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Tactile representation of elements of tala

Conclusion

In conclusion, this teaching aid serves as a pivotal resource in making the intricate concepts

of Melakarta Ragas and Suladi Sapta Talas accessible to a global audience. By embracing
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diverse formats such as print, Braille, audio, and tactile graphics, it caters to the learning
needs of individuals with varying abilities and backgrounds. The adaptability of the teaching
aid, including its potential translation into multiple languages and conversion to alternative
formats, ensures widespread accessibility and usability. Ultimately, this initiative not only
aims to preserve and propagate the legacy of Carnatic Classical Music, but also fosters

a deeper appreciation and understanding of musical heritage among learners worldwide.
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A Tribute to Centenarian
Sriman N.Ch. Krishnamacharyulu Garu
A Polymath in Karnpatik Music

Vidvan T.K.V. Ramanujacharyulu

The world of karnatik music is graced by the contributions of numerous legendary figures,
whose lives and works continue to inspire generations. Among these luminaries, Sriman
N.Ch. Krishnamacharyulu Garu stands out as a remarkable polymath. His unparalleled
virtuosity in karnatik music, Harikatha, and his creative literary works in Sanskrit and
Telugu render him a towering figure in this field. This article pays tribute to his multifaceted
talents and enduring legacy.

Early Life and Education

Sriman N.Ch. Krishnamacharyulu Garu was born in 1923 in Jaggayyapet, Krishna district,
Andhra Pradesh, to Sriman N.Ch. S. J. Tiruvenkatacharyulu Garu and Srimati Venkata
Ramanamma Garu. From a young age he exhibited a prodigious talent for learning. His
father, a distinguished scholar, imparted rigorous training in tarkam, vyakaranam, Sanskrit,
and the divya prabandham. By the age of 16, young Krishnamacharyulu had already
memorized complex texts like the amarakosam and gurubala prabhodhika, showcasing his
exceptional memory and intellect.

The Miraculous Turn Towards Music

At the age of 16, due to illness, Krishnamacharyulu was sent to his maternal uncle’s house
in Poduru village, West Godavari district. His uncle, Stiman Chilakamarri Kesavacharyulu
Garu, a proficient violinist, recognized and nurtured Krishnamacharyulu’s latent musical
talents. Under his uncle’s guidance, Krishnamacharyulu mastered the fundamentals of violin
karnatik playing. His dedication and intense practice enabled him to achieve a level of
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proficiency in just a few months, a feat often attributed to divine intervention by Sarasvati,
the goddess of learning and arts.

The Turning Point: A Fortuitous Performance

A pivotal moment in Krishnamacharyulu’s early career was when he stepped in as a violinist
for a Harikatha performance in his village. The original violinist was unavailable, and the
organizers, seeking a replacement, turned to young Krishnamacharyulu. His performance
was greatly appreciated by the audience and the main artist, the legendary Harikatha Vidvan
Sriman Peddinti Suryanarayana Dikshita Dasu Garu. This event marked the beginning of
his illustrious journey in karnatik music. By the age of 18, he had already begun teaching
vocal music and violin to students, demonstrating his commitment to nurturing the next
generation of musicians.

Pursuing Mastery: Training Under Parupalli Ramakrishnayya
Pantulu

Determined to advance his musical journey, Krishnamacharyulu sought further training
from the renowned Vidvan “gayaka sarvabhauma” Sr Parupalli Ramakrishnayya Pantulu.
This placed him in the esteemed lineage of Sadguru Sii Tyagardja svami’s disciples, as
Parupalli Ramakrishnayya Pantulu was a disciple of Susarla Dakshinamurthy Shastri, who
in turn was a disciple of Manambuchavadi Venkatasubbaiyar, a direct disciple of Tyagaraja.
Krishnamacharyulu’s rigorous training under Parupalli Ramakrishnayya Pantulu honed his
skills and deepened his understanding of karnatik music. While Parupalli Ramakrishnayya
Pantulu was his direct guru, Sangita Kalanidhi Srf Dwaram Venkataswamy Naidu Garu
was his manasika-guru or indirect guru. Sri Krishnamacharyulu was a great admirer and
follower of his renditions, practicing diligently along with his recordings and always holding
St Dwaram in the highest regard.

A Renowned Violinist and Harikatha Exponent

Krishnamacharyulu’s talent as a violinist was soon widely recognized. He became a
sought-after accompanist for many legendary vocalists, including Sangita Kalanidhi-s
Mabharajapuram Viswanatha Iyer, Madurai Mani lyer, GN Balasubramaniam, Mudikondan
Venkatarama Iyer, and the Alathur Brothers. His ability to provide sensitive and supportive
accompaniment while enhancing the overall musical experience was highly acclaimed.

In addition to his prowess as a violinist, Krishnamacharyulu was a distinguished Harikatha
exponent. His Harikatha performances were notable for their extemporaneous presentation,
depth of knowledge, and engaging storytelling.
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Contributions to All India Radio and Beyond

Guru Parupalli Ramakrishnayya Pantulu Garu not only up-skilled his disciples but also
recommended some of them to All India Radio (AIR). Consequently, Krishnamacharyulu
Garu became the first violin vidwan to enter AIR Vijayawada. His multifaceted talents shone
brightly after his appointment as a violin artist at AIR. He served with distinction, eventually
becoming the senior-most employee in the music section. During his tenure, he produced
numerous musical features and performed countless solo and accompanist performances.
His linguistic brilliance led him to create many novel programmes in the Telugu literary
field, Harikatha, music lessons, Sanskrit lessons, music composing, conducting yaksagana-s,
bhaktiranjani, and Suktimuktavali programs in Vijayawada AIR. He excelled as a poet,
critic, and above all, a great vaggéyakara.

This golden era at AIR Vijayawada featured stalwarts such as Sarvasri Balantrapu
Rajanikanta Rao, Mangalampalli Balamurali Krishna, Sandhyavandanam Srinivasa Rao,
Voleti Venkateswarlu, Annavarapu Ramaswami, Srirangam Gopalaratnam, and NCV
Jagannadhacharyulu, among others.

For many years, he presented extraordinary and rare performances in Harikatha, vividly
explaining the meaning of a single Tyagaraja kirtana for over an hour—a remarkable record
at that time. Recognizing his untiring abilities, the Zamindar of Kapileswarapuram, SBPBK
Satyanarayana Rao, invited him to lecture and teach Harikatha methodology to aspiring
students. Sriman Krishnamacharyulu accepted this invitation and rendered his duties with
the encouragement of the Kapileswarapuram Zamindar.

Prolific Composer and Literary Genius

Krishnamacharyulu’s creative genius extended beyond performing to composing and writing.
He composed numerous krti-s, devotional songs, and translations of classical Sanskrit texts
into songs, such as Kulasekara Azvar’s mukundamala $loka-s.

One of his notable contributions at AIR was the composition of a krti in kiravani raga,
inspired by Tyagaraja’s pancaratna krti-s. Encouraged by the music section producer,
Sangita Kala Acharya $ri Sandhyavandanam Srinivasa Rao, Krishnamacharyulu created
a composition that followed the styles of both Tyagardja and Syama Sastri. His ability
to compose krti-s resonated with the classical traditions of the great composers and
was a testament to his deep understanding and respect for karnatik music heritage. His
composition “marajananim aray&” in natakapriya raga, requested by the legendary Sri
Voleti Venkateswarlu Garu, is a shining example of his ability to create music that embodies
the essence of great classical composers like Muttusvami Diksitar. This composition was
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also rendered in concerts by great vidvan’s like Lalgudi G Jayaraman, Sangita Kalanidhi
T M Tyagarajan, etc.

In this krti, the verses are structured in dvitiya vibhakti, and both anupallavi and carana-s
feature beautiful madhyamakala sahitya-s. Each subsequent phrase is progressively shorter,
resembling the tail of a cow (“gdpuccha”). For example: “vasumahitam... sumahitam..

L)

mahitam.. hitam.. tdm”. Each segment of the line maintains significant meanings, creating

a cascading effect that is both intellectually and aesthetically pleasing.

Similarly, the krti ‘$rT kanakadurgé’ composed in kalyani was developed when legendary
vidvan-s SrT BV Raman and Lakshmanan inquired about krti-s praising the Goddess
Vijayawada Kanakadurga.

The krti “gauri sukumari,” composed in vasantd ragam, is a rare gem in the Sanskrit
language, adorned with beautiful rthythmic lyrical phrases. It has been performed by Sangita
Kalanidhi Sri T.V. Sankaranarayanan and many other contemporary vidvan-s in concerts,
showcasing its timeless appeal and intricate musicality.

In my personal experience, I once requested him to teach a desadi tala krti in kédaragaula,
to which he obliged and taught me one that started with ‘sarigadura caukaséyutaku’. I was
unsure of the composer of that krti, thinking it had similarities to St Patnam Subrahmanya
Iyer. Later, I learned that he composed that krti extempore upon my request. Many
such experiences were shared by his other disciples as well. To his credit he has many
compositions in rare raga-s like hemavati, namanarayani etc. He is a true vaggeéyakara.

In addition to his musical compositions, Krishnamacharyulu was a prolific writer. He
authored several poetic works in Telugu and Sanskrit, including “tyagaraja caritam,”
“parakala vilasam,” “bidala moksam,

RT3

nauka caritram,” and “candrakala $odasi.” His
works are characterized by their depth, erudition, and poetic beauty, reflecting his profound
command of both languages.

Innovations in Karnatik Music

Krishnamacharyulu’s contributions to karnatik music have left an indelible mark on the
tradition, blending deep-rooted classical foundations with innovative approaches. Here’s a
closer look at his significant contributions:

Paificaratna krti “sadhincene” Analysis

One significant innovation was his detailed analysis and interpretation of the paficaratna krti-s
of Tyagaraja. During a lecture demonstration at the Madras Music Academy, he proposed
a revised approach to singing the ettugada svara-s of the arabhi raga krti “sadhincene.” He
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suggested that musicians should revert to the pallavi “sadhincene” instead of the carana
“samayaniki,” arguing that this approach was more prosodically appropriate and meaningful.
This insightful observation was highly commended by experts and continues to influence
the rendition of this krti.

With his in-depth and incomparable knowledge in both music and literature, he was able
to resolve and correct numerous erroneous practices. For example, he rectified incorrect
usages such as ‘Sadjamam’ (actually ‘Sadjam’) and clarified the proper usage of terms
‘patham’ and ‘pathantaram.’

Similarly, he pointed out the misapplication of the term ‘durita kala’, which means ‘sinful
tempo.” Instead, he advocated for the correct term ‘druta kala’, meaning ‘speed tempo’, in
alignment with the proper Sanskrit usage.

Garbha Krtis

Another remarkable contribution of Krishnamacharyulu to Karnatik music was his concept
of “garbha krti-s.” This innovative idea involved composing kirtana-s in any tala and
allowing an adi tala kirtana to be sung in three or four other tala-s, such as khandacapu,
ripakam, and tisra triputa, without disrupting the prasa (rhyme scheme). This novel
approach demonstrates his deep understanding of rhythm and tala, and it remains a unique
contribution to the field of karnatik music.

Tyagaraja geyartha kuncika

Krishnamacharyulu’s contributions to Karnatik music extend to his insightful commentaries
on the compositions of Saint Tyagaraja. His work, “Tyagaraja geyartha kuncika,” is a
profound exploration of the meanings and nuances of Tyagaraja’s krti-s. This commentary
delves into the philosophical, literary, and musical aspects of the compositions, offering a
deeper understanding of Tyagaraja’s works.

Krishnamacharyulu’s work exemplifies a harmonious blend of traditional karnatik music
with innovative techniques and thoughtful interpretations, inspiring contemporary musicians
and enriching the musical landscape.

A Dedicated Guru

Krishnamacharyulu’s passion for teaching was evident throughout his life. He was an
affectionate and dedicated teacher who trained his students in rendering kirtana-s effectively
and developing their manodharma sangitam (improvisational music). His innovative teaching
methods and emphasis on practical training helped his students achieve excellence in both
vocal and violin performances.
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Many of Krishnamacharyulu’s students have become leading performers and acclaimed
artists in the field of karnatik music, including those specializing in violin, vocal, flute, and
vina. His legacy as a teacher is a testament to his dedication to nurturing and passing on
the rich traditions of karnatik music, with more than 100 disciples spread across the globe.
He used to say that every long journey starts with one step ahead. He instilled patience
and perseverance in his students’ hearts, qualities he demonstrated.

Since the age of 12, I was blessed with invaluable training and love from my maternal
uncle, Krishnamacharyulu Garu, and aunt, Rukminamma Garu, who were not just family
but my revered Guru and Gurupatni. Though our bond by birth was precious, the guru-
gurupatni relationship is something I hold even dearer. Living under their roof, I flourished
under their affectionate guidance and unwavering support. Smt. Rukminamma Garu, with
her boundless love, treated all disciples as her own children. Their nurturing has profoundly
shaped who I am today. I am eternally grateful to the divine for bestowing upon me this
incredible blessing.

Some of his notable performing students include:
* NC Srinavasa Iyengar
* NCV Jagannathacharyulu
* Indira Kameswara Rao
* M Jalajakshi
» TKV Ramanujacharyulu
* NCh Bucchayacharyulu
* MSN Murty
* V Mukunda Sarma
* NC Madhav
* 1 Vijay Venkatesh
* P Gowrinath
+ CVP Sastry
» Swati Srikrishna
* Vishnubhotla Sisters Saraswati and Krishnaveni
* Dinakar
* V Sujana
+ TK Sisters Saroja and Sujata
* NC Kousik Kalyan

VOLUME 93

171



JOURNAL 2024 The Music Academy

+ Padmavati

* MDBT Sundari

* Kirishnapriya

+ PKD Mallikharjuna Sarma

It may also be noted that his prasiSya-s are also currently upcoming artistes with a lot of
promise, continuing his musical lineage and tradition.

Master of astavadanam

Krishnamacharyulu’s profound command over Telugu and Sanskrit, combined with his
poetic skills, naturally led him to the realm of astavadanam. This demanding art form
requires the performer to engage in eight different tasks simultaneously, showcasing their

memory, concentration, and versatility.

Krishnamacharyulu Garu was renowned as an astavadani, mesmerizing audiences with
his poetic ability in Telugu and creative prowess in Sanskrit. In an astavadanam, the poet
performs on stage while eight scholars (pricchaka-s) pose questions from various angles:

His mastery of astavadanam left audiences spellbound, further cementing his reputation as

a polymath and a true master of his craft.

Contribution towards Visishtadvaita sampradayam

Sri Krishnamacharyulu was a distinguished ubhaya v&danta scholar, deeply versed
in the traditional scriptures of both Sanskrit and dravida védanta, such as the nalayira
divyaprabandham and their commentaries. A devout practitioner of traditional customs, he

viewed them as a way of life.

Surrounded by eager disciples’ keen to learn from his wisdom, he spent considerable time
with fellow ubhaya védanta scholars, sharing profound insights and discussing intricate
concepts. Inspired by HH Sri Tridandi Srimannarayana Cinna Jiyar Svamiji, the founder
of the Statue of Equality, he authored several significant literary works that continue to
hold esteemed positions in traditional circles today.

Sri N.Ch. Krishnamacharyulu He received many awards in his lifetime. Moreover, he
received the distinguished title of “Uthama Vaggeyakara” from the Madras Music Academy
during the 2005-2006 music festival in recognition of his grand compositions that have

garnered widespread acclaim and multiple accolades.
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A Legacy of Humility and Devotion

Despite his numerous achievements and accolades, Krishnamacharyulu remained a humble
and devoted artist. He never sought praise or supremacy, always acknowledging the greatness
of the vagggyakara-s, especially the Trinity of karnatik music—Tyagaraja, Muttusvami
Diksitar, and Syama Sastri. His deep respect for these great composers is evident in his
lectures, writings, and compositions.

Krishnamacharyulu’s life and work exemplify the qualities of dedication, humility, and
devotion. His contributions to karnatik music, Harikatha, and literature continue to inspire
and enrich the lives of musicians, scholars, and music lovers.

Conclusion

Sriman N.Ch. Krishnamacharyulu Garu’s legacy is a testament to his extraordinary talents
and unwavering commitment to the arts. His contributions to karnatik music, Harikatha,
and literature are unparalleled, and his influence continues to resonate through his students,
admirers, and the countless individuals who have been touched by his work. As we celebrate
his life and legacy, we are reminded of the timeless beauty and profound depth of karnatik
music and the enduring impact of a true maestro.
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Compositions of

Sangita Kalanidhi Trichy Sankaran

Dr. Curtis Andrews

Sangita Kalanidhi Trichy Sankaran is one of the greatest exponents of the art of mrdangam,
lauded globally for his contributions to the world of Carnatic with a career starting in the
early 1950s through present. He has accompanied all of the legends of Carnatic music
from the Golden Age up to the current crop of young stalwarts in the field, acting as a
living link between various generations of Carnatic musicians. He has concertized globally
in both Carnatic and intercultural contexts, and as an educator has influenced thousands
of students through his 40-plus years of teaching at York University in Toronto, Ontario
(Canada). However, there is one aspect of his artistry and creative expression that is
relatively unknown to most of his peers and admirers in India and even in some diasporic
circles: his role as a composer. This article is an overview of Sankaran’s compositional
output from 1984 to 2018, the seeds of which coincide with his arrival in Canada in 1971.!

Performer - Composer - Professor

Outside of India, Sankaran’s life has been defined by three major roles that he has developed
simultaneously and excelled to great heights in each. First and most well-known, he has
maintained his stature as a top-ranking Carnatic musician, as well as a collaborator in
numerous other world-music and contemporary music contexts on a global scale. Secondly,
beyond performing, he has developed a ground-breaking pedagogical approach which infuses
the theory and practice of South Indian musical ideas in a non-Indian context to great effect,
reaching literally thousands of students and gaining awards for his impact on the North
American educational landscape through his decades of teaching at York University and also
as an invited lecturer at other institutions across North America. Thirdly, and most pertinent

1 While this article focuses on just a handful of Sankaran’s creations, a glance at Table 1, which
lists his complete list of compositions, will give the reader a sense of the breadth, depth, and
diversity of his compositional output and various genres within which he has composed.
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to this presentation, is his avatar as a composer of repute in various contexts ranging from
gamelan, Western chamber orchestra, contemporary music, jazz, and world music.

As a mrdangam vidvan, he has introduced numerous korvai-s, mora-s, koraippu-s and
other laya-centric compositions that bear the stamp of his artistry and have influenced
younger generations of laya vidvan-s. But this article does not examine these creations.
Rather, it focuses on Sankaran’s output as a composer of original compositions for various
ensembles and instruments within and beyond the Carnatic realm, starting in 1984 through
present. These are not merely one-off collaborations or superficial “fusions” or world music
experiments with little prior thought or coordination. Rather they are well thought out,
completed scores and arranged ideas written for various instrumental combinations and
genres, often utilizing expert musicians from various fields and musical cultures, guided
by an urge to understand the “other” while at the same time expressing his own musical
identity, experience, and curiosity. Through these compositions, Sankaran has shown that
he has been able to adhere firmly to his traditional training and identity as a Carnatic
musician, while simultaneously engaging with cutting-edge and even experimental music
explorations outside of India, and establishing himself within the North American musical
landscape over the past 50 years as a performer and collaborator and for nearly 40 years
as a composer of high standard. As he has often stated, it is his deep and strong roots in
his strict Indian music training and upbringing that has enabled him to comfortably venture
far beyond it, while still retaining and even promoting its essence in new contexts.

YEAR COMPOSITION

1984 | Svaralaya (Genre: world/gamelan) Instruments: Gamelan degung, mrdangam/
mrdanga tarang, kanjira

Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

1989 | Laghu Misra (Genre: world/gamelan) Instruments: Gamelan degung,
mrdangam

Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

1993 | Mela Tembang (Genre: world/gamelan) Instruments: Gamelan degung

Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

1993 | Misra Mela (Genre: world/gamelan) Instruments: suling, mrdangam

1993 | Catch 21 (Genre: world) Instruments: marimba, vibraphone, congas, triangle,
claves, kanjira, konnakkol
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YEAR COMPOSITION

1996 | Timescape (Genre: bharatanatyam) Instruments: suling, saxophone, flute,
mrdangam, nattuvangam
Commissioned by Lata Pada/Sampradaya Dance (Toronto, CAN)

1996 | Jhampalaya (Genre: jazz) Instruments: Piano, mrdangam, saxophone

1997 | Carnatic Concerto (Genre: contemporary/Western classical) Instruments:
Piano, Flute, Violin, Viola, Cello, Double Bass, Clarinet, Western percussion,
mrdangam, and kanjira
Commissioned by Ensemble Mondetta (Winnipeg, CAN)

1999 | Jazzadorian (Genre: jazz/contemporary) Instruments: jazz orchestra
Composed for contemporary ensemble Arraymusic (Toronto, CAN)

2000 | Devi’s Dialogue in D (Genre: jazz) Instrumentation: saxophone, piano, and
mrdangam

2001 | Dhirena Thillana (Genre: Carnatic) Instrumentation: voice, flute, mrdangam

2001 | Veni Express (Genre: world) Instruments: percussion ensemble, violin, vocal,
and konnakkol

2003 | Malkar (Genre: Middle-Eastern) Instrumentation: voice, flute, mrdangam, and
percussion
raga-s Malahari and Hejaz-kar

2005 | Nalinakanthi (Genre: world/jazz) Instruments: voice, bass, mrdangam, tabla,
percussion
Commissioned by Autorickshaw (Toronto, CAN)

2007 | Simhanandana (Genre: world/jazz) Instruments: voice, bass, tabla, percussion
Commissioned by Autorickshaw (Toronto, CAN)

2009 | Seven Eleven(Genre: world/jazz) Instruments: voice, tabla, bass, mrdangam
rudrakesi 11-beat tala

2014 | Hamsa (Genre: contemporary/Western Classical) Instruments: cello, clarinet,
violin, flute

2018 | Chapu Tala Malika (Genre: world/jazz) Instruments: vibraphone, guitar,
vocal, violin, mrdangam, African hand drums
Commissioned by Curtis Andrews (Vancouver, CAN)

Table 1 List of compositions by Trichy Sankaran
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Before I engage in a discussion of some of these selected compositions, some history is
needed to give context as to how this aspect of his artistry developed, with respect to a
major turning point in Sankaran’s life and career, his shift to North America in 1971. As
the prime disciple of Palani Subramania Pillai, Sankaran was an in-demand accompanist
for many of the senior and soon-to-be senior artists of the 20th century including Sangita
Kalanidhi-s Semmangudi Srinivasa Iyer, Chembai Vaidyanatha Bhagavatar, Madurai Mani
Iyer, Alathur Brothers, M. Balamuralikrishna, K.V. Narayanaswamy, M.S. Gopalakrishnan,
N. Ramani, T.N. Seshagopalan, and noted exponents such as Flute Mali, M.D. Ramanathan,
Ramnad Krishnan, S. Balachander, Lalgudi G. Jayaraman, and many others. From the time
of his guru’s passing in 1962 and up until 1971 Sankaran had been working hard to establish
his position in the Carnatic firmament. His reputation as a virtuosic and kacc@ri-enhancing
mrdangam vidvan was widely recognized by those within Madras music circles, both local
and foreign. It was due to the persuasion and invitation of American Carnatic vocalist and
scholar John B. Higgins that Sankaran decided to relocate to Toronto, Ontario in 1971 to
help create, along with Higgins, the Indian music program in the Fine Arts department at
York University. What he thought may have been a short-term endeavour turned out to be
more than a 50-year journey, which has changed the musical landscape of Canada forever
and naturally, altered the trajectory of Sankaran’s own life and career.

It was at York University and in 1970s Toronto itself that Sankaran was exposed to a vast
array of influences that expanded his ideas about what music is and what it could be.
His first exposure to Western classical music was at York via various faculty whom he
had heard perform. For example, it was here that Sankaran was struck by the notion of
music without percussion, in a string quartet wherein music had rhythm and melody but
no percussion, which showed him how rhythm can exist without the drum. He was also
exposed to the music and ideas of pivotal American composer John Cage, had interactions
with free improvisation, engaged with the deep listening practices of Pauline Oliveros, as
well as with other experimental musics and musicians. In his words:

I was not just mindful of my own thing. No, I wanted to really experience, it was all a new
revelation for me. And for the first time, to my astonishment, [ found and I was listening
to an ensemble without drums. I was amazed...I was convinced, yes, there can be rhythm
without drums. There is rhythm in everything. So that was one of the realizations.

York was also the site of his first musical collaboration outside of Carnatic music, which
happened in 1974 with electronic music visionary David Rosenboom and his colleague Richard
Teitelbaum. An adherent of Sri Chimnoy and interested in yoga and meditation, Rosenboom
was conducting experiments in electronic music, brain waves and biofeedback. In one such
experiment, the alpha rhythms of the brain were captured via electrodes connected to the
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head of Tai Chi dancer/performer Barbara Mayfield. These brain waves were then used to
activate a sequencer which had been pre-set to produce the tones of a pentatonic mode (which
corresponded to the raga Mohana). These seemingly random patterns/melodies were then
accompanied by Sankaran, who would search for recurring patterns or cycles, supporting
and reinforcing them as they created the performer’s nexus between alpha brainwaves
and the sequencer. A testament to Sankaran’s role in this is given by Richard Teitelbaum
himself: “The skills and talent of the drummer in this most highly developed rhythmic
tradition are thus employed to add further dimensions to the real-time feedback, with a
speed and accuracy surpassing anything even a computerized system could now achieve.”
This composition, called Tai Chi Alpha Tala, was a ground-breaking fusion of cultures
(Chinese, Western and Indian)and other cultural and biological universals: the pentatonic
scale and the alpha rhythm of the human brain, and in many ways was to foreshadow the
cross-cultural activity that Sankaran would engage in over the next 50 years.

Also in the early 1970s, Sankaran came into the orbit of NEXUS, praised by many as the
perhaps the greatest contemporary percussion ensemble in existence, and called the “high
priests of percussion” by the New York Times. Through his association with NEXUS and its
members (some of whom taught at York University and others based in Toronto), Sankaran
was exposed to the music of American minimalist composer Steve Reich, as well as the
traditions of other cultures, especially through performances with musicians from West
Africa. These experiences would later make their way into Sankaran’s own compositional
output in the coming decades.

But it was Sankaran’s association with Canada’s first gamelan ensemble, the Evergreen Club
Contemporary Gamelan (ECCG), that really started his career as a composer. Gamelan is a
term used to describe a vast diversity of instrumental ensembles and performing traditions that
originate on the islands of Indonesia, characterized by orchestras of various tuned bronze gongs
as well as wooden percussion, drums, string and wind instruments. The ECCG was founded in
1983 by several of Sankaran’s former students as a group that would play their interpretations
of the music of Sunda (Western Java) as well as contemporary and original compositions.
Their choice of commissioning Sankaran to compose for them goes beyond previous
associations however. Aside from being aware of his prowess as a creative musician,
Sankaran himself had an earlier interest in the music and culture of Indonesia and actually
spent several weeks in Bali and Java in 1982,

As he says “I went [....] to study the spread of Hindu culture in Java and Bali. I was so intrigued
by their music, which is also percussive, that I composed “Svaralaya” for the Evergreen
Club Gamelan Ensemble of Toronto, which involved tuning my instrument to the pitches
and scales of the gamelan.” In Indonesia he also met with instrument makers and drummers,
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experienced various types of gamelan performances, and even gave a solo performance
to the accompaniment of the ketuk, one of the time-keeping instruments of the gamelan.
This gave him unique insight into the gamelan culture, sounds and instruments which many
composers in the West do not have. All of this culminated in his first official composition,
entitled “Svaralaya”.

Aside from its importance of being Trichy Sankaran’s first scored composition outside of
the Carnatic realm, “Svaralaya” is significant as it foreshadows his later compositional
methods and ideas.It displays his use of various Carnatic elements in a new context, with
new instruments. Specifically, these include:

the use of a drone

raga-based melodic ideas

alapana-like introductory sections and interludes

tala-based rhythmic structures and phrases, including nadai changes
Carnatic-derived forms (pallavi, anupallavi, caranam)

improvisation (theme and variation)

cadential figures and cues such as mora-s and korvai-s

e o

call and response and reductive forms such as koraippu

As it relates to gamelan sounds, structures and ideas, this piece displays some of Sankaran’s
knowledge of that genre via the use of idiomatic elements such as:

1) a simultaneous layering of instruments with different melodic ideas and rhythmic
density (referred to as the colotomic structure of gamelan music)

2) the use of a gradual retardation of tempo as a method of ending a performance or
section of a piece

3) adherence to the fixed melodic scale that a gamelan ensemble uses

4) use of the gongs to mark structural points within the cycle and composition

Svaralaya begins with an alapana-type introduction by the suling (bamboo flute) before
the introduction of the main melodic motif (akin to a pallavi) in adi tala which alternates
between catusra and tiSra nadai, played by the suling and metallic melodic percussion
such as the bonang and saron. After this another short unmetered alapana-like section
by the suling appears which leads into the second section of the piece. This 2nd section
(anupallavi) is defined by the introduction of melodic themes which develop much in the
way sangati-s are used in krti-s, finishing with arudi-like motifs back into the pallavi section.
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The following sections are defined by a new tala structure (sankirnacapu) over which
some fascinating musical ideas are brought forth, including a mrdangam solo and a
koraippu between mrdangam and kendhang (the main drum used in gamelan). This section
composition is further defined by $r7 Sankaran’s decision to employ not only the mridangam
in the context of a gamelan ensemble but the use of a mrdanga-tarang, tuned to the five
pitches of the gamelan itself, upon which he played a short improvised melodic solo (which
is remarkably free from standard mrdangam repertoire) before playing the actual mrdangam
solo. Rare even in India, the decision to use a mrdanga-tarang speaks to his interest in
expanding the role and possibility of what a mrdangist can achieve in novel contexts.

Figure 1 Trichy Sankaran and the Evergreen Club Contemporary Gamelan performing “Svaralaya”, 1984.

Photo courtesy of Andrew Timar

ST Sankaran reflects on this composition from an interview conducted in 2020:

So, we were debating on how to really write this music. Then finally, we decided that it’s
better that we write it in western notation. Even though the instruments would be kind of
very, kind of approximate pitches. I learned to read and write music so [ became familiar
with the western notation. I would write only in my own traditional way, using the swaras
and everything. Then I would put it in the Western notation. And then I created a koraippu
for kendhang and mrdangam. Another interesting thing that I created in that piece was
the mrdanga-tarang, I created an interesting tune within that piece where I could really
play the mrdanga-tarang. So, these are the interesting features. And then the entire piece
flowed nicely.
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In total, this piece marks the entry of a completely new musical context not only for
Trichy Sankaran as a mrdangist and composer, but also for the Evergreen Club Gamelan
as an ensemble that is engaging with a new form of intercultural music-making, previously
unheard of or attempted anywhere else, with this combination of instruments and musical
ideas. And while “Svaralaya” was Sankaran’s first foray into composing for gamelan,
it was not his last as he would go on to compose several other pieces over the next 10
years, each further refining his compositional voice and further expanding the notion of
intercultural music-making and hybridity. Specifically, these include “Laghu Misra” (1989),
“Mela Tambang” (1993) and “Misra Mela” (1993). Each of these continued to introduce
Indian music ideas into new contexts including the use of $ruti bhédam, Hindustani lehera,
nadai-s, and cadential structures such as mora-s/arudi-s.

But the impacts of this collaboration between composer and ensemble have had a profound
impact not only on the artists involved, but the larger Canadian musical landscape. Andrew
Timar is an original member of the ECCG who was present at York University when Trichy
Sankaran arrived, and has worked extensively with him over the past 40 years. Reflecting
upon the relationship between ECCG and Sri Sankaran Timar says:

. that rather than Carnatic music, via TS [Trichy Sankaran], being a
peripheral element in the foundation of ECCG’s career — and therefore of
the entire gamelan scene in Canada — it was a central element in it. [emphasis
added] From the POV of ECCG therefore, TS’ compositional commissions,
performances with ECCG’s degung, and recordings (by the CBC) ticked
several of ECCG’s artistic mission boxes. He was both a brilliant South
Indian drummer soloist and proved to be a Western-style composer of note.
Summing up, it’s no exaggeration to say that Carnatic music is among the
key musical elements which informed and propelled the foundation of the
Canadian gamelan scene.

Catch 21

In1993 $17 Sankaran made his first forays into composing for instruments beyond the
gamelan with his composition “Catch 21” which employed influences far removed from
both the Carnatic and gamelan context. The piece is built upon a 21-beat tala that is
borrowed from the Tiruppugaz tradition, specifically the composition “kadi modi”. This is
structured as 3-3-5-10 and rendered as TaTom.TaTom.Ta.TaTom. Ta.Di.Gi.Na.Tom. Aside
from numerical references, the title references a musical round known as a catch, as well
a tune being memorable or “catchy” and referring to one’s ability to “catch” the tala itself.
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Further, the title is a send-off of sorts on the notion of a “Catch 22 situation”. Beneath the
surface of the title however, numerous musical connections and influences are evident in
this piece which reflect S1T Sankaran’s many experiences with the percussion group NEXUS
and the massive percussion project World Drums, led by John Wyre of Nexus and featuring
up to master 80 drummers from around the world. The varied musical and cultural impact
of these experiences, over almost 20 years, have had an indelible and profound impact on
SiT Sankaran as a composer and performer.

Notably among these influences are the work of minimalist composer Steve Reich, and his
piece entitled “Pieces for Wood”, often performed by NEXUS, which is a piece composed
only for pairs of clave (a type of wooden time-keeper used in African and Afro-Latin
traditions) usually playing a single pattern throughout the course of a performance. In
“Music for Pieces of Wood” (and other Reich compositions), a single musical phrase is
played by different instruments, with varying starting points, creating a layered and dense
texture of rhythm and pitch. In “Catch 217, SiT Sankaran has taken this idea but applied
it to the 21-beat tala using four players of clave, each playing the tala at different starting
points, introducing a type of phasing.

A further influence which was impactful on $t7 Sankaran was that of working with musicians
from the African traditions. Aside from India, the music of Africa is perhaps some of the
most rhythmically diverse and developed, especially when it comes to the layering of
thythms, where drums play in an ensemble polyrhythmically, that is, with rhythms of
varying duration, accent and shape all existing within the same space of time, weaving
in and around each other. In this type of ensemble, complexity of rhythm is less about
individual virtuosity, but rather the larger rhythmic texture which is created by multiple
rhythms together. In “Catch 217 Sri Sankaran decided to invoke this aspect of polyrhythm
by incorporating four conga drums, played by two musicians. Each played a different
rhythm which worked within the 21-beat cycle, though of different lengths (10.5, 7 and 3
in this case), creating interesting polyrhythmic and melodic results.

Catch 21 is also noteworthy for it is the first composition in which St Sankaran has used
the voice, this time employing konnakkol. The patterns spoken by the voice were similar to
those of the instruments mentioned above (claves, congas) and were also staggered/phased
in a similar manner. Finally, “Catch 21” also includes a melodic component, within the
21-beat tala with a melody based in hamsadhvani raga, performed on marimbas acting in
both unison and counterpoint. Overall in Catch 21 we have a prime example of Carnatic
musical material and ideas being dressed in some very new and somewhat foreign clothes,
a further testament to Sti Sankaran’s curiosity, ability to expand and reach into new musical
territory while still retaining a firm grounding in his tradition
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Carnatic Concerto

While the previous two examples have displayed contrasting facets of SiT Sankaran’s strong
hybrid musical vision, it was in 1997 that he was given the opportunity to compose in
the context of Western classical music, and expand his musical vision even further, with a
commission from Ensemble Mondetta, a chamber orchestra based in Winnipeg, Manitoba
(Canada). This resulted in his most ambitious composition to date, the “Carnatic Concerto”.
Scored for flute, clarinet, violin, viola, cello, double-bass, piano, and Western percussion
(including glockenspiel and tom-toms) this concerto was actually conceived by SiT Sankaran
as a raga-tala-malika, with each of the six main movements of the piece being composed
in a different raga and tala, each ending with a return to the main theme in kiravani in adi
tala. Aside from kiravani and adi tala, the concerto features kalyani in adi tala, hindolam
in khanda €ka, kadanakutiihalam in adi tala (khanda nadai), hamsanandi in misracapu and
kuntalavarali in adi tala (tisra nadai).

Carnatic elements are predominant in this composition, especially in the primary melodic
theme of the concerto material, various rhythmic phrases and shapes, as well as in
composed alapana-like introductions to each movement. But aspects of Western musical
idioms are equally employed by the composer. These include the use of contrapuntal
melodies, prescribed dynamic markings, aspects of form, arpeggios, harmony of various
types including 4-part harmony as well as quartal harmony, wherein intervals of a 4" (sa-
ma, ma-ni, ni-ga, ga-dha) are stacked upon each other. The instrumental texture is varied
at various points during each movement and he employed an extensive use of dynamic
and timbral contrast throughout the piece. The concerto would be played by several other
orchestras in later years, with varying arrangements.
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Dhirena Thillana

While all of the previous examples have focused on genres that utilize Carnatic musical
elements in combination with influences from other musical cultures, Sri Sankaran has
also generated some captivating music that is firmly rooted in the tradition. Aside from
composing pallavi-s, and a series of cittasvara-s for the Dikshitar’s “vatapi”, in 2001 he
composed a moving tillana in kapi raga, misracapu tala. First released on his Trichy’s
Trio album?, the tillana is striking in that instead of it being brisk and exciting, it is rather
beguiling in its use of a relaxed tempo, which contrasts with most Carnatic renditions
of a tillana. It is infused with interesting tirmanam-structures, as well as a caranam with

sahityam in Tamil that he also composed, which are as follows:

pamarargal panivanbudan tozum
paramakrpakarané gugang
pannirukaivélavang
parpugazparamajianadesikane

LITLOY 1T & 61T LI 60 6 65T L L6376 5 (1LpLD
LITLDd (LTS T Gevr @ d% Ger
LisiTevfl(mem s GeusveuGeur
uTy&sLpUTLoEhTaTEsslsGer

It must be stated that in the Carnatic context unless sahityam is included, a piece is not
complete and that composing music alone does not qualify one as a vaggéyakara. We find
numerous examples of this within the history of Carnatic music wherein sahityam may have

2 This composition has been performed in kutcheris by several leading Carnatic vidwans numerous

times since it was composed.
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been “tuned” by a later musician, with the choice of both raga and tala at times being the
choice of the later contributor. Despite the creative input of the latter, it is often the former
which may get credit as a composer. This contrasts with the idea of a composer in other
musical contexts wherein the creation of the musical aspect, rather than the lyrical, is the
defining feature of what does or does not deem one a composer.

Chapu Tala Malika

The final piece included in this overview of Sri Sankaran’s compositions is also his most
recent composition, which I commissioned him to write for my own ensemble featuring
guitar, electric bass, vibraphone, African drums, kanjira and mrdangam. Entitled “Chapu Tala
Malika”, the piece is very Carnatic in its identity, yet doesn’t fit into any specific Carnatic
form. As the name implies, it explores the varieties of capu talas of tisra capu, khanda capu,
misra capu and sankirna capu as a series of tala-s, almost giving it a tiruppugaz-like quality.
Set in kharaharapriya raga, it is further infused with other Carnatic rhythmic structures and
yati-designs, as well as a solo section for African hand drums (which contains various short
mora-s and korvai-s), in addition to a khanda koraippu, played between the melodic and
tala vadya-s. This composition has been released publicly on the album Speaking Hands
(2021) by The Offering of Curtis Andrews.

Conclusion

It is revealing to evaluate ST Sankaran’s journey outside of India and how it has worked
to both give him access to and the ability to deeply engage with numerous other music
traditions of the world, but at the same time this has resulted in his steadfast approach to
maintaining the traditions of Carnatic music in India. As stated before, his strong roots
have given him a foundation to explore and experiment with new creations, yet not so
much as to dilute his traditional ideals. This kind of hybridity with integrity is a hallmark
of his approach.

When once asked about his commitment to the mrdangam tradition after collaborating
deeply in other musical styles he replied “Of course. That’s my music, and that’s my God”.?

Related to this, what is notable about ST Sankaran is that whatever creative context he
may engage in, it is marked by his own efforts to actually learn something about another
tradition deep enough so that he can imbibe and recontextualize some aspect of it, what
Andrew Timar calls a “radical insight for someone imbued with the traditions of Indian

3 https://www.hinduismtoday.com/magazine/may-1997/1997-05-a-master-s-in-rhythm/
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music”.* $tT Sankaran may have given a lot of India to the world through his teaching and
performing, but the world of music outside of India has also given him spades in return
which has been absorbed and then reflected back through his own experiential filter. This
speaks to his open-mindedness. Finally, it must also be stated that through his compositional
output, performances, teaching, and collaborations Sri Sankaran has made a profound impact
on generations of Canadian musicians, many of whom have gone on to become recognized
composers, performers, educators, and cultural leaders. His compositions have inspired
others, such as myself, to likewise explore novel ways in which intercultural music of
integrity can exist in the world.
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Sangita Kalanidhi Vidvan
Budalur Krishnamurti Sastrigal

Sangita Kala Acharya Rama Ravi

Budalur Sir — the person

The first and foremost thought that surfaces in my mind when I reminisce about my revered
teacher — my Guru, are his exemplary qualities as a person as much as his matchless
musical skills. He was simple to the core, humble, and free of egotism for all the wealth
of knowledge that he possessed. He was a down-to-earth person. Even his dress code was
simple. He wore a dhoti (Pancakaccham style) and a kurta, knotted his hair (kudumi),
wearing vibhiiti and a sandal tilakam on his forehead. Tall and lean in stature, he mostly
carried an umbrella with him.

Well, this is the picture of my Guru, Budalur Sir (this is how he was addressed by one
and all), which got indelibly etched in my mind. I joined Kalakshetra (the world-renowned
institution of fine arts) when I was merely seven years old. Along with my dance classes
under my Guru Sangita Kala Acharya Sarada Hoffiman, I was allotted music classes under
Budalur Sir. There were other eminent teachers too in the music department like vidvans
M.D. Ramanathan, T.K. Ramaswami lyengar, Sangita Kala Acharya D Pasupathi, and
others. Budalur Sir’s class was meant for seniors or advanced students who had come up
to the level of manddharma sangitam. Finding my musical credentials quite satisfactory,
Rukmini Amma (Rukmini Devi Arundale, founder Kalakshetra) recommended that I attend
Budalur Sir’s class. This is how my tutelage under Budalur Sir began along with a handful
of other students who were all well up in the musical idiom.

Sir was not only endowed with a sweet voice but a flexible one too, which could produce
trills and turns and other very fast musical phrases quite effortlessly. As a teacher, he had
other ideas in mind. Apart from teaching musical compositions, he honed his students’ vocal
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skills facilitating the execution of this difficult classical art form to a fairly high degree of
perfection. Hence he introduced voice training exercises which became an important part
of our learning process under him. He taught musical compositions mostly of the Trinity
as well as of various other composers, both simple and difficult ones. Alongside this, he
would make us sing vocal exercises in an orderly manner. Thus, we found his classes
quite interesting and enjoyable. Budalur Sir was a teacher par excellence, well-meaning,
and committed, allowing no room for chit-chatting (arattai kutcheris!) during class hours.

His teaching methodology

Just to give a glimpse into his voice training exercises, it went along the following lines:
Singing the arohana and avarohana of major and minor raga-s in various degrees of speeds
in akara-s, ukara-s and so on, apart from their svara format; janta varisai-s in different
speeds with sphurita gamaka added to them; rava jati exercises; building up svara patterns
on the basic group or format; singing varnams in akarams and doing tisram for them
and so on. Thus, all these and other variations formed a wholesome part of his teaching
methodology. He would expect perfection in execution. A soft person that he was, he would
become quite tough while teaching. He would grind his teeth or murmur angrily when
the student slipped or went wrong somewhere — all this with good intention though! The
development of the performing skills of the students along classical and traditional lines
was of paramount importance to him.

The value of all this rigorous coaching was to dawn on us students, when we got exposed
to another important part of our classical music system, i.e., manddharma sangitam, or
creative music. Along with these vocal training exercises, Sir introduced raga alapana and
svara kalpana — two essential limbs of classical Carnatic music. At this stage, we realized
the usefulness of the exercises we had gone through earlier, in as much as our voices
became accommodative enough to handle various phrases in raga alapana and build svara
patterns in svara kalpana, comfortably.

Passing down a legacy

One must confess that there were few takers of the gottuvadyam — a difficult instrument
to play, which Sir handled masterfully. It is an instrument that requires enormous patience
and practice to master it. Rukmini Devi Arundale appointed him as a ‘resident teacher’ (for
both vocal and instrumental music) at Kalakshetra, Adyar. He also taught at the Central
College of Music on Greenways Road, Madras (present-day Chennai) at the insistence of
Sangita Kalanidhi Musiri Subramania Iyer, who was then the principal of the college and
had great respect for Sir.
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A prominent name among Budalur Sir’s students was the acclaimed chitravina exponent
N. Narasimhan, who himself belongs to a great musical lineage and has a trail of world-
renowned chitravina artists. Vidvan Rama Rao, the elder brother of the world-famous
Bharatanatyam Guru Adyar Lakshman, was yet another student to have learned the
gottuvadyam from Budalur Sir. Ramu Sir (Vidvan Rama Rao) used to learn vocal music
along with us from Budalur Sir. He underwent separate coaching from Sir for learning to
play the gottuvadyam.

Some prominent artists visited Budalur Sir from time to time during our class hours and
benefitted from his guidance and teaching. To name a few, Vidushi Sangita Kala Acharya
the late Kalpagam Swaminathan (an eminent vainika), Sangita Kalanidhi the late Mani
Krishnaswami (Mani Perundevi earlier), and Prof. D. Pasupati, one of Kalakshetra’s
shining lights who later retired from the Tirupati University as Professor and Head of the
Department of Music.

Recipient of a legacy

While Budalur Sir passed down his legacy to such luminaries as mentioned above, he
received the most enviable legacy of musical supremos like Vidvans Konerirajapuram
Vaidyanatha Iyer, Sangita Kalanidhi Harikesanallur Muthiah Bhagavatar, and Sakha Rama
Rao who is said to have re-shaped and revived the gottuvadyam to its present form. Rama
Rao introduced to the concert world the instrument, which had gone into oblivion for more
than a hundred years before his time. Budalur Sir had learned the gottuvadyam under Vidvan
K.S. Narayana Iyengar — the legendary gottuvadyam exponent of the early 20" Century, and
the Asthana Vidvan at the Mysore Palace. Interestingly, Budalur Sir learned from Vidvan
Narayana Iyengar who was nearly ten years junior to him. This is yet another pointer to
Sir’s humility and his passion to play the instrument!

As a concert performer

Budalur Sir performed concerts all over South India and the North as well. His concerts in
the month of Kartigai on Mondays, called “Somavara Kutcheris”, were a regular feature at
the age-old and famous Marundiswarar Siva temple in Tiruvanmiyur, Chennai. As students,
we attended those concerts. Listening to music in the precincts of a temple in an open-air
atmosphere was an esoteric experience. The ambience was unique and lifted the aesthetic
appeal of music to a different level. Unforgettable moments indeed!

A concert of Budalur Sir’s that has been indelibly etched in my memory, was the one
that he played at the Central College of Music, in the late 1960s or so. His alapana of
raga Malavi stole the show. It was an amazing concert on the whole and how he handled
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the raga Malavi (an ubhaya vakra, minor raga), by way of alapana, and svara prastara, is
something indescribable and is proof enough of his virtuosity and mastery of the art. My
brother, who attended this delightful concert held similar views. Incidentally, my brother,
Dr. M.S. Seshadri is a keen rasika with a well-trained ear for classical music and a good
singer of merit. He was my classmate at Kalakshetra along with others like Budalur Sir’s
daughter Pichamma, the late Jaya Krishnan (an established concert artist), and Sangita Kala
Acharya Prof. C.V. Chandrasekhar (the renowned Bharatanatyam Guru at Kalakshetra). We
all concluded that anything can be turned into a thing of beauty at the hands of a Great
Master!

In conclusion

To sum up, Budalur Sir was humility personified given his vidvat and knowledge. His
innovative spirit made him experiment and introduce playing techniques on the gottuvadyam.

I wish to conclude by offering my humble pranams to a person of great vidvat and
magnanimity, my most revered and loving Guru, Budalur Sir.

Budalur Krishnamurthi Sastrigal
Morning prayers at Kalakshetra —

his monumental contribution

Sangita Kala Acharya V.P. Dhananjayan & Nritya Kalanidhi Shanta Dhananjayan

Once upon a time, Adyar Kalakshetra used to be a hub of great sangita vidvans. The
galaxy of stalwarts included Sangita Kalanidhi Mysore Vasudevachar, Sangita Kalanidhi
Karaikudi Sambasiva Iyer, Sangita Kalanidhi Papanasam Sivan, Sangita Kalanidhi Budalur
Krishnamurthi Sastrigal, Turaiyur Rajagopala Sarma, T.K. Ramaswami Iyengar, M.D.
Ramanathan, Sangita Kala Acharya Kalpakam Swaminathan, Sangita Kalanidhi N. Ramani
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and many others from the musical fraternity frequently visited and interacted with the
inmates of the Kalakshetra gurukulam. As students we claimed proximity to such celebrities,
imbibed a great deal and got inspired by their charismatic presence.

Budalur Krishnamurthi Sastrigal, mainly a “gottuvadyam vidvan” was also a vocal teacher
for many of the senior vidvans at Kalakshetra. Apart from his prime disciples at Kalakshetra,
he also regularly taught juniors like me (Shanta), Krishnaveni, Kala, Savitri, Balasundari
and a few of our contemporaries. All of us used to admire his handsome personality -- fair,
tall and erect with a majestic walk and smiling demeanour. He would wear fresh chandana
tilakam every day as a mark of his morning ablutions.

Probably past his seventies, with a mild shaky voice, he used his gottuvadyam to demonstrate
sensitive gamaka-s and sangati-s, while teaching the youngsters. We used to long for his
class sessions. He was very affectionate and patient with youngsters and being natya
students would ask us to do abhinaya for the simple songs he taught us. He was a great
admirer of Mylapore Gowri Amma and her musicality; he would peep through the bamboo
windows while she was teaching us abhinaya padams. He used to make us recite the jati-s
in the class and correct us if we committed any mistake and insist on the kalapramana or
the accurate laya.

When we joined Kalakshetra in 1952/53 he had already joined the Kalakshetra faculty after
retirement from Government College of Carnatic Music. He stayed with his family very
close to the Kalakshetra campus, in an agraharam type of house in the nearby village Uroor.
He would walk down the narrow path (short cut) to Kalakshetra keeping up punctuality in
attending the morning prayer meeting at 8 am before the regular classes began.

We have not seen him miss any programmes, whether it was a natya or periodical music
concert of great vidvans and vidusi-s. His prominent presence on the Bahula Panchami
day used to be vibrant, with him conducting the Tyagaraja Pancaratna Kirtanas. He took
special interest in conducting the session meticulously. He took interest in training every
one of his students to tune the tambura properly and insisted on having live instruments
in every music class.

He was a great connoisseur of good food and enjoyed sharing some of his favourite recipes
with the girl students.

In between classes we have seen him watching our Kathakali classes standing outside
the window, joining M.D. Ramanathan, who was a great connoisseur of Kathakali. Their
conversations with Kathakali asan T.K. Chandu Panikkar, yet another stalwart, in Malayalam
and Tamil, lent some humour to the otherwise serious Kathakali class.
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As far as we know, the monumental contributions he had made to Kalakshetra and the
musical world are those beautiful tuning (music compositions) of prayers we used to sing
and recite during various auspicious occasions. He, with the help of Periya Sarada teacher,
selected several scriptural hymns in Sanskrt and Tamil, and he tuned the verses which
the students used to sing every day (each day different ones). The Navagraha stotram,
Laksmi Astakam, Ganesastakam, Krsnastakam, Sankaracharya’s Satpadi, Kalidasa’s verses,
are some.

Looking back to those old days in the company of sages like Acharyas comes a long way
carrying the great memories guiding our artistic journey with discipline, devotion and
dedication.
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Sangita Kala Acharya Prof. C.V. Chandrasekhar —

A farewell tribute

S. Janaki

Prof. C.V. Chandrasekhar was a multifaceted personality — a dancer, choreographer,
musician, composer, academician, mentor, and a guru immersed in Bharatanatyam. He
performed and taught for almost eight decades in India and across the globe. He did not
like to be described as a “guru” nor did he approve of the word being used by all and
sundry, as he felt it was something profound. He was an icon, a colossus, an inspiration
in the field of Bharatanatyam. Prof. C.V. Chandrasekhar was one person whom everyone
looked up to. He stood tall not only in demeanour, but as an artist and human being. He
was affectionately called CVC Sir, Chandru Anna, and Chandru Mama.

Born on 22 May 1935 in Shimla to Rao Sahib V.A.V. Iyer and Kamala, he was number
seven among eight siblings. Chandru was among the first few disciples of Kalakshetra
trained in Bharatanatyam by Rukmini Devi, Karaikkal Saradambal, K.N. Dandayudhapani
Pillai, Peria Sarada, and Sarada Hoffman, and in music by eminent musicians like Sangita
Kalanidhi Mysore Vasudevachar, Sangita Kalanidhi Budalur Krishnamurthy Sastrigal,
Sangita Kalanidhi Mudicondan Venkatarama Iyer and vidvan M.D. Ramanathan. Holder
of a Masters degree in Botany from the Banaras Hindu University, he began giving dance
performances from 1947. It was no cakewalk for him, as those days male dancers were
frowned upon, teased and labelled as feminine! But he stood his ground and chose
Bharatanatyam over Botany. In 1954, he got selected by Sir C.P. Ramaswami lyer, to go
to China as part of a cultural delegation.

During the late 1950s and early 1960s, CVC played a major role in introducing
and propagating Bharatanatyam in Banaras which was a seat of Kathak, thumri-s and
Hindustani music. He was invited to dance for dignitaries like the Shah of Iran. He
taught Bharatanatyam at many institutions like the Vasant Kanya Mahavidyalaya, the
Vasant College at Rajghat, and the Faculty of Performing Arts at the Banaras Hindu
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University. He was also instrumental in the upgradation of Bharatanatyam as a formal
regular course.

To reach out to the audience in Varanasi, he had set to tune songs in Hindustani raga-s, rare
in Bharatanatyam in those years. He also included compositions in north Indian languages
like Hindi, Brajbhasha in the Bharatanatyam repertoire. Some of his popular items which
are among my favourites are ‘gayiye Ganapati jaga vandana’ (Tulsidas) in Kalavati raga,
‘$riramacandra kripalu bhajamana’ (Tulsidas) in Yaman, and ‘Jasoda Hari palanei jhulavai’
(Surdas). He composed tillana-s in praise of the deities of Varanasi — On Kasi Visalakshi
in Hamirkalyani raga, Adi tala, and on Annapiirnéswari in Hamsanadam in Khanda Triputa
tala. He would often exclaim “I lived in Banaras for 25 years, and now Banaras lives in me.”

From Varanasi his service to the field of arts continued in Baroda. He retired as the
Dean, Professor and Head of the Department, Faculty of Performing Arts, MS University
of Baroda in 1992. He and his wife Jaya (who is also a dancer) settled in Chennai and
established their dance school ‘Nrithyasree’. Their daughters, Chitra and Manjari are also
accomplished dancers.

From the early nineties, he became quite an integral part of Natyarangam’s activities (the
dance wing of the Narada Gana Sabha) and his excellent presentations for Natyarangam’s
thematic festivals will long be remembered. In fact, the final scene of the Guru-Sishya
bonding in Bandhava Bharatham performed in 2012 is still etched in my memory: As
the disciple (played by a young dancer) finally stepped out after his gurukulavasam with
a lamp in hand, and tearfully looked back for a last glimpse of his Guru, there stood
Prof. Chandrasekhar tall and stately in his signature style, his hand raised in blessing,
with a profound look that told a thousand tales of profound wisdom. That frozen moment
actually epitomised all that C.V. Chandrasekhar the person stood for in real life! He was
the Guru incarnate!

As Convenor of Natyarangam’s Natya Sangraham (the three-day residential dance camp) at
Thennangur for almost 20 years, he shared his vast knowledge with generosity. During the
late night thinnai sessions there, Chandru Mama (we were family friends) while analysing
the dance scene, would regale us with interesting anecdotes, sing songs, mimic and crack
jokes, sending us into peals of laughter! His easy informality, approachability, and humility
would make us forget that we were in the presence of a legend of Bharatanatyam.

Well versed in both Carnatic and Hindustani musical genres, he composed the music for
all his productions. He has composed jatisvarams, varnams and tillana-s which are very
popular. His varnam “Yennai marandanalo, ninainthu ninainthu”, written from the nayaka’s
point of view, is very popular with the gen-next male dancers. He has also created new
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movements based totally on the basic Bharatanatyam technique. Famous for his perfect
araimandi, angasuddham, stamina, subtle abhinaya and excellent choreography, he was an
inspiration for every dancer, and a mentor for male dancers. His sartorial tastes were highly
aesthetic and impeccable. His dance and life were marked by dignity, decorum, elegance,
equanimity and righteousness. He made no compromises, nor did he seek favours.

Greatness sat lightly on him. As one of the leading performers and choreographers of
Bharatanatyam, he won laurels nationally and internationally, also representing India
in several international festivals. He served on several committees and government
bodies dealing with fine arts. His workshops and lecdems revealed a wealth of
knowledge. His major works of choreography include Ritu Samharam and Meghadiitam
of Kalidasa, Bhoomija (Ramayana), Aparajita (Devi Mahatmiyam), Pancha Maha
Bhoota, Aarohanam, Bhramarageet, and Kreeda. He drew inspiration from nature and
happenings around him.

He was a recipient of several prestigious awards such as the Padma Bhushan, the Central
Sangeet Natak Akademi Fellowship and the Sangeet Natak Akademi Puraskar, Natya
Kalanidhi, Nritya Ratnakara, Nritya Choodamani, Nadabrahmam, Kalidas Samman, as well
as awards of the States of Uttar Pradesh, Gujarat and Kalaimamani from Tamil Nadu. In
recognition of his achievements and contribution to the field of classical music and dance,
The Music Academy, Madras, conferred on him the title of Sangita Kala Acharya in 2006
(the Natya Kala Acharya award was instituted only in 2011). He performed in the Music
Academy Dance Festivals in 2007, 2008 and 2011. He inaugurated the 8th Dance Festival
in 2014 and conferred the Natya Kala Acharya award on Bharatanatyam exponent Chitra
Visweswaran that year.

He was a stickler for perfection. He believed that the beauty and essence of Indian classical
dance lies in its grammar, technique and tradition. He appreciated all genres of classical
natyam and respected the special features in different bani-s of Bharatanatyam. He would
say: “There is only good dancing and bad dancing, and I cannot put up with the latter.” He
did not subscribe to sensationalism and change for the sake of change, but felt it should
happen organically.

His depiction of srngara was always subtle and divine. I remember his performance with
wife Jaya, of the Panchavati scene from the Ramayana, way back in 1978, during the golden
jubilee celebrations of the Indian School of Mines in Dhanbad, Bihar (now Jharkhand). It
was such a beautiful, subtle and sensitive portrayal that the entire audience, including
the villagers living around the campus, felt that the divine couple Rama and Sita had
descended on earth.
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When he danced natanam adinar, he filled the space with dynamic grace. His expansive
movements, perfect lines, his core never shifting from the brahmasutra even as he performed
the most complex adavus — he was like a Nataraja bronze come alive!

Prof. C.V. Chandrasekhar became one with the Muse on 19 June 2024. His passing away
is an irreparable loss. He was a gentleman and a compleat artiste — who comes only once
in a millennium. Dance being his very breath, he must now be dancing the sapta tandava
along with Lord Nataraja Himself.
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Dr. Selina Goswami

Dhrupad of The Dagars

Conceptual Foundations and Contemporary Questions

by Ashish Sankrityayan
New Delhi, Munshiram Manoharlal
(PO Box 5715, 54, Rani Jhansi Road, New Delhi 110055),
2020, 834 pp., Appendix, Bibliography, Index, ISBN 978-81-215-1301-2

There are only a few publications dedicated exclusively to dhrupada, the oldest and
fundamental genre of North Indian classical music, which has nowadays only few exponents
left after a decline in popularity over the past centuries. The musicians of the Dagar
(Dagar) family count today among the foremost exponents of this musical style, who were
essentially involved in the efforts for the revival and dissemination of the genre since the
1960s. On the scholarly level, the dhrupada revitalization resulted in a number of significant
publications during the 1980s and 1990s, including the account by Indurama Shrivastava
(‘Dhrupada — A study of its origin, historical development, structure and present state’, New
Delhi, 1980), Madhu Bhatt Telang’s Hindi work ‘Dhrupada Gayana Parampara’ (Jodhpur,
1995), the 1999 volume ‘Perspectives on Dhrupad’ (Eds. Deepak Raja and Suvarnalata Rao)
of the Journal of the Indian Musicological Society, as well as the now discontinued journal
Dhrupad Annual (Varanasi), whose last volume appeared in 1995. Ashish Sankrityayan’s
book ‘Dhrupad of the Dagars’ is not only a welcome addition to the study of dhrupada, but
besides Selina Thielemann’s account ‘The Darbhanga Tradition. Dhrupada in the school of
Pandit Vidur Mallik’ (Varanasi, 1997) the only monograph that deals with a single gharana
of school of dhrupada.
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Ashish Sankrityayan’s extensive and painstakingly researched account of dhrupada in the
Dagar tradition comprises 25 chapters, beginning with the origins and historical development
of the Dagar family and their music, continuing with the Dagars’ system of teaching and
the author’s own experience as a student of dhrupada, then elaborating extensively upon
the musical characteristics and stylistic evolution of dhrupada in the Dagar tradition before
shifting the focus towards issues of historical and contemporary perceptions and contexts
of Dagar dhrupada, as well as of the dhrupada genre on a larger scale. The book concludes
with a brief exposition on raga classification summarized in the three-page appendix.

The author, a disciple of Ustad Rahim Fahimuddin Khan Dagar, to whom he dedicates an
extensive chapter, benefits largely from the knowledge bestowed upon him by his teacher.
An essential part of the elaborations in the book draws on information obtained by the
author from insiders of the tradition as well as from his own participant observation. Besides
archival investigation, his research methods include questioning of representatives of the
tradition, musical analysis as well as applied perception as an active practitioner.

An essential point taken up by Ashish Sankrityayan’s account is the instrumental branch
of dhrupada, namely the rudravina tradition, which not only forms an important historical
aspect in the development of the dhrupada genre but has significantly influenced the vocal
techniques of dhrupada in Dagar style. Among the various traditions of dhrupada, only the
Dagar gharana has maintained the practice of playing dhrupada on the rudravina to the
present day, and this aspect has rather been neglected in the existing literature on the subject.

Ashish Sankrityayan, who hails from a family of music lovers and has practiced music since
early childhood, deserves our compliments for his publication, which stands as a valuable
contribution to dhrupada literature.
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Publications of THE MUSIC ACADEMY MADRAS

The following are available for sale:

Chaturdandi Prakasika — Venkatamakhin 50.00
E. Krishna Iyer Centenary issue 25.00
Four Score & More - History of the Music Academy 500.00

Raga Lakshanangal — Sangita Kala Acharya Dr. S.R. Janakiraman
(Tamil) Volume - II 150.00
Volume - III 150.00

Sangita Sampradaya Pradarsini of Brahmasri Subbarama Dikshitar

(English) Volume - I 750.00
Volume - II 900.00
Volume - III 900.00
Volume - IV 650.00
Volume - V 750.00

Raganidhi (English) — B. Subba Rao

Volume - I 500.00
Volume - II 700.00
Melaragamalika of Maha Vaidyanatha Sivan 550.00
Prathamabhyasa Pustakamu of
Brahmasri Subbarama Dikshitulu (English) 550.00
Samskrtandra Dravida Kirtanamulu:
Compositions of Krishnaswami Ayyar Avargal (English) 400.00
Printed copies of the Current issues of:
The Journal of the Music Academy Madras 150.00
Annual Conference and Concerts Souvenir 100.00
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