method of playing, the tunes used and the different dance positions were all demonstrated by
the team of singers and dancers. It was mentioned that the artistes needed to be adept in singing,
dancing as well as playing the instruments. The speaker stated that the theme for the dances was
based on Lord Krishna and there was an influence of the vaishnavite culture on this dance form.
The themes of rasitla were also used in these dance forms. The different raga-s and tala-s used
in the rendition were mentioned.

Dr. PappuVenugopala Rao concluded the session with his comments followed by
compliments from Sri Sanjay Subrahmanyan.
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20 December 2015

The day commenced with a prayer song by Bhavya.

The Glory of the Alathur Tradition

The first presentation of the day was by Sri Trichy Sankaran on the Glory of the Alathur
Tradition. The speaker commenced the lecture demonstration with an explanation of the terms
‘Tradition’, ‘Pathantara’ and ‘Bani’ as interchangeable, in the context of a musical lineage. The
continuous evolution of various schools of music, be it vocal or instrumental, from the tradition of
a pdthantara, the existence of specific bani-s within these schools of music, the textual traditions
that formed the very basis of this system of music, the distinctive elements of a parhantara,
and other creative elements in the aspects of melody and rhythm, were briefly touched upon.
Examples of unique features that identified musicians like G.N. Balasubramaniam and Madurai
Mani Iyer were mentioned irf the context of explaining the defining elements of specific bani-s.
The speaker outlined information about the lineage of the Alathur Brothers, the nature of their
voices, the distinct features of the Alathur school, their expertise in laya and pallavi-s, their flair
for presenting the varied facets of a pallavi and their specialization in svara kuraippu and korvai,
to name a few. This was followed by a demonstration of niraval and kalpana svaram for different
krti-s and pallavi-s by Alathur Sri Venkatraman, the son and disciple of Alathur Subbier, who
assisted Sri Trichy Sankaran in the lecture demonstration. The concepts of anuloma and pratiloma
in the presentation of ragam-tanam-pallavi, were explained next and the present practice in the
rendition was also highlighted along with demonstration of the same. Finally, a few tiruppugaz
hymns tuned by the Alathur brothers were demonstrated followed by mohra and korvai played
by Sri Trichy Sankaran.

Dr. PappuVenugopala Rao appreciated the presentation with a special mention of Alathur
Sri Venkatraman, the son of Alathur Sri Subbier. Sri B.M. Sundaram applauded the presentation
and brought forth additional information about the Alathur Brothers. Their association with Pazhani
Subramania Pillai was highlighted. Sri Sanjay Subrahmanyan, who enormously applauded the
demonstration, added that the music of the Alathur Brothers, lingered on for several generations.

Insights into the music composed by T.K. Govinda Rao

The second lecture of the day was by Vidusi-s Saroja and Lalitha (Bombay Sisters). The
lecture demonstration commenced with a brief introduction of the biographical details of Vidvan Sri
TXK. Govinda Rao and his commencement of training under Sri Musiri Subramanya Iyer. Following
this, the speakers detailed the musical contributions of Sri Govinda Rao. His linguistic expertise
in several languages was highlighted. A gist of some of the publications was elucidated. The
publications ‘Varpa Mafijari’ and ‘Varna Sagaram’, that comprised of a collection of the musicians’
own varpam-s, as well as those of other musicians like Sri T.R. Subramanyam and Lalgudi Sri
Jayaraman were also mentioned followed by a demonstration of a varnam in raga dhanyasi.
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Other musical contributions of Sri Govinda Rao included collections of the Haridasa-s sahitya-s
which were tuned by T.K. Govinda Rao; few of such kirtana-s set to tune were demonstrated by
the speakers. It was pointed out by the speakers that even some of the ‘post-main’ musical items
in the concert format were set to tune by TK. Govinda Rao. Other compositions set to tune of
Ambujam Krsna, Periyasami Taran, and also the Astapadi-s and kavadi cindu-s were highlighted.
The demonstration by the speakers outlined the all- round musical expertise and contribution of
Sri TK. Govinda Rao as a musician, composer and most importantly emphasized his dedication
as a teacher.

Dr. PappuVenugopala Rao in his comments stated that Sri TK. Govinda Rao was a
complete musician and his lasting contribution being the several books written, with transliteration,
translation, notation and meaning of the sahitya were all highlighted. Dr. Ritha Rajan added that
the Queen Mary’s college song, ‘Vaziyaranimarykallari’ which was composed by Periyasami
Tiran was set to tune by T.K. Govinda Rao. Sri Sanjay Subrahmanyan applauded the presentation
and largely appreciated the musical contribution of Sri Govinda Rao, as outlined by the Bombay
sisters and also added that ‘Varpa Marijari’ was the first publication in English notation; prior to
which books were in tamiz and telugu.

21 December 2015
The day began with a prayer song by Pocja and Supraja.

Villupattu

The first session of the day was a lecture demonstration by Vidvan Subbu Arumugam. Sri
Subbu Arumugam commenced his lecture by stating that the villupattu, an important folk art form
had undergone tremendous changes and evolved over a period. The speaker added that one very
important aspect of villupartu was the judicious use of the word ‘amam’ at the right juncture, by
the co-artiste during the main artiste’s performance. It egged on the main artiste to continue his
rendition. Sri Arumugam highlighted the message conveyed through the art form and also the
subtle humour that contributed to the entertainment value. The speaker also brought out the various
subjects that were dealt in this art form; songs conveying pangs of hunger, patriotic songs, songs
questioning unhealthy practices, thematic songs on nature, environment, farming, census, blood
and organ donation, songs containing messages of various social issues and many more. Many
of these themes were substantiated aptly with demonstration. The speaker also stated that the
number of instruments used in a villupastu performance today was far lesser than before, as it was
perceived that the usage of many instruments drowned the singing. Sri Arumugam highlighted the
various instruments employed traditionally like the villu, udukkai, a pot or panai, the harmdnium
and the tabla. The session concluded with a song composed by the artiste, ‘sangitamenbaduvazkai,
vazkaiyenbadusangttam’, which was set in simple language and consisted of several terms found
in musical parlance.
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During the question session, there was a query on the use of the villu being tied to the
foot of the performer, from a member in the audience, which was suitably answered by the
speaker. Sangita Kalanidhi designate Vidvan Sri Sanjay Subrahmanyan complimented Sri Subbu
Arumugam for his stellar performance and his outstanding contribution to this folk art spanning
several decades.

Native Music of Chattisgarh

The second session was a lecture on the native music of Chhattisgarh by Ashok Tiwari
and troupe. The presentation prepared by Ashok Tiwari, was presented by Sri Anup Pandey who
commenced the lecture stating that the various artistes came from different parts of the state and
each of them was an expert in his or her field, all well-versed in music. The first part of the
lecture included description of the Chhattisgarh state and the various tribal and folk communities
that contributed to the art form. The speaker stated that the music primarily involved singing and
included the playing of musical instruments in the temples during the period of regular worship
and rituals, and music played in weddings by the musical communities. The contexts and themes
of the tribal and folk songs related to the various events of life cycle as well as temples, festivals,
religious ceremonies, economic activities in agriculture, leisure, expression of love and blessing
were enumerated. The speaker also highlighted the large number of musical instruments that were
employed in a performance. The major part of the session included demonstration of over two
dozen types of rhythms involving various kinds of songs sung at different occasions and related to
different events like the séhar, chialmati and telmati, telchaggi, pargauni, bidai etc, to name a few.
The context of such songs, the deity in whose praise the songs were sung, the time of rendition
of these songs were all detailed with apt demonstration. The two styles of pandwani rendition
namely the ‘vedmari’ style and ‘kapalika’ style were also presented. The session ended with the
recital of the ‘bhag’, that is generally rendered at the time of the Holi festival.

Dr. Pappu Venugopala Rao stressed the need to preserve this art and culture and pass them
on to the future generations. Experts’ Committee member Sri T.V. Gopalakrishnan commended
the presentation and commented on how the four aspects of classical music mentioned in the
laksanagrantha-s namely, pada, laya, svara and avadhdana were found in this music. The artistic
manner of the rendition of songs, dance and storytelling were commendable, he added. The session
concluded with compliments from the Sangita Kalanidhi designate, who also thanked the musicians
and other artistes who had come all the way to perform at the Music Academy.

22 December 2015
The day began with a prayer by Mitun.

Tavil and Mrdangam — Rhythmic Explorations

The first session of the day was a lecture demonstration by Vidvan-s Sri Tiruppoongur
Muthukumaraswamy and Sri Neyveli Venkatesh on the rhythmic explorations of tavil and
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mrdangam. The artistes presented an elaborate tani avartanam in misra triputa tala of 11 aksara-s,
followed by a short excerpt in adi tala, sankirna nadai.

The session concluded with compliments and comments from Sri Trichy Sankaran, Dr.
Pappu Venugopala Rao and the Sangita Kalanidhi designate Sanjay Subrahmanyan.

Panel Discussion- Laksya and Laksana

The second session was a panel discussion on ‘Laksya and Laksana’. The panel was chaired
by Sri B.M. Sundaram, the other members being Sri O.S. Thyagarajan, Dr. Rajshri Ramakrishna,
Dr. Radha Bhaskar and Smt. Sumithra Vasudev.

The chairperson Sri B.M. Sundaram began by tracing the etymology of the terms laksya and
laksana and their definitions as understood today. He emphasised that laksana came from laksya.

Sri O.S. Thyagarajan opined that Jaksya held the upper hand, and this was strengthened
by the fact that yesteryear musicians gave more importance to laksya than laksana. Dr. Rajshri
Ramakrishna said that /aksana pertained to the framework that one should follow and laksya was
singing extempore within that framework. Dr. Radha Bhaskar expressed that laksya and laksana
were both equally important and stood as two pillars of Carnatic Music. She also stated that for a
student of music, laksya or the practical aspects should be taught before going into the grammar.

Smt. Sumithra Vasudev explained the dictionary definitions of the terms laksya as what
is practically sung or rendered and /aksana as what is recorded in the form of text. She raised
doubts as to the definition and boundaries of what the terms laksya and laksana denoted today
and whether that which was learnt from a Guru became laksana though it was not written. This
raised a debate between the panelists regarding the exact definition and connotation of these terms.

Sri BM. Sundaram summed up by stating that laksana was indeed essential, but laksya
was more important and they cannot exist without each other. Dr. PappuVenugopala Rao reiterated
the fact that laksana was the backbone on which laksya stood. There were comments by expert
committee members Dr. M.B. Vedavalli, Dr. R.S. Jayalakshmi, Sri T.V. Gopalakrishnan, Smt.
Suguna Varadachari and Sri V. Sriram. Sri Sanjay Subrahmanyan concluded the session by saying
that the balance between laksya and laksana was a cyclic process which kept changing from time
to time.

23 December 2015
The day began with prayer by Harini Krishnan.

Mandolin and Srinivas

The first session of the day was by Mandolin Sri Rajesh, paying tribute to the Mandolin
genius U, Srinivas. Commencing the lecture with video clips of Sri Srinivas playing the mandolin,
the speaker spoke about how the young Srinivas spent all his time playing the acoustic mandolin

55



THE MUSIC ACADEMY « JOURNAL 2016 » VOLUME 87

that had eight strings, which was later modified to a five stringed electric mandolin, as the double
string was not suited for the gamaka-s of Carnatic music. Details of his training in music from
his guru Sri Subbaraju were outlined. The speaker also highlighted that Sri Srinivas created his
own gamaka techniques by listening to the music of Mali and other Greats like T.N. Rajaratnam
Pillai, and adapted their techniques to create his own techniques on the instrument. Being a
western instrument, Sri Rajesh, added that Srinivas took it upon himself as a challenge to prove
that any major classical rdga could be played on the instrument with its technical and aesthetic
nuances intact. He played a short video with Srinivas talking about his experience with mandolin
as his chosen instrument. The speaker also stated that Srinivas followed the gayaki style to bring
continuity in sound. Next, Sri Rajesh spoke about the various international collaborations Srinivas
was a part of and also mentioned that though he did a lot of fusion, he never moved away from
his roots. The speaker concluded the presentation stating that Srinivas was able to integrate and
establish the mandolin in Carnatic music in a very short span of time of forty-five years.

In the question session, V. Sriram spoke about his interaction with Srinivas during an
interview and mentioned how humble and simple a person he was. The session concluded with
Sangita Kalanidhi designate Sanjay Subrahmanyam speaking about the greatness of Srinivas’s
music and the perfect balance of melody and rhythm in his music. He added that the fingering
techniques in the mandolin were more akin to violin fingering. He congratulated the speaker for
a lively presentation on Srinivas’s music.

Kathakali Méla-padam - A unique music ensemble

The second presentation for the day was a lecture demonstration on melapadam by Vidvan-s
Dhananjayans, Sadanam Harikumar and troupe. The speaker commenced the presentation with
an explanation about Melapadam, a unique musical ensemble. He stated that in kathakali, the
dialogue between characters employed highly evolved literary poems that were sung in classical,
bhava laden raga-s. He also mentioned that in the earlier era-s, the kathakali music tradition
was referred to as sopanasangita but today kathakali music had more karnataka music, leaving
the sopana style singing only to jayadéva's astapadi’s in the temples of Lord Krspa. Then Sri
Dhananjayan cited the reasons for the non-inclusion of mélapadam session, in the context of
the day’s performance scenario. He explained that melapadam was a musical interlude that was
rendered after the nrtta session known as porappadu. He reiterated that it was only after Kerala
Kalamandalam revived the kathakali performances, the melapadam was infused with new life.
The challenges involved in the melapadam were elucidated by the speaker. He acknowledged the
contribution of the Sadanam Kathakali academy that had revived the mélapadam tradition. There
was a demonstration of a melapadam that was rendered as a rdgamalika containing the raga-s,
mohanam, pantuvaradli, karaharapriya, nattaikkurifiji, sahana and madyamavati, set to adanta
tala, that was similar to afa tila. The structure of the mélapadam with respect to the number of
aksara-s and its commencing points was detailed. This was followed by the demonstration of the
meélapadam led by Sadanam Sri Harikumar and his group.
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The session concluded with comments and compliments from Dr. Pappu Venugopala Rao
and Sanjay Subrahmanyan.

24 December 2015

The morning sessions commenced with prayer by Sandhya.

Tala-s in Yaksagana

The first lecture was by Vidvin Mahesha Padyana on Tala-s in Yaksagdna. He was
accompanied by Padinasa Vaiparittaya for the demonstration. The speaker commenced with a krti
on Lord Ganesha. The meaning of yaksagana was outlined and Sri Mahesha explained the melodic
structure of the yaksagana. The role of the bhagavatar, cenda, maddela and kaku (intonation),
in yaksagana-s was emphasized by the speaker. The commonly used tdla-s in yaksagana were
explained and the changes in the nadai of the tala-s as seen in the yaksagana-s were demonstrated.
The importance of chandas in sahitya was well stressed and highlighted. This was followed by
demonstration by Sri Mahesha Padyana, of the various commonly used tala -s and their associated
rasa-s in the yaksagdana tradition.

The session concluded with compliments from the convener Dr. Pappu Venugopal Rao,
who thanked the speaker for a wonderful lecture, and also pointed out that the term Yaksagana
was a term that is loosely used today. The term Yaksagdna, he said was not confined only to
Karnataka and also added that Tyagardja’s ‘Prahlada Bhakti Vijayam’, ‘Nowka Caritram’ and the
‘Pallaki Seva Prabandham’ of Sahji were also yaksagana-s. Expert Committee member Sri B.M.
Sundaram appreciated the speaker for the delightful presentation and added that yaksagana-s were
in Telugu and most of them were written by the Nayak and Maratha kings; this is available in
the Tanjavur Saraswathi Mahal Library even today. The session concluded with compliments from
Sangita Kalanidhi designate Sri Sanjay Subrahmanyam.

Konnakkdl - Most ancient, Most modern

The second lecture demonstration was on Konnakkol by Vidvan Somasekara Jois B.R. The
speaker began his lecture stating that konnakkol was an Indian traditional art form that included
recitation of Karnataka sangita tdla vadya $abda-s, which was an intense language of aesthetics
and phonetics. The speaker cited the various names that were used to refer to konnakkol in
history. The distinct sampradaya-s of konnakkol that was in the pinnacle during the period of
Arunagirinatar was mentioned. While tracing the earliest time period of the existence of the
konnakkol, the speaker stated its reference in the Sarngita Damodara of 15* century; its practice
that existed much before the formation of the 4rsi. He highlighted few compositions of the great
composer Arupagirinatar whose structure was suitable for konnakkol. There was a reference to
the tadataram, the oldest form of konnakkol, believed to be as powerful as vedic §loka-s. The
documented sources of tadataram were however not available, he said. The speaker also pointed
out the use of konnakko! in ayurvéda, as a cure for the poisonous bite of a snake. The effects of
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using konnakkol as therapy for speech were also stressed upon. Sri Somasekara also demonstrated
the art of rendering konnakkol, stating the importance of being a good listener primarily, and
effectiveness of rendition that could be brought with good voice modulation, tonal quality, pitch
and volume control.

The convener of the morning academic sessions Dr. PappuVenugopal Rao complimented
the speaker for the demonstration. Comments and clarifications surged forth from the Experts’
committee member Vidvan Sri Trichy Sankaran. The session concluded with compliments
from Sangita Kalanidhi designate Sanjay Subrahmanyan, who congratulated the speaker for the
demonstration and praised his efforts to take the art of konnakkol forward, by blending modern
mrdarigam solkattu-s with ancient techniques.

25 December 2015

The morning lecdem sessions, began with a prayer by Ratnaprabha.

Vina Pichumani Iyer

The first session of the day was by Vidast Dr. R.S. Jayalakshmi on her Guru, Vidvan Sri
Pichumani Iyer. Dr. Jayalakshmi was assisted by Sri Raman on the power point. The speaker
commenced her lecture with a brief biography of Pichumani Iyer, detailing about his training
in music, his Guru-s and the various influences he had in his early life that made him take
to professional performance as a vaipika. Dr. Jayalakshmi further provided information about
Pichumani lyer’s role both as a performer and as a teacher. The speaker highlighted Pichumani
Iyer’s gayaki style of playing the vina and also elaborated on his fingering techniques of playing
that was unique. She emphasized the fact that his style was marked by a technique that involved
very limited oscillation. His soft mittu and various other techniques used by the artiste were
explained by the speaker. Techniques used in playing tinam were shown through video clippings
of the artiste. The speaker also highlighted his proficiency in teaching students of music. The
session concluded with Dr. Jayalakshmi bringing out the compositions of Pichumani Iyer and
those that were tuned by him.

Experts’ Committee members complimented Dr. Jayalakshmi for the wonderful lecture
that threw light on Pichumani Iyer, as a teacher, performer and composer. Vidvan Sri T.V.
Gopalakrishnan shared the experience he had with Vidvan Pichumani Iyer. Sangita Kalanidhi
designate Sri Sanjay Subramanyam complimented the speaker for the delightful presentation.

Same Raga-s, Different approaches - Tyagaraja & Diksita

The second session of the day was by Vidiusi S. Sowmya on the different approaches in the
handling of same raga-s by the composers, Tyagaraja and Diksita. The speaker commenced the
lecture by elucidating the various categories of raga-s, handled by Saint Tyagardja and Muttusvami
Diksita that could be taken up for a comparative study; the subject of study being vast, the
speaker took up a particular area of study that pertained to rdga-s possessing the same name, but
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constituting entirely different melodic structures, as handled by the two composers. Some such
raga-s taken up for the presentation were kalavati, sarasvati mandhari, Suddha saveri, devakriya
and manohari. The last set included the two raga-s, rudrapriya and pirnasadjam. In the detailing
of each raga, the speaker covered popular compositions known in the select rdga. An outline of
the melody of some compositions was demonstrated. The general melodic picture of the raga-s
was put forth in terms of their arohana-avarohana structure and its references made from various
treatises in history.

The lecture demonstration was largely appreciated by the Experts’ committee members,
Dr. Pappu Venugopala Rao, Dr. R.S. Jayalakshmi, Dr. SugunaVaradachari and Sri Vasanth kumar.
Dr. Pappu added that it was intriguing that the two composers Tyagaraja and Muttusvami Diksita
existed merely around 150 years ago, belonged to the same time period, and lived at proximity
to each other, yet there was no documentation of interaction between them. He added and stated
that although they belonged to the same period, their handling of raga-s as was seen in the
demonstration, was very distinctive. The presentation was applauded as one that sowed the
seeds for a thought provoking research. The concluding session of appreciation from the Sangita
Kalanidhi designate Sri Sanjay Subrahmanyan followed; he also stated that while the kirtana-s
of Tyagardja, through repeated rendition by musicians went through a process of evolution, the
compositions of Muttusvami Diksita became more known only after the publishing of the Sangita
Sampradaya Pradarsini.

26 December 2015

Hamsini rendered the prayer song marking the beginning of the day’s session.

Music of Parsi Theatre

The first presentation of the day was by Dr. Arimalam Padmanabhan on the ‘Music of Parsi
Theatre’. The speaker commenced his lecture with an account of the work of Pammal Sambandam
on Parsi theatre. He stated that the subsequent authors, who documented the details of Parsi theatre,
based their information on this work. A gist of various documentary materials that was available on
the origin and development of the Parsi theatre in many languages and the translations by various
authors formed the first part of the lecture. The speaker further went into history and spoke about
the advent of the Parsis in India. The English Theatre in the 1780s brought in Parsi stories. The
speaker added that there was also a mention about Pammal Sambanda Mudaliar in his book, where
in 1897 there was a Parsi group/troupe came to Chennai and staged plays for three months in an
open air theatre. The Tamils flocked, even though they did not understand the language which
was Hindustani, he stated. He explained the various influences the Parsi music had from other
systems of music like the Hindustani music and the English tunes, the contextual occurrence of
the folk tunes - its flavor and its impact from the ghazal tunes. The common rdga-s that were
seen in Parsi music were also enumerated. The session concluded with the speaker detailing the
most popular songs that exist today, that have come out of Parsi theatres.
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The session concluded with compliments from Dr. PappuVenugopala Rao and Sri Sanjay
Subrahmanyam.

Riaga Tala Pallavi-s

The second session of the day was by Vidvan Sri T.V. Gopalakrishnan. The speaker
commenced the lecture demonstration with information of the conception of the Raga Tala
Pallavi-s. He mentioned that while he examined the 108 tala-s, he found many tala-s with raga
names such as Lalita, Vasanta, Kokilapriya, Hamsanadam and Ragavardhana. Later he learnt about
the 72 mélakarta tala -s which were subsequently recorded by musicologist B.M. Sundaram, with
percussion artistes. The scheme of the sadarnga-s that included the anga-s, anudrutam, drutam,
laghu, guru, plutam and kakapadam were demonstrated first.

This was followed by the demonstration of a few Raga Tala Pallavi-s, which included
information on the placement of the ¢@la in the 108 tala scheme and its structure. The tala -s taken
up for demonstration were kokilapriya (11"mélakarta) and the 53“ala in the 108 tala scheme,
hamsanddam, a janya raga giving a total of 32 aksara-s, that had the sahitya of the pallavi-s
incorporating the r@ga name within its structure. Next he demonstrated two more tdla-s from the
72 melakarta tala scheme, carukesi and ramapriya. Carukési (26"mela tala) having a total of 22
aksara-s and the 52%mela tala, ramapriya, the easiest amongst the demonstrated fala-s having an
aksara count of 16, Next the speaker took up the 107%ala, ragavardhani in the 108 tala scheme.
He mentioned that the structure of this tala in the 72 meélakarta tala scheme was different. He
demonstrated the 24 aksara-s tala with a pallavi that was the concluding segment that also included
raga alapana, tanam, trikdlam and kalpanasvaram followed by the tani avartanam,

There was a question from the Experts’ Committee member Dr. M.B. Vedavalli who
asked the speaker, the source for information about such ragatala-s and whether each of the 72
mélakartas had a tala with anga-s explained. The speaker replied that information was available
in the book, Tala Sangraha that gave all information along with rules about the execution of these
tala-s. Dr. R.S. Jayalakshmi posed a question as to the composer of the sahityd-s for such pallavi-s,
for which the speaker replied that it was his own. The session concluded with the compliments
of Sri Sanjay Subrahmanyan.

27 December 2015
The day began with prayer by Lavanya.

Sarangi

The first session was a lecture demonstration by Vidvan Murad Ali Khan. The speaker
commenced his lecture with details of the history of the instrument. The different types of Sarangr
from different states including Punjab, Nepal and also a folk Sarangr were expounded. He later
explained the structure of the instrument with respect to its construction- the number of strings,
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the kind of material used in the manufacture of the instrument etc. The fact that sarangl was
the only instrument played with cuticles, was emphasized. The speaker also stated that sarangr
was a complete instrument and the chosen one for accompaniment of vocal performances in
earlier times, because of the closeness of its sound with the human voice. He highlighted that
the practice lessons of the instrument was similar to the various vocal practice techniques. The
speaker further demonstrated the basic lessons with rag bhairav. A rare composition in jhaptal,
part of the repertoire of his family was also presented. Next, the speaker demonstrated as to how
to accompany for a vocal performance. To showcase this, vidvan Sanjay Subrahmanyan sang some
alapana phrases for which the speaker accompanied with the sarangi. The speaker also stated that
the most challenging part was the tuning of the instrument, specifically the female pitch, as the
instrument’s tone was affected in a higher pitch. The lecture concluded with a demonstration of
a thumri in misrakhamdj.

At the end of the session, questions were posed by Vidvan Janardhan Mitta and Vidasi
Lalgudi Vijayalakshmi as to the reasons for not preferring the sarang? as an accompaniment and
the extent of amplification required for the instrument. The session concluded with compliments
of Sri Sanjay Subrahmanyam.

Panel Discussion - Merits and Demerits of Technology

The second session of the day was a panel discussion on the merits and demerits of
technology by Vidvan-s Dr. Karaikudi Subramaniam, Neyveli Santhanagopalan, Rajkumar
Bharati, Sriram Parasuram, Suresh Gopalan and Vidisi-s Lalgudi Vijayalakshmi and Kiranavali
Vidyasankar.

Each panelist was given four minutes to present their views before interaction amongst
themselves. The first speaker, Sri Karaikudi Subramaniam, with a power point to aid his talk,
stressed on the point that acoustically and musically sensitive musicians, ought to know how to use
technology to their advantage in learning, practice, research and teaching of music. He explained
this point with various examples that included aspects such as stabilising laya, creating tonal
sensitivity in children, vina practice, helping perfect vina fretting for craftsmen, distance music
education in villages, documentation and music communication and improving gamaka and laya
of self -taught songs by young students.

The next speaker Neyveli Santhanagopalan commenced his talk by emphasizing that
knowledge of science and technology was an art in itself and should be a requirement for
every artist. He explained his point with his experience in teaching music online through Skype
and added that it was a tremendous advantage now, with use of technology, to listen to the
music of many yesteryear maestros, just at the touch of a button that was not possible earlier.
While talking about the drawbacks of such online teaching, he emphasized the lack of human
interaction in the same.
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Sriram Parasuram defined technology and asserted that technology with respect to classical
music performance was a double edged sword as there were many aspects to gain and many to
lose as well. Where there was purity of sound, the use of the microphone served as an effective
tool to amplify. With instruments using pick-up, the speaker felt that it altered the natural acoustics
of the instrument, especially instruments like nagasvaram and tambara. Elaborating further on the
point, he added that the recording and listening of music was so widespread, that the sensitivity of
the music was lost in the process. He also highlighted the fact that technology had made classical
music unconditionally available to the consumer which made the music less precious and more
of a commodity. :

The next speaker Rajkumar Bharati highlighted the advantages of the use of the microphone.
He also elaborated about the usage of the chromatic tuner and the metronome that helped learners
and students of music acquire proficiency in various aspects of singing. He was of the opinion
that blaming technology for one’s lack of sadhana was incorrect.

Lalgudi Vijayalakshmi in her presentation stated that technology overcame the limitation
of time and replaced human resources with synthetic intelligence. She felt that with the use of
technology, understanding the subtle intonations, nuances and anusvara-s present in our music
has significantly reduced. She was of the view that technology could be used to build acoustically
superior auditoriums and concerts could be rendered microphone less. This she felt would improve
the sensitivity in the overall experience of the music.

The next speaker Kiranavali Vidyasankar mentioned that technology in music was being used
in many different ways, by various concert artists, guru-s, students and rasika-s. She highlighted
the point that technology dealt not only with electronics but also applied to materials used for
instruments. This point was further explained by the speaker as to how technology enabled us
from doing away with using animal materials such as guts and has been replaced by metal. She
concluded by stating that technology was only a supplement and not a substitute to human effort.

The last speaker Suresh Gopalan stated that if artistic effort were to be received and archived
well, it was technology that played a very vital role. He said that most organisations did not give
any priority to sound quality and those operating the console were not completely knowledgeable,
which, in turn affected the quality of music produced. He stressed the need to give time between
the concerts to enable a good sound balance according to individualistic requirement of the artists.
He concluded by emphasizing that the need of the hour was for organisations to have technicians
who were knowledgeable, both about the use of technology as well as some basic knowledge in
Carnatic music.

In the question session, T.V. Gopalakrishnan said that technology helped many musicians
with their livelihood, with the provision of conducting skype classes and needed to be used to
one’s advantage. The session closed with concluding comments by the Sangita Kalanidhi designate,
Sanjay Subrahmanyan.
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28 December 2015

The morning session began with prayer by Kripalakshmi.

Percussion Instruments of Kerala

The first lecture of the day was by Vidvan M.N. Moorthy on “Percussion instruments of
Kerala”. The speaker elaborated on the various instruments with respect to their origin, evolution
and usage. The association of musical instruments with deities and specific temple rituals and their
significance was highlighted. The four different kinds of vadya-s or instruments were explained
in brief with examples. The classification of the vadya-s, that were played on stage in classical
recitals and those of the local genre-s were also expounded. This was followed by an explanation
and demonstration of each of the percussion instruments beginning with the cenda and the other
instruments. There was a detailed explanation of the cenda that was used both in classical and
ritualistic art forms; and the various instruments that were classified under them. There was also
a mention about the Kerala’s famed paficavadyamelam-s ensemble with demonstration of the
edakka, maddalam, timila etc. The speaker concluded his lecture with information on the various
instruments that belonged to different tribes and stated that the mizavu won recognition from
UNESCO and was considered as a part of the Kadiyattam.

Dr. Pappu Venugopala Rao thanked M.N. Moorthy for a wonderful lecture and added that
in Kerala, the feature of every instrument being connected religiously, socially and community-
wise was very interesting. Expert Committee member Sri B.M. Sundaram added that edakka was
an ancient instrument mentioned in the Sanigam literature. In the concluding remarks, Sri Sanjay
Subrahmanyan complemented the speaker for the presentation and pointed out the uniqueness of
the $ruti in the instrument edakka.

Influence of Varna and Krti on Raga alapana

The second session of the day was by Vidvan Trichur Ramachandran on the influence
of varna and krti on rdga alapana. He was accompanied by Sri M.A. Sundareswaran on the
violin. The speaker began by stating that ‘raga’ was a very important element in Carnatic
Music. He emphasized the need to understand and know a rdga’s laksana in order to be adept
in manddharma sangita. Sri Ramachandran expressed that the music of nagasvara vidvan-s had
a huge impact on the aldpana singing of yesteryear musicians and that it has enhanced the art of
singing rdga aldpana in general. The artiste then went on to demonstrate raga alapana in raga
todi, showing the different graha svara-s and phrases that could be used, taking clues from the
eduppu of various krti-s. The speaker mentioned that one could gather many ideas from krti-s
regarding the choice of nydsa svara, vadi samvadi phrases and gamaka-s. He demonstrated
examples of the same, in raga-s like kalyani, Sankarabharanam, kanada, ritigaula, nayaki etc.
Sri Ramachandran stressed the importance of practicing a varna, to enable clear enunciation of
‘akara’ in alapana singing.
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The session concluded with compliments from Dr. Pappu Venugopala Rao and Sri Sanjay
Subrahmanyan.

29 December 2015
The day commenced with prayer by Madhu Iyer.

Metre and Music

The first session of the day was on Metre and Music by Vidvan Sri R. Ganesh. The speaker
commenced the lecture with the concept of ‘metre’ in Sanskrit, which is known as chandas. In
this context, the aspects of nibaddha and anibaddha, which respectively refer to the regularity and
irregularity in the arrangement, were dealt with; examples from musical forms such as padyam
and gadyam, alapana and prabandha were cited in this regard. Further, the padavrtta-s and the
matravrtta-s were demonstrated with suitable examples. The speaker also enlightened ‘tripadi’
and its relevance in different languages. This was followed by a demonstration of the ‘sangatya’,
the speaker’s own composition that was presented in different tala-s and without a change in the
sahitya. The structure of ‘metre’ and its transcending nature was explained. A demonstration of
‘metre’s’ like totaka, hamsagati, paficacimaram, etc were presented by the speaker. The speaker
made a mention of the ‘Arya Satakam’. He also explained and demonstrated with examples,
‘metres’ with relevance to certain tala-s.

Dr. Pappu Venugopala Rao thanked the speaker for a wonderful and scholarly lecture
and for throwing light on many significant aspects relating to Chandas, and on the laksana-s of
a vaggeyakara. Expert Committee member Sri Trichy Sankaran complimented the speaker and
clarified the confusion of the concepts, ‘aksara’ and ‘matra’ that exist today, which was well
clarified by the speaker with examples and demonstrations. Sangita Kalanidhi designate Vidvan
Sanjay Subrahmanyan congratulated the speaker for a wonderful presentation and reinforced the
fact that in music there exist many contextual occurrences of a break in the metrical arrangement,
where melody still survived. He concluded the presentation by posing a question as to the need
for making ‘metre’ an integral part of music.

Lavani Music and Dance

The second lecture demonstration was by Vidusi Savitri Medhatul on /avani music and
dance. The speaker was assisted by Bhushan Korgaonkar and his group. The speaker gave a
brief history of the Lavani, the different types of musical compositions in the lavani and lavani
music in general. The demonstration like in any other lavani style began with a muzra. Bhushan
Korgaonkar gave a brief history of the lavani and its derivation from the word /gvanya. He threw
light on the instruments associated with the lavani, its forms and the various raga-s associated with
{avani music and dance. The importance of sasicari bhava-s in lavani was explained by Savitri
Medhatul that was demonstrated by Shakuntalabai Nagarkar. The speakers further highlighted the
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various places where the lavapi was performed. A demonstration of contemporary ld@vani written
in traditional style was presented by Chaya Nagarkar. Bhiishan stated that the lavani songs were
a strong expression of empowered women,; this was demonstrated by Savitri. The demonstration
concluded with a traditional old /avani that was sung and performed by Shakuntalabai Nagarkar.

Dr. Pappu Venugopal Rao thanked the speaker for bringing in traditional musician dancers
in the [gvani tradition; he further supplemented points on the origin of the term lavani from
lavanya. Expert Committee Member B.M. Sundaram complimented the artistes for a wonderful
presentation and emphasized that in Tanjavar, the /avani commenced with the gan and the Salam
Muzra was the last item. He further added that the Sararg? was the accompanying instrument. The
session concluded with complements from Sangita Kalanidhi designate Sri Sanjay Subrahmanyan.

30 December 2015 .
The day began with a prayer song rendered by Shweta.

Dvadasanamakirtana-s of MysoreVasudevacharya

The first lecture demonstration of the day was a commemorative lecture of the 150th year
celebration of Sri Mysore Vasudevacharya by Smt. Gowri Kuppuswamy. The speaker outlined the
life history of Sri Mysore Vasudevacharya and the significance of the Dvada$a Namakirtana-s
that are twelve in number. The basis of such kirtana-s was predominantly spiritual in content,
following the vaisnava sampradaya; the main deity being Lord Krsna. The speaker went a little
into history, drawing attention upon the fact that Sri Mysore Vasudevacharya, who was a court
musician in Mysore, was a Sisya of Patnam Subramanya Iyer. Information about the number of
compositions, the musical forms and the main deities on which he composed were described by
the speaker. This was followed by details of the Dvadasanamakirtana-s of Sri Vasudevacharya
that covered the twelve names of Lord Krsna, the twelve directions and twelve weapon’s names.
Smt. Gowri Kuppuswamy and her students demonstrated four of the kirtana-s in the raga-s
bhairavi, kalyani, natraikuriiji and kambhoji predominantly set to adi tala. The nattaikuriiji
kirtana (madhusanambhaje) was set t0 tisra triputa tala.

Dr. Pappu Venugopala Rao complimented the speaker for giving a befitting tribute to
Sri Mysore Vasudevacharya, and also added that Sri Vasudevacharya’s style of composing was
comparable to Saint Tyagardja’s and sometimes mistaken to be the latter’s compositions. Further
comments and compliments came from Expert Committee member Dr. M.B. Vedavalli and Sangita
Kalanidhi designate Sri Sanjay Subrahmanyan.

Sivanin Ragapravaham

The second session of the day was by Dr. Rukmani Ramani whose title for the presentation
was ‘Sivanin raga pravaham’ . She was assisted by Smt. Mallika Ravi and Smt. Radha Parthasarathy.
This lecture commemorated the 125% centenary of Papanasam Sivan. Dr. Rukmani Ramani began
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by singing a tdna varna in bilahari composed by Papanasam Sivan after which she gave a
few biographical details about the composer. She mentioned that Papanasam Sivan was hugely
influenced by the bhajana tradition and by the composer Neelakantha Sivan. She stated that
Papanasam Sivan sang his first composition in raga kuntalavarali while singing bhajana in the
utsava procession in Tiruvarur. Dr. Rukmani described how the composer got the names ‘Tamil
Tyagaiyar’ and ‘Papanasam Sivan’.

Next, the speaker took up the raga kharaharapriya and mentioned that Papanasam Sivan
had composed 27 songs in this raga, followed by short excerpts of some of the compositions.
Dr. Rukmani outlined the compositions in various raga-s like todi, Sankarabharanam, kalyani,
bilahari, dhanyasi, bhairavi, mohanam to name a few, with demonstrations. She mentioned that
many of his compositions were used for dance, in films and were widely sung in concerts. Many
compositions which featured in films were composed in classical raga-s which took Carnatic
music to the lay man.

The session concluded with compliments from Dr. Pappu Venugopala Rao followed by
comments of the experts’ committee members Sri Trichur Ramachandran, Sri P.S. Narayanaswamy,
Sri V. Sriram, Smt. Jayaseethalakshmi and ended with the remarks of Sri Sanjay Subrahmanyan.

31 December 2015

The day began with devotional music by the runners-up of the devotional music competition
conducted by The Music Academy; Sri Nadananda Sangita Vidhyalaya.

Music and Mathematics

The first presentation of the day was by Prof. Manjul Bhargava on Music and Mathematics.
The speaker began by stating that mathematics had its origin in poetry, music and arts. Prof.
Bhargava stressed the fact that Indian languages were devised in a very scientific manner and the
ancient grammarians, scientists and theoreticians of India were much advanced compared to the rest
of the world. His presentation focused on bringing to light the formulas and concepts which were
thought of and proved by many ancient Greats in India much before they were known to the world.
Prof. Bhargava explained the concept of the ‘Hémacandra’ numbers, which are popularly known
today as the Fibonacci sequence. This concept was recognized and demonstrated by a grammarian
Hémacandra in 1050 A.D and the speaker emphasized how naturally this concept was arrived at
by this illustrious individual. Next, Prof. Bhargava spoke of the theory of the ‘meruprastara’,
which is known today as the ‘Pascal’s triangle’ which was discussed by Pingala of 300 B.C. The
concept of counting different rhythms with fixed number of beats and syllables was explained
with the help of the Hémacandra numbers and the méruprastara respectively. The speaker then
talked in detail about the acronym ‘yamdatardjabanasalagam’ and its application in presenting
various ‘metres’ and mathematical rhythms. He cited examples of a couple of meters in sanskrit
prosody like ‘Sardalavikriditam’ and ‘bhujangapprayatam’ and explained how this acronym was
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put to use by scholars in ancient India. The speaker used a power point presentation to visually
represent all the examples. Prof. Bhargava concluded by emphasising the need for more students
in the art field to explore the allied field of mathematics. Dr. Pappu Venugopala Rao concluded
the session with his compliments for the speaker.

Musical Contribution of Calcutta K.S. Krishnamurti

The next session was a lecture demonstration by the Sangita Kalanidhi designate Sri Sanjay
Subrahmanyan on the music and contribution of his Guru Sri Calcutta K.S. Krishnamurthi. The
speaker began by giving few biographical details of K.S. Krishnamurthi. This musician — composer
learnt from Sri G.V. Narayanaswamy, father of G.N. Balasubramanian and later graduated from
Annamalai University in the Sangita Bhushanam course, where he learnt from many great vidvan-s.
Sri K.S. Krishnamurthi then moved to Calcutta (Kolkata today) where he taught many students
and became extremely popular as a revered Guru there. Sanjay then spoke about the musical ideas
of his Guru and demonstrated two varpa-s; one in kadanakutihalam and the other in majavi.
Next he sang the composition ‘sari niké’ in kanada where K.S. Krishnamurthi had used plenty
of svaraksara-s. Sanjay mentioned that K.S. Krishnamurthi had composed cittasvara-s for many
compositions and demonstrated couple of examples of the same. He also sang a rdgam tanam
pallavi set by his Guru which had a structure of a 4 kajai pallavi, but set in 2 kalai. The speaker
talked about the beauty and precision with which K.S. Krishnamurthi used to set compositions by
ornamenting it from the bare notation. The composer was also famous for setting tunes for lyrics
of Bharatiyar, Suddhananda Bharati and such like. A couple of compositions were presented as
examples. Sri Sanjay concluded with an astapadi set to sindubhairavi in a khyal format by K.S.
Krishnamurthi. Sri Sanjay Subrahmanyan was assisted by his disciples Swarna Rethas and Rahul.
Dr. Pappu Venugopala Rao offered his compliments to the speaker. Smt. Vasantha Kannan, another
disciple of Sri K.S. Krishnamurthi, who was present in the audience, shared her experience about
her Guru. The session concluded with compliments and remarks of T.V. Gopalakrishnan, Sudha
Raghunathan and Trichur Ramachandran.

1 January 2016

The day began with devotional music by Vidhya Vaani Sangeetha Vidhyalaya group, who
were the winners in the competition held by Music Academy.

Open House
-
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Tyagaraja’s Rare Krti-s
on Lord Siva
Alepey Venkatesan

t is well known that the Saint Composer has several Sisya parampara-s (lineages of disciples). I

belong to the Manambucavadi parampara. Another parampara was the Thillaisthanam parampara.
In this parampara, there was a vidvan by name Tiruvaiyaru Subramanya Iyer. He was a disciple
of Thillaisthanam Paficu Bhagavatar, a second generation disciple of Tyagaraja.

Based on the sdhitya-s and notations provided by Tiruvaiyaru Subramanya Iyer, the
Tyagabrahma Mahotsava Sabha had, circa 1939, brought out a compilation of 27 krti-s of Tyagaraja.
Though the title of that book is “26 hitherto unpublished krti-s of Tyagaraja”, it actually contained
one krti on Ganapati and 26 krti-s on Siva, This material was recently placed in my hands by a
grandson of Tiruvaiyaru Subramanya Iyer, with a request to bring these krti-s to light once again.

I carried out an analysis and some research with the following results.

These krti-s do not find place in most popular and most widely used publications, such
as TK.Govinda Rao’s compilation of Tyagaraja Krti-s with notations or in Ramanujachari’s
compilation of sahitya-s in “The Spiritual Heritage of Tyagaraja”. I have not heard these krti-s
sung by my Guru $1T Ariyakudi Ramanuja Iyengar or his contemporaries or by my generation of
musicians or by my next generation of musicians. Only 4 out of these 27 have been rendered by
2 or 3 Vidvan-s in recent times. Though sahitya is available for some of these krti-s online, no
authentic notation or pathantara through kamna parampara (aural tradition) is available for musicians
or music students to learn from. Therefore it is a fair conclusion that these krti-s have not been in
circulation. Even this book seems to be out of print. In sum, this bouquet of krti-s is certainly rare.

What makes these krti-s rare and special? When Saint-Composer Tyagaraja enumerates his
parama bandhava-s (closest relatives) in ‘Sttamma mayamma §rt ramudu ma tandri’ , the first name
he mentions is paramésa. Again, in the varali paiicaratna krti, when he calls upon the celestials
to witness his Rama Bhakti, he speaks of Lord Siva as ‘Rama nama rasikudu kailasa sadanudu
saksi’. Elsewhere, in ‘Nama kusuma’ in $i7 raga, he speaks of ‘Siva rama nama kusuma’. In that
light, these krti-s could well be described as “Siva nama kusumani’.

A thematic study of these sahitya-s shows that the compilation contains sixteen krti-s in
praise of Pranatarthihara / Paficanadi$vara (Ayyarappar), the consort of Dharmasamvardhani and
the presiding deity at the main temple in Tiruvaiyaru, where Tyagaraja spent most of his life. The
saint’s samadhi on the banks of the river Cauvery is located in close proximity to this temple.

The following is the list of these 16 krti-s on Prapatarthihara / Paficanadi$vara (Ayyarappar):

68



THE MUSIC ACADEMY -

JOURNAL 2016 « VOLUME 87

S. No Krti Raga Tala

1 Avataram enduku Harikambhoji Jhampai

2 |Vidhi emi Pantuvarali Misra Capu
3 |Derisiiicuta Modhanam Rapakam

4 | NI Parakramamu Sanmukhapriya M.Capu

5 |Sankara Guruvarula Sankarabharanam Adi

6 | Parabrahmamune Kharaharapriya Adi

7 Bhiksatanavésa Surati M.Capu

8 |Ni Jesina Nilambari M.Capu

9  |Paficanadi$a Gaurimanohari Adi
10 |Nilakanta niraiijana Abhogi Ripakam
11 Margamu Telupave Kambhgji Jhampai
12 Candrasekhara Bégada M.Capu
13 |Sada bhajimpave Todi Adi
14 |Niku sari evarurd Manirangu Jhampai
15 Raksimpave Mayamalavagaula Jhampai
16  |Khétrapalaka Bilahari Adi

Incidentally, it is noteworthy that Dharmasamvardhani (apart from Kamaksi) is the only
deity in whose praise all the three of the Trinity have composed.

Sapta sthala Krti-s

There is a group of seven krti-s in praise of Siva in seven different temples known as the
Sapta sthalam-s. These Sapta sthala krti-s are the following:

Sthalam Krti Raga Tala
Tiruppazhanam Apadbandhavudu Saveri Adi
Tirucottruturai ODhavangésa Nattaikuriiji Adi
Tiruvedikudi Veda purisa Purvikalyani Adi
Tirukkandiyar Brahma sirakhandanamu Kalyani Adi
Tiruppiinturuthi Puspavanapuranivasa Vasanta M.Capu
Tiruneitthanam Krtapuriksétra Malayamarutam Adi
Tiruvaiyaru (Aiyarappar) |Muccata Brahmadulaku Madhyamavati Adi
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From this table it’s clear that one of these Saptasthalams is Tiruvaiyaru itself.
It’s noteworthy that the utsavamiirti-s from the other six temples are brought in procession to
Tiruvaiyaru once a year. Thus, in addition to the 16 krti-s enumerated in the first table, there is
one more krti on Lord Siva in Tiruvaiyaru, which forms part of the group of krti-s known as
the Saptasthala krti-s in praise of Lord siva.

Other Krti-s on Lord Siva

In addition to ,these 16 on Pranatarthihara and the 7 Saptasthala krti-s, there are also 3
other krti-s on Lord Siva which are as follows:

1. Sivaparadhamu Sama . Adi

2. Kalasamhara Saurastram Adi

3. Mrityunjaya Dévamanchari ~ Ripakam

Musical Aspects

Of the 5 major raga-s, four feature in this collection, viz. Todi, Sarikarabharanam, Kalyant,
Kambhoji. Other melakarta raga-s (other than the first 3 above) which find place are Harikambhgji,
Mayamalavagaula, Kharaharapriya, Gaurimanohari, Pantuvarali, Sanmukhapriya. The rest of the
krti-s are in common rakti janya raga-s, such as Vasanta, Mohanam, Hamsadhvani, Saurastram,

Bilahari, Saveri, Begada, Surati, Sama & Madhyamavati.

The tala-s employed are adi, rapakam, miSra capu, khanda capu (misra jhampa).

Scope for Manodharma (Niraval & Kalpana Svara-s)

There are several sahitya lines which are suitable for niraval singing. For example, in the
Kharaharapriya kiti, ‘Parabrahmamune’, either the anu pallavi (‘aruna kirana kamalamulo’) or
the caranam (‘Tapa yoga mulalo’) or the anucaranam (‘Nava koti rama nama’) could be taken
up for niraval singing.

Similarly, in the beautiful surati kiti, “Bhiksdatana véSamika emayya”, the anu pallavi line,
“Dhaksayaniyundaga” will be an apt take-off point for niraval.

Again, in ‘Candraseékhara’ in Bégada, the anupallavi line ‘Mantra japamulalo yantra
sarvatmaka’ will be suitable for niraval.

Musical structure of these krti-s follows the well-known Tyagaraja format, by which I mean
that the music for the anupallavi is identical with the music for the latter half of the caranam.

Tyagaraja’s hall mark ‘Draksa rasa navarasayutakrti’ ideal which he has set for himself in
‘Sogasuga mrdanga talamu’ is evident both in the lyrics and in the gentle extraction of the raga
ruci through the profound simplicity of his approach.
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Most of these are short krti-s with a single caranam while very few have multiple caranam-s.

Tyagaraja’s Sivabhakti
The most remarkable feature of this collection of songs is this.

While the depth and intensity of the saint’s Rama Bhakti are only too well known, these
krti-s bring out the ardour of his Sivabhakti and the special warm bond he shares with the Lord
of Tiruvaiyaru on account of his Rama nama rasikatva. To my mind, the most striking example of
this love and adoration of Pranatarthihara is to be found in the Surati song, “Bhiksatana vesam”.
The anupallavi goes like this: “Dhaksayani yundaga tanayulundaga dhanapatito dasarati yundaga
niku”. “Bhiksatana vesamikaemayya paiicanadisa?” “When you have Daksayani, and your sons
and Kubgra and Rama...where is the need for you to wear the garb of a mendicant?” Notice that
to buttress his argument, the creative genius that he was, refers to the particular manifestation
of Uma, wherein She makes the ultimate sacrifice for the sake of her Lord. With his references
to the other Deities, he seems to tmply, “you have a son who could destroy the Vighna yantra;
your other son is a son-in-law of Dévéndra; Kubéra is your devotee and the Lord of Sii is your
brother-in-law.” “With each of them cherishing you, where is the need for you to resort to Bhiksa.
This kind of poetic fancy is typical of the Saint’s inestimable legacy.

I consider it a benediction from the Sadguru in the 250" Anniversary of his divine advent
that the sacred privilege of bringing these kiti-s once again to light has come to be entrusted to
me. I feel blessed.

PR
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Music of Vijayanagara

with special reference to Alapa and Thaya
Dr. Arati Rao

1. Introduction

The Vijayanagara Empire flourished in South India between 1336 AD to 1565 AD. Many
seminal developments in South Indian music took place during the Vijayanagara period. This paper
attempts to study these developments with a special reference to aldpa and thdya — two musical
forms that emerged in the Vijayanagara period. The paper has two main sections: i) Section 2
gives an overview of the significant developments that took place in laksya and laksana in South
Indian music between the 14® to the 16™ Century under the patronage of the Vijayanagara kings
and ii) Section 3 takes up the study of @lapa and thaya from musical notations of three manuscripts
from the Thanjavur TMSSM Library.

2. Developments in laksya and laksana in the Vijayanagara Period:

The developments in laksya and laksana that took place in this period shall be examined
under the heads - rdga, tala and musical form'.

2.1, Developments in raga:
2.1.1 Developments in the svara system:

The first stage: In the 15® century AD, Kallinatha (in his commentary to Sargitaratnakara
of Sarngadeva) mentions some new developments in the svara-s of some raga-s: ‘ri’ and ‘da’
getting five Sruti-s, ‘ma’ getting six $ruti-s and ‘ga’ and ‘ni’ getting three §ruti-s without the next
notes ‘ma’ and ‘sa’ losing any $ruti-s. These were all deviations from laksana.

The second stage: In the 16" century AD, Ramamatya (in his Svaramelakalanidhi) describes
developments seen in laksya which could be summarized as follows: i) there were only 7 vikrra
svara-s ii) ‘sa’ and ‘pa’ were now invariants iii) Two consecutive svard-s could occupy the same
pitch position and be called by different names. iv) antara gandhara and kakali nisada were now
played in the frets cyuta-madhyama-gandhara and cyuta-sadja-nisada respectively on the vipa.

These changes paved the way for future developments in the svara and méla systems.

2.1.2, Development of the méla system:

Grouping of raga-s under ‘meéla-s’ took place for the first time. This happened in two stages:
i) In the non-extant work Sangitasara (14" Century AD): attributed to sage Vidydranya and quoted
by Govinda Diksita in Sangrtasudha, there is a description of 15 meéla-s. ii) In Svaramelakalanidhi
(16® Century AD), Ramamatya describes a system of 20 mela-s.

1 For a detailed discussion of each of these three aspects, see the Ph.D. dissertation by the Author
‘Vijayanagar as a Seat of Music’, University of Mysore, 2014.
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2.1.3. Classification of riga-s as uttama, madhyama and adhama by Ramamatya

For the first time, Svaramélakalanidhi classified raga-s as ‘uttama’ (Superior), madhyama
(Middling) and ‘adhama’ (Inferior) on the basis of their suitability for composition of gita,
prabandha, alapa and thaya. '

2.14. Raga-s in Haridasa and Tajlapakam Compositions

Upon examination of musicological treatises (such as Sangitasaramrta by Tulaja),
manuscripts (such as those from Thanjavur and Haridasa tradition) and publications, it appears
that the Haridasa-s used more than seventy raga-s and the Tallapakam composers used more than
eighty in their compositions. The following features emerge:

» The Haridasa-s and Tallapakam composers have used ‘uttama’ raga-s (such as ahari,
bhairavi, bhouli, and desaksi), ‘madhyama’ raga-s (such as gundakriya, kambhoji and
padi) and also ‘adhama’ raga-s (such as saveri, Sankarabharana, saurastra).

* Some of the raga-s such as maravi, piarvi and kalyani which have been ignored by
Ramamatya have been used by the Haridasa-s and Tallapakam composers.

* Other rdaga-s not mentioned by Ramamatya which were used by Haridasa-s and
Tallapakam poets gained prominence in the 17* century.

* Some raga-s used by Tallapakam composers such as amarasindhu, bauliramakriya,

bhallati, dravidabhairavi, gitandta and rayagaula do not appear in musicological texts.

2.2, Developments in tala:

2.2.1. Developments in fala as per musicological texts:
A summary of fundamental changes seen in the d&si tala system in this period is as follows:
¢ Proliferation of desi tala-s: In the works Taladipika (15 Century AD), Sangitastirydodaya

(1509-1529 AD) and Vivekacintamani (1500 AD), more than a hundred desi tala-s are
listed.

» Evolution of the tala-dasa-prana concept, developments in anga and jati®
* developments in tala: A set of desi tala-s underwent many changes and crystallized
into ‘saladi tala-s’.
2.22. Tala-s in Haridasa and Tajlapakam Compositions

Tala-s used by Haridasa-s: As per various manuscripts (such as those from Thanjavur and
Haridasa tradition) and printed sources (the critical editions of Haridasa compositions published by

2 For a detailed discussion of the development of the Tala-Dasa-Prana-s, see the paper by the author
‘Evolution of the Tala-Dasa-Prana concept as seen in Musicological Works of the Vijayanagara Empire’,
Journal of the ITC Sangeet Research Academy, Volume 26-27, December 2013.
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KIKS, Mysuru) tala-s assigned for Haridasa compositions are: dhruva, matthya (mantha), ripaka,
Jhampe, triputa (trivide), atta, eka, jhompata, ragana matthya, adi, misra capu, khanda capu. The
first nine have been termed ‘swladi tala-s’ in Caturdandiprakasika.

Tala-s used by Tallapakam Composers: The following tala ascriptions are seen for
Tajlapakam compositions from different authentic sources i) As per ‘Sesacaryula Vrataprati’
manuscript (preserved by the Tallapakam family for centuries and now with SVORI, Tirupati)
Jhampe, atta, magthya and eka are tala-s are assigned for Tallapakam compositions®. ii) In the
desi saladi of Annamacarya (found in Tirumala copper plate inscriptions), the siladi tala-s have
been used’. In the siladi-s of the Tirumala musical inscriptions, the siladi tala-s and the racam
tala have been used.

2.3. Developments in Musical Compositions:

2.3.1. Musical compositions of Haridasa-s and Tallapakam composers

Haridasa-s and Tallapakam poets composed abhydsa gana, pillari gita, pada, long poems,
ugabhoga, vakyam, siladi, prabandha, alapa and thaya in the languages samskrta, bhandira bhasa,
telugu and kannada, as seen in manuscripts, oral tradition and printed sources®.

23.2. Musical forms in Musicological Texts

The musical forms that have been mentioned / described in the treatises of the Vijayanagara
period are: salagasida, saladi, padam, kouli (khayal?), gajalu (ghazal?), gita, prabandha,
namavali, carnika and natakam.

3. A Study of Alapa and Thaya from Thanjavur manuscripts

The following section attempts to study the features of aldpa and thaya songs comparing
notated examples from the Thanjavur TMSSM Library manuscripts B11575, B 11577 and B 11586
with musicological descriptions.

3.1, Introduction to alapa and thdya:

Alapa and thaya are non-lyrical musical compositions (with no fala attribution) referred
to in various musicological texts from the Vijayanagara period onwards (as shall be described
subsequently). Several notations of aldpa-s and thaya-s are found in manuscripts in the TMSSML

3 The author is grateful to Prof. Veturi Anandamurthy for information about the $esacaryula vrataprati’
manuscript notations and other unpublished Tallapakam notations from Thanjavur.

4 See ‘The Desi Suladi of Annamacharya’ by S.R. Janakiraman, Journal of Music Academy of Madras,
1979, Vol. L, p 26- 33.

See ‘The Tirumala Music Inscription’, TTD Publication, 1999.

A detailed discussion of evolution of siiladi-s, has been presented by the author in the paper ‘Structure
of Suladi: A musicological study of Sfiladi notations in Thanjavur Manuscripts’ presented at the National
Seminar on Musical Forms conducted by University of Madras, Chennai in September 2015.
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library Thanjavur. In both aldpa and thaya notations, there are two types found — those with only
svara phrases and those with svara phrases and nam-tam syllables.

3.2. Alapa and Thaya: Prior research and publications

Prior research and publications regarding alapa and thaya can be summarized as follows:
» Authored by Dr. S. Seetha:
» The article ‘Thaya’ in the NCPA Quarterly Journal, 1980.

* The section on ‘Analysis of Aldpa Laksana in Sangita Sudha’ in ‘Tanjore as a Seat
of Music’, University of Madras, 2001.

* The sections on aldpa and thdya in the Critical comments on Carurdandiprakasika by
Dr. R. Sathyanarayana, published by IGNCA'; 2006.

* ‘Raga Alapana and Thayams’ - alapa and thdya notations from Thanjavur manuscripts
edited by Sri. K. Vasudeva Sastri and published by TMSSM Library Thanjavur, 1958.

Dr. Seetha’s research examines the emergence of thaya as a Caturdandi form, tracing
the laksana and literary references to sthaya and fhaya. It also gives a detailed exposition of
alapa as described by Govinda Diksita. A comprehensive list of Thanjavur manuscripts that have
notated musical compositions has been given in ‘Tanjore as a Seat of Music’. Prof. Sathyanarayana
examines the laksana descriptions of aldpa and thaya critically and correlates them with the
practical examples published in ‘Raga Aldpana and Thayams’ by Vasudeva Sastri. However, a
detailed study of alapa and thaya notations found in the Thanjavur manuscripts mentioned above
has not been presented by these scholars.

33. Alapa ~ the musical form as per Laksana

We find references to aldpa as a musical form in musicological texts by the following
authors: Sangitasudha by Govinda Diksita (1604 AD), Caturdandiprakasika by Venkatamakhin
(1620 AD), Ragalaksanamu by ﬁahaji (1684-1712 AD), Sangitasaramrta by Tulaja (1729-1735
AD) and Sangitasampradayapradarsini by Subbarama Diksitar (1904 AD).

Of the above, Tulaja and Sahaji have quoted examples of several alapa-s to illustrate raga
features. Venkatamakhin and Subbarama Diksitar have described the form. Apart from giving the
general description of aldpa, Govinda Diksita has given the features of alapa-s of several raga-s.

Alapa components according to Venkatamakhin (Caturdandiprakasika, 6, 1-32) and Govinda
Diksita (Sangitasudha, 2, 458) are as follows:

» aksiptika (ayittam) : The introductory phase of a raga
 First ragavardhini (yedupu): Phase for raga elaboration

o vidari (yedupu muktayi). Concluding section for ragavardhini
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* Second ragavardhini and vidari
* Third ragavardhini and vidari

* Sthayr: A sthayr section has tana-s pertaining to a particular base note: for example,
rsabha sthayr has rsabha as the base note. There can be as many sthdy? sections in an
aldpa as the number of base notes. Sthayr sections have the following features:

According to Sangrtasudha, important svara-s of the raga are taken as sthayi-s —
(base notes) with a maximum of five and minimum of two and tdna-s rendered on
succeeding notes for every base note. Venkatamakhin is of the view that all notes
of the rdga can be base notes.

For every base note, tana-s should be rendered in the following manner: notes above
the sthayr are chosen successively, and two tana-s (musical phrases) in ascent and
two tana-s in descent are rendered in each of the notes. Veikatamakhin says that
while singing tana-s on a given note, if the tana-s are in ascending order, notes
higher than it should not be touched; if the tana-s are in descending order, notes
lower than it should not be touched.

As per Sangrtasudhd, the nydsa of every tana in every sthayl is the sthay? note
itself.

The sthayr sections range from the madhya register sa to tara register sa in
Sangitasudha as opposed to the range mandra sa to madhya sa mentioned in
Caturdandiprakasika.

* Vartani: Phase consisting of melodic movements in the mandra register. According
to Govinda Diksita, it is followed by a nydsa (muktdyi) section. According to
Verikatamakhin, it is followed by the fourth ragavardhini section and then the vidari
section.

3.4. Thaya - the musical form as per Laksana:

Thaya - is one of the components of the four ‘dandi-s’ described by Venkatamakhin in
his Caturdandiprakasika (1620 AD) - gita, prabandha, alapa and thaya. However, the antiquity
of ‘thaya’ is traceable to an earlier period based on the references to ‘thaya’ by Par§vadéva in
his ‘Sangitasamayasara’ (composed between 1165 and 1330 AD) where thaye and sthaya are
synonymous) and references in Kannada and Telugu literary works’. There appear to be two stages
in the evolution of thaya ~

* Being synonymous with ‘sthdya’ (a melodic abstraction which can invoke aesthetic
effects) - this is apparent in the references by Par§vadéva.

7 For a detailed discussion of the antiquity of thaya, see Caturdandiprakasika of Venkatamakhin, Volume
Two, Makhihrdaya: A Critical Study’ by R. Sathyanarayana, IGNCA, p 373 - 376
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Being a standardized musical form — this is seen in the references by the following
authors: Ramamatya (1550 AD), Venkatamakhin (1620 AD), Sahaji (1684-1712 AD),
Tulaja (1729-1735 AD) and Subbarama Diksitar (1904 AD).

Tulaja and Sahaji have quoted examples of several thaya-s to illustrate raga features.
Venkatamakhin and Subbarama Diksitar have described the form, whereas Ramamatya has just
made a mention of the form.

Thaya according to Venkatamakhi (Caturdandiprakasika, 7, 1-7) is as follows:

A note is chosen as sthayr.

Four notes above the sthay? are chosen, and four t@na-s (musical phrases) in ascent and
four t@na-s in descent are rendered in each of the four notes.

While singing tana-s on a given note, in ascént, the notes higher than the note should
not be touched. In descent, the notes lower than the given note should not be touched.

A little melodic elaboration on the sthayr note is rendered to rest on mandra sa. This
is called yedupu or makarani.

Finally, a concluding muktayi is performed.

Subbarama Diksitar’s description of thaya is similar, but the additional information he gives
is that all the tana-s should end on madhya sa, and the vidari commencing from tara sa, comes
to rest on mandra (madhya) sad.

3.5. The Thanjavur Manuscripts B11575, B 11577 and B 11586:

These are paper copies in devanagari of Palm Leaf Telugu manuscripts from the TMSSM
Library, Thanjavur and together contain about 200 ¢hdya and alapa notations. Scribal errors such
as missing/erroneous svara-s/lyrics and section names are noticed in the notations.

Features of these manuscripts are as follows:

B11586 is the éaper copy of the first manuscript in a group of palm leaf manuscripts
entitled ‘rdgalaksanam siladi’ (RLS) and contains only thaya and alapa notations. The
subsequent palm leaf manuscripts in the group contain si#/adi notations. The notations
from this manuscript do not have ‘nam-tam’ syllables.

B11575, B 11577 are paper copies of the palm leaf manuscripts entitled ‘ragalaksanam
Grtadi’ (RLG) and contain the notations of many thaya-s, alapa-s, saladi-s, gita-s and
prabandha-s. In these manuscripts, for both thdya-s and alapa-s, there are two types
of notations: those that have ‘nam-tam’ syllables and those that do not.

8 See sangitasampraddyapradarsini, volume 1 (Kannada Translation) published by Ananya, 2005, p 98
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3.6. Features of aldpa and thaya in the notations of Thanjavar manuscript B11575,
B 11577 and B 11586:

Upon examination of the notations of these manuscripts, some interesting features emerge:

Terms in the Notation: Some of the terms used in /aksana do not appear in the notations.
The word ‘alapa’ is not used at all. Aldpa notations start with the labels - rdga name (sometimes
with the mé&la name and ‘graha’ svara information) and the word ‘ayittam’. ragavardhini-s are
labeled ‘yedupu’, ‘udgraha’, ‘rendo udgraha’ and ‘repdo ayittam’ in the notations; the word
‘ragavardhini’ is not used. In the notations, ‘muktdyi’ is always used for ‘vidari’ and ‘makarani’
is used to denote the last ‘vartani’ section in aldpa-s. For tana-s in the sthayr section, those in
the ascending order (arohi) are not labeled as such, but some of those in the descending order
are labeled ‘avarchi’. There are also tana-s labeled ‘saficari’ that shall be discussed later in this
section. In thaya-s, the label ‘thayam’ or ‘thaya’ is used at the beginning and the first (‘vedupu’)
section has no label, but the last ‘muktdyi’ section is labelled as such.

Ragavardhini: Many alapa-s have no ragavardhini section at all. Several have only one
ragavardhini section, followed by sthayr sections. Out of the 98 alapa-s examined, 35 had no
ragavardhini, 50 had one ragavardhini, 15 had two ragavardhini-s and there were 2 each with
3 and 4 ragavardhini-s respectively. From the notations, this section appears non-mandatory and
there does not seem to be a restriction on the minimum number of rdagavardhini-s. It may be
recalled that Venkatamakhin mentions the fourth ragavardhini while Govinda Diksita does not,

Sthayi: The following features were noted in sthayr sections:

* Several aldpa-s have no sthayr section: Out of the 98 alapa-s examined, 34 have no
sthayt section.

* In none of the alapa-s have all svara-s of the raga been taken as sthay? notes in the
sthayr section. This is in accordance with Govinda Diksita’s view that all svara-s of a
rdga are not sthayr svara-s.

* The number of fana-s per successive note for a sthayr in the case of both alapa and
thdya is either one or two — not necessarily two.

* There are 11 alapa-s with a section labelled ‘mandaram’, ‘mandara sthayt’ or ‘mandara
ayittam’ which follow the other sthayr sections and precede the makarani section. In
some cases, the ‘mandara’ section has a few numbered Gna-s and in others, has only
a line or two of tana-s with no number. It must be noted that in the notations, svara-s
themselves do not carry indications of registers (with dots above or below). Since the
tana-s in the mandara section seem to be specifically sung in the lower register, it is
possible that the earlier sthayr section(s) have zdna-s that are not limited to the lower
(mandra) register, even if they do traverse the lower register. It must be noted that
there are many aldpa notations without the ‘mandara’ section labelling. It is possible
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that they either have tana-s traversing the mandara register but not labelled as such,
or no tana-s in mandara at all. Govinda Diksita and Venkatamakhi do not specifically
mention a ‘mandara sthayr’ section — the former talks about sthdyi-s ranging from the
madhya register sa to tara register sa and the latter mandra sa to madhya sa. According
to Govinda Diksita, some raga-s do not have the madhya register sthayi.

¢ In the sthayt section, arohi tana-s successively touch higher notes and avardhi tana-s
successively touch lower notes as mentioned by Venkatamakhin. It is noteworthy that
the ‘avarohi’ tana sequence in both alapa and thaya shows successively lower notes
being touched and does not have the svara-s themselves in a descending order pattern.

e It is seen that the ending note of every tana in every sthayr is the sthay? note itself, as
mentioned by Govinda Diksita.

* Another set of tana-s labelled ‘saficari’ is found in two cases of alapa ~ bhairavi ayittam
(in RLS) and nara (in RLG) - in both cases, the label is followed by numbered tana-s.
These tana-s are not much different from the tana-s in arohi and avardhi except that
the progressive touching of higher or lower notes is not seen. These ‘saficari’ tana-s are
not mentioned by Govinda Diksita and Venkatamakhi. Prof. R. Sathyanarayana opines
that perhaps the saficari tana-s were prescribed to be in saficdri-varnd®. It is seen that
in both cases of aldpa-s, saficari tdna-s are numbered t@na-s that end in ‘sa’. In Sangita
sampradaya pradar$ini, there are many ‘saficari’ notations given which indicate musical
compositions bound by t@la. There does not appear to be any resemblance except in the
name of these compositions to the saficari tana-s of alapa-s of the Thanjavur notations.

Paitanam: This section, not mentioned in laksana, is found in 7 aldpa notations. In some
cases, it follows immediately after yedupu and in others, after the first ragavardhini (udgraha).
It is noticed that the sthayr section(s) are missing in the aldpa-s containing paitanam. Paitanam
is a brief section that has svara-phrases both with and without nam-tam syllables. Paitanam is
interpreted as ‘zana in high register’ by Prof. R. Sathyanarayana. He also poses the question
whether paitanam is synonymous with ‘udgraha’'. From the notations, this section seems similar
to ragavardhini, but seems shorter than the usual length in some cases. The sth@yl section and
paitanam section seem mutually exclusive from the notations.

Pakkasarant and Sarapt - Venkatamakhin describes the difference between sarant and
pakkasarant method in the Suddhamela-ving and madhyamela-vina in the Vina chapter in
Caturdandiprakasika (CDP, 1, 131-152): In the Suddhamela-vina, according to the saran? method,

9 Prof. Sathyanarayana makes this remark in his analysis of the alapa-s in ‘Rigalapana and Thayams’ by
K. Vasudeva Sastri. See p. 358, Caturdandiprakasika of Venkatamakhin, Volume Two, Makhihrdaya: A
Critical Study by R. Sathyanarayana.

10 See p. 357, Caturdandiprakasika of Venkatamakhin, Volume Two, Makhihrdaya: A Critical Study by
R. Sathyanarayana.
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in the first string tuned to mandra sadja, only sa, ri, ga and ma can be played and not ‘pa’, ‘da’,
ni. However, in the pakkasarani way, ‘pa’ and ‘da’ may also be played optionally in the first
string. Similarly, for the second string (tuned to mandra paficama), $uddha-ma, varali-ma and pa
may be played as per the pakkasarant method, but not in the sarant method. This concept is also
extended to the madhyamela-vina. In the notations, one thaya labeled ‘pakkasarani thaya’ was
found in RLG, and 7 more were found in RLS. In structure, they are identical to other tana-s.
Similarly, there are a couple of sarani thaya-s found in the notations. It is interesting to note that
one of them, which is a group of thaya-s of ndta raga, has nam-tam syllables. This indicates that
nam-tam syllables may not apply only to vocal music in all cases.

Tarasthana: There is a case of a single thaya in parvagaula raga which has the yedipu
section followed by the muktayi section. This then followed by the word ‘tarasthanam’ followed
by another yedupu followed by muktayi. From the labeling, it appears that the second yedupu and
muktayi are meant to be sung in the higher (tara) register. ‘Tarasthanam’ has not been mentioned
in the musicological texts Caturdandiprakasika, Sangttasudha and Sangtta sampradaya pradarsini.

3.7. Case Study: alapa and thdya in the rdaga nata:

3.7.1. Part I: Study of alapa in the rdaga nata:

There are four alapa notations for raga nata found in the Thanjavur manuscripts B11575,
B 11577 and B 11586. The alapa notations were compared with the description for raga nata in
Sangitasudha. One dldpa notation is taken up for illustration here. Since there are no symbols to
indicate which register the svara-s belongs to, registers have been assigned based on the flow of
the svara phrases. All sections have not been taken up for illustration - only some to illustrate
conformances and deviations with respect to Sangrtasudha. Though there are three ragavardhini-s
(vedupu-s) in this aldpa, only the first one with its vidari (muktayi) has been taken up. For the
sthayt section, only a few tana-s pertaining to sadja sthayr (where ‘sa’ is the base note) have
been taken up for illustration.

The different sections of alapa for illustration are as follows:
Aksiptika (ayittam):

Description in Sangitasudha: Starting from tdra sadja, descending to madhya sthayt rsabha,
starting again and singing t@na-s one by one, the tana reaches up to tdra sadja and rests there.
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The aksiptika of the alapa as per the notation in as follows:

farz 4w mr@wa\mq\em\aa
afRaR TR ) st
ﬂ\m\mm\ml\— ol

ﬂ"a"'\'\ | ‘-éﬂ"a“r ll-—u;"
‘era\ gEE\EB \zE::‘ er%‘a\zra%‘qﬂ%
W\m\aﬂmm\mlﬂz@
‘e ralam s@w e e (Gxmiestat
m(\(n(a\ le\m\amﬂdm}
m\ amm\a@\mlm\amml

Observation: 1t appears from the notation that the aksiprika does start from the tara sadja,
touch the madhya rsabha, go back to tara sadja and rest there.

Ragavardhini (Yedupu):

Description in Sangrtasudha: Starting at madhya sthayl paficama, ascending to tdra
paficama, singing a few tana-s, descending to madhyama, then the tana comes to rest at madhya
sthayr sadja.

The ragavardhini of the aldpa as per the notation in as follows:

Az aa%\m\mm\%\

1 3o\ el b ) aranl
m\mn\m\mlmm\rt-a\art'ﬂ

ATl mmlawlm:ﬂ
saqmiaag@ma 1Fsea@a e
ARl W‘W‘M‘W\ﬂ‘@‘
v b asratats L afE et
A mrmra g |t ¥

Observation: From the notation the yedupu seems to start at tara sadja, not madhya
paficama as prescribed. Tana-s touch tara paiicama, then descending to fara madhyama and
then descend to madhya sadja.

Yedupu vidari (muktayi):
Description in Sangrtasudha: Starting from madhya sthayt madhyama, ascending to tara
rsabha, descending to madhya rsabha, singing tana-s, the singer must rest at sadja. The yedupu

81



THE MUSIC ACADEMY + JOURNAL 2016 * VOLUME §7

vidari of the alapa as per the notation in as follows:
| i
o\ Boram lerfRatre \erfFe x| il
A asralsaoran) e s \
%mmrv%mbﬁa\aa\aﬁaq
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Observation: From the notation, the muktayi appears to start at madhya nisada, not madhya
madhyama. The ‘R’ on second line seems to be tara rsabha. The subsequent ri rri in the same

line must be madhya rsabha and finally the muktdyi seems to end on tdra sadja. It could also be
interpreted that the final ‘sa sa ssa’ is in the madhya register.

Sadja sthayt :

Starting from the sadja in the madhyama sthayi, tana-s must be sung in each of the svara-s
sa, ri, ma, pa, ni, sa (tara).

We take up a few tana-s of sadja sthayr from the notation here.

The first two tana-s are consecutive tana-s that touches madhya ‘sa’ and madhya ‘ri’
respectively. They are tana-s in the ‘ascending’ (arohi) order, though not labeled as such.

The first tGna in the notation is:

; ]

- E! .

e lam| aaal af@ BseRantar s
j«mﬁ “(Gt&m’fm et A
e e en Mt

4 v \
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Observation: It appears from the above notation that the first tana touches the madhya

sadja and does not go above it.

The second t@na in the notation is;
m‘hﬂa‘qﬂwhﬁgmf&nﬂ&wa%\sﬁ}qlam\at?
: e e e =i £y \ \ \ \ala
) ezl -~ — — @ S ) e e |2
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82



THE MUSIC ACADEMY + JOURNAL 2016 « VOLUME 87

Observation: The second tana from the notation appears to touch madhya rsabha and not
go above it.

Next, we take up a couple of tana-s under the label ‘avaroham’. The first of these touches
tara sadja as the highest point and the next one touches madhya nisada as the highest point ; in
each case, the tana-s do not touch notes above the highest point.

The first tana for ‘Avaréham’ in the notation is:
X S L
‘ ‘ N :at‘awagi- \ '
x| SRR ARG VICETH | oA | o1
‘ot AT —— | R ——swanld srewrars Loy
araxal agIa lpwar | o > K
L Reraf =S | s\ wen o

Observation: We see that this tdna appears to touch tara sadja and does not go above it.

The second t@na for ‘avaroham’ in the notation is;
RS TBARQN AN A3 WS \ SaF AR,
vl v e e | I
T A | Q| RS gzl samog #ed
It | 3 | BraQreewen i et &en l"'ﬁ

Observation: We see that this tana appears to touch madhya nisada and does not go above
it.

Makarani:

Description in Sangitasudha: This section starts at madhya sadja, ascends to tara nisada,
descends to madhya sadja, then a a few tana-s of quick measure have to be sung, then the section
comes to rest at madhya sadja.

The makarani of the alapa as per the notation in as follows:

b R
|THFRANTTRS ARA X TAR

1 | rorrtin) aror Vst t of Rvwer
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il | 1 o
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Observation: From the notation, the section starts from rsabha, which is possibly madhya
rsabha and not madhya sadja as prescribed. It seems to go up to madhya nisada, descend to
madhya sadja and then come to rest in tdra sadja.
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3.7.2. Observations from nata aldpa notations found in the Thanjavur manuscripts B11575,
B 11577 and B 11586:
On examination of the four aldpa-s in the rdaga nata (one of which has been taken up for

illustration as mentioned in the earlier section), the following observations can be made:

* Two alapa-s have no sthayr section. In these aldpa-s, sections ‘paitanam’, ‘saficari’
and ‘mandra sthayi’ which are not defined in laksana are seen.

*  One aldpa has makarani (as per Sangitasudha) as well as yedupu and muktayi (as per
Caturdandiprakasika). Makarani does not appear to end on madhya sadja in that case.

* Number of tana-s per note in a sthayi is two in some cases and one in some. All
sthayr-s specified in Sangitasudha for nata are not present in all cases.

* Tana-s sometimes. does not start from the starting note specified in Sarigitasudha. But
the tdna-s usually ends in the ending notes specified.

* ‘Avaroham’ has tana-s in decreasing sequence of the highest note touched, whereas the
tana itself has svara patterns in ascending and descending order.

3.7.3. Part II: Study of thaya in the rdga nata:

There are four thaya notations found in the rdga nata in the Thanjavur manuscripts B11575,
B 11577 and B 11586. Unlike alapa, there are no rdga-specific prescriptions available for thaya
as per musicological texts. The only comparison that could be made is with respect to the general
descriptions given in Caturdandiprakasika and Sangita sampradaya pradarsini. The four thaya
notations were compared with these descriptions. One thaya is taken up for illustration here. Again,
as in the case of alapa, since there are no symbols to indicate which register the svara-s belong
to, registers have been assigned based on the flow of the svara phrases.

The different sections of thaya for illustration are as follows:

Yedupu - Description in Sangita Sampradaya Pradarsini: A particular svara is chosen as
sthayt. Four ascending tana-s touching four notes above the sthayr are then sung, finally resting
on madhya sadja. Four descending tana-s, commencing on the fourth highest note are then sung,
finally resting on madhya sadja.

The yedupu of the thaya as per the notation in as follows:
Vs aERT lafResfd— efRufen o)
SR U ERR | AnR | TesBin )\ orfea \aweros .
N arAR | 2R EA | eifdn | aferer] aeesD\en aria
aRuglaf@ws 0 Lanfin | af@uste | gustal
Aafaiaalaal
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Observation: From the notation, the section seems to start from madhya sadja. The first
tana touches madhya sadja. The next touches madhya rsabha, then the next madhya madhyama,
the next madhya paficama. Then the descending order of tana-s seems to start — the first in this
series touches madhya madhyama, the second too touches madhya madhyama, then the next
touches madhya sadja and comes to rest on madhya sadja.

Makarani and Muktayi — Description in Sangita sampradaya pradarsini: After a brief

melodic elaboration (makarani), the muktayi section starts from tara sthayt and ends in madhya
sadja.

FA s | e e

R\ masirs | s mtim | 5~ afm gl S\
g 2t Raevti Ry \Rrwa ler.
Feafer| aataes 1

Observation: From the notation, the makarani section seems to start from madhya sadja and
ends on madhya sadja. The muktayi does not appear to start from tara sadja and end on madhya
sadja as prescribed but appears to start on madhya sadja and end on tara sadja.

3.74. Observations from Nata thaya notations found in the Thanjavur manuscripts
B11575, B 11577 and B 11586:

On examination of the four thaya-s in the raga nata (one of which has been taken up for
illustration as mentioned in the earlier section), the following observations can be made:

* Number of t@na-s per note in a sthayr is two in some cases and one in some. Sometimes,
only avardhi tana-s is seen.

* As in the case of aldpa-s, in the ascending order, successive higher notes are touched
by the rdna-s and in the avarohi order, successive lower notes are touched.

o In one case, three muktdayi-s are seen, of which two are big, and the last a short section.

* All muktayi-s ends in sadja.

4. Conclusion

Alapa and thaya were two compositions of South Indian classical music that evolved in the
Vijayanagara period. From the examination of the aldpa and thaya notations from the Thanjavur
manuscripts B11575, B11577 and B 11586, some structural similarities to the descriptions in
the treatises Sangltasudha, Caturdandiprakasika and Sangita sampraddaya pradarsipi are noted.
However, there are a few deviations from laksana, such as the omission of some sections and some
new sections being added. This implies that either these notations represent a different tradition
from those in the texts or that they represent a different stage of evolution of these compositions.

85



THE MUSIC ACADEMY + JOURNAL 2016 + VOLUME 87

This paper is an initial attempt to study these compositions. An intensive study of all such notations
in Thanjavur and possibly other manuscript libraries culminating in the publication of critically
edited notations of these compositions would highlight an important milestone in the evolution
of South Indian Classical music.
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Music in Parsi Theatre — Its influence
on the Tamil Theatre
S0P BTL_& T BISSIL

urid prLs @ewFullsit Clasvaurs 3,

L &L T flwerd LGLobTLIesT

QpeTRIDT

@pFw, s BTLs, SoTOUL. auFrnseery ude QFwiGeauri umrid
BTLSBIGST HjeVevg UTTH g unPls GOILUL T i uaflepw Blswmey
O Guevrg. gplturs, 19, 2090 propreavdseaflsy Sl Brisd ubH
TS Y&HBSTI eTau(hid Lol prisiisefled uridl prisniseflsit résh LDMS
GOl g saupallsvens. guuilspid, urird IrEIG GPISSID S BTLsBiSafd
ST BIG THURSSW STEBBRIGST UPPlUjD WepewwwTEGour allfleursGour
TSI Ugleysmsenid GleinwiiuLailevensy ereTuGs 2 _aiweni. uTidl BTLs% @ens
upBlw sHEusmer BeirE Lfbasi6laTsrer Couam®wresrmey @)bhdlurailsd urid
@er waseflsit sursuTHlswenr @rerGeuggid BTid WbSHICsTeTeT Goueisrig uig)
Sudwn HAns. Cugid, @hdwurellsr uvLGeaug uGHsefl Qid F53D
Qurflseafly Blepsstiul L Bris HIBGSsT GU OUTEID urTd Sreisler
WSSLTRT  STEHHSS O (HHESID, seT WGHS OClFsurssledlmbaId sliu
W weallVeney. BSNHEHTHT STTERIHRIHETTS (BTRTEHL Fn DEVTLD. HJOUTSHEHEDLWI
BTL&U uenLLyseflgd, Guen_ Blapeysaflgid euiser enswmenrL sl
2_jgls6, @lens, 2 ewi, pritienen, QFTIHOBI_US Fnmiser, NFhwTerLd sr_d
DML SHET, BT @ HTTewTD. LHODTETIY jeuUTsHEHML W BTL_SkI%eflsir
Iy BrHwrs et @)bSs SOTEFTTS FnmisEHh B)bIHws SeTenossEHGL
STETMI SnPeOTLD. sTerGeu, uTidl @ T wahsefler GBSw aumHens UDDlub, STV
Gumrasley oib wehser Ul it urTiss Yywrs gerallsy @) bSwraller i (ers
GaTEGes wrPlaf L Blensvenwiujid HPlw Couerig g @)@ jeuflub.

urrflsefler @)blw sumenss

urid @ wahsefler eugeorgy 3000 Y aMH BT LD WEDL WG 6TESTM
Cereveviiu®&Smg). uTrflser eteiTn GlETevgs@ UTTESSMSsF CoFihboHeuiTamer
sTeTmy GluT(H6T. sTeaflgmiid, Lrid steirm Glarev gmeyd NHETeVSSCUCW aurpddlsh
supbglerengs. 17 g0 mroprew® susnr @)pFw Comrlrrevifw 2 _emyseflsy
‘uridl” ereitp Gerew Gairdasls UL alleme. FGuenT YSNG GeweRTTS,
“CrCrmrev . Mweir” (Zoroastrian) oysvevgy Quanglsit (Behdin) sreirm @)revsrig.nyeir
geTm LwsTuBHSSLIULL g @euhpng wennCuw “Bsvey @wisyemLw” g
“Bevev Ulr@geib o ewL_w” sT6dTLIG QLT HETT@HLD.

88



THE MUSIC ACADEMY +« JOURNAL 2016 » VOLUME 87

QearGrrev_fw Fwitd sTeTLIZ FFgTaflsd @levsvmbflu FLwSFDHES WeTarCr
ABHs Blsl upswwrear Fowwr@. @)F swwb Frramears Coibs Fiss s
wip FrHmssurdujorer Qer@rrev Mer srerusurmed &l 1p.6Q0 HTH DTV
Gerpm allssliul L g @Fsvwsgleari mFrisfley Cer@rmevi_Mutrssr sTemith
@bFwralled uriflser staTpid Jewipssliu@HaTperi. @Geverblw Fwwddlesr
S FEa580mbg U@L uemsuiley £.9. 8 s 1090 BIHDTERTYHEG
@erLiul L sTsHld) el YFOsT sTrewiwrs mrrefledlmhg CeueflGuwm
Qpdwralsr Guluplert. @sild ettt Gerrsdhe wems lbs Bbs!
OTFRTTSIT &) FrewTTafll_Lb SEHFL HWL_HSRTT. TTERIT OUTHEHSEG FEHFT
storgd uGHuled euftnfllgpip Carulled s iyshs Carerer B @PSHI&EHS
QETHSSTi sty HLULLGEDS. sTaflgid, Sjeuiseflsr @bFws GyCuhHDLd
upPlu srev eusrwenn @)sTaTepd lad FwTs eudTuUDISSIUL aflansy
eTsT@m sugeurhHny Awiser sEZASTDOTT. GBITHSV GgCwml swori A..
TS 595 FPlw CeueTTessT FEPSHOTS CUT(PHBHETH .

16689410 yeaiTige) LIDUTEI WIBSTD (PUYEUSIDTES DyhISGVWITESEHL W
SHysdpFus sweuafullsr HFaTrssler £ ubssl. saaTd CBTLIHS LS
SIS SSTEOW BWLWPMDESG UBSSH. ST allewsTeursll GLITS PRSI
2 _PAUTSST FUPSTWLOTS suTphG OCeTergmhs uew urid GlaTdgeuissr
G2ITEHOHmhS UbUTLS G& GYeUWrs COsTLkidleri. 189 BrHMTEIY
egpul L tnoumis pay eflfleurdsn Quflgid uridseflsr GsTiflsy LHDIL MTSS55S
msiraarrCaCu BEpHea. 199 HrHOTNG O LTFAser Gumb CFsab Lilss
FepsTs 2 HOuDSsTISN. GhSuralbG wser Wseils Crrrev Mwiser
&g OLwihsHedHHS BrHOTET®H &@ps G Cuears uTid @larssaissT @)HIw
FUPSTWSFDIET WPSEW I BISLD VHESS QST Bidleari. 98 FwwSISV Jeuiserg)
ormiul L wryser whmih urgbuflwtissner b QFSTLTHS UTSISTSS) ubSETI.
@nsw HPsseun, GobSw Geveord erarug Curearm QgrGrmenvt Mwepd
@pdwus seremwsg wrY @bsw urid GeTwral ySu HBLWTHTSMS
Thub S C\H TG,

uriflsefler priss Qawsdur@sEpo LTid yrhisleT CETHDAPLD
Gudlefl 7. Cuwssr steruauflsit 'English Drama on the Bombay Stage in the
Later Eighteenth Century and in the Nineteenth Century’ (Ph.D. Thesis submitted to
University of Bombay, 1960) steirm sewelitiley gyeowhs, HFdled sugrrs, LrsLi
Ll o iiGsul_yemear Bl wirEs QETeaT(®h), urid kg uHm CarvsTs
GUsT euiser 198190 oyewrgev Parsi Thiyetar: Udbhav aur Vikas ereirp
semeifley aflifleurssr mred (Allahabad: Lokbharati Prakshan, 1981), gsirnflener
@bguilev srpglenmir. oyBHTD HrHiflesr ansrGeneir (kathryn Hansen) gjeuisermev,

89



THE MUSIC ACADEMY +« JOURNAL 2016 « VOLUME 87

“The Parsi Theatre: Its Origin and Development” srsirgy oy BidlevsBlsd & (HdbHLTS
QurflQuwisstiu’ Lg. b QurflCuwidy ‘urrdl Srig: GCsrHmapd
wmﬁéﬁqm’ﬂsﬁr@_’mgsmsvudsba,rﬂwmtbu;_’r,m,r_r,n'umn'sbglﬁgyrreksio@&u’Juu’u.u'.@,
201490 yewr® mrevrs GQeuefleubgisitarg. 19840 BrHPTeTgsT UhuGuiled
@bgw urid yrislsr Garpmisuris uburule) OsTLBiIGHADS. uTTd STrslsT
OleFseuTs g BTLs5CHTH WL B Flarpailaflvens; @srensd @)hdwiseaflsr
surpallsy @i giswrdlall L. @bFwus SewriuL Bhisemeruyd @)eueurni@ Her
suwiu@sPe Carsre g1 Cugih, VD Hruss smosaTTar &IBETLS @as,
Bews BTLHBISET, SSTSTOL GFLID, O\FHEan S TOTL LIVEUDHIIEILD LIVITDTSS
ST (P Ilewrevwis UglgHF C\FeTpg.

urird) grm@ eTeitugl urid @er waserTe S LU ® Bliudéstiu@ib
BrLs Qrhsmser, urid pris HgAfwissr, urid prismser. urid
CuenL&er, urid BrL_%é swoluslssr, UTid plysissr, UTTd @)u1dh GBI S6T eTes
IMITHMSWLD 2 _TeTL & S GFTOTEGL. LrTd E)aTSHengssd FTTTs, DY6TT6eL
urid priss swelualseflsy eadlug gharsd uesiyflbs pres ANwiser,
By siser p5e0Gurmn @Fl HyLmGaur. 185390 Haw®s CFTLss58)60
srevell HIEEGIDGLULL marsml ugdaeflgin, Csardlydss < Fw
prsefigin, Gplours @bdwrallgd uridl yrig HeuuiBurg @)L ib
Quuwihg CFVVEm YW auensullvrer Briss sweusflurs aeriéd QubmE).
urirdl GUeG @ @b JYrEsTes SOHSLUULS $555885 wery), oCrrifu
QTG Gursitmi BLEG YBBWOLL L aTDL. uridl SrwE urrdss
SOTEFTTS Fnmimen] eOBHg seitenars Quilgn alhalsgs CaTan®, @)hswus
SHTOWEHGW ULTUTLI4NG LTSS SeTswear o (Hrhmles C&ETeTL ST Hresr
Sysueurts@ @ibglurallsd Geuensrlig). @)bFwr usTUTL 196 Hm #5655 uTiihS
Bewenriiys sudedwrs uridl grEig oflarhidug aaTums @bSu BrLS
AUTVTH SSWTEL ugley ClFLISDS!.

Directed by Ardeshir Irani
Produced by Imperial Movietone
Released Date 14 March 1931

VP RLAL 1OVI-TONE BONMIAY

Piars

S0



THE MUSIC ACADEMY « JOURNAL 2016 « VOLUME 87

Yasv CuasbuL ors 2 g GQuriflullsy 19318l Qeuallaups e rT, HCS
smeoled Blapssliul L urrd BrLssdler SevriiuL suigey TGN, LU LD,
BTL_ s @resrenL. wip Qusdlw oiGsafli @)rrefl 1956 webui 22 germ
Bephs @psws Seortiur. Geusrefl allpreflsy steumwrny udley QFwidnri:
‘erupmieushe sThisepdsE ohs wer wrdfluyyn st G)Hssalldansy.
urid pris GuenL ulledpmhg Sewrssemns wWenwssis GaTamGLTD. LTL 6D
ATl @evemsy; augemr stssTert @vemsv. BTL s Guenulled uTLOU’ @
supbs uUTL susemenr BTBer GsihosHECsar. Qwl Hesewers Gzl Ly sEser.
Uetreorenfl @)emas@ apriGurallwod, $8usr, suwsdlsr crer cpsTm &HHailssr
L @G wweT URSSULL LT QFTLES &Te SUDS SeoriuL kseflgib
@8z plemevewis @ BHsMS euTeTH BUSHGS Csfalsdlngl.  eustafl
SlHLoswsrid, FSSlweursir FraflgSf), uvauaEClsTy, e, Careusvsst Fhsglr,
epreTelFen sl GUTETD FrsTHToW FeuTdl Soflesr @ews BTL HBISEET 67T TETLOTEIT
UITL 6D&EBHL-6T SleTLILL BIGaTTS cubsesr. brisd s6lusilullsT sansuehisGear
SlenriuL_misellgid @)L b Qumbmeri.

urid] prisBiseflsy @ens

urrd g rhder Aplurer oybsFwrs aflerhidwug B)ens. BT &HTTERTLONS
‘uridl Gl @R@wsr’ stsirp CQuuwflsy GBglw Asaflwrallemn, Bris  rrsian,
Um oriuss sme agaituseiigin anssry 50 o amhsens@n Cuwars 9ibs
@ewe Bgps QF aurdagl Qubm ellertidlwg. CUEBDLTYID D Gl BFeT
anlpgievgref @emsamwwn, Up e @)hslw Bri@Giym @lens aug eukiseneriG
g LIUH L WITSES 6% TEITL_ M6 6TETT Jn MEVTLD.

(H Fv HWL LUTL VSHMeTS sallT, uTid TG B)bsievsTef Cssialms
(Classical Music) sugsusensGu oy liuepLwrss Gamresrg. guodl (Thumri),
srgrr (Dadra), gflen@gmyg (Jhinjhoti), seflaasryr (Kalingada) wpsedw @)ews
QG EUBIHET BB LTE B)L_bCILDH B (HbHSH6T.

&1 @) gievs Tl @) enaFulled 1psEUIDT TS THaYLD, S6uTéS] BlewmbE s mHeyib,
Hrue wrargrseyb SHSULED @lens suigeud. gwsrerr (Thumakana) srerm
usSBL @Hs Upbs Glared g, FIwsTETT THTUSDEG BHLaTD YHhHeug
Gurrerp 2 _ewtidflenws Carhmalliiug etermy GluTheTU@ID. CFTL 5555160 556
BLTSS DG @& UL LUl L g). Q) UTLVEET HTSH6D 2_awTiTeneuu)d(eV(HEISTTLD),
BeTUSMSS STATHeuMSWLD phIw Crréswrss CsTenTLsney. aflledrbg
2 ewTTéFlepws STETLS nigiusnet. sTaT@ou, Blemar 178, s, srol, eural
GureTtn seurdfwrer @rramseaflsn, Sanieur, s, STSIT STETE SHerflg)id
CLBLLITEVID 6w LD&l6iTD 6T,

a1



THE MUSIC ACADEMY » JOURNAL 2016 » VOLUME 87

STSIT. @BGIevaTefl @emsullsv @a @@m Frevsfw Gaedlens suensenws
Cribag. sivflemws Cumew Garerhlerreid @ag ereflswwwrsad &HSHITD
SHUSTHD UThH Couride alleTtiGSngl. Qurgiaurs @) LTL VST WTEITL,
foy, uapry Gursirp GusiTewwwrer @rrabiselle) FrérT SrTar5SCVCW
DHLOESFTH 6T,

BepCamy: @ baievgTef @ ewsullgbd Slenr @ ewsullgp say Lilruewrer
FrsLh. wrems, B)rey Ceusnearsaflsy uTHeusn@ 2 flwg). swrd STy Liphss!.
Garwer Blagrs sally Un sveurBiser T #5F VUTHRIST. STHTL S
Bensullev apflsrid Curegdls @ BlemenTwrarg. Gl ush@ WGhs @) aflenwanwub
TEHFSHMGUID ST Fn Ly W), BT GUYD BlewF WeRTID HLOIPLD FEITENLD DL WIG].

eougal: enural ST gL Inbs5gl. HTemev Couswerulley UTL & F&bS TTHY.
ST STVSUTBIGMETIYLD 2 L wig). CQUTSIeuTs BlHpFFuilest @migluiled ure Cu@eug.
&THT_&S @ensulley CaTiy. TTH53)DG @)eamTwTars).

sOBSETIT. edursy ST g Umbss. FlsTensy grew.  flegui,
WBeUSID WGWIDD CPTMYD GHTLOT VMTRISTTHAYLD, STHSTTLD, [BlOFTHLD
Fally WeuTBIGMTTSOD SewiohS TTHD. edUTeY FTHD STBTL s @ensulls
LTWTTOTeUClBETeneT FTHSSID G @)ewesTILTRTS).

Ao Fwwhisene Cuhsssw @) ensullsit Qo TsEsallTdss WigwrssSTul .
UrLsvsafle) Qporesr 2 _enrieyser @svevrenw RaTCD @eunylst GempuTL_Ts
B®BHSSI. BT G550 2_dTBeHL TS TIPS L. BTL-SHBIGET Lo&&6eflL_LD
surGsupyts Qumellsvene. stear@eu, $T3 LG eTetTm BrLs A flwir, ‘Guerdi
- Quigyeafli’ aTeaTeild BTL &SNS (PUPSPLOWITST B)eNF BTLSHITEH 2 _(HouTdd
CuerL. Bumhnils Que Qeupnl Qubmri. @sHGL Ul BrLssSleD, welpsd,
Aptiyser, GUTTssT, 2_mrwTi e eTar eublour® srifullgnd urL_dssr B)més
Couam(P 616D Blewevdb G UTiTd HImi@G SemTeTIuL L gl UTTeneuwrariseflssr
UrL VsERsETaT Cail_emns 9@ CuTemswTs wrY W ESHMBI LTL VST
BTL&&% HewssCaT, uTSSHTTs uenL LiysGsT sTsususns ulgb 2 gailyflw aflsvensv
sTeiTug GOULIL S5&868]1. UTL&TsEpsaTar Comeu lsayn Hhafs s et
suswfls THlulleorer wWHULD 2 wikhss. GeauTDrs UTTF BTLSBIST WYL
wresr @ewe BrLSESMTS 2 HLEUDDaT. @)bSw BrLs wrdled Gensullsr)
BTL &L @)Veney 6TTLINS (3)5i& BTid BlewawreyuBES)H06laTsirer Gauaur(Gitb.

1990 mroprewyer dhugduiled ok Ao priss Guarss
Cammsl ul L urifseflss st uenfl, 20 BrHDTETIY ST WYHUGS) suenT
QsrLThgt, uew Quflw BrL_sd Sw6luaflsarTs o BKoluBSS!, ST LML LIUTESS
Smeww uwiler 2_Fedens st iqwg). GwenL. wenwliy, JlevrsFameassr, QLiLieneT,

92



THE MUSIC ACADEMY - JOURNAL 2016 - VOLUME 87

2 WL &6, &mG, STLAL Qurmstser, sTidl wepwiiy, prisl Urd, @ s,
UTL 6D, Bluy aer @)hFw BrLs Hrhdlsr emeTssHds gnmiseflgd urid
@ WGhs OFvarsgd CFisdl, Jrhisds Smeehiser e ullgb
BrLs YBlepiaelsgip Brisd GPss uvGaun yslw FAbsemeTsenerujb,
CaLsvsemerytd CarHmalsss. urid BrLss Guossefler efsd elEba THhs
P(H BTLSS G SLILU (pigweilvens) sTesrd anmisugl ewswrasrgl. 1891 wpsev
1940 g0 g e® euengullsvresr srewsHsv 60s5@ CuHuL L BTL&S GUdHeHeT
SUPHSF Cararhluens, @b Blapeysaflsar OsrLrédfwrss Glarerer (1pig.ujib.
1897@lv @ uridl BTL&s HWeUT CeaTenarsE ubgl (PSTHI WITF SHTEVLD
QoL allrg @bgsevsrefl Curiflulley Blaspsdu Brismissnery umpmluyhd,
9|6 allemersurgs SUIPHTL-& CenL seflsv ﬁa;gp,r_r,g, WTHHBIST LD LLDLOEY
FUbs WpHewrt s ‘Brs CuepL p‘ﬂsmsursqa;m mredlev ugley CFIFHESIDTIT.
urid yrhG GPES UG udlaysst SO BTLS eurTHDIL Wleheayd
WaHwsgaub euriibgensy. urid riiEg upy GPludll L fe gbFhsamearss
e su@pommy L qwiedl g (HSE DT,

‘G sumaytd (1897) Qrsiremand, uburulledmba 9m urTds BTL &S
sOuefwri eupgl, stewilenGerigsd (Esplanade) Hev sumegmsens@ s
BTL&d 0aTl Lens B)HHs @S5I0, @ Quilw e Las Curi(®), sl
@evLalrg capermy wrg ST, anlbgslevsTell uTemaulléd) BrLsRiISMar
QuerTiser. @bhs peIHI WISYD TNE GHDW KRG BT SHUDTSHI
S WIrSETEHSTT LQSTHRISHET (R)OUTH6TSH| BTL SHBISMTL UTTSSIMbSTT. BB
Florhisafled 1355 QT sLULTDH Guruiler. @G)sFmaTsG  ([Beuirssr
BTLSWTGW uremas @bsevsTef, ClFsarenarTuilgsrer GU@mbbUTVTSG @)U
urenagBt YTSSLTETSSHE@)BHHSID S cuenFulled BTrL_sBISmeT( UTTSHS
aflpuullévevr geurger o L, Clesramearulledy e Glushr eTLGTHanL W
LWETEHMBWLD HUTHSSDSHEH BTTERTLD TGN HewrL_ Pl Beuer(HiGlLossTmy,
@& sveueflullarTed L UILL L fTOT BTL_SHSmeT D,@eTmid oflL_Tgl
WeorpwreauguTisCsH6T, Hevaumenn PresT®h sty Wewm UTTSEHET. @)HATTV
@eui&er BTLSWTHILD QpHIGHS ClemeLEVT LD 6T6HT LTSIV HTMT L (G tq 6l TevvTL_63T.
@ uryds prss sweuaflwrt Qsstemerullsy Brisriwreflsdr werdgls
@ CuBL GYLUUSMSWLD 2 DETHSMSUD 2 asbHuaienfl arg wern, Glger
@pglwu CuenL_&G8s L FTFlHmSSRseT 2 _aurhusenilert. He0ler @)euisHarTey
Cgperaslibglw GuenL oLbs FirEmssusemer uphld sHy eflurwri
sTpgIFCmeir. @eursallhhg BTid sHMHG B)TESTTHTMI. 3 BmISCow LTGleIL.
(Ballet). uggs uswaflyewr® FHAmiouisCGerr ApblaGerr mris Gentufled
BLSTLOT(HSUSTLD.

93



THE MUSIC ACADEMY + JOURNAL 2016 « VOLUME 87

swLfwrs @eauisst CFiig @)STORTTH LgIaupsEsd eaTard oy uss
ursSwssrrissner BrLs CuenL ullsit LGS UBSTANST LSS MAUSSTLON
ITESESSH CHgfe  FouCuri wearTCu  maisssTn. FTSmsSsBismear
o ewL weurserr ulBhsUgwr Qb umPw sogsHmer ol B FHCDMEGmDW
sl BTLshsmerCuw puqw igwrnn, @)é swelustlullar gyéL raGersvsurd
SLOUUTL DG 2L ul(h RESIOPSSUGWTRID,  TOOT DL THEHLD
U ig b Big iUl FTTSSWw WPenL_WeiTHeTTs @) (hbSUIGIT QID B)eui 6T
Qeatemaruiley prisrilwraflsenst Gueverd FhGsrafiiflgs, errerwrer
Cumrper FUTHISS S5 Y FFFlwsTD.

@euirsersel  Upe  srew, Gser @bslw  Cueni_ulley  @)eueurmy
CriwGaitmiguig o Agh aeTugl, BTLss SLOUSSEREEGHD FaLsEHHGLD,
weTHBlY o _Zl5a%5 aoT@m  BTET ClFTVe Geouew(b. “Osrifled  (Wewm
BTL_&&55L6LTlE6T 2_(HauTeugs DG 2rHnIs HeuTeTT S W bSmey LTTH BTL &b
seLIeflaCem wimEb.

@51 eYss wHeprm ugley. The Stage Lover ersiregun wrg @sp (2011
QFli_bui) Hmid QFLiBlulleT @B LGS auHLTDI.

“The New Royal Parsee Theatrical Company of Bombay, now playing in
Madras, has placed many a society and institution under a very debt of gratitude.
The Parsees have ever in history been forward in every kind of enterprise and
drama also is a sphere invaded by them. Their philanthropic attitude is highly
commendable. We wish long life and useful activity for the proprietor and members
of his troupe.” (page. 16)

S0PasSSL urid BTL &S GWSHT aumens Lflbs STSHl, FhisysHTen
SouriflEHEmD LW Fbubhs WeeSwThd llseyd Sallywrs prisl uewfluie
2}, EHEW LD C1F YIS Bl wiau T 56T, 6T M S S T jew T BT DM T eiTig D@L GLosvms @)sual o wib,
@sutrassit sufleubsouisepGw SUP BTLS HIuSlmars &L L endHSaTsHerTs
aflerThiATT. FRISTSTOV  GUTIGEREOLIW TG (PURDLWTST  BensF
BTL_&RISMETS CaTawm_sTed g ubhm @ug BlewarayuBssls GsTeTaug)
SeuFlwwrdng. Faurblssr sBlp pris aurrHphle LICUGL FHLusmS
o L rhAwgL e, SBP BTLES 2 &l umiev swOuafl FETUSSMSH
OaTLnid) meusgeut. QsTLbs sTevs HU0lPs Senriin 2 s 1960s6r susnr
@bg uriiew &welueT F&TUSEMSF CFTbhS Br_g%hid HenevEhiseflsr 9 gléEasH6
ST6T @) (HHBHG) 6TTLIS HL_hF HTEV QUTeLTHY.

SLOD Brias Hrmdle urid Gl (Hssir

@ty Blews BTLEBISMQID, CFBHSm SHiBafleDd, FlenswrnEg seaflgib
sg5THTOL_Crutissflad Suésy urL Hu@Gb dApgeoureal, Ggreryf, QuanTs,

94



THE MUSIC ACADEMY -+ JOURNAL 2016 «+ VOLUME 87

@bgisvgrer srull Gursitn @uraskisst urid GruiGseflsT ClFVMTEST
aupbsmuBu. & STVSBL @HgIsTell Framsalls) HWwHS UTL VST
Qurgieurs urid Quwl B ererp GUWAGLCW YewYdhaliul L T, Quilgnd, b
Qui@ast Qu@Eburad e @nFw aflbgsvsTell @esmwuwd, LD el
@i Bri@luyp @eF sugaumismeTiGw BlIUdL WIS 6lSTaITL sneu.
OB sV (pHefenenTsd wLrHDTs YTrGurelwsdlesr amesWD uTid
9rmisleir aflenerCeu wim@Lb.

@)eng eureormniled 2090 HTHMTERTIY 6T WHLUGSePW suireaTEIL_(Hd STeVId
aeaT@m GlFTsvevevTid. @& SHTVSL L SHO LLGuM FTHASSWSTSSTEHEOTTEYILD
BIHMIS SeTESTRT Glenas LT Vg6 116VBan) auienTel_ (BHseflsh eTaps il 1_er
sresrgy) GVILLIL_$5558]. HHMTH CFTL BIF] eneusBeuisHarTs @ens sursornuilsy
Garurey SHmeagewt urySluyd, wETSON UTTSWTHD, FBISTSTEV HeuTLdlsEnid
afleriidleri. urrwurme@ CuGaurs phserri FilgHlres Srssmarsend, Hbg
QUNE S EHLD, FHUTLIBEHS G JjuDMIL 6T Fnl LTTH Col H&EmHid GiemewtLiflbgeor.
@euirseflsit anfleunbs v Uureflssr UV U YBlw wrewus QST THser.
apssTy SUIPD gpiug Yev@sTon (2090 prOprawyET WHUGS)
UTERTELOL_ (H&B6M6L LITL_6V TSI r Ly C\BTL THSG!. 6uiewT G (& 615 & CLPEILDTS
aflerimdlw 2 puuysefley wf SHwurs gregfear Lissamarsepd alldlalledssvev.
aueRTGILOL B UTL V&% EmS G euertd CFrliugrs uTid) Gl Bser allersidler.

urird QreG, slp pristsefer Bg wl Gblery Up Blswssis same
seflssr 6D WSS TET FTEHESMmS TOUBSSS Seupallevensy. GPILUTS BTL &
SNV WS STLIGVILD @)enass Hensowlleit LBSTeT 9|H56T ClF6LMTH G HBlaLb sTedTm)
D (PYUjbd. ST STTRILTS SOYPHSHT CFHSFmES5I, HSTHTOLCFuLD,
Briguwd, yrades et Up BHlepssissme augaitisallann urrd orhg
H6T QFVeauTEMESF ClFISSWgl 6Te8d Fmm (Plgujb. GOILIUTE FauTdlHer FLog
SradneE uridriig apod Qubpg urid Gl BH&6r e @)ouiseflsT
Blews augeumasGer wrib. saurillseflsr rasledBhs B)F CFars@ sTHTLS
@) Wy GsEnd @i urallwg eurerm.

@& QasvaursaledBHbg BHeT FISST BrLsd sl s SUU WigweailsLens
STOTUGI HLHSHTOV eureOTml. BhserTi Ffsdlrs Eissearullst s LBy
Gasrurey FHmegent uTrSwTt HTVSSCVCW HTenTrssTeY Urehs seuisrymer
0Gerv giswr eteitueurTed 1861@)6b LFlINGasl1ul B Clouefloubsgl. e Lwrd,
@) baievgiret sTid @) rest®h rrahiser L HiGW Huwed eureurs @)L bElLHmyeTeTesT.
S0 LUEHLLUILTD L6V ITLig Wil UTL 6V suenssEener HBWsUubhSHwent CGarume
Smegemr urygwri. uilgd HFev Comeryfl, Apgiwurel ilw rrebissr
@Lov@upalsvenew. Umsreg glev ‘eri@ur eumeurGrr' urLed Ggmesryd

95



THE MUSIC ACADEMY » JOURNAL 2016 + VOLUME 87

rra5sTCuCWw Uruswrerg. Cgreryfl greb psedley uriflsefl WO(HHSI
&STSTOL GFuSSeb, BTLFESTSSTSSD @ bilyss, Jearart prs
CumL-&@GsT BIMYHSSH. STHTLE @MFsGU U LyFw uemLlisener wellss
anflGss BLYTT WHmSWT ursaustT @umbml, erev.gfl. &l dur prissHlev
umrig ' o erL_eusit sFarGLo’ LT _sv epsvid CgaresTyf] @)ewaFwirhis Bls pedlsmeflgd
@)L GluneTaTs).

urid Gl H&sEpssTar Fov THSSISSTL (H&%6T
AyrwBursr Fhids Srsserridmsd (9.wvaiemr g Owrr Nrsfdss.

TIPS TTHS LUSSEH FTevey, UTisLajsr, wgrrsv, 1930.) mre Qsrggssfev
SrewTLIL(HLIED6Y.

fgFlrs safl AeurTio UTSMST LTI WIS,

Iy rprgl wremGar - phger #fGHlrd (LrTid Gl ®). WGer. Gmibui.

P.1205

(ppsro ursw, u.93)

BHEHFTYT HSTFET FOLIITT LITIGQWF).

serpw Aisrrrg (uridl Qi @). IGer’ Qpuwui. P.3826

(Gwevgy. u. 117)

Gs. 1. BLITERT UTGUIG!.

9 G &4 orGer (UTid Qi ®). JGer. Qpoui. P.3826

(Guevgy. u. 166)

S.B. Gaygrsdifl ounubisTi uTiguig).
suTeTeui s rew (UTid) Qi B)(Guwavg. u. 174)
e .. wof rrepe) Gl g urgwg).

sufl panf GGy - Giofl - &) NGer Qmioui. P.4478
(Bwsvgy. 1. 208)

lew. GaTami @reT Urigwg,).

surif] gorey@y - Govremy — gl 1Gem_ Apioui. P.26
(Guwsvgy. u. 209)

ilerv. grevmr] Lirig wigs.
QjrGr pUl b - uamrif] - 9 4. (1Gear.. Qmoui. P.10064
(Guevgy. u. 209)

96



THE MUSIC ACADEMY « JOURNAL 2016 *+ VOLUME 87

Wlew. gmewmsll Lms uTQ W),

Guryr gfwr B wrGer - STETT - o 4 - 11Gemi.
@mioui.P.1787(Gwevgi.i.210)

BHECIFHSTT LO6V. agedTLpsaulg sy LiTiguwig).
CQursiTanivey ClFsTaflGer - LbLdy — erush - NGsr Qpibur. 3477
(Guosvgi. @yesormib ursLd, L. 4)
Beweu Guirssryy Lrid] QoL ® steirpud urid) CHTL eTsiTmyd GBI LU G
uGauy @ewss smvEpisar uTguilGsgn urLsvsmer 19300 oy
Geuaflurer Slymw CUTET FRISS STSSRTTDHSLD BTV CSTEGHS SN &TesTaVTLD.

FhRIST STV FeuTdlgafler pri_smiseafley urid Gl sTeaTmid UeLGeumy L6
&eiflsit HeneVLILH6ls HyeniobS uTeRTOILL B 6TSSTMILD BT DT & 56001 S T 6T LITL60& 6T
@Lib Qubpmer. gewen Swrs, Gbsievsrer srid, Apseurel, Corsryf,
fepy, Fbdermev Gurern rrsBselley HFlswres Gl L wsslLl L.
Seupeny Guwriy dip pris KAAwursepd usvLlysemensd GEiigeri.
S|peT aflewerours @ews BTL s CwenLull OHHg allwrears &iprLs @)ms,
&3THTOLCrud. COFHEMSH WHVTeT U 9Ihiss Heme) euigeubiseflg)b
urrd] Qi (hissT GFvsursgl Cups CsTLmidlear. yerTaiw Geweu ‘Lmid
Ewi@®' sterm QLwTTCuC HE&ETISSIL YW wiul B upbgesr. srevls Gursdley
ue urLevser &FeurTlseflesr yaspeludm umrLevsefler eurewGwl BisarresGeu

Bwiiu_evruflesr.

s1.&m. seurflseflear prismsefldd ‘Gsursraprsst” steorm G stesrs
Ls) UTL.6U&6T 2 6mererr. GOILUTS, UMTGE6STY BT ssbsle) ‘usuer QumGs
aflemendlng uTemeuw @y’ sTeirn UTL D Wsayd yspubhmg. @la FApgsimura
TT&ESF60 yewwhs urid Cwl (). yuilenid, HHETVSSl0 LLBsum LjavauTsemTs)
B85 Quwiiged wuew urTLseT eTwslulL Gurg eweu, 'Usuer CwrGs
aflswendlpa)’ Gl B starCm GMldaliu_L s 38 seurblgefsr LD LT 608 Eme G
Qurmbgin. Abgiewurall Fraw saurdselisr Urdsafle @hgevsrafl Gsry,
Capdla: Cxmig eTedTm GUIWITHENGT,HV6VG)

‘surgraprer’ Gl ® seGnr  GHssLUSIDS.  Seuridseflsr
BTHDIsSETSETRT LUTL saflsit Ul iqwe SLBarullsr ety &BH PwE
salligasiiul_Bereng).(sraws. Hflwerd USLBETUST, FRSTSTOHV SHeurblsefler

BTL &4 serepFwid, 2008.)

97



THE MUSIC ACADEMY + JOURNAL 2016 » VOLUME 87

2@ fveupenm w i S8 STesr@uTid.

BTL&LD LImL_6) Qul®
9068 #fSFrid Soilar! oupiisr! urird Gpri
9js060 FflGSrid @b BLGeuswer urrd) Gpri
(Syréeamsii-g e -
HT&HHLD)
Y NEFHS T aﬂpg);g, H(Heumis S LIT ST 6D T6sT

LD WI T 63T & T 6357 L_LD

Urapsorgesr FflgSrib |stadmassnrer - anm SUIT ST D TEST

Urapergesr sfsSlro |2 5w eSauraudlsdss &iD &b Lwmi
(@ baisvz et
LisueTS Gl TIg & 63T M) 61 & TevsT (B SE6V
aflerQeurbs (a1 ssvwiremh)
UeueT& 6B TIY BTCeT )i Fgrevr65T uTeBIGs Hhrmeu
ggFlweurst sralsSf |@\erm sramib FFr GurmeordlGen

Crisdlewwis Gumrsv
pi5E) " (Dwrs)

Gamsusvert #fSLlrd  |SWSHleL Sl _d@Gd Wremev | LUISSVBS® (SHTLL)

EETOSSL FTTOTWSNT BTLSSI BrLs @lews 2 ST (Plg@iim
wester erras eflermidlr ererv. g AL OuT uTw ‘FOVTS TTEY GLTIT eT6TM
Bbsisvsrest] Tl TrHSSle) Hewwhs LTL 6Ol6T euiTGILL 1960 LI UTL 6US6T

Qupmiiul L er.

plevpajsor

UTTE QTG anl U UaTarenLsysmens shddal ST 61 @) mlerud
B5EMUSSHIS ClaTanTL gl GQeauny QUNIMSHETES CBTL 65 STVSSV By E&lev
ST RST FmpusaTTen SHewrd Fewevseeruyd HIrE HrLdsemeTujd, HYOUDEH
ST wenwliysener )G LeTLHmIeTi. DT Te) Bj6u it s E1hd ) (L (LYW LOWI T 6IT LilLI6T
L aflvemev. sTearCeu, @) bHw wry suifl WSTTSSHmS CHTHSE Bsr Y rivLlSHen.
urrfss SSTHETWSTHeT OlBBESI BTLES HMBS SHemd ADTNFFHS TeDis S0,
@rrurweTsSHG, LAPTUTTSSSD G, ureOTHI BTWSTHEHSGSD G Lb
wrPwenss Heauaflas Geuss@o. uridl orElE @hHwus SeTemwwdE WTHW

o8



THE MUSIC ACADEMY + JOURNAL 2016 - VOLUME 87

UpGs weperwwrs Ceupyl CuODEIL_6T, @)BSw BTL_s aurorHBleid Senyiiu
arVrHPIPID JYMESSWPYWITS BL_SmasL CuDDME TETLINS LNI&HS BUWeTE).

urid BrLsRSHT SWOPETLH YIkss smesaflsr g apuBSSulmhs
BréaHD, CFdarsdler afluseams puamwwrs 2 sTibg CsTTer H&EsHTRSH 6
UTLPHGI |HHRT 2_awsTibg FIMbS @) ew&d HeWVEhHLD LoHTHujLores LrTShw riflesr
&S5 61 Gjewever ifluj1o. SODpBTL_19 651 @)ewaF ubmluyio &b unHBluyd Cuak LS
Seur, “Bib ewhESSS O HHs anTiGuwreaflwl Qur igubd, BTLsmsefedHb!
urird) Qi @sepd RHSETY Srer @ram@dn Ul swrs @) ®HeGD” TaTm
sHLWTEF FrHEOTT. BSNE LI WITET &TTETRISG6T 2 68r(H). Luridlasr
uBovw g Awrerisenrey asfEs UL LTSN, JeuTsHepd jerestlu
QL Fwrenisend@ 2_surenwwrer allsveurdgarrsGsu allermdleri. ShusEHenL_u
usnL L1 seaflgid 9bs allevaurssamg Ceusfliu@sglweniser. sTerGou, semadmbs
&@sPwrewr urgBlwrt UTTHASHTUYLD HEUTHEHEDL I BNV 61iq 6 BIFHENETIUILD

yoPoTe Brreflssmesd: s Gib.

sreusurprulled THSS Swmuilad wrHmbd saliss @uersg. urid
BrLshsefler amaswTsy) H6lps Hruss smesafllsd) uGum arCamnssd
$5&5 WIHDBIGET THULL SIL 6T, jbsmMV aulgauniGener Gy 6@ a1y,
oUeTLILI(RSBIT 6TETLIZHID QUTOTDHM] 2_6ITEWLD WIT(SLD.

* ok ok kW ok ok ok ok ok ok

LITTEm6Y HITEVSHET

1. ubwed FOUBS WP ONWUTT, BTl & CenL BlenaTayssT, 2 &
sulprrmiasfBlmieuetd, ClFsrenear. 1998

2. yewemeui YMeNDd F.USWBTLIST, HudHS(H FASTSTV &Heurillseafler
BTL_shEefls @)ensd g mser, @awss6gssrme, ysisGsf. 2000, 2001.

3. pewemeuir S MWeTLD LIGLOBTLIG, FRIGTHTEV FeuTillsefleT HrLss
semehdwid, sreuwr, ClFsirensm 2008.

4. wpenesteuir yflvemib &. ubprList, urid HrhiE — CHTHDLL eusTiFflujb,
sranur, GFerensr, 2009,

99



THE MUSIC ACADEMY + JOURNAL 2016 » VOLUME 87

Music in Metres
Satavadhani Dr R. Ganesh

Music and poetry are twin-sisters in the family of fine-arts. Especially the metrical part of
poetry has much in common with music. However, there are some obvious differences
between the music of poetry and the art of music as it is. Barring such small and significant
differences, one can appreciate the melody of poetry through the earphones of music. Here is
an attempt to bring out the intrinsic melody of metres that belong to the world of Indian poetry
in general and that of Sanskrit in particular. While doing so, some examples are also culled out
from the repertoire of Yaksagana, a well-known regional traditional theatre of Karnataka, having
its lyrics essentially in Kannada.

The word chandas in Sanskrit designates the meaning of metre in general, and its etymology
shows that it is a technique of concealing blemishes, enriching the beauty, and infusing energy
into the art of poetry. Indian Poetics, unlike its western counterpart, accepts both prose and verse
as equally competent expressions of poetry. In this sense, metre is not an indispensable entity in
poetry; however, it is one of the most desirable qualities of it, as that would be a great entertainer
to the lay and the learned alike. Above all, metre acts as a wonderful vyafijaka-samagri (aspects that
nourish the beauty delivered through suggestion), according to the dhvani school. Aestheticians like
Bhojardja rightly opine that metre is basically a Sabdalankara (embellishment of sound). Added to
this basic structural melody reinforced in the metrical rhythm, the conventional Sabdalarnkaras like
the varieties of anuprdasa and yamaka appearing throughout the length and breadth of the verses
or songs create a world of marvel that impressively communicates the intended mood or emotion,
even before the words are comprehended. This is what T. S. Eliot identifies as auditory imagination.
Thus, the importance of metre in poetry is unquestionable, especially from the perspective of
aesthetics. It is only the vulgar world of utility and propaganda that curbs the employment of
metre for want of erudition and understanding.

Metres are majorly classified into two groups — satana and vitana. The former can be set
to various talas without hampering the intrinsic melody of the metrical rhythm, as they themselves
can be rendered to beats. While the latter, though it has an intrinsic melody and rhythm of the
highest order, refrains from moving to the gait of beats. In spite of the high sense of melody
and intricate sound-patterns, it stands apart from the usual talic measures. Generally, most of the
languages of the world are contended with the former variety of metres. It is only in India, that
too in Sanskrit literature, we find both the varieties. Here again the latter is held high, as poetry, a
thing to be appreciated more deeply at the level of sense, gets distracted when the former variety
dominate the scene. However, in songs they alone reign supreme. The vitana variety of metres
that’s developed in Sanskrit are freely borrowed by many regional languages of India, along
with the satgna varieties too. However, the regional languages have developed their own family
of satana measures, well echoing the spirit of Sanskrit literature. Accordingly, we have both the
matrd-jati metres and karsana-jati metres in the regional languages. But, the varna-vrttas basically
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belong to Sanskrit. It is in this variety we find both satana and vitgna patterns. However, the
latter are very few in number compared to the vast majority of the former. Only a very great mind
that has a keen and deep sense of abstract melody can create a vitana pattern, while the satana
patterns are far easier to realise and simpler to conceive. Generally, musicians, whenever they want
to sing pure poetry, resort to the satana varieties for obvious reason of tala, one of the foremost
aspects of music. By chance if they opt for the vitana ones, often they end up in squeezing or
stretching these melodies, which transcend the time-dependent rhythms, to suit their regular and
time-tested #alic patterns in a monotonous manner, so that the distinct flavour of the vitana metres
is completely lost, and they blow the usual conch of timed rhythm, which bulldozes all the charm.
Even if at times our musicians attempt the vitana measures without moulding them in the regular
talic patterns, sing them in such a way that they go unidentifiable, as if they are prose passages.
It is something like an entirely anibaddha sahitya that is being rendered in a musical way. This
is what most of the kavya vdcana artists are doing. This is comparable to pure rendition of rdga
without any tala. Both these approaches miserably fail to extract the intrinsic metrical melody
of vitdna measures. It is only an approach that can feel and understand the innate gati-vilasa i.e.
the grandeur of gait unique to such metres, and sing as per the rules of yati-sthana i.e. position
of the caesura, along with a complete hold over the literary beauty of the chosen composition.

The usual satdna metres have beats like trisra (3+3), caturasra (4+4), misra (3+4), khanda
(5+5), and rarely sankirpa (4+5). In the trisra and caturasra groups, we also have sub-varieties
like santulita-drutavarta (2+4 | 442) and santulita-madhyavarta (3+5 / 5+43) respectively. As
told earlier, Sanskrit too, like many other languages, has maximum number of satana metres.
Here, the most popular in the category of trisra gati are devaramya, pramanika, carucamara and
paficacamara, while bhavaramya, dodhaka, totaka, vanamarijart, hamsagati etc. fall into the family
of caturasra gati. Metres like Haranartana, also known as Mallikamala or Mattakokila, and Tarala
obey the rhythm of misra gati, while, measures like SragvinI, Bhujangaprayata, Indunandana,
Asvadhati, Sambhunatana etc., find their place in the khanda gati variety. It is only the metre
Indravajra that follows the sankirpa pattern, that too in the converse manner, termed as viloma-
sankirpa in common musical parlance. Metres like Tanumadhya and Karipi dance to the rhythm
of santulita-drutavarta, while metres like Rathoddhata, Svagata, Marjubhasini and Kalahamsa
identify themselves with the santulita-madhyavarta gati. All these are essentially matric metres
in totality, where every laghu or guru — the short and long syllables — are uttered as they are,
and even either in recitation or singing, follow the same rule. But this is not so in the case of
karsana class of metres. Here, the gurus and laghus are arranged in different groups termed as
rati, kama and bana (according to Sanskrit sources) or brahma, vispu and rudra (as per Kannada
sources), or indra, sarya and candra (according to Telugu sources), so that they follow the same
trisra, caturasra, misra and khanda varieties. But the beauty here lies with the unique feature of
karsana or elongation, so that much of the music that could be infused while singing is latently
present in the composition itself. Thus, unlike the varna-vrttas and matra-jatis, these karsana
measures, often called as rimirti-ganiya, never have a pathya-ripa (recitation form). They only
have they geya-ripa (musical form). Even the basic metres of Tamil and Malayalam, depending
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on the units like asai and sir follow the above system in essence. Thus, all these matra-jatis and
karsana-jaris falling into the superset of vitana metres ultimately take the form of songs that are
set to popular and basic talas like éka, adi, caturasratriputa, ripaka, misracapu, trisratriputa,
khandacapu, jhampa etc.

As the satana metres are very common and easily identifiable, we are not going to greater
details about them. However, we shall touch upon one sub-variety, the santulita-madhyavarta to
illustrate the sheer variety that it can afford to. Here are a few examples:

Rathoddhata -
AR FaE=d
FRSPAGUSIS
TN e TRl

Here, though the syllables follow a strict guru-laghu pattern of nd-na-na-na-na-na-na-na-
na-na-nd, we have an intrinsic matric measure of 3+5+3+5, and this is very obvious in the rendition
itself. By such madhyavarta-gati, the monotonic mere caturmatra-gati is avoided to a great extent.

Maijubhagint -
RGN CGUE |
TR S TS |
qEeEfafaEsias-
TROTERRUIEISRE N

Except for the first two syllables, the rest is absolutely same as Rathoddhata. But the beauty
here lies with the first two syllables itself. Any musically tuned ear can notice the difference in
rhythms between Rathoddhata and Marijubhasint. The former starts with a sama beat, while the
latter is of viSama. Thus the graha or the take-off of the latter is distinctly gripping and leaping.
This is a very welcoming classical feature too in music.

Svagata —
AR g5 fEeafs
ea: e an el |
FeqARIAEEEIST-
WA TG TR AG: | |
Barring the second half, this metre resembles Rathoddhata to a great extent. While the first

half is of santulita~madhydavarta-gati, the second one is a plain caturmatra gati. Hence, in contrast
with Rathoddhata, Svagata falls short of enchanting leaps and curvilinear loops.
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Kalahamsa is similar to Svagata except for the additional two laghus at the beginning of
every foot. Thus, it is a counterpart of Marjubhasini. Here again, but for the viSama-graha, an
added beauty, everything else is similar to Svagara.

Mallikamala -

w‘fﬁaa@m&nmﬁam-

@isRREmreadaosaesd |

TG WSt T I Fr & A | |

This is a well-known misra-gati metre, strictly following the guru-laghu pattern of
nd-na-nd-na-na-na-na-nd-na-na-nd-na-na-na-na-nd-nand, and yet it can be represented as
a matric measure of 3+4+3+4+3+4+5. But, the seeming monotony of this metre is broken
heartily by an intelligent placement of yati, so as to give a twist in the rhythm itself, leading

to a vifama-graha in the second half of the foot. This is illustrated in the example itself.

While the first line (Wvﬁﬁﬁ-ﬂ@ﬁ-ﬁﬁﬂﬂﬂﬁﬂ) has a simple monotonic rhythm of misra gati,
the second one (FTIIFes-ERw | T@-AliToaTw), by following the yati, has a beautiful

twist,

Paricacamaram -

ag ﬁ @ <t .
RreganTia SomanEa, |
A ARG Fa | |

Though this is a very simple and plain trisra gati (na-nd-na-na-na-nd-na-na-na-nd na-nd-
na-nd-na-nd) metre, as opposed to its nearest cousin Carucamaram (n@-na-na-na-n@-na-nd-na-na
na-nd-na-nd-na-nd), it has an arresting beginning with the visama-graha due to the presence
of a laghu. This one small change constantly repeats as a value-addition at the beginning of
every cycle in all the feet, so that a distinct leaping movement is accomplished, as opposed
to a monotonous, linear fast-pace in Carucamaram.

Arya -

Now we shall move on to the satana metres belonging to the matra-jati class, which
invariably follows the falic patterns that have been enumerated earlier. Here, the Arya varieties
dominate the scene. Arya, Gitr, Arya-gin and Upa-gitt are the main measures which are frequently
used in poetry. However, it is the first two that are much exploited by Sanskrit poets, while the
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third, in the name of skandhaka, has gone into the Prakrit literature, and the same, termed as kanda
(skandhaka > khanda-a > kanda) found a great place in Kannada and Telugu languages. Barring
the number of matrds in the even lines, all these metres are very similar. However, due to their
complete or incomplete endings in such lines, owing to the saturated or unsaturated ganas, they
have a marked change in the concluding portions, which bear a distinctly different flavour, as far
as the music is concerned. Except Arya-git7, the rest have an incomplete ending in the even lines,
leading to a musical completion resulting in elongated melody. Even here, the only dissimilar
metre is Aryd, as its even lines are marked with a difference in the number of matras. While the
Upa-grtt and G, due to their identicality in even lines, have a harmonious conclusion. But, the
intrinsic twist within the even lines, due to the existence of an incomplete gana, Upa-gier lacks
a smooth conclusion, while the Giff, owing to its incomplete gana placed at the fag end of even
lines, emerges as a measure with normalised ending. Arya-gist, in spite of having no incomplete
gana in any of its feet, lacks an independent musical conclusion - smooth or rough - turns out to
be a stiff and compact measure. However, the gana-parivrtti or internal phase-shifts within the
ganas in Arya-gitr create the magic of a complete cycle of pure caturasra, and strikingly beautiful
santulita-drutavarta-gatis, without any break. Thus, all these four varieties have their own marked
beauties and limitations. Here are a few examples to illustrate the melody of these:

AT UTEHER-

FTEHIRIRT HIREETEH,

AFAAAATHAN

TFRETSETESM., | |

This is a Gi#T culled out from Mikaparicasati. Here, one can notice the exuberant
alliterations ending up in many yamakas. These add to the intrinsic melody of the metre to
say the least. Even the ja-gana in the third line has reinforced a peculiar twist, which can be
treated in either way, so as to mar or enhance the musical quality. But, such a doubt cannot
arise in the following verse taken from the same work.

TR FHIGEET TR |
WA= FIAAE] S TaseIRS A | |
Here, the finesse of the verse is ably supported by the alliterations, again finding their

structure in many types of §abdalankaras, falling into the main category of anuprdsa. However,
a greater smoothness and symmetry are achieved mainly due to the optimum use of ja-gana.

Similar effect can be realised in the following verse taken from Syamalanavaratnamalika.

ARemafRal at g ranraes, |

il HESETl Taarat FaT fRaeseany | |

Here it is needless to say that the verbal melody has vocally contributed to the intrinsic
melody of metre to a great extent.
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We may wind-up this section with two examples of Arya drawn from Alarnkaramanihara and
Rasagarigadhara respectively. Here again, we can happily identify the verbal melody competing
with that of the metrical, so as to result in a total musical enrichment, aiding rasa. Even an untrained
ear can notice the twist - unwelcoming to my ear at least - in the last lines of both verses, which
is of course the very nature of the said metre. But, none can ignore its marked existence, which
may as well be exploited in an aesthetic way when the situations demand.

fored .1 =g 1 T wY Fvna Foda, |
7Y a1 AR A RRw |
Iqferee: qRvdrar sframforcaad i |

AR A &1 g AR | |

Now we shall attend to the melodies of vitdna or laya-rahita metres, belonging to the
category of varnavrttas. The melodic-pattern of these metres is beyond the scope of any tala.
The word rhythm is rather an over-inclusive term, as it designates the aspects of both satana and
vitana measures in Prosody. However, due to the paucity of technical terms in English, we are
compelled to use the same. Thus, the metrical melody of the vitana-vrttas, is something comparable
to the musical quality of mere ragalapa or melody in the anibaddha i.e. the “unstructured” form,
as compared to the regular musical compositions, which are essentially set to different talas. It
is very difficult and equally interesting, and above all - extremely rewarding - to understand and
expound the secret of these metres w.rt. their melodic patterns. Any agreeable theory in this
direction would be a hypothesis at the most. However, even such a small increment in progress is
a commendable advancement in the area of metrical aesthetics. The placement of yati or caesura
plays a very vital role in deciding the total rhythmic structure of these metres. Yati, according to
Sanskrit prosody, is the meeting point of two different gatis. Here, the word gati should never
be mistaken for the usual talic beats like the trifra, misra, caturasra etc. The gatis involved in
these vitana measures are based on the patterns of gurus and laghus, irrespective of their talic
beats. There are mainly three types of gatis -guru-pradhana, laghu-pradhana and guru-laghu-
misra. Yati is always due to any of these gatis meeting together. If a metre has only one type of
gati throughout its feet, it perhaps has no yati. While, the metres having two or three gatis - at
the most - within a foot, will naturally have one or two yatis within; and of course, at the end of
every line an invariable yati will always be present, irrespective of the gatis. If a foot carries more
than three yatis including the one at the end, then it would eventually end up in the breaking of
a foot. Thus, the metre will no longer be the same. The aesthetic possibility of the yatis within
a foot cannot be more than two. This means - only three set of garis at the most can occur in
any foot. To make this possible, a metre must have strikingly different arrangement of gurus and
laghus within its feet. Usually, any language will have its metrical varieties arising out of the
natural rhythm of it. Thus, most of the general purpose or all-round metres will always have a
simple rhythm of guru-laghu-misra-gati. This means having one or no yati within a foot. But the
case of special-purpose metres is quite different. Here, the rhythm pattern will not be simple, so
as to suit with that of the language in all its naturalness. Hence, the guru-laghu patterns mostly
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fall into the category of a mixture of all the three possibilities. This will eventually increase the
number of yatis. Owing to such a design, the total structure of the metre becomes a challenge
to any poet in general, and he may have to resort to a constrainted type of construction while
handling such measures. In spite of this obvious impediment handling these metres, strikingness
of the rhythm is always a greater temptation, owing to its higher reward in the sense of aesthetic
appeal. That is why many medieval masters in Sanskrit resort to such measures. This is a hallmark
of their prowess in the skilful art of versification too.

Sikharint - ,

As an example to this, here is a masterly metre Sikharint, which has two yatis within a
foot. It is said that this metre has yatis after the sixth and twelfth/thirteenth syllable, along with the
usual one at the end. Though in the present example, the second yati is placed after the thirteenth
syllable, its aesthetic possibility would have better if it were to be after the twelfth. However, both
are in practice. One can clearly notice the guru-pradhana, laghu-pradhana and guru-laghu-misra
gatis falling one after the other in succession in this metre. This orderliness has its own charm.
Especially, the take-off with one laghu followed by five gurus suggests the aptness of the name
of the metre SikharinI too. This, followed by the five laghus and a guru wonderfully suggest the
valley beside the peak, and the final misra-gati would resonate the feel of a plain land. Thus, the
total course of uphill and downhill tasks are complete in it.

This verse from Sivanandalahart illustrates the unfailing charm of this metre, along with
its alliterations. If proper care is taken, this metre can also be rendered in misra-gari, without
marring the lyrical beauty. However, the original flavour of the laya-rahita melody will be lost.

e & e e

ARG TOgETER T |

v 3 WY e TR

fagre Tl Rrewfafres &3 | |
Harint -

This is a very close cousin of Sikharini. One can easily notice that Harinf is almost a
jumbled Sikharint. In spite of such seeming similarity, the rhythm of it is strikingly different.
Sikharint is a very grave and introvert metre starting with a vilamba-gati and then leading to
a druta-gati, while Harip? is a jubilant, extrovert measure, with a take-off in druta, leading to
vilamba. However, both conclude in misra-gati. Such an interchange in gatis is the real secret
behind their astounding difference. Like Sikharint, Harip? too is a sharp laya-rahita metre, never
compromising for any talic patterns. Especially, the tail-end of it having a pattern of two ja- ganas
concluding with a guru ring an unmistakable stroke of muktaya, which can only be compared to a

brilliant and cascading beats on a mrdangam. Such a finale is well-propelled by the previous four
gurus that appear after the first yati-sthanam, recollecting the impact of an open-beat of forceful
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caturasra-gati on the pakhavaj. This pair of two gurus has an arresting attraction for indulging
with any sort of Sabdalankara.

FHERONSI STETEUN el

FHl FEA TASTARMAT &0 T
QYR AR ARSI ST Il
quIT HEANAT STk aa I

In the world of varna-vrttas, Salint, Malint, Mandakranta and Sragdhara are too well-
known and belong to a single family. In them, one can see an evolution too. Salint, indisputably
the oldest, finds its roots in the vedic Tristup, while the rest are more or less its timely extensions.
However, as one can feel the rhythm of Salint and Mandakranta in Sragdhara itself at places,
here we have confined our analysis only to Malinf and Sragdhara. Both these metres are typical
examples of laya-rahita varieties having pronounced yatis. Due to such a feature, they can only
be handled by an adept poet who is capable of creating his own vocabulary. Though Malint and
Sragdhara have many similarities, the latter, due to its vilamba-gati in the opening in the form of
seven syllables, where only one is a laghu, scores over the former in terms of loftiness, profundity
and gravity. Malinf, opening with an unbroken succession of six laghus concluding happily with
two gurus, has a marked sense of softness and swiftness, sweetness and soberness. Such a pattern
of laghus is also seen in Sragdhard; but it has a definite reminiscence of the bombastic take-off,
and thus makes it not so gentle. Only swiftness can be felt in it. However, both these metres have
the same conclusion. In the words of Abhinavagupta, it is almost a sin to sing Sragdhara, as it
always shines well while chanting. This is obviously because of its vedic origin that is established
through Salinz. But, MalinT can carry good music with it, as its opening phrase of laghus often
creates a lilting combination of tri§ra and camrasra gatis, leading to santulita-drutavarta-gati
too. This is well contrasted by the concluding vilamba-gati of dominating gurus falling into the
pattern of khanda-gati in terms of beats. Identical patterns of ganas appearing at the yati-sthanas
tempt any poet to indulge in fabricating varieties of fabdalankaras.

Malint -

Sragdhara -

TR A I eeve:;

W:aﬂm&a@mﬁﬂ@@ |
mmwmﬁu@@a@_
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In the world of vitana measures, four are very prominent, and find their use in abundance.
Of them, Vasantatilaka and Sardalavikriditam are the cherished two. The remaining are of course
Sloka and Upajati. The possibilities of Sloka are far more when compared with any other measures,
and it deserves an independent treatment. Hence, we refrain from doing so. The Upajati metre — a
combination of Indravajra and Upendravajra in different proportions — sounds like a rhythm of
viloma-sankirna-gati, in spite of its supposed laya-rahita category. However, all these four metres
fall into a single family of madhya-gati-varna-vrttas having a weak or no yati. Therefore, they
can easily be managed with any existing vocabulary.

Vasantatilaka -

Coming to Vasantatilaka, one of the finest creations in the prosodic world of Sanskrit, is a
niryati metre that can never be aesthetically adopted to any tala. However, if we closely observe
the pattern of gurus and laghus in it, we can identify a very intelligent manner of arrangement
that in spite of its satanata, has ceased to be so. If we start counting the matrds and arrange them
in the form of the regular ganas, we can identify an inversion of misra-gati in the beginning,
which is followed by the regular one in two successions. Such an inversion, often identified as
viloma-chdpu in music, has created the marvel of Vasantatilaka as a laya-rahita metre.

T GEAUIT -

S igTe At
T GHARIOTRIordTioT-
TaaRsfy w3 i | |

Sardalavikriditam -

This is perhaps the most sublime metre in the prosodic world of Indian poetry. Though it
has a madhya-gati throughout, never falls prey to monotony, as there are hearty changes here and
there. Especially the last seven syllables that emerge as an epigrammatic metrical phrase after the
modest but assertive yati steal the show. While the first half serves as a profound prologue to this
invincible conclusion. Sardilavikriditam can never tolerate any sort of talic mischief. However,
it would submit itself to any sort of majestic rendition that is essentially vitalic. Recitation of
Sardalavikriditam can no way fall short of the rendition of any sort of ghana-raga.

gearrishy SoFzish Rfeudist wet gan-
IS frqeifafery sy Fzaca |
AR AT EgE:

% Sfiof qumtt amEEaEEER: F | |

Prthvi -
Prthvi is yet another laya-rahita metre, having the number of syllables as Sikharint. But,
the rhythm-pattern is entirely different. It is supposed to have almost similar gatis on either side
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of the single yati in a foot. In this case, there should not be a yati at all, as the gati is almost
the same. But, the discrepancy of such a uniform gati in a section that is quite close to the yati,
makes it happen. Again, the distribution of gurus and laghus in this misra-gati is done in such
a way that there is an unfailing leap at every instance. Such sweet jumps in the whole course of
Prthvt has naturally graduated it to the level of a dancing metre that is not essentially talic. This
is a marked achievement, as we all know that arresting dance, without any pronounced beats, is
quite a rarity. This is a privilege that masters alone can afford. Such a perspective can better drive
home the speciality of Prthvi as a special-purpose metre.

v by
FEPRAFITeGGHI R

mréa ARrgRa vag T FRfa |

Viyogint -

Coming to a metre like Viyogini, which falls under the category of ardha-sama-vrttas,
though they seem to follow the pattern of vitana measures, have an intrinsic melody more akin to
that of satana. That’s why it has a distinct gari that can easily be set to eka or adi-tala. In spite
of having taken such liberties, much of its intrinsic melody will not be lost. However, singing it
without the constraint of any ¢ala, has its own appeal.

TESTES S FAIgaRdwd g9, |
freTEeTREE (TR IYUER: | |
A guru at the end of every foot in this metre would generate the metre Aupacchandasika.

All the analysis that has been done w.rt. Viyogini will equally hold good to this measure too.
However, the extra guru at the end has its own sustained melody in case of a vitana rendition.

FE A AR T AR WEd
ATASHT TTY T A F WreEAaaEed: | |

Pugspitagra -

If the third guru of Aupacchandasika in every foot of it is replaced by two laghus, so
that the total time-span is maintained constant in spite of such a change, would generate the
metre Puspitagra. This naturally has a swifter fiow due to the dominating number of laghus
in the first half of every line, and would generate a brilliant take-off, as against the sober and
moderate speed of Aupacchandasika. But for this, the total rhythmic effect in terms of satana
gati remains the same. Thus, it is needless to say that the talic analysis applied to it would hold
good to Puspitagra too.

IR T R (i (NG e e 2

“afa aaaR iR agfaamfoeaIRuTE, |
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Drutavilambita -

In this sober but charming metre, we have a matric mannerism within the prescribed
varna-ganas (na-bha-bha-ra) that every foot of it should have. Hence, we see a smooth flow of
3+4+4+5, suggesting units of misra and sankirna — one each in every line. This is a very unique
combination; for, getting any gati registered in the mind, we need a minimum of two identical
ganas. But here, the case is different: Before the registering of a satana gati, another unit of
a different gati appears. This should naturally mar the melody of the metre. But as a pleasant
surprise, this is not happening. Such an anomaly perhaps is because of the unregistering nature of
the gatis itself! As no great expectation is set in the minds of the listeners due to the placement
of a single misra-gati unit followed by a sankirna-gati unit, the total metrical rthythm of every
foot is well restored. But, when the same line is set to tala, it would faithfully follow either eka
or adi, without much ado. Here is an example from Bharavi’s Kiratarjuniyam.

EREEEE R U G
ARSAHISTAGOH, |
FATIRIIRSISH
JaEgAagRg e, | |

Metres like Viyogini, Aupacchandasika, Puspitagra, Aparavaktra (elimination of the last
guru of Puspitagra will result in this) and Drutavilambita, having a closer affinity towards
matra-jatis, in spite of their supposed basis in varpa-vrttas, act in both the ways, something
similar to the concept of graha-bheda in music. Thus, they steal the show in the lore of metrical
melody by imbibing the best of both the worlds. As they have identical ganas, though for a
short span in every foot, can easily accommodate beautiful alliterations, leading to varieties
of yamakas. This again enriches the mellifluous nature of these metres. All these measures
basically falling into the pattern of Madhya-gati, in terms of the mixture of guru and laghus,
never get entrapped by any sort of yati. Such a feature would naturally accommodate much
of the existing linguistic vocabulary into the fold of these metres. To put it another way,
any Madhya-gati metre having a weak yati or no yati, would naturally act more malleable
in terms of versification i.e. the siddha-padas of any language would suffice to handle them
as against the yati-prabala metres which often demand a rich vocabulary of sadhya-padas.
These features would enable them to accommodate for many permutations and combinations
w.r.t the yamakas.

Now we shall have a peep into the world of songs that are essentially structured in matra-
jati, trimirti-gantya metres. Here, the measures that are popular in Kannada Yaksaganas are cited
as examples, due to their innumerable possibilities in generating lilting rhythms. Unlike the loose
structure of metre, in the case of many of the songs that are in the form of krtis, padams, javalis,
darus, devaranamas, tevarams, prabandhas etc., these Yaksaganic compositions have a greater
regularity coupled with variety in their metrical structure. Added to this, the indispensable nature
of thyming positions in the form of adi, antya khanda and anuprasas, ably aided by the rhythmic
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tricks such as: varana, atita, anagata, padagarbha, ganaparivrtti, mudi, vadi, padmagana, pluta
etc., create a galaxy of melodic colours. In spite of the basic, simple talic thythms such as adi,
ripaka, misra-chapu and khanda-chapu varieties, these Yaksaganic measures have a lasting impact
of variety and veracity in terms of dancing melodies. Even the length of a foot (pada) essentially
based on the number of ganas, plays an important role in harbouring the metrical melody. Above
all, the judicious mixture of matra-jati and trimirti-ganiya patterns within the song — mostly as
two distinct units — creates an amazing rhythmic symphony of flexible and gripping successions
in such a way that the melody of raga and majesty of laya are brought at once in any song as
a singular unit. It is so unfortunate that words would fail to explain such an effect when the
examples are visuaily presented and not sung to the intended rhythm. However, a trained mind
in both music and metre can unfailingly notice the inbuilt melody from the mere words presented
here. As the Yaksaganic songs are usually framed as nibida-bandhas, in contrast with the Sithila-
bandhas present in the usual lyrics of any song that is in the present system of classical music,
mere recitation itself would reveal the metrical melody of them. Thus, the intrinsic music of these
songs owe much to their lyricist than the music composer. In this sense, an adept Yaksagdna
poet is also an accomplished musician to a great extent. This would reveal the true relationship
between music and prosody as well.

Here are a few examples from my own Yaksaganic compositions, which would ably reveal
the aforementioned observations:

Trimarti-ganTya-bandha set to misra-capu tala:

AR TG - WA

299 g |

AR TG Feg WG

g g e Figeng ||
Matra-bandha set to eka-tala:

TEAA Feg - Iog

ASAAT |

He e HivT - THARAG TN

G SRATOT FFHG AT | |
Trimirti-gantya-bandha (first half) and Matra-bandha (second half) set to misra-capu tala:

HSIEATE AT - ik

TifesRadt &Rt - TUT

TS Ao TSARTESISR TSR

A ARSI REg, FIN
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Trimirti-ganiya-bandha (lines one and two) and Matra-bandha (lines three and four) set to misra-
capu tala, Matra-bandha set to eka-tdla (lines five and six):

EfRga awg - Al
i /TG - G |
HATSd ATEIRe
g Igd SRare |
famiemea fidgaiieog
HAAISTRTE Heg 7109 | |

Completely in Matra-bandha set to éka-tala. The last two lines are in the second speed.
We can also notice the master-stroke of pluta in the beginning of the first three line.

s qufias - ey |
HIES FRFAT* |

7gs PRI IR - SFsHRg AR
TEERFEES TR -
TAGIAHIES AR

Trimirti-ganiya-triSra-gati-bandha set to ripaka-tala. In the last two lines, the varana in
the words lole and piira have brought a distinct twist in the rhythm.

TR feds aifewmidr - f

TR T gt |

2T AR AR - & -

g g AilesgR difech fafg |

SR RS R AR ETeh - ! A
TFHIN TEgd Hgeed - [ igaed?

Matra-bandha-caturasra-gati set to eka-tala. Especially the half-speed in the phrases
madhusadana and madhumathana have brought a welcoming contrast to the swift movement in
the first half.

Al e - WgEgA

SSTIEAIEgH - A

ferelt &9¢ TagH © -

afereoRi waaly

&S T S

<o forel dara
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Matra-bandha-caturaSra-gati set to eka-tala. Here, the pada-garbha in the phrase anuragada

has a gripping beauty as far as the rhythm is concemed, while the mudi as an ina-gana in the
three lines is well contrasted by the third line which has complete ganas.

T T A -3
W a1 fafmrs |
ARTHAAE WTEdeh
MRTER < |erarg | |

Trimarti-gantya-bandha (first half) and Matra-bandha (second half) set to misra-capu tala.

In the last line, the words are set in such a skilful manner that they simultaneously adopt themselves
to both the misra and caturasra gatis.

T TR - TERH-

) it

FSINVE FHATHEETR S
gfesa &R gFt At

€l giad gl sitaw

TRy - TR - e - dreqrfeass

Matra-bandha set to khanda-capu-tala. The dina-ganas at the end of every line have created

an arresting sense of rhythm, suggesting the firm and formidable nature of the character (the
huntress Citrangada) described in the song.

ReFaIaf Yaivg e - A -
Remgaegfoegid g |
e wag AR g

Hiesd APy wewd kg |
uFd gRg AaFd WG

e Al atesd dg | |

To conclude, music in metres is an engrossing subject in itself and needs a greater attention

from the side of musicians as well as poets. This would certainly bring out rewarding results so as
to create better musical compositions leading to greater aesthetic appeal. Especially in the world
of applied music like films, theatre, and folklore, such innovations would better equip the artists
and create an overall positive effect. As the study in this field of learning still remains unexplored,
the present author, with all humility invites the attention of those who are either way equipped.

ST FITEIHTHIRHT RN ST WA |
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Karnataka Yaksagana and Kuchipudi:

A brief study of both traditions in their presentation
of mythological stories

Veena Murthy Vijay

[This study (an on-going research project of the author) is based mainly on the knowledge
and guidance given by Satavadhani Dr R Ganesh who has been passionately refining and promoting
the art of Yaksagdana in Karnataka.]

Tradition of Yaksagana in Karnataka

Yaksagana, in Karnataka, is a very popular art and this is due to its strong religious
background. In the traditions of Karnataka it was and is a very important ritualistic practice to
hold an all-night Yaksagdna program by the families. This is done by inviting a certain group
of artists called méla who are officially attached to a certain temple and this is called “Dipa
torisuvudhu” meaning bringing light. It is said that there will be at least 4 such groups attached
to the temple and the shows at the temple will be booked for at least 2 years in the temple. If
any family wants a certain day and a certain group they have to book years prior! There are many
well-known méla-s like the Amrtésvari méla, Idagunji méla, Dharmasthala Sri manjundthéswara
krpapadsita Yaksagana mandali, Mandarthi.

A typical Yaksagana performance

By evening, the ‘Abbara Tala’ or the drums are beaten around the village to bring about
awareness of the evening’s performance at the temple.

After this, as great vibrant beats from the drums fill the air, the meéla enters the stage
singing ‘Svami Paraku’. The Kodangi-s dance to this. Then the Balagopala group perform Ganésa
Prarthane for one hour, after which the real story begins. Due to time constraints, many of these
traditions are being skipped in present day plays. The mela starts straight with the story after the
Ganésa pija in the green room.

There are two seating styles for the orchestra — either standing behind or sitting on a seat
called Hadi Mafica. Slowly the music engulfs the atmosphere with eager anticipation while the
drums shift from Jhampe tala to Riapaka tala and playing the cymbals, the Bhagavatar begins
the story. There is no Sathradhara in Bhadagathittu as in Thenkuthittu. The Bhagavataru or the
main singer plays the role of Sathradhara also.

To make the show lively, the mela sings lilting tunes like Chanda Bhame, Namaha Sivaya
. and Hara Hara Sambhé. The compositions are usually in Bhamini Satpadi or Vardikha Satpadi
and other meters. The stories are usually from Bhagvata Purana. All the characters enter the stage
except the character that dies a tragic death.
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The story begins with the Nandi §loka — Indirege Thale Bhagi. The storyline is sung in
madhyamavati raga. Then for half-an-hour five dancers dance the Visnu stuthi. The story continues
till morning, ending with a song, mangaja. The group packs and moves to the next village to
perform the next day.

Kuchipudi tradition of Andhra Pradesh

Unlike the Yaksagana, in Kuchipudi dance drama, the makeup is not as elaborate. Essentially
Kuchipudi dance drama starts with a piirvaranga in an elaborate manner. Pirvaraiga has been in
practice in oral tradition, and includes prayer to Ganésa, and Amba Paraku then Jarjara Dhvaja of
Indira. This is called Uthapana in Bharata Sastra. A number of verses of prayer and benediction
for the successful play are sung. The Sathradhara offers of flowers or Puspanjali is made. This is
called Nandi to delight the Gods. Then there are §loka-s from the véda-s narrated while the stage
is consecrated by the sprinkling of holy water. It is followed by Ranga Alankarana or decoration
of stage with coloured powder. Then the dancers enter with incense, offering to the Gods. After
this the dipa, with a bunch of fifty eight lights are offered to the Ranga Dévata- the chief deity
of the stage. Formerly the Jarjara or the flag staff used to be planted on the stage but sometimes
the dancer runs across the stage with the flag staff suggesting driving away the evil forces and
then makes a quick exit. After this, the Ganapati prarthana “Tandava Nrttya Kari Gajanana’
is done with a mask by a dancer. Traditional prayer to goddess “Tripura Sundari’ follows. The
“Guru Prarthana” is recited followed by ‘Nandi Stotra’ by the Sithradhara which is somewhat
similar to the Yaksagana style. In Kuchipudi, the Sithradhdra sings, wield cymbals, delivers
dialogues, impersonates the female role of Madhavi and also plays the role of vidisaka (joker).
He often carries the story further. The Sithradhdra in Kuchipudi does not change costumes but
by his abhinaya one can make out the role of a character.

The traditional concept of abhinaya in Kuchipudi is from the text Natya Sastra which
adheres to the theory of rasa. The Natya sastra refers to four kinds of abhinaya namely; angika,
vacika, aharya, satvika. Abhinaya is the synthesis of all these four.

Kuchipudi- Angika abhinaya

In angika abhinaya essentially the movements of the body are used for expressing emotions
to a composition/ mood/ situation. Natya Sastra describes vividly every movement of the body
in terms of arga, upanga and pratyanga. In Kuchipudi style apart from anga, upanga and
pratyanga, the usage of hasta-s (hand gestures) and the cari bédha-s (foot movements) bring
about sculpturesque style into this form. Apart from this, the use of eye, head, neck, eyebrows,
shoulders, limbs and other parts of the body is also taken from the Natya Sastra.

Karnataka Yaksagana Angika abhinaya

We do not find any written documentation on the angika abhinaya aspect of Karnataka
Yaksagana. The performers were great scholars and poets and spent all their lives performing;
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very little was documented as the technique of Yaksagana. The artists, scholars and critics have
recorded a few nuances of arigika abhinaya. Though it does not follow methodically Natya $astra’s
nrtta hasta and karana, it follows the I6kadarmi style of movements and abhinaya hasta-s and
soushtava which is very important for any dance style. The narrative and situational meaning
brought with combination of abstract movements synchronizing with the rhythm (¢t@la, laya) is
the essence of angika abhinaya.

The movement of feet - ‘hejje’, 'mandi’ - adavu-s are digina, laaga, kunchittu, salam hejje,
giraki, udi,katthari kaalu, jaaru guppe, thirgaasu nade, tha ding gina, kiru hejje, sallam hejje,
kiru hejje, kai karana (hand gestures). All these are the names of some of the steps used in the
Yaksagana mainly in Badagu Tittu style. These names may not coincide with the names of angika
abhinaya, but can definitely show a possibility of certain similarities. The récaka-s (the movements
of the hands and the limbs) are very important in Yaksagana.

The writer has been studying the hejje patterns of Yaksagana in comparison to the adavu
patterns of Kuchipudi. Though Kuchipudi has a vast vocabulary of the adavu patterns in various
Jjati-s, a few modifications to the Kuchipudi style based on some of the steps (4ejje) of Karnataka
Yaksagana have been added.

Kuchipudi - Véacika Abhinaya

Vacika Abhinaya is very important to this style. Often in dance drama-s of Kuchipudi, the
dancers would enact or render a song and engage in dialogue with satradhdra (the conductor of
the play) also called as the Sakhi or Madhavi. The Satradhdra narrates a glimpse into the story line
of the play with a dramatic flavour. In a solo repertoire of Kuchipudi style, only the lip syncing
of vocal music and sometimes a dialogue in bhamakalapam is presented.

In Vacika Abhinaya the Bhagavatalu would render ‘sisa padyalu’ and ‘kanda padyalu’
during a Kuchipudi Yaksagana or Bhagavata méla. They were great artists and scholars in telugu
and sanskrit.

Yaksagana artists were trained to enthral the audience by the recitation of lengthy dialogues,
‘citrnika-s’, ‘samvada daruvu-s’, ‘kanda-s’ and ‘kandarta-s’ in all three octaves like the mandra
(lower octave), madhya (middle octave), uchha or tivra (high octave) in deep and resonant voice.

The inherent lokadharmi style in Kuchipudi allowed, the artists to render dialogues which
were suitable to the situation as a show of their scholarly attributes.

Karnataka Yaksagana - Vacika Abhinaya

Vacika abhinaya is the most important aspect in this style too. The various characters from
mythology are portrayed through recitation and rendering of dialogues. The artists have to be
proficient not only in dance but also in the art of singing (the special kind of Yaksagana music).
The maddale or the drum is played even while the dialogues spoken, the cymbals’ called the
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Jjakate are used in between the dialogues. Each character is represented with a voice modulation.
In Yaksagdna the singing style is called ‘pada’. The literature or the script is called prasanga’.
Kandha and vruthantha are sung by the artists. The Bhagavataru or the singer sings from behind
on the stage along with the maddale. The voice modulation in singing with dialogue delivery is
unique to this style. During the progression of the play the dialogue between the character and
sutradhara is important in weaving the story of the play.

Kuchipudi - Aharya Abhinaya

The aharya abhinaya in Kuchipudi is a presentation of a character through costumes along
with various stage props based on the particular drama and character. Men would impersonate
female characters and adorn beautiful jewellery like the bangles, the necklaces, and most
importantly the jada or the braid.

In Kuchipudi Yaksagana the costumes were always either for demon kings or Gods. Since
the stories were mythological the costumes were rich in its look, long overcoat and an ariga vastram
(shawl) consisting of rich silk and dhdti was used for kings. Each king’s character based on good
and evil the crown would be designed and worn. The siatradhara’s costume included a turban dhoti
rudraksamala and tulasi beads. Both saivism and vaisnavism were depicted through these beads.

There were thirty two types of ornaments for female roles and ten types for male characters
including royal sword and other weapons.

The Kuchipudi artists performed more than one type of dance drama; they were Yaksagana,
vidinatakam, pagativésam and kalapam. The characters and themes of all these forms were
portrayed by men wearing appropriate costumes and makeup.

‘Ardhaniriswara’ On one side of the body the artist was dressed as $iva and the other
half as his consort Parvati. This vidhinatakam costume was very popular in 1950’s.

Aharyam in kalapams and dance drama-s

The color combination of makeup costumes in the dance drama were chosen according to
the character. The costumes for Lakshmi was Red or Pink, for Parvati- blue, Saraswati- yellow,
Rama- blue, Narada- orange, Hiranyakasyapu- red. In gollakalappam a special cotton sari which is
earthy brown is worn by the character gollabhama- the village milkmaid, the artist who played the
brahmin’s role would wear silk dhéti or anga vastra. The artists themselves made their ornaments
in wood which was treated in water and cut into required shape. Upon this gold paper was stuck
which were called thalakulu in different sizes or shapes for the ornaments to shine and glitter.

The most important ornament was the jada- braid worn by Satyabhama, which was adorned
with omaments to represent the entire universe.

The costumes, makeup, ornaments were carried by the dancers’ troupe in boxes called
‘ganiyam’.
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As the times changed and the performers travelled to towns and the technique of makeup
has improved. Professional makeup artists have adapted sophisticated makeup techniques to the
needs of the modern day stage and lights.

The ‘tera’ or the screen which was used for the entry of the characters is not used in solo
repertoire.

Karnataka Yaksagana - Aharya abhinaya

The aharya in Yaksagana is spectacular. It transports the audience into the fascinating world
of Gods and Goddesses. The characters are divided into different types- the Dhirodhatta ndyaka
(Krsna, Rama and Arjuna), the second type consisting of Indira, Bhima in his raudra form and the
third type including hunters, etc. and of course demonical types like Ravana and Kumbhakarana
and special types like the incarnations of Vispu. Other characters like Hanuman, rsi-s, guru-s and
women are presented realistically.

The color symbolism in Yaksagana has its own identity. Pinkish yellow is the basic makeup
in Yaksagdna with red, black and white lines drawn on it. Heroes put on this basic makeup on
which a variety of designs are drawn to represent different characteristics and moods. The eyes
are made-up with eye-black, the lips are colored red, the tilaka-s are of various designs, and
moustaches and beards are painted directly on to the face. It is said that Yaksagana has 10 varieties
of makeup and an elaborate variety of headgear, costumes and jewellery. The costume consists of
loose black pyjama-s with red and yellow checked sari-s used as dhéti-s topped by green, red or
black jackets a red kurta called ‘angi’, is passed on to the junior most artists after it is used by
all the senior artists as per the hierarchy.

The jewellery in Karnataka Yaksagana consists of ankle bells, breast plates, shoulder
ornaments, girdles and belts made out of light wood, brilliantly colored and often inset with mirrors
are used. The headgear is fantastic and called mundale. The turban is tied in a very complicated
fashion, depending on the characters being portrayed.

The ornaments are made by the artisans with a special type of treated wood and the
thermocol inset with gold coloured paper and mirrors and beads.

Kuchipudi Satvika Abhinaya
Sarvika Abhinaya deals with the expression with physic states physiologically with emotional
conditions resulting in rasa.

In Kuchipudi style the male dancers had to cultivate a great amount of finesse portraying the
female characters to evoke the illusion to the spectator that they are watching a female dancer. It is
challenging for dancers to impersonate female roles through their male bodies where exaggeration
is like thin line bordering on the aesthetics. But now, Kuchipudi form has seen performing solo
repertoires. Not only for dance dramas of Kuchipudi, but for solo repertoire performed by many
female exponents too, satvika Abhinaya remains the soul of a dance performance.
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Karnataka Yaksagana Satvika Abhinaya

Satvika Abhinaya is the most important and powerful ingredient of Yaksagana. Satvika
abhinaya should have the rasa aspect whether it has vacika or angika. Though the performers
are simple village folks they are highly trained dancers who bring out the very soul through their
satvika abhinaya.

At the end of this brief comparison of the two styles, it would only be suitable to conclude
that these two art forms are similar in many ways and parallel in some ways.
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Book Review

Kathakali — Dance Theatre

A Visual Narrative of Sacred Indian Mime:
KK Gopalakrishnan,
Niyogi Books Delhi Price : Rs. 3500

Rooted in a rich 400-year heritage, Kathakali is Kerala’s gift to the sphere of performing arts. A
self-confessed Kathakali bhranthan (fanatic) K.K. Gopalakrishnan, noted writer-photographer
and connoisseur specialising in Kerala performing arts, who currently serves as the Director,
Centre for Kutiyattam, Sangeet Natak Academy, guides the reader through the origin, evolution,
traditions and complexities of the genre, viewed through the prism of personal experience in
his book ‘Kathakali — Dance Theatre ~ A Visual Narrative of Sacred Indian Mime’. The author
navigates the vast canvas with the familiarity of one treading home ground and the precision of
an insider who formally learnt the art.

Like his peers, KKG gained an appreciation of Kathakali at an early age while still at
school. Hailing from a tharavad famed for its staunch patronage of the art, he gravitated towards
Kutiyattam and Kathakali performances. His father encouraged his interest which soon turned
into a governing passion. In the mid-80s, KKG became the founder-secretary of the Kottayam
Thampuran Memorial Kathakali Club which led to greater opportunities for direct interaction
with stellar artists. Simultaneously, he began gaining recognition as a Kathakali reviewer. His
big break came when he was recruited by M.T. Vasudevan Nair to write a series for the weekly,
Mathrubhoomi, after which he also became a columnist for local and leading publications. Giving
up a secure job in the banking sector, he devoted himself to a full-time study of the arts.

Kathakali is believed to have originated in the 17th Century from Ramanattam, in turn said
to have been formulated as fitting reply to Krishnattam, with all these genres being predated by
Kootiyattam, the most ancient extant form of Sanskrit dance-theatre. The similarities and differences
between them are clearly delineated. It was Kottayathu Thampuran, the raja of Kottayam whose
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four classic oeuvres are prized as the holy grail of Kathakali, who defined the essential form
and content. The next phase saw the evolution of regional styles — the northern Kallatikkotan
shaped by Vellath Chathu Panikkar and the southern Kaplingatan chiselled by Kaplingat Narayanan
Namboothiri. In Kannur, Kozhikode and Vatakara areas, the Katathanad style germinated as a
regional variant of the Kallatikkotan. Pioneered by Nalloor Unniri Menon, the Kalluvazhi chitta,
an integration of the Kallatikkotan and Kaplingatan styles, flourished in the Palakkad district.

The institutionalisation of Kathakali came with the founding of the iconic Kerala
Kalamandalam in 1930, the brainchild of poet laureate, Vallathol Narayana Menon and Manakkulam
Mukunda Raja. With this, the doors were opened up to all those who wanted to learn the art,
irrespective of class or creed. Other noted schools established were the Kottakal PSV Natya
Sangham, Unnayi Warrier Smaaraka Kalanildyam, Sadanam and Margi. Immediately prior to and
after independence, several changes were effected in training, syllabus and costumes. Among
the titans whose dedication ensured the growth and survival of the art were Netumpura Valiya
Itteeri Panikkar, Pattikkamthoti Ravunni Menon, Kuyilthoti Ittiraricha Menon, the Panikkar trio
of Chandu, Ambu and Chinta Panikkar, the Kannan trio, Parassini Kunhiraman Nair, Kuthannur
Shanku Panikkar, Vazhengata Kunchu Nair, Kalamandalam Krishnan Nair and a host of other great
asans. Their efforts were augmented by Kathakali sangeetham stalwarts such as Nenmara Madhava
Menon, Kavassseri Samikutty Bhagavathar, Katathanattu Govindan Nambeesan, Takazhi Kuttan
Pillai, Venkatakrishna Bhagavathar (vocal) and Kalamandalam Unnikrishnan (percussion). Though
there are a handful of active women performers today, Kathakali remains a male-dominated genre
on account of the physical rigour involved. As recorded in K.P.S. Menon’s ‘Kathakalirangam’,
the first woman believed to have learnt and performed Kathakali was Katyayani, in the 1700s.
Kattasseri Sarojini Amma, Vanchiyoor Katyayani Amma, Kalamandalam Kalyanikutty Amma,
Chavara Parukutty, Kottarakkara Bhadra and Ganga rank among the rare tribe of women artists.

Why does Kathakali hold endless fascination for aswadhakas who watch the same
performances, sometimes by the same artistes for consecutive days and nights, enacting themes
drawn from the same repertoire that has remained unchanged for centuries? The answer lies in
the fact that it is a ‘classic art form which is always contemporary’. A sophisticated amalgam
of vocal and instrumental music, percussion, theatre, mimesis and dance, it urges the rasika to
delve deep into the realm of myth, Gods and demons and to correlate it to the universal play of
emotions and actions that shape the lives of mortals, through themes both common and rare, from
the Ramayana, Mahabharata and Bhagavata. A complete art form, the discipline includes, but is
not limited by, the four elements prescribed in the Natyasastra — aangika, vaachika, aahaarya and
saathwika. Kathakali defied the much-debated Aryanisation that coloured many other South Indian
traditions. For instance, it depicts death, violence, blood and gore on stage with relish, with a
blithe disregard for the Natyasastra precept of refraining from the same. Again, anti-heroes such
as Ravana, Duryodhana and Narakasura are featured as central characters, while the roles of Rama
and Krishna assume secondary importance.
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For all its visual sumptuousness, Kathakali has a core of austerity. Stage props are minimally
used and economy of movement draws depth from subtlety. However, the splendour of its costumes
and make up (aharya) is so distinctive that it merits a separate study. The original lime and rice
paste ‘chutti’ (white facial border) was replaced with white paper in a pioneering move by Tiruvalla
Ramakrishna Panikkar. While facial colouring pigments continue to be naturally derived, coloured
glass and plastic are used nowadays in kesabharam (crown) and ornament inlay.

KKG emphasises that an in-depth appreciation of Kathakali entails an understanding of the
land, its people, their social and cultural ethos. Yoked to a feudal society, whose laws stemmed
from a rigid caste system designed to keep the dispossessed classes in perpetual subjugation, some
Kathakali practitioners joined the discipline voluntarily, while others had the decision made for
them by rich local patrons who wielded the power to determine their destinies. In this parochial
set up, their lives revolved around the kaliyogams (troupes/schools) which in turn were entirely
dependent on the largesse of the patrons. Epic heroes on stage, the artists were subjected to the
whims of patrons off it, often having to compromise on their self-respect. While many patrons
encouraged them with public approbation, a gift of new vestments, veera sringala (golden bracelet)
or the conferment of titles such as Menon and Panikkar, there were some who belittled and even
insulted them, deliberately making them wait for hours under a blazing sun, before doling out a
token remuneration. The footnotes provide an overview of local customs and a social commentary
which records legends, landmark events and their repercussions, ranging from stories of Poontanam
Namboothiri and Irattakulangara Rama Warrier to the Kuriyidath Thathri scandal.

More agony than ecstasy, the Kathakali artist’s lot has never been a happy one. Considering
the pain and rigour of the training generating ‘the cramps of the early days, the blood in the urine
as the massage regimen progressed’, meagre earnings, almost nil recognition, absence of capable
stage directors, thinning audiences, and inadequate corporate sponsorship, it remains a wonder
that a few brave souls still choose to enter this arena. Hence, the author’s immense pride in a
priceless heritage is underscored by a palpable concern for the well-being and future of the art
and its practitioners who await long overdue recognition at the state and national levels.

Firmly ensconced in his bailiwick, the author serves up a comprehensive, compelling
account, wrapped in the flavour of a lived experience. Empathy and insight light up his descriptions
of the noctilucent aura of all-night performances and the vicissitudes of artists’ lives. Thoughtful
touches include the listing of famous, oft-staged plays and illustrations detailing mudras (hand
gestures). With an aesthetically designed layout highlighting the text and outstanding photographs
by KKG, the volume is a labour of love, passionately and painstakingly compiled over several
decades. Capturing memories and impressions with remarkable vividness, the book is a visual
treat, a collector’s item and a must-read for students, scholars, researchers, and all aswadhakas

Courtesy : Lalitha Krishnan, The Hindu
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Book Review

Sunaadam: The Vikku Baani of Ghatam Playing
By: Sukkanyal Ramgopal
Sri Vikku Vinayakram School for Ghatam

306, Divya Landmark Apartments, No 9, MSR Main road, Yeshwantpur,
Bangalore — 560022

Price: Rs 300/-

¢ ¢Sunaadam: The Vikku Baani of Ghatam Playing” was released in Bangalore on 25" September
2016. It has been authored by Vidushi Sukkanya Ramgopal, one of India’s top ranking ghatam
exponents and the foremost disciple of ghatam wizard Sri Vikku Vinayakram.

Sunaadam is the first ever published textbook for ghatam learning. By capturing the
quintessence of a unique playing style that has been perfected by ghatam maestro Sri T H Vikku
Vinayakram, this book lucidly explains playing techniques and phrases exclusively for the ghatam.
In doing so, it also serves as a valuable documentation of the richness of the Vikku Baani.

The book is written in English with a view to cater to a wide community of ghatam students
and players across the world. It contains introductory chapters on the ghatam syllables and playing
positions explained very clearly with the help of photographs. There is also a pronunciation and
symbols chart along with a chapter on how to use the book. Following this are fundamental
lessons in the four major talas ~ Aditala, Rupaka Tala, Misra Chapu and Khanda Chapu. The
book also contains some very significant exercises that ghatam players could practice for speed,
fluency and easy articulation. For the benefit of all students, audio references for all the lessons in
the book are available on www.ghatamsukkanyaramgopal.com. The book has been very tastefully
designed by Sri K J Sachidananda, keeping in mind the needs of the users, with adequate space
for students to make their own notes.

Sunaadam is a book that will serve as a friend, guide and companion to every student keen
on understanding the unique style, nuances and techniques of the Vikku baani of ghatam playing.

“... The lessons in this book well capture my fingering techniques and style. Anybody can
understand it easily... I do strongly believe that by following this book, students will be able to
play with a certain amount of proficiency...”

From the Foreword by Ghatam maestro Sri T H Vikku Vinayakram

Courtesy : Music Research Newsletter 39 www.musicresearch.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 2016.

Sangita Kalanidhi, Vaageyakaara Dr. Mangalampalli Balamurali Krishna
Experts Committee Member of The Music Academy

Dr. SAK Durga
Ethnomusicologist, Member Experts Committee,
Academic Council and Doctoral Committee of The Music Academy
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