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Editor's Note

The 98™ annual conference held in December 2024 broke with immediate past practice in
the sense that it had an overarching theme as given by the Sangita Kalanidhi designate TM
Krishna. Raga was the theme and this in turn defined the bulk of the lecture demonstrations
held during the conference. The same has therefore defined the reports of course and also

the collection of scholarly articles that largely to papers presented at the conference.

During the year, our library grew in numbers. The Music Academy TAG Archives is done
with its digitisation and archiving exercise. We have since migrated from Enter Media, the
digital asset management platform to our home-grown solution, which will soon be up on
the Internet. Our sincere thanks to The Hindu for lending its resource Suresh Vijayaraghavan
who spearheaded the effort, with help from Savita Narasimhan and Lashman. The decision

on how to make it accessible remains owing to the Academy’s concerns over copyright.

The conference reports in this Journal have been put together by S Kirthana, Dr TR Aravind
and Lashman. I thank them all for their efforts. A large part of the credit for co-ordinating
this task goes to S Janaki, veteran arts journalist who is now consultant at the Music
Academy. The diacritic marks have all been painstakingly added by S Kirthana. I thank
the members of the Editorial Board for their advice. And of course, a huge thanks to the

ever-smiling AS Diwakar and his team at Compuprint for bringing out the Journal on time.

We at the Music Academy would be happy to receive feedback on this Journal at music@

musicacademymadras.com

I wish you all a happy and healthy 2026 and before that , a wonderful December participating

in the 99™ Annual Conference and Concerts of the Music Academy, Madras.

Sriram V
Music Academy
December 15, 2025
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Report on the Inauguration of
the Music Academy's 98th Annual Conference
and Concerts on December 15, 2024

The former Chief Justice of the Orissa High Court, S. Muralidhar, on Sunday (December
15, 2024) observed that listening to music helps us discover the art within. He said that to
discover the art “within each of us, we must be prepared to let the music unpeel the layers
below which it lies hidden and allow our artistic self to introduce itself to us.”

“It can happen if the music is listened to, not just heard or watched. And it can happen
if we don’t let our knowledge of music come in the way of our enjoying it in the present
moment,” he said.

Speaking at the inauguration of the 98" annual Conference and Concerts of The Music
Academy here, he said that the 2024 Sangita Kalanidhi-designate, Carnatic vocalist T.M.
Krishna, had made his choices clear -- musically and politically. He was prepared to face
the consequences of such choices. He had a precedent in “MS Amma, who also made clear
and courageous choices,” Justice Muralidhar said.

“Her opting to sing Tamil Isai earned her a five-year ban from this Academy. Thankfully,
it made amends and honoured her with the Sangita Kalanidhi in 1968,” he recalled.

Sabha culture

“With so much happening in the virtual universe,” T.M. Krishna said, “We have forgotten
Carnatic music’s sabha culture.”

“] was told by many prominent musicians that between June and September this year,
there were hardly any sabha concerts. The sabha network is a unique feeder system that
provides consistent opportunities to musicians who are at various stages in their musical
career. The smaller sabhas help them gain experience, receive constructive feedback from
rasikas and rise in the profession. This network has weakened and this should worry all
of us,” he said.
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N. Murali, President of the Music Academy, said that Justice Muralidhar was widely
respected for his integrity, forthrightness, erudition, incisiveness, discipline and above all,
a self-effacing nature.

He was a keen and ardent rasika and a connoisseur of Carnatic music and had made time
to attend concerts during the season.

On Mr. Krishna, he said that the singer gave his first concert at the age of 12 in 1988
during the Academy’s Spirit of Youth series.

His musical career had been truly a voyage of exploration and within the confines of the
Carnatic tone, he added.

Carnatic vocalists and Sangita Kalanidhi-s Bombay Jayashri and S. Sowmya graced the
occasion.

Extracted from The Hindu and edited for this Journal

The text of the presidential address delivered by Vidwan T.M. Krishna at the inauguration of
the 98th Annual Conference and Concerts is available in the Music Academy Souvenir 2024.

The full recording of the inaugural function can be seen on the Music
Academy’s YouTube channel — https://www.youtube.com/results?search_
query=inauguration+Season+15+December+2024+music+academy




Report on the 98th Annual Conference of the
Music Academy, Madras

December 16, 2024

The first day’s session began with devotional group singing by Gayatri Varenya, Mabhati,
Meenakshi, Nanda, Nandhika and Ragasudha (students of the I year of the Advanced School
of Carnatic Music with Pantula Saketh (violin), and Rohith (mridangam). Convenor of the
academic sessions Sriram V, Secretary of The Music Academy, welcomed and introduced
the session and the presenters. Safigita Kalanidhi designate TM Krishna presided over the
two sessions.

The Raga Adhara - Tambiira

Speaker: Vidvan RK Shriramkumar with Vidvan P Dakshinamurti - tambura maker

St RK Shriramkumar, the speaker for the first LecDem of the conference, began his
presentation with a brief history of the tambiira with reference to Carnatic music. He said
that the tambura seems to have gained prominence from the time the sadja became fixed as
the adhara $ruti. He went on to explain that the instrument is probably inspired by various
cultures such as Turkish and Persian, which influenced our musical tradition. In Mughal
art too it makes a frequent appearance.

Speaking of references in literature, the speaker said that in Kannada it is referred to as
‘tambiri’ and that the pada-s of Sripadaraya Swami mention the instrument, as do the works
of the various dasa-s. In Tyagaraja krti-s such as kaddanu variki and koluva maragada there
are beautiful descriptions of the tambira.

Following a brief discussion of the structure and parts of the instrument, specimens of Miraj,
Tanjore, Calcutta, Trivandrum and Mysore tambiira-s were brought out and the differences
in terms of tone and structure pointed out. The role of the jiva was discussed and the
change in the sound quality while adjusting it was demonstrated. The speaker observed
that a well-tuned tambira is one which is said to have an overtone of antara gandhara.
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Some interesting anecdotes of legendary musicians were shared. Two musicians who were
known for their regard for the instrument were Bharat Ratna Sangita Kalanidhi Smt MS
Subbulakshmi and Sangita Kalanidhi Sr KV Narayanaswamy. The former’s two Trivandrum
tambira-s gifted by Semmangudi Srinivasa Iyer were called ‘laksmi’ and ‘sarasvatt’. It is
said that Smt MS Subbulakshmi always tuned ‘sarasvati’ first, before ‘laksmt .

The speaker then introduced Sr1 Udayakumar, tambiira-maker, who in turn spoke briefly
about the making, care and maintenance of the instrument.

Sr1 RK Shriramkumar concluded his presentation by offering thanks to the tambiira-makers
on behalf of the music community.

Members of the Experts” Committee Dr Rama Kausalya and Sangita Kala Acarya Dr Ritha
Rajan offered their comments. The latter pointed out a ‘Mathur’ type of tambura from
Karnataka that was favoured by Sangita Kalanidhi Smt T Brinda. Sangita Kala Acarya Smt
Suguna Varadachari emphasised the need for teachers to teach students to tune and play
the instrument from an early stage.

Sangita Kalanidhi designate S1T TM Krishna in his summing up speculated whether the
concept of raga could have emerged at all had the adhara $ruti never been fixed. He also
observed that certain tambtira-s with a flatter base, such as the Miraj, are designed to be
placed on the ground and played. Ideally the tambira ought to be tuned after the artists
take the stage, involving the audience too in the tuning process. He pointed out that certain
frequencies are lost in the electronic tambira and therefore it can never fully take on the
role of the actual one. He concluded by expressing a desire for a day-long seminar on the
subject of the tambiira.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — LecDem 01 — The Raga adhara | Tambura by Vidvan RK Shriramkumar
with Vidvan P Dakshinamurti
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Raga Unlimited: Nagasvaram Bani

Presented by Chinnamannur Dr A Vijay Karthikeyan, Idumbavanam V
Prakash: Ilayaraja

Each musical instrument, the human voice included, has its individuality. When one utters
‘Nagasvaram’, the immediate evocation in the mind is of unbounded raga elaborations
through Alapana.

This is because of the setting in which the instrument finds its primary place. Since Nadam
is just as important as Vedam in temples, the Nagasvaram playing began to be shaped by
the requirements around it -- processions that lasted for hours meant that the Nagasvaram
music accompanying it also lasted several hours, and traditionally delineating only one raga
through the entire course of the procession.

What characterises the Nagasvaram bani is its depth, composure, capaciousness in space
allotted to each note (karvai), its fullness and its density, enhanced by the accompanying
Tavil playing which punctuates different sections of the Nagasvaram Alapana.

To elucidate the point, the speakers played clips of Tiruvavadudurai Rajarathnam Pillai
for the insubordinate spirit expressed in his Nagasvaram playing, Vedaranyam Vedamurthy
for the quality of his sound which he accomplished through fundamental modifications
on his instrument, Kottur Rajarathnam Pillai and Vandikkara Teru Brothers for their dual
exploration of each raga, and Tiruppamburam Brothers for their unbroken chain of musical
elaboration.

The presentation reached its crescendo with the two speakers playing Ragamalika in the
performance tradition practised during the processions of Tiruvahindrapuram Devanatha
Swami (who is celebrated as Ezisai Nathar - The Lord of seven notes) in the following
raga-s — Nattakkurifiji, Gaula, Rafijani, Anandabhairavi, Saﬁkarabharanam, Sanmukhapriya,
Kedaragaula, Ahiri, NTlambari, Bauli, Malayamarutam, Bilahari, Dhanyasi, Saveri, Kedaram,
Surati, Kapi, Asaveéri, Arabhi, Darbar, Bahudari, Bageéri, Behag, Huseni, Begada, Kanada,
Varali, Vasanta, Athana, Kalyani, Bhairavi, Hamirkalyani, Sindhubhairavi, Nalinakanti,
Karparafijani, KadanakutGhalam, Dharmavati, Yadukulakambhoji, Mand, Mandari,
Madhyamavati.

(The day’s lecdems were concluded with 2 minutes of silence to mark the departure of
Ustad Zakir Hussain.)
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The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — LecDem 02 — Academic Session 2024 | Raga unlimited: Nadasvaram bani
at The Music Academy Madras
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December 17, 2024
Encapsulating a Raga: Varnamettu

Presented by Sangita Kala Acharya Dr Ritha Rajan

The second day’s session began with group devotional singing by students of the Advanced
School of Carnatic Music — Bharatraj, Kamakshi, Shruthika, Snigdha (II year) and
Pavanetra and Uthara (Il year), with Pantula Saketh (violin) and Rohith (mridangam).

The first lecture of the day on the above topic was presented by VidusT Dr Ritha Rajan.
Convenor Sriram V introduced the proceedings. TM Krishna, Safigita Kalanidhi designate,
presided over the session.

Since the presenter has written a complete article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — LecDem 03 - Academic Session 2024 | Encapsulating a Raga: Varnamettu
at The Music Academy Madras
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Raga descriptions in the Brhaddesi of Matanga

Presented by Dr V Premalatha

The second lecture of the day was presented by Vidusi Dr V Premalatha, on the above
mentioned topic. Convenor Sriram V introduced the proceedings, TM Krishna, Safigita
Kalanidhi designate, presided over the session.

Since the presenter has written a complete article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem04 Academic Session 2024 | Raga descriptions in the Brhaddesi
of Matanga Music Academy Madras
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December 18, 2024

The third day’s proceedings began with convenor Sriram V’s opening remarks which
was followed by Ragasudha (I year student) of the Advanced School of Carnatic Music,
rendering a §loka on Budha — one of the Navagraha, in raga-s Devagandhari and Saurastra
with the similar phrases sndNdp to suit the theme of the lecdem.

Similar Phraseologies in Non-Allied Raga-s

Presented by Dr R Hemalatha

Before going into the subject of non-allied raga-s, the speaker Dr Hemalatha briefly
examined allied raga-s.

In general, allied raga-s are
* raga-s that share the same set of svara-s or prayoga-s

* raga-s that may be janya-s of one particular méla (For e.g. $rirafijani, abhogi,
jayamanoharT are all janya-s of kharaharapriya).
* raga-s that may be janya-s of the same mela and also share the same praydga-s (‘sa

ga ri ga ma’ in ritigaula and anandabhairavi)

Therefore non-allied raga-s are

* simply put, those which do not come under the above categories
* those sharing similar praydga-s despite having different parent méla-s (the rendering
of such praydga-s is also quite similar)
Similar Phraseologies in Non-Allied Raga-s

Dr Hemalatha broadly classified similar phraseologies or praydga-s in non-allied raga-s
into four categories -

1. praydga-s present in both aroha and avarcha

2. prayoga-s not present in ardha-avaroha but seen in the raga e.g. prayoga-s observed
only in the compositions

3. Not seen in aroha-avaroha or compositions but only in manodharma aspects
4. Some praydga-s that have come to a raga from another raga

The speaker first discussed the question of allyship among méla raga-s. The 72 méglakarta-s
share the ‘sa ri ga ma pa dha ni sa - sa ni dha pa ma ga ri sa’ krama; only the svara variety
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changes for each raga. She observed that these raga-s cannot be considered non-allied raga-s
with similar phrases as the svara-s are indicative of the scale and not the raga-svariipa.

She considered todi and kalyant to be exceptions and went on to explain that a comparison
of the two yields similarities in the treatment. To illustrate her point the speaker sang the
svara portion of the pallavi of the todi varnam eranapai and the kalyani adi tala varnam
vanajaksi, in both todi and kalyani. She observed that, although it may not hold good for
the entire composition, the exercise does bring out similarities in some places. She also
demonstrated other commonalities in terms of sadja paficama varjam, nyasa svara, and
vadi-samvadi handling, and felt that such a comparison cannot be made for the other raga-s
of the todi or kalyani cakra-s.

The four categories of phraseologies were next taken up for discussion.

1. Non-allied raga-s that share the same set of svara-s or prayoga-s

Under this head the praydga-s in three sets of raga-s were discussed.

a). sama and deévagandhari
* ‘pa ma dha ni sa’ is common to both.
* ‘sa ni dha ni dha pa’ in avaroha is also common.
* both are uttaranga pradhanam.

Here demonstrations of both dévagandhari and sama versions of the same Narayana Tirtha
tarangam ‘Saranam bhava’ were given. (The speaker also shared an AIR recording of the
same by Smt Srirangam Gopalaratnam in arabhi which interestingly featured a plain antara
gandhara prayoga in the ‘krpald’ portion of the sahitya.)

b) gaula and purnacandrika

e They share the avaroha phrase ‘sa ni pa ma ri ga ma ri’
* The rsabha ending the vakra prayoga is mostly dirgha.

* In the case of gaula the vakra phrase is also sometimes skipped (pa ma ri sa) as
seen in Tyagaraja’s ‘duduku gala’, but that is not so for saranga or ptirnacandrika.
This difference was duly demonstrated.

c) begada and parvikalyani
* Both have the phrase ‘ga ma pa dha pa sa’ in ardha.

* The speaker demonstrated the phrase for both and highlighted the differences in
handling based on the madhyamam. In bégada the force of the phrase usually
begins from the gandhara itself whereas in purvikalyani there is a hint of the

10
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pratimadhyamam (ma pa dha pa sa) or an inclusion of $uddha rsabha (ma pa
dha pa ri sa) or the usage of ‘ma dha sa’.

2. Non-allied raga-s with similar prayoga-s that are not present in the aroha-
avaroha but in the compositions

Here the phraseologies common to the following two sets of raga-s were demonstrated.
a) athana and dhanyasi

* ‘papama ga ma pa’ is seen in krti-s such as balakrsnan and balakanakamaya.

b) anandabhairavi and kédaragaula

* Both feature ‘sa ri ga ri ni sa ri sa ni dha pa’ in alapana as well as compositions
-- the speaker showed how the same is handled for each.

3. Non-allied ragas with similar prayoga-s that are seen in the manddharma
aspects

The phraseologies of the following raga-s were discussed.

a) bhairavi and bégada

* The speaker demonstrated the handling of ‘ni, ni sa ri, ri sa ni’ and pointed out
the similar treatment of nyasa around the upper sa region.

* ‘pasani, paririsani,saririsani’ phrases are also common to both.
b) saveri and purvikalyant
o uttaranga of aroha is ‘dha sa’ for both.

* phrases like ‘dha sa ri ga, ri’ ‘dha sa ri sa ri ga, ri’ are seen. ‘ma dha sa’ area
was also demonstrated for both to highlight similarity.

Similar phrases in the rendering of kalpana svara-s

This subtopic was covered under the same category, and the raga-s suruti and arabhi were
taken up for comparison.

* In singing svara the ‘ma ga ri’ areas of both raga-s are similar.

* gandhara is rendered close to madhyama in both -- when singing rsabha nyasa
saficara svara-s in suruti ‘ma, ga ri’ (with dirgha ma) is observed.

4. Prayoga-s that have somehow come to a raga from other raga-s

Four sets of raga-s were discussed here.

11
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a) nattakkurifijT and ritigaula

o The speaker demonstrated the ‘ni dha pa dha ni dha ma’ phrases in both and
observed that historically there was Suddha dhaivata in ritigaula. The 19th century
work ‘Pallavi Svara Kalpavalli’ gives its laksana with both dhaivata-s but today it
has become a janya of kharaharapriya. These days even dhaivata graha saficara-s
are being sung at times. This could have probably come from nattakkurifijt.

b) athana and kanada

* ‘sa ni dha ni dha’ in mandhra sthayi was demonstrated in both. The speaker
noted here that according to Rangaramanuja Iyengar’s ‘Krtimanimala’ Tyagaraja
had composed without kakali nisada in kanada.

c) bhairavi and kharaharapriya

o The speaker demonstrated how saficara around the upper sa (sa sa ni dha ni
sa ri ga ri) is often rendered in a similar manner by musicians; in bhairavi
compositions such as viriboni varnam, there is always dirgha nisada or jhanta
nisada before the catusruti dhaivata. She noted that it is more appropriate to sing
without dhaivata in the ‘sa’ area for bhairavi.

d) beégada and hamirkalyant
* ‘ma-ga pa-ma dha-pa’ being sung in begada is probably derived from hamirkalyant.
* the speaker also discussed the usage of kaisiki nisada in hamirkalyant these days
which is not observed in any of the compositions of the trinity. This is either

taken from behag or from the hindustani raga kédar but wrongly attributed to
hamir which does not feature that note.

Concluding her presentation Dr Hemalatha observed that apart from the presence of similar
phraseologies in non-allied raga-s it is seen that different phrases have come into a raga
through the mandodharma aspects and have become integral to their identity over time.

Speaking for the Experts’ Committee, Sangita Kala Acarya Smt Suguna Varadachari
observed that when singing athana svara ‘ma pa ri ma pa’ is not sung but only ‘ga ma
pa’. A small debate followed over whether rsabha nyasa for gandhara area was possible
for parvikalyani, which Sangita Kalanidhi designate St TM Krishna demonstrated. Smt
Varadachari also pointed out that although there are similar phrases in many raga-s, the
emphasis on the svara-s of a phrase changes according to the raga in which it features. She
demonstrated the phrase ‘ri ga ma pa dha ni’ in bégada and sahana to illustrate the point.

Sangita Kala Acarya Dr Ritha Rajan pointed out that in saranga there is ‘pa ma ri sa’
in Muttusvami Diksita’s composition. Here Srt TM Krishna observed that raga-s with ‘ri

12
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ga ma ri’ phrase are most times allowed a ‘pa ma ri sa’ without dirgha to break the
conditionality. Dr Rajan referred to Harold Powers’ comparison of adhana and athana in
which the author remarks that the differences are observed in terms of stylistic approach,
despite the shared phrases.

Dr Abhiramasundari from the audience remarked on the importance of pathantara in
preserving the raga svarGipa. Her guru Sangita Kalanidhi Smt R Vedavalli was very particular
on the matter of avoiding kakali nisada in kanada, she said.

SiT TM Krishna, in summing up, mused on the basis for allyship among raga-s, saying
that todi and kalyani cannot be treated as allies simply on the basis of ardha-avaroha.
kalyanT and saveéri feature paficama varja praydga-s only in avardha in compositions, but
in present times such a treatment is observed in aroha too equally, he said. He pointed out
the difference in rendering the ‘ni dha ma’ for nattakurifiji and ritigaula, saying that there is
no need to include the ‘pa’ each time in either. He concluded with a demonstration of the
nisada in suruti and ritigaula, remarking that allyship, as in the case of these two raga-s,
can even occur in a single note.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 05 Academic Session 2024 | Similar Phraseologies in Non-
Allied Raga-s | Music Academy Madras

13
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Presented by Dr A Ramanathan

The second lecture-demonstration of the day was presented by Prof A Ramanathan, an
expert on folk songs (nattuppura padalgal) with 50 years of research experience and over
50 publications to his credit. He was assisted by Dr S Ramesh, Associate Professor at the
Department of Tamil, AVC College, Mayiladuthurai.

Dr Ramanathan began by discussing the greatness of nattuppura padalgal and recalled
Mahakavi Subrahmanya Bharatiyar, who was greatly inspired by the folk songs of Tamil
Nadu. His songs such as sudandira pallu, accamillai accamillai, nallakalam porakkudu, etc,
are just some of the many which reflect this influence.

The speaker then related his experiences in collecting folk songs during field work in
the rural parts of Tamil Nadu, particularly the difficulties he faced in the case of opparip
padalgal. It was not always possible or appropriate to record oppari-s at a funeral; instead
he would approach the women who would gather in groups and perform the oppari. Once
one of them started singing, the others would start crying and joining in.

He then described the act of oppari in the house of death, where the women would sit
around the body, crying and singing, while the men would sit outside, with paid mourners
to perform for them. This is referred to as kalikku maradittal.

Moving on to the themes dealt with in oppari, the speaker said that such songs usually
mourn the loss of a loved one and its impact on the singer’s life. For example, a married
daughter’s oppari for her mother would describe all that she would now miss because her
mother is no more -- the latter’s hospitality towards her husband and children, the gifts
she would shower on them, the manner in which she would celebrate them all, etc. Dr.
Ramesh demonstrated a few oppari-s, one sung by the speaker’s grandmother, and another
a oppari version of the folk song ‘kidayilé kal porukki’; the speaker had recorded it from
an agricultural worker who had lost her only son, and the experience left him deeply
affected, he said.

Talking about the structure, he said oppari generally has multiple stanzas -- the tune of the
first one forms the model for the rest. He observed that such a structure can also be seen
in other songs such as kummi and nadavu. The same songs are often sung under different
circumstances with suitable changes in their tune and metre.

14
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In conclusion, the speaker remarked on the power of oppari to connect instantly with the
listener, compelling them to empathise with the physical expression of grief. Justifying the
choice of title ‘izappin valiyum valiyin izappum’, the speaker observed that the oppari is
about the pain of loss and the mitigation of it through its performance.

Experts’ committee member Sangita Kala Acarya Dr Ritha Rajan and Sr1 KSR Aniruddha
offered their compliments to the speaker, following which questions from Dr Mahalingam
and some members of the audience were answered.

Sangita Kalanidhi designate Srt TM Krishna, in summing up, expressed appreciation for
the presentation and ended by stressing on the universality of human emotions and the
need to reimagine a collective approach to Art, not as folk or classical, but as a universal
phenomenon.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — https://youtu.be/Brqfhn3Ha08?si=IUz7BCS9ltppEkMX
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December 19, 2024

The day’s proceedings began with the singing of the Tyagaraja kirtana Ragasudharasa
in Andolika raga, by Gayatri Varenya and Meenakshi (I year students) of the Advanced
School of Carnatic Music. Sriram V did the introductions, and the session was presided
over by TM Krishna.

Kuttu Raga-s: Evoking the character

Presented by Vidvan P. Rajagopal and Dr Hanne M. de Bruin

The session commenced with Rajagopal’s rendition of invocation, along with his team of
musicians, introducing to the audience the fundamental sound of Kattu. This artform is often
described as loud, but since it is an open-air theatre form which does not use amplification,
it relies solely on the open-throated renditions of the Kuttu artists and their ensemble.

Rajagopal’s team appeared devoid of the traditional regalia (Kattai) of the Kuttu performance
in order to capture the attention solely on the music of Kattu.

Though Kuttu music and Carnatic music share in their similarity fundamental principles
like Sruti, layam, talam and even a few common raga-s, the way the artists use their voice
to produce the music true to these forms is infinitely different. In Kattu, the robust, high-
pitched, unamplified voice of the singer, enhanced further by the stillness of the night,
accompanied by the mukhavina, provides Kattu with its unmistakable sound. The music
is inseparable from the text, the raga from the rasa.

Rajagopal rendered a piece in raga Mohanam from the Hiraniya Natakam, revealing Vira
rasa through the raga. Mohanam is among the chiefly employed raga-s here, alongside
Nattai, Mukhari, Dhanyasi, Kambhoji, Kalyani, Harikambhoji, Keédaragaula and Bhairavi.
Other than the raga-s, the compositions are usually set to varnamettu-s.

The team then performed an excerpt from Mahabharata depicting an exchange between
Krishna and Subhadra, followed by a different scene portraying Karna’s entrance.

Hanne and Rajagopal were joined by Vijayan on the harmonium, Sasikumar on mukhavina,
Selvarasan on mrdangam and dholak, and Kumar, Devan, Doraisamy, Bharati and Tamilarasi
as the supporting actors (pinnani).

In the discussion following the lec-dem, Sasikumar also spoke about mukhavina and the
team’s effort in sustaining this steadily disappearing instrument.
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The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 07 Academic Session 2024 | Kuttu Raga-s: Evoking the
character | The Music Academy Madras
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Between Page and Stage: Raga and Raga Music in Classical Literary
Sources

Presented by Prof. Naresh Keerthi

Professor Naresh Keerthi, in his lecture, examined passages from various literary sources
such as kavya and nataka dealing with musicological references, with the intent of
understanding the accounts of performing arts in literature. He dedicated his talk to Dr V
Raghavan and Sangita Kalanidhi Sr1 Rallapalli Anantakrishna Sarma.

He first took up the Sanskrit work ‘VijayaSrinatika’ of Mandana, written in 12th century.
Explaining that the natika is a genre of play with the closest contemporary equivalent being
the romantic comedy, he said that this particular work is found inscribed in stone in the
Kamal Maula Masjid in Dhar, Madhya Pradesh.

He explained a passage from the work describing a scene from Vasanta rtu or spring season.
The passage is a dialogue between the King and his jester, where the former is describing
raga hindola/hindola in some detail to the latter. He also says there is no rsabha or dhaivata
in the raga and that it has kampa in sadja and paficama and calls it a grama raga.

Next the speaker chose four passages from a Jain kavya from Karnataka called the
‘Sanatkumaracarite’ of Terakanambi Bommarasa, ca. 1485. The Kannada work deals with
the story of Sanatkumara and Mahendrasimha, and the speaker, explaining the context,
said that it is of Mahendrasimha witnessing an entertainment by apsara-s. The verse set in
satpadi metre gives a detailed description of the dance and drumming of the apsara-s -- it
says one is keeping tempo with her hands and feet; another skilfully plays the mrdanga.
Different tala-s are such as saladi, caccari, caficuputa, jayamangala, jayasii, simhananda,
are mentioned. The verse also mentions that the apsara-s danced the 108 tala-s.

The subsequent passages mention an apsara singing in lower and higher octaves, and
here names of raga-s are mentioned - dhanyasi, malahari, lalite and kambodi. The speaker
remarked on the amount of musical detail to be gained from these particular passages alone.

He next took up the Telugu work ‘Cokkanathacaritramu’ of Paccakappurapu Tiruvéngalaraju
(Madurai, ca. 1540). Explaining that the author was in the Court of Gollapeddarama, the
speaker said that the work is a retelling of ‘Tiruvilayadal Puranam’. The passages he chose
are part of the story of Hemanatha who goes to the Pandya kingdom and proclaims himself
a peerless champion in the science of music. Prof Keerthi pointed out the details given
about Hemanatha’s singing, which included renditions of tana, alapa, suladi-s, gita-s, and
prabandha-s.
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The speaker next spoke of a passage from the Kannada work ‘Mohanatarangini’ of
Kanakadasa (Karnataka, ca. 1550). It is about the demon king Banasura, and the women
musicians of his court rendering Banasurasuprabhata, begging the King to arise. The
description goes: ‘sweet-smelling women came to sing daybreak songs; they tuned their
dandi-s and sang $uddha, salaga and sankirna notes and sang alapa-s, thaya-s, gita-s on
the 108 tala-s.” raga-s such as narani, désaksi, gurjari, dévagandhari, gundakriya, arabhi,
samanta, malahari are mentioned here.

The ‘Nalacaritamu’ of Raghunathanayaka (Tanjore, ca. 1600), a Telugu work, was taken
up next. The speaker chose a passage giving details of a vina performance by Princess
Damayanti -- it describes how she strums it with flair, practises the miirchana-s repeatedly,
checked the notes and their counterpoints, ran over the scales and then played a flood of
tunes. There is a description of the sound of her playing and her nata raga and saficari
tana performance, as well as her playing gaula raga. Further she is said to have played
songs in bhairavi, §r1, Sankarabharanam and jayantaséna. The aroha-avaroha rendition of
the last is also described.

The last excerpt the speaker took up for discussion was from a Sanskrit natika again, the
‘Raghunathavilasanatakam’ of Yajilanarayana Diksita (Tanjore, ca. 1600). The situation is
of King Raghunatha and his jester coming to a temple where they hear the playing of
music in the temple grove. The passage the speaker discussed mentions gamaka, kaku, tala,
nada, murchana, svara, etc. It also shows the king pondering whether what he is hearing is
audava or sadava, and his subsequent inference that it is actually a sampiirna as all seven
notes feature, and his conviction that the raga is actually nata.

Prof. Naresh Keerthi then concluded his presentation, observing that such detailed musical
descriptions can be found in the works of early modern period probably because of the co-
presence of vagg€yakara-s and poets. Speaking of the time period he took up for discussion,
he said it saw a revitalisation of forms such as prabandha, gita, ayitta, etc. He called for
the setting up of a historic atlas of the various stages of music, dance and theatre from
non-musical and non-dramaturgical texts of this time period, with special emphasis on déSya
vocabulary of music and dance, of which, he felt, not much is known.

Experts’ Committee member Sangita Kala Acarya Dr Ritha Rajan paid her compliments to
the speaker and expressed concern over the amount of technical information given which
might undermine the kavya effect. The speaker explained that the kavya is meant to be like
an encyclopaedia as it is considered a scholarly genre; the author’s sharing such details can
be taken as a compliment to his learned audience, he said. ST V Sriram here mentioned
the Prabandha Kavya-s of Krishnadeva which feature a lot of varpana-s.
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Sangita Kala Acarya Dr RS Jayalakshmi speaking next mentioned a similar approach to
composition in ‘Silappadikaram’.

Vid $if RK Shriramkumar, Vid Smt Sangeetha Sivakumar, and members of the audience
also participated in the interactive session that followed.

Sangita Kalanidhi designate StT TM Krishna, in summing up thanked the speaker for his
insightful presentation, and noted that kavya-s play a major role in understanding music
practice by augmenting the information provided in musical treatises. He remarked on
the usage of older terminologies in musicological works that is observed in kavya-s too,
and Prof. Naresh Keerthi gave a brief exposition on the evolution of the usage of such
terminologies through various stages in kavya history. Srt TM Krishna then observed that
the Post-Ratnakara period saw treatises emerge focusing only on the music part of Sangita
and no longer dealing with a form that is a composite of music, dance and theatre. He
wound up with a mention of a verse from ‘Vasucaritramu’ that is also quoted by Subbarama
Diksita, where it is said that the raga vasanta should feature the paficama. It is interesting to
find Subbarama Diksita referencing kavya in his work which is a musical treatise, he said.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 08 Academic Session 2024 | Between Page and Stage: Raga and
Raga Music in Classical Literary
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December 20, 2024
Hindustani raga-s in the Karnatik repertory

Panel Discussion : Vidvan MA Sundareswaran, Dr Pantula Rama and Dr
Subhashini Parthasarathy

The day’s session started with the singing of Mysore Vasudevachar’s Pahi Krsna Vasudéva,
in Behag raga, by Ragasudha (I year student) of the Advanced School of Carnatic Music.
The proceedings commenced with Sriram V’s introduction. The session was presided by
TM Krishna.

Opening the discussion, Pantula Rama traced the historical evolution of Indian music from
the period of Sarngadéva, noting that the term Karnataka Sangita was first coined by the
15th-century musicologist Kallinatha.

M.A. Sundareswaran followed, drawing parallels between Karnatik raga-s, Tevara pan-s,
and the Hindustani raga-s, and observed that significant similarities exist among these
three systems of music.

Subhashini Parthasarathy then elaborated on dést raga-s — those believed to have
originated from the northern tradition. Over time, she explained, many of these raga-s
were adapted into the Karnatik idiom and transformed into naya or rakti raga-s through
the incorporation of characteristic gamaka-s. She highlighted key distinctions between the
two systems, including the Karnatik use of kampita gamaka, a broader compositional base,
and the tendency to employ both preceding and succeeding svara-s in relation to an anchor
note — unlike in Hindustani music, where only the higher note is emphasized.

Subhashini also presented a survey of dest raga-s mentioned in various treatises beginning
from ‘Raga Laksanamu’ of Sahaji. She discussed raga-s that share the same name but
differ in svariipa, as well as those with identical svaripa but different names across the
two systems. A noteworthy reference was made to Giriraja Kavi, a poet from the period
of Sahaji and Sarabhdji, who composed in the raga-s Dvijavanti and Brndavani.

The panel further examined how influences from Hindustani music may have shaped
certain Karnatik raga-s — such as the introduction of kakali nisada in Khamas and prati
madhyamam in Pharaju. The discussion concluded with practical demonstrations on the
adaptation and rendition of Hindustani raga-s within the contemporary Karnatik concert
circuit.
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The session ended with a lively interaction involving members of the Experts Committee
of The Music Academy. Sangita Kalanidhi-designate Vidvan T.M. Krishna appreciated the
speakers and concluded the proceedings.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Panel Discussion: Academic Session 2024 | Hindustani raga-s in the
karnatik repertory
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December 21, 2024

An examination of alapa and thaya

Presented by Dr Arati Rao

The day’s proceedings began with a composition of Irayimman Thampi in Asaveéri raga,
from the Mohiniattam repertoire, presented by Shruthika and Snigdha (II year students) of
the Advanced School of Carnatic Music.

The first lecture of the day was presented by Vidust Dr Arati Rao, on the above mentioned
topic. Convenor Sriram V introduced the proceedings, TM Krishna presided over the session.

Since the presenter has written a detailed article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 09 Academic Session 2024 | An examination of alapa and thaya
| Dr Arati Rao
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Evocative Expressions of Mohiniattam using Karnatik Music

Presented by Dr Neena Prasad, Nritya Kalanidhi designate

Though Karnatik music thrives in all its glory in a concert performance, there are myriad
human emotions, in all its shades and complexities, that are evoked through the music in
a dance performance.

Mohiniattam as an art form primarily employs the vilamba kala gait of music and movement,
without being distracted by explicit complexities, giving it the luxury of leisure to bring
out the raga bhava. This requires the musicians of the orchestra to be equal participants
in the performance.

Compositions presented by Neena Prasad:

1. Colkattu - ata tala - ritigaula - Madhavan Nambudri. In this piece, music’s interaction
with pure dance was demonstrated.

2. Sakhé krsna sakhé - latangi - adi - set to tune by Madhavan Nambudri. This
composition depicted the narrative dance element of the style, and music’s role is
crucial to this segment.

3. Alimare kanga - Sankarabharanam, darbar, latangi - adi - Madhavan Nambudri.
Narrative dance again, with different raga-s used to contrast between various
emotions of the composition and the subject.

4. Amba kamaksT - bhairavi - mifra capu - Syama Sastri. In Mohiniattam, compositions
of Swati Tirunal and Iraiyamman Thampi are quite popular, but this piece was
presented to show how a composition foreign to Mohiniattam is negotiated into the
genre, while retaining the aesthetic identities of both bodies.

5. Kanga kangi - ganamdirti - misra capu - Madhavan Nambudri. This piece is based on
Amrapali, where the music is tuned to directly reflect the feelings of the protagonist.

Neena Prasad argued that Mohiniattam, from the beginning to end, is a purely musical
experience. She acknowledged the contributions of her long-time collaborator and musician,
Madhavan Nambudri, who provided the musical accompaniment for the day, stating that
if not for the equal investment of musician and the dancer, the creative process would
remain incomplete. She was also joined on stage by KP Ramesh Babu (mrdangam) and
Vidya Pradeep (cymbals).
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The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 10 Academic Session 2024 | Evocative Expressions of

Mohiniyattam using Karnatik Music
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December 22, 2024

Mysterious Medieval transformations — Raga-s Aharl and Abhéer

Presented by Dr K Srilatha

The proceedings of the seventh day of the academic sessions began with the rendering of
Muttusvdmi Diksitar’s krti Vinabhéri in Abhéri raga with the Suddha dhaivata, sung by
Mabhati (I year student) of the Advanced School of Carnatic Music.

Since the presenter has written a detailed article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — Lec Dem 11 Academic Session 2024 | Mysterious Medieval

transformations — Ragas AharT and Abhert
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Accompanying a Raga — A percussive perspective

Presented by Vidvan K Arun Prakash accompanied by Vidust Brindha
Manickavasakam (vocal), Vidvan N Madan Mohan (violin)

Vid Arun Prakash gave a demonstration-oriented presentation punctuated by his insights
at suitable intervals. He began by emphasising the need for a mrdangist to understand the
nuances of a composition and the intent of the composer in order to accompany aesthetically;
this in turn helps the vocalist to a great extent. The speaker said that although the tala
forms the base for the percussionist, he needs to be guided just as much, if not more, by
the melody, be it for compositions or manddharma aspects of niraval or svara.

Supported by Vid Brindha Manickavasakam and Vid Madan Mohan, the speaker
demonstrated playing styles for different compositions. The first song presented was ninnada
néla in kannada raga. Here the speaker demonstrated an approach to suit the madhyama
kala tempo of the composition. He also observed that it is important for the audience to
hear the sahitya clearly and notice the way it merges with the raga itself.

Next §rT matrbhaitam, Muttusvami Diksita’s krti in the same raga in mi§racapu was presented.
The speaker called attention to the spread of the raga in this song as opposed to the
earlier one. In mélkala sangati-s where faster playing is required he said it is important to
ensure that the volume does not overpower the melody and when there are drops in the
melody to the lower octave refraining from playing allows the melody to be heard. He
also noted that matching the beat to the syllables of the sahitya enhances the structure of
the madhyamakala.

cétassrT was presented next. Here Sri Arun Prakash deliberately refrained from joining
immediately, explaining that it allowed time for the melody and sahitya to register. It is
important not to over-embellish sangati-s, which can end up stifling them, he said. He also
remarked on the role of silences between the lines in the compositions of Diksitar.

Next taye tripurasundari was presented and here he commented on the nature of raga-s like
$uddha savéri which naturally demand a certain tempo, rhythm-oriented style of playing
(“vittu vasikkardu’).

The final composition demonstrated was the svarajati ‘kamaksT” in bhairavi by Syama Sastri.
Here the speaker highlighted the various nuances in laya and melody and their interplay
within the composition. The grandeur of the raga unfurls slowly through the eight carana-s,
said the speaker, and it requires the percussionist to compose himself mentally in a similar
manner. His role here becomes vital in directing attention to the structure and melody. The
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artists took their time to present the entire composition, and the slow buildup of momentum
to the crescendo of the last carana was much appreciated by everyone present.

Experts’ Committee member Sangita Kala Acarya Dr Ritha Rajan complimented Vid Arun
Prakash on his gift for anticipation which she said is reflected in his ability to accompany
for all pathantara-s. She also remarked on the differences in the madhyama kala approach
of Tyagaraja and Diksita. With reference to the svarajati, she said that Syama Sastri in his
notations has noted the miSracapu always as 4 and 3, and not the other way round; the
change to 3 and 4 must have been brought about in later years. In the svarajati too the 7
has been perceived in a variety of ways (2+5, 2+3+42, etc.).

Here Sri Arun Prakash remarked on the need to understand the laya in Syﬁmﬁ Sastri’s works
through the lens of his time period. The rhythm in his works is unconventional and novel,
and probably one of the biggest contributions of the time period, he said.

Dr Rama Kausalya, Sangita Kala Acarya Dr RS Jayalakshmi, and Executive Committee
member Dr Sumathi (Meenakshi) Krishnan also offered their comments.

The Q&A session followed next and Vid Praveen Sparsh, Vid Bharat Sundar, Vid BS
Purushothaman and Vid Ramanathan took part.

Summing up for the presentation Sangita Kalanidhi designate Vid TM Krishna remarked
whether structural emphasis is more difficult to bring out in cauka kala compositions than
in madhyama kala ones, to which SiT Arun Prakash agreed. The latter further stressed on
the cultivation of ‘rasikatvam’ and what he termed ‘Carnatic percussive creativity’ — an
approach to percussion similar to that of the vocalist to manddharma.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 12 Academic Session 2024 | Accompanying a raga — A
percussive perspective
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December 23, 2024

Laksana and Laksya: A contested relationship

Panel Discussion : Vidvan Bharath Sundar, Vidvan G Ravikiran and Vidusi
Sriranjani Santhanagopalan

The day’s proceedings began with the kirtana composed by Dandapani Desigar, Padi
magizndiduvom, in raga Jivantika, sung by Kamakshi (II year student) of the Advanced
School of Carnatic Music.

Opening the discussion, Sriranjani Santhanagopalan defined laksana as the grammatical
framework and laksya as the creative expression of the artist. She emphasized that laksana
encompasses theoretical sources such as musical treatises, recordings, and teachings handed
down by gurus. She noted that there is a constant interplay between these two concepts
in Carnatic music.

G. Ravikiran elaborated on the significance that celebrated composers have accorded to
laksana grantha-s and granthakarta-s, illustrating this with references to the krtis Vidulaku
and Sangita Sastra. He analyzed definitions of laksana and laksya from various classical
texts, cited the raga laksana deliberations that took place at The Music Academy, and
explained how these discussions have contributed to shaping the structure of raga-s.
Ravikiran also highlighted inconsistencies that exist between laksana and laksya as recorded
in such proceedings, as well as the changes observed over time in varpa-s and gita-s.

Bharath Sundar shared his experiential insights, reflecting on how laksana and laksya have
influenced his own approach to performance and interpretation.

The discussion then progressed to address contentious issues such as the violation of laksana
in the renditions of popular musicians, the evolving nature of laksya over time, and the
mismatches between the two. The panel also debated the relevance of laksana in the context
of present-day Carnatic music.

Ravikiran categorized musical information into three groups:

1. Raga-s with both laksana and laksya available,
2. Raga-s with only laksya available, and

3. Raga-s with only laksana available.

He noted that several compositions of SrT Muttusvami Diksitar fall into the third category,
mentioning the raga-s Dhamavatt and Girvant as examples where compositions exist, though
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performance practice has diverged. The panel concluded with a discussion on the importance
of ardhana and avardhana in learning and internalizing raga-s.

The session was well-received and concluded with a lively interaction involving members
of the Experts Committee and the Sangita Kalanidhi-designate, Vidvan TM Krishna.

The panel discussion can be viewed in full on the Music Academy’s YouTube channel
— Panel Discussions | Academic Session 2024 | Lakshana and Lakshya: A contested
relationship
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December 24, 2024

The Abhinaya Sangitam of Kathakali: The blend of Raga and Bhava

Presented by Vidvan Nedumbally Ram Mohan and Vidusi Meera Ram Mohan

The proceedings of the day began with the rendition of a Kathakali padam by Bharatraj (I
year student) of the Advanced School of Carnatic Music. Sriram V introduced the session,
TM Krishna presided.

Vid Ram Mohan started the presentation with the traditional invocatory pieces like Todayam
and Mukhacalam in raga Malama. He then forayed into Padi, which is different from the
Padi of the Carnatic system that falls under the 15th Mgla. This raga is used especially for
the segments played by the ‘villain’ characters like Duryodhana and Kichaka. He presented
two compositions in the same raga to show its versatile usage to bring out both §rngara
and vira rasa-s.

Khandaram and Dukha Khandaram are also raga-s that are used for vira and $oka rasa-s
respectively. This raga has both sadharana and antara gandhara varieties. For scenes
dominated with pathos, sadharana gandhara is used extensively, and antara gandhara, when
it is charged with valour.

Vid Meera then presented Gaulipantu and showed how both the madhyama-s are used in
the phraseology of the raga.

Ganakurifiji, another indigenous raga of the Kathakali tradition, is used to express
helplessness. Ram Mohan mentioned at this juncture that most raga-s used in Kathakali
fall under the Harikambhoji méla.

Dvijavanti too has a different identity in the Kathakali tradition, used to depict despair.
It conveys the feeling differently when rendered in sama Sruti and madhyama Sruti. This
technique of altering between sama and madhyama S$ruti-s is used strategically to convey
the bhava of the situation and the composition. This was elucidated further through the
example of Punnagavarali.

Different laya-s and octaves are used to enhance the abhinaya accordingly. Bhairavi, Sahana,
Cencurutti, Begada, Saranga are some of the extensively used raga-s.

Ram Mohan also performed abhinaya to Meera’s singing to demonstrate how the music
aided the movement.
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Allied raga-s like Srf and Madhyamavati, and Dhanyasi and Todi, are sung subsequently
in some plays. So a perfect grasp of each raga is crucial, in not just maintaining its unique
identity but also to employ it accordingly to bring out the rasa of the scene.

Though, due to the Carnatic and Hindustani influences, many raga-s like Raiijani and D&$
are used in Kathakali today, these raga-s undergo a process of adaptation to the genre of
Kathakali, in order to suit the specific demands of the form.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 13 Academic Session 2024 | The Abhinaya Sangitam of
Kathakali: The blend of Raga and Bhava
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Raga’s changing nature across Compositional forms

Presented by Vidusi Amritha Murali

Since the presenter has written a detailed article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 14 | Academic Session 2024 | Raga’s changing nature across
compositional forms
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December 25, 2024

Understanding a Raga through the interpretations of Sangita Kalanidhi T
Brinda and Sangita Kalanidhi Dr S Ramanathan

Presented by Sangita Kalanidhi Dr S Sowmya

The proceedings on the tenth day began with the rendering of Sab&San sévadi in Saveéri
raga, a composition of Sangita Kalanidhi Dr S Ramanathan. It was sung by Nandhika and
Meenakshi (I year students) of the Advanced School of Carnatic Music. Convenor Sriram
V set the proceedings in motion. The following two sessions were presided by Sangita
Kalanidhi Bombay Jayashri Ramnath.

In a student’s journey of learning music, there comes a point when one matures into the
stage of singing manodharma sangita. This is achieved by learning multiple compositions
in a raga and listening to live concerts in the early stages. And in this process of listening
to various schools of music, a student becomes aware of the differences in approach to a
composition, or a raga. These differences in handling of raga-s were the central idea of S
Sowmya’s presentation. She was aided by the students of Tamil Nadu Government Music
College -- Madhushikan, Rithikeshwar, Divyan, Nidarshan and Vasanth, who provided
musical support for this endeavour.

Saveri

Sangtta Kalanidhi S Ramanathan’s approach to this time-tested raga was characterised by
the handling of the nisada and gandhara of the raga in starkly plain manner. On the other
hand, in the tradition of Sangita Kalanidhi T Brinda and Sangita Kala Acharya T Muktha,

these same svara-s are held in lower frequencies. This contrast was demonstrated through
the renditions of Durusuga and Telisénu ra.

Sahana

In this raga, Dr Ramanathan’s approach was to hold the gandhara in its original position
(svarasthana). Here too, in the tradition of T Brinda, the gandhara is held in a lower
position. Giripai nelakonna and Ini enna p&ccu were used to demonstrate this difference.

Surati

The nisadam is, as prescribed, held predominantly with the dhaivatam just as a shadow
note in the Ramanathan style, as seen in his composition Adidum arase. Whereas, in the
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Brinda way, in rare instances, dhaivatam is sung as an independent note with predominance.
Indendu vaccitira is a perfect representation of the Surati that Vid Brinda propagated.

Highlighting these differences, Sowmya mentioned that they can open up a new world of
understanding the course of a raga, and pique a student’s curiosity into delving deeper into
the raga’s history through aural and textual references we have of the past.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 15 | Academic Session 2024 | Understanding a Raga through the

interpretations
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Notations for Niraval by Sangita Kalanidhi Kallidaikurichi Vedanta
Bhagavatar

Presented by Sangita Kala Acharya Dr RS Jayalakshmi

Since the presenter has written a detailed article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 16 | Academic Session 2024 | Notations for Niraval by Sangita
Kalanidhi Kallidaikurichi
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December 26, 2024

The day’s proceedings commenced with the Tyagaraja krti Sogasuga mrdanga talamu, in
Srirafijant raga, sung by Gayatri Varenya and Nanda (I year students) of the Advanced
School of Carnatic Music. Sriram V introduced the two sessions, which were presided by
TM Krishna.

A Tuned Mridangam

Presented by Sangita Kalanidhi Tiruvarur Bakthavatsalam with Valangaiman
Vidvan Navaneetha Krishnan - Mrdangam Maker

The speaker Sangita Kalanidhi Tiruvarur Sii Bakthavatsalam began the presentation
by introducing Valangaiman Vid Navaneetha Krishnan, great-grandson of tavil maestro
Valangaiman Shanmugasundaram Pillai. An expert mrdangam-maker, he has been making
the instrument for the speaker for 40 years.

The presentation focused on the making and maintenance of mrdangam. Made from animal
skin, the instrument, he said, is highly susceptible to even the slightest change in the
environment which can affect its pitch. He went on to explain the technical difficulties
involved in the tuning, observing that the 16 eyes or kannu need to be in perfect tune, a
phenomenon that apparently seldom occurs.

SiT Navaneetha Krishnan joined in the discussion at intervals, and he talked about the
making. He explained the types of animal skin that are used for the two heads (valantalai
and toppi), and also demonstrated the seasoning process using the sadam for the two heads
(mittu and capu) and the tonal changes that occur through the seasoning. varu pidittal
(process of wiring) was also shown, and the demonstration was supplemented by video
illustrations for the benefit of the audience.

Sr1 Bakthavatsalam then showed mrdangam-s of different sizes custom-made by S
Navaneetha Krishnan to suit the former’s requirements. He observed that the skill of the
mrdangist is dependent on the maker, and expressed indebtedness to their community. He
also commented on the difficulties involved in the little-known maintenance aspect of the
instrument and expressed a need for more awareness within the music community and
among audiences in this regard.

At the close of the presentation he shared some of his interesting experiences as a mrdangam
artist, particularly one from the 80s when he had gone to Hyderabad to accompany Sangita
Kalanidhi ML Vasanthakumari for her concert at Kalasagaram. The pitch of his mrdangam,
supposed to be 4.5, had risen due to various reasons to 5.5! He recalled that after fruitlessly
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spending half a day trying to adjust the pitch, he had desperately gone ahead and cut off two
of the heccu kannu strings and adjusted them, a technique he had learnt by observing his
maternal uncle and guru while in gurukulavasam. The technique had successfully brought
the pitch down to the desirable level, and the concert had gone smoothly.

Sangita Kalanidhi Trichy Sri Sankaran spoke and he recalled that Sangita Kalanidhi
Ariyakudi Ramanuja Iyengar had once waited for quite a while for Pazhani Subramania
Pillai in mid-concert to tune the toppi before recommencing. He also mentioned the tradition
of his guru (Pazhani Subramania Pillai) and maestros like Sangita Kalanidhi Palghat Mani
Iyer of allowing only the sarani and anusarani of the tambura to be played during the tani
avartana, and noted that sadly the electronic tambiira does not allow for the harmonics
to align with the tone of the mrdangam. He insisted on the importance of the younger
generation of mrdangists to possess at least a working knowledge of mrdangam repairing.

Following Vid ST Sankaran, Dr Rama Kausalya and Vid J Vaidyanathan spoke. Vid Patri
Satish Kumar posed a technical discussion on kucci muttu and kappi mattu which gave rise
to a discussion on the subject. Videos to demonstrate the making of the two were shown.
Following this Dr Mahalingam and S$i1T KSR Aniruddha participated in the interactive

session.

Sangita Kalanidhi designate TM Krishna in summing up shared some of his experiences
in engaging with the community of mrdangam makers while doing research for his book.
He further dwelt on the indispensable role of mrdangam makers in the milieu of Carnatic
music and ended with the observation that without them, there is no mrdangam.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 17 | Academic Session 2024 | A Tuned Mridangam | Sangita

Kalanidhi Tiruvarur Bakthavatsalam
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Raga-s in 70mm - A Cinematic Identity

Presented by Ms Subhashree Thanikachalam

The second session of the day was a lecture by Ms. Subhashree Thanikachalam on the topic
“Raga-s in 70mm — A Cinematic Identity.” The session was chaired by Sangtta Kalanidhi-
designate Vidvan TM Krishna.

Introducing the subject, Subhashree remarked that Tamil film songs are not strictly raga-
based, but rather “raga-inspired”, since film composers have often exercised creative liberty
that transcends classical laksana. The lecture was interspersed with fascinating insights into
the evolution of Tamil film music. She began with references to TP Rajalakshmi, the first
playback singer who started her career with the movie Kalidas, and Vidvan Harikesanallar
Muttiah Bhagavatar, who composed a song for a Tamil film. She also shared the rationale

behind the choice of raga-s in the ragatalamalika “Masilla Nilave.”

Tracing the history of Tamil cinema music, Subhashree highlighted the monumental
contributions of early composers. She noted that classical music gained renewed prominence
with the entry of Papanasam Sivan, whose collaboration with G. Ramanathan reshaped
the industry’s musical identity. This was illustrated through the song “Vadanamé Candra
Bimbamd”. The speaker credited Rajeswara Rao, CR Subbaraman, the MS Viswanathan—
Ramamurthy duo, and KV Mahadevan for bringing versatility and depth to film music, and
emphasized that Ilaiyaraaja played a pioneering role in introducing a wide range of raga-s
into the cinematic soundscape.

Subhashree then explored the stylistic differences in raga handling among various
composers, using Madhyamavati and GaurT ManoharT as examples. She demonstrated how
each composer’s interpretation of a raga reflected a unique emotional palette. Further, she
illustrated how a single raga could be employed to evoke contrasting moods, supported by
carefully chosen song excerpts.

The concept of graha bhedam was also explained through the compositions “Nan Andri
Yar Varuvar,” “Sangitamg,” and “Vaidéhi Raman”. The talk delved into the role of rhythm,
chord arrangement, and orchestration in shaping the emotional tone of a song. As an
example, Subhashree compared “Pujaikétta Pavidu” and “O Vasanta Raja”, both set in
the raga Srotasvini, to demonstrate how subtle differences in arrangement influence mood.

In her concluding remarks, she observed that the association of specific ragas with fixed
emotional states — a convention of classical theory — was often defied by film composers.
This point was illustrated with diverse songs set in the raga Kalyani.
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The lecture was well-received and followed by an engaging discussion among Executive
Committee members and the audience. Sangita Kalanidhi-designate Vidvan TM Krishna
appreciated the speaker’s presentation and concluded the session.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — lecdem 18 2024 - YouTube
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December 27, 2024

Conceptualising an Abstract Raga

Presented by Sangita Kalanidhi designate TM Krishna

The day’s proceedings commenced with the rendering of Muttusvami Diksitar’s krti SrT
bhargavi in MangalakaiSiki raga, sung by Pavanetra (IIl year student) of the Advanced
School of Carnatic Music. Convenor Sriram V introduced the sessions, which were presided
over that morning by Sangita Kalanidhi Bombay Jayashri Ramnath.

As the presenter has written a detailed article on the subject which is published elsewhere
in this journal, the readers are requested to refer to it.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube

channel — Lec Dem 19 | Academic Session 2024 | Conceptualising an Abstract Raga
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Staging Music: The unique case of Yaksagana

Presented by Vidvan Gururaj Marpally with Professor Deepa Ganesh,
accompanied by Vidvan Shashikiran Manipal Bhagavath (vocal), Vidvan Koodli
Devadas Rao (maddalam) and Vidvan Nagaraj Barkur (cende)

Renowned Yaksagana scholar St Gururaj Marpally and award-winning author Prof Deepa
Ganesh were the speakers for the Lecdem. The latter introduced the artists on stage followed
by their demo of a traditional Yaksagana nandi padya in Kannada language.

Prof Deepa Ganesh then briefly traced the 1000-year-old antiquity of Yaksagana established
by oral history and documented research. She discussed its genesis and evolution throughout
history, and the reinventions it underwent from time to time.

Speaking next, Sri Marpally discussed the development of Yaksagana in three phases.
Talking of the first stage as the singing one, he said that Yaksagana music does not adhere to
any system of raga-s or laksana-s; the songs are composed in specific raga-s on mythological
themes and are of fixed tune. He also discussed the influence of Yaksagana in the songs
of Purandaradasa, with suitable demonstrations.

The second stage was the talamaddale phase, where the art became a form of performance
with dialogue; the themes were derived from the Bhagavatam, St Marpally said. He talked
about the performers involved, the stories enacted, the raga-s and themes featured in the
songs, etc.

He then discussed the third stage as Yaksagana, and went on to explain its different aspects
as a composite of music, theatre and percussion. He was duly supported by the team of
artists who gave suitable demonstrations of song, percussion and acting in the course of
the presentation.

S1T Marpally observed that more than raga, bhava was important in Yaksagana. The emotion
followed the text, he said.

Both SrT Marpally and Prof Deepa Ganesh spoke of the immense contributions of Dr Kota
Shivarama Karanth, Kannada author, playwright and ecological conservationist. Considered
the foremost authority on Yaksagana, his two books, Yakshagana Bayalata and Yakshagana,
are products of years of systematic study on the subject, and have helped vastly in its
preservation, they said.

Talking about the challenges to the art form and the changes it has undergone to suit the
tastes of modern society, Sri Marpally expressed bemusement at the fact of stories of
even contemporary personalities such as movie stars being enacted nowadays! Prof Deepa
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Ganesh finished with a plea to the music community, particularly the Yaksagana artist
community, to protect the identity of the art form by adhering to its puranic framework
while adapting it to contemporary relevance. The presentation ended with a rendition of a
mangalam ‘maranaiyyana mata’ by the artists.

Members of the Experts’ Committee Sangita Kala Acarya Dr Ritha Rajan, Dr Rama
Kausalya, Sangita Kalanidhi designate $1T TM Krishna, and Vid Smt Sangeetha Sivakumar
offered their comments. Sangita Kalanidhi Smt Bombay Jayshri who chaired the LecDem
thanked and complimented the artists in her summing-up.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 20 | Academic Session 2024 | Staging Music: The unique case
of Yakshagana
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December 28, 2024

On the occasion of the centenary of Pandit Kumar Gandharva, Hindustani vocal maestro and
composer, the proceedings commenced with a Nirguni bhajan popularised by the maestro.
It was sung by Baanupriya and Shreya Ravikumar (alumni 2021-23 batch) of the Advanced
School of Carnatic Music. Convenor Sriram V opened the sessions which were presided
by TM Krishna.

Teaching Manddharma Sangita on the Violin

Presented by Vidvan HK Narasimhamoorthy

TTK awardee S1T HK Narasimhamoorthy began the presentation with a discussion on
manddharma, observing that it is the ultimate in violin training. Arrived at through a step-
by-step process, he said that mandodharma training begins with the intensive practice of
varisai lessons. The speaker referred to manddharma as ‘self-acquired knowledge’, saying
that it is an expression of music that comes only with years spent in accumulating and
assimilating it.

Assisted by disciples Sri HN Bhaskar, Mysore Si7 V Srikanth, and Smt HM Sindhu on
stage, 17 HK Narasimhamoorthy elaborated on his teaching techniques for manodharma
sangita. The students are generally first trained intensively to play varisai-s in various
raga-s, which are then understood better by learning compositions, he said. Speaking of
the different manddharma forms of alapana, tanam, niraval, and kalpana svara, he observed
that the trend of playing muktaipu and poruttam by violin accompanists in concerts are an
impact of their association with laya vidvan-s.

Different practice techniques of bowing, fingering, playing in different speeds, etc., were
demonstrated by the speaker’s disciples for varisai-s (with and without gamaka-s) and
varnam-s. They also demonstrated raga and tana practice methods.

The speaker also recommended playing alongside vintage concerts of old maestros to
improve accompaniment skills. Explaining the differences in approach between the
accompanist and the soloist, he observed that the former has to understand the style of
the vocalist in order to play suitably. In conclusion, he discussed the pros and cons of
violin accompaniment, saying that although there are more opportunities in it, there are
also limitations as the accompanist cannot dominate the vocalist on stage; his playing has
to be guided by the singing.

Experts’ Committee member Vid SiT Sriram Parasuram posed the question of evolving
technique to support the evolution of the violinist’s mandodharma and aesthetic choices,
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and a discussion followed in which the speaker, his disciple Sri HN Bhaskar, Sangita
Kalanidhi designate SiT TM Krishna, and convenor Sri V Sriram took part. Following the
discussion Dr Rama Kausalya, ST KSR Aniruddha, and Vid St K Arun Prakash offered
their comments.

Sangita Kalanidhi designate Sri TM Krishna in summing up noted that manodharma can
be accessed only through the guidance of the guru, and offered his compliments to the
speaker and his disciples on their presentation. He observed that although a relatively recent
addition to Carnatic music, the violin has adapted itself to the milieu in technique and style
through the hands of great maestros. He ended by expressing concern about the limited
audience for violin music, calling for a change in the approach to listening.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — lecdem 21 2024 - YouTube
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Presented by Dr M Elumalai

Si1 V Sriram introduced the speaker Dr Elumalai, Professor at the Department of Tamil,
DG Vaishnav College. A specialist in folklore Sanigam literature and modern literature, he
is also an ecological conservationist who has helped identify over 700 Draupadi Amman
temples and over 200 Terukkdattu groups in Tamil Nadu.

Dr Elumalai began with a welcome gana song before introducing his team of artists -- SrT
Rahman, St Ashwin (tabla), S1T Mani (vocal), S11 Yasir (keyboard), S Karuna (vocal), and
SiT Mari (vocal). Following this $1T Rahman demonstrated a gana on the Madras margazi
season and the equalising power of music.

Dr Elumalai elaborated on gana and its role in documenting the life and experiences of
the marginalised communities of Chennai, particularly ‘North Madras’. Examining gana’s
connections with the Madras basai or language, he explained that the latter is the product of
the influence of many cultures, beginning with the arrival of the British in the 17th century.
He explained the interesting etymology of many words such as porambokku, capemari, and
bejar, saying that it is wrong to view the language as plebeian or inferior, as it draws heavily
from Indian languages like Hindi, Gujarati, Sanskrit, Kannada, Urdu, Telugu, English, etc.

He spoke next of the themes of gana songs; they are mostly a reflection of the simple
lives and experiences of the gana artists and their people. There are songs to celebrate
every occasion from birth till death, he said, and here SrT Karuna demonstrated one sung
for weddings. Dr Elumalai also spoke of gujili panuval songs as being a forerunner to
gana, in terms of documenting events, especially major historical ones such as the advent
of railways and electricity.

SiT Rahman demonstrated a gana about the travails faced by their people due to changed
living circumstances. Following this the speaker lamented the lack of visibility or
improvement in the economic conditions of gana artists and extended a plea to support
them. He also requested SrT TM Krishna and the Music Academy to help in the publication
of his books on gana. The presentation ended with a demonstration of a maranagana by
the artists.

Speaking next, ST V Sriram referred to a gana which helped establish the number of
theatres in Chennai. He observed that gana is to Chennai what jazz is to New York -- a
musical form inseparable from the cultural identity of its birth city.

Experts” Committee member Dr Rama Kausalya, $rf KSR Aniruddha, Vid Smt Sangeetha
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Sivakumar, Vid ST Arun Prakash, Vid Sr1 Ashwath Narayanan, Vid Sr1 Vignesh Ishvar,
Vid SrT Srivatsan, and Sr7 V. Balasubramanian offered their comments and compliments.
Members of the audience also participated in the interactive session where the impact of
social media and events such as COVID on gana was discussed.

Summing up the presentation, Sangita Kalanidhi designate S1T TM Krishna commented on
the celebratory nature of gana, be it in times of grief or joy. He spoke briefly about its
aspects of documentation and activism. He concluded saying that gana is not given the
recognition that it deserves, and urged a re-examination of its status in society, particularly
the music community.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube

channel — Lec Dem 22 | Academic Session 2024 |
srenm UTLeser : eflaflbyflened wasefler LeTUTL () DjevLWTETLD
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December 29, 2024

Tana: Its impact on Raga Grammar and Aesthetics

Presented by Dr Jayanthi Kumaresh

The day’s proceedings began with the rendering of the Tyagaraja krti Koluvaiyunnadé in
Devagandhari, which was sung by Pavanetra and Uttara (III year students) of the Advanced
School of Carnatic Music. Sriram V introduced the session which was presided by TM
Krishna.

Dr Jayanthi Kumaresh began with a brief introduction to tanam. Describing it as ‘a joyful
expression of mandodharma sangita’, she said it is a mellow rhythmic expression of raga-s
that is movement-based.

She next dealt with the etymology of the word ‘tana’, saying there are several references in
texts but none that is decisive. One interpretation, she said, goes that ‘ta’ means ‘tatvamasi’
and ‘na’ is ‘namaskaram’, meaning ‘I bow to the Brahman’. She also mentioned that ‘téna’
means ‘that which is auspicious’, and quoted Sarngadeva from the Sangita Ratnakara,
‘tanyatg iti tanah’, meaning, ‘that which can be elaborated’. Further, she said that tanam
is elaboration in a chosen raga done meaningfully with context, within boundaries, and
within a particular structure.

Moving on to the approach to tanam, she discussed the usage of 3s, 5s, 7s, and 9s and
their combinations, saying that tanam is usually begun in odd numbers. For even numbers
the tala string is played in the vina, and in vocal the akara, ikara, and ukara are sounded.
She briefly demonstrated where the stress or accent is sounded, in vocal and in vina.

The speciality of the tanam in vina, she said, is the usage of the tala string which is sounded
between notes to maintain an illusion of continuity of sound; this she duly demonstrated.
Further she said that the tala string can be tuned to a particular svara for different raga-s
(for paficama varja it can be to ma; for hamsanandi, ga, ni or dha, etc.)

Next she spoke of the types of tanam that are commonly played: ghana raga pancakam,
citte tanam, and ragamalika tanam.

Referring to the ghana raga-s and their names, she spoke of the paficaratna krti-s of
Tyagaraja, adding that it is a very good exercise to try tanam of their svara-s portions.
She then shared a short snippet of Vina Dhanammal’s tanam in nattai and gaula. She also
mentioned that narayanagaula, kedaragaula, ritigaula, nattakkurifiji, and kédaram were also
historically featured for ragamalika tanam.
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She then spoke of the type of tanam popular in Karnataka called citte tanam, giving a
glimpse of its origins in the Mysore Court where Veena Seshanna and Subbanna would
compose characteristic templated tanam phrases and notate them. These would be taught
to the students and were considered an essential part of their training. About 40 to 50 such
tanam-s in a raga would be taught, she said, showing a picture of a citte tanam notation
in English. She also shared an audio of Sangita Kalanidhi Veena Doreswamy Iyengar’s
rendition of a citte tanam in gambhira natta from an AIR interview.

She next discussed the ragamalika tanam, recalling that Vid SiT S Balachander once played
tanam in 45 raga-s at the Music Academy itself.

Moving on to tanam practice methods, she said that tana varnam-s are a great source
material, both for instruments and vocal, and stressed the importance of varisai practice.
She demonstrated various exercises in mayamalavagaula and Sankarabharanam. She also
highlighted the featuring of more plain notes in tanam compared to alapana.

She then discussed tanam for different types of raga-s :

1. méelakarta raga-s
audava-sadava raga-s

vakra raga-s

Sl

rakti raga-s

1. melakarta raga-s -- here she said that usually tanam is begun in the lower octave.
Taking up kalyant raga for demonstration, she said that the tanam is first started
in the area of the jiva svara. Usually patterns of 3s are played initially, and there
is an unconscious adherence to a rhythm. Saying that it is not necessary to end
in a pattern or cycle, just that it sounds better, she demonstrated it duly. She also
showed the usage of jhanta, datu, vadi-samvadi, symmetrical phrase renditions
(for raga-s where the distance between purvanga and uttaranga are the same),
jumping between octaves, and yati-s such as gopuccha and §rotovaha. She also
showed the handling of tana-specific brga-s, jaru, and the usage of pakkatandi to
achieve double-string harmony. During the course of the discussion she recalled
an interesting incident at her 16 years of age when she was under the guidance of
Vid S Balachander. During a concert when he was playing todi his string broke
and he suddenly turned to her and commanded her to play. She started playing the
phrase ‘sarisagasamasapasadhasanisasa’ for which he sternly rebuked her asking, ‘Idu
todiya? (Is this todi?’)’. She explained that such explorations may not be possible
in the case of all raga-s.
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audava-sadava raga-s -- she demonstrated arabhi with its uneven intervals and other
features.

vakra raga -- here she demonstrated nalinakanti raga, saying that such raga-s already
come patterned, and gave pointers to navigate the vakra for tanam. Demonstrating
nattakkurifiji next, she stressed on the importance of not templating the tanam but
approaching it for every raga according to its nature.

rakti raga-s -- she spoke on this in general, discussing handling the tempo and
unique phraseologies of rakti raga-s in tanam. She also shared a clipping of tanam
in kédaragaula by Semmangudi Srinivasa Iyer.

She next spoke of the different styles of presenting tanam.

L.

gayaki style -- this she demonstrated with a video clip of her guru Vid Padmavathy
Ananthagopalan playing tanam in pantuvarali.

tantrakari style -- saying this is a very instrumental style, she played an audio
clipping of Vid Dr Emani Sankara Sastry’s ganamdrti tanam.

Individual style -- she spoke of tanam played according to each artist’s unique style,
playing a clip of Vid S Balachander’s suruti tanam.

Discussing the different techniques of playing tanam, she mentioned traditional and textual
references to the gaits of different animals to denote different tanam-s. Some of these are:

Next

asva - horse

gaja - elephant
markata - monkey
mayulra - peacock
kukkuta - rooster

manduka - frog

she spoke in brief about the types of tanam based on figurative patterns.

cakra - cyclical
vakra - zigzag
misra - mixed
malika - ragamalika
gambhira - majestic

vidya

50



VOLUME 94 The Music Academy JOURNAL 2025

Speaking of the dynamic nature of tanam, she said that it is a form to be explored by
mixing all the above mentioned different elements for maximum effect.

Tracing the journey of the tanam form, she referred to jod and jhala in Hindustani music,
saying that the first follows the music according to rhythm, while the second is faster, more
colourful, and instrument-specific. Both, she said, influenced tanam.

She said that tanam is a form that is constantly evolving, influenced by the social,
geographical, and cultural experiences of musicians. Demonstrating the usage of the third
finger, she said that it is the influence of jugalbandi with other instrumentalists such as
sitar and tabla. Concluding the presentation she urged students to explore the scope of the
instrument fully, and keep pushing the envelope to express themselves; that is how one
becomes ‘the voice of the vina’.

Experts’ committee member Sangita Kala Acarya Dr RS Jayalakshmi paid her compliments
to the speaker and asked whether mittu is possible for pulling, to which the latter replied
in the negative, saying it hinders continuity.

Speaking next, Dr Rama Kausalya said that in the Karaikudi school too there is the tradition
of teaching citte tanam, and mentioned that Vid Sankari had taught her.

Sri V Balasubramanian then referred to vainika Vid Subramanyam Sastrigal (guru of vainika
Vid Raghavan) saying that he was a specialist in viraladi technique. He also recalled Vid
Chittibabu who was hailed for the sweetness of his mittu.

Vid Arun Prakash enquired when the practice of electrification of the vina came in, and
whether it affected the tone and melody. The speaker said that the instrument might have
initially been meant for chamber concerts. She also spoke of the difficulties she faced
growing up when playing with the usual mike setups at sabha-s. Hailing from a family of
violinists she was alone in the pursuit of the vina and felt bad about the lack of volume
and sustain, which led to a serious consideration of amplification for the instrument. She
mentioned that Vid S Balachander introduced the concept of the pick-up for the vina, later
adopted by Vid Emani Sankara Sastry as well. The Mysore school of vainika-s who were
sceptical of the concept at first, later started using it as well. She said that in the Mysore
and Andhra bani-s the pulling string method was not used, so that the topboard would be
thin, enhancing amplification. The Tanjore style, on the other hand, makes extensive use of
the pulling technique, so the topboard would be thicker, she said. Also the latter is played
in 2 or 2.5 §ruti, unlike the former schools which play in 5. Citing all these reasons, she
said the necessity urged her to take up amplification, which would allow the instrument to
be heard in chambers as well as enormous closed/open concert spaces.
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Here Sangita Kalanidhi designate Srt TM Krishna asked whether the requirement for
amplification changes according to the style of playing, to which the speaker agreed, saying
that everything depends on the context of the performance, in terms of venue, environment,
transportation, etc.

Vid Brindha Manickavasakam offered her comments next. A member of the audience asked
about the difference between speed and tempo. The speaker said that it is the difference
between tala and laya, explaining that change in speed is perceived, whereas tempo is
inbuilt kalapramanam.

Another member asked whether the pallavi chosen for a concert influences the speaker’s
tanam. She replied that her guru-s would say that each composition ideally can be
foreshadowed by the alapana. When it comes to tanam, it depends on the piece that follows
it, she said. For a krti such as kamalambam bhajaré (kalyani), she said she would play
tanam to represent the mood she would be carrying forward. For pallavi-s the tanam can
be very exploratory, she said; the responsibility is more to the ragadévata than the pallavi.

Complying with a request from another audience member, the speaker demonstrated double-
string playing, and said that it usually involves harmonic or vadi-samvadi notes.

She then spoke of one occasion when Vid S Balachander asked her what to play for a
concert before going on stage. Thinking of the popular concert tradition of beginning with
a varnam, she had suggested the navaragamalika varnam. Vid S Balachander had ended
up playing it for the entire concert, with elaborate raga and tanam in all the nine raga-s,
along with navaraga-svara for caranam, ending with §rraga.

Following this Srf Anand Mahadevan presented the original 1943 address of the Music
Academy to Sarvepalli Sr Radhakrishnan to Sangita Kalanidhi designate $1T TM Krishna
who received it on behalf of the Music Academy.

SiT TM Krishna began his summing-up by complimenting the speaker, and spoke about
his attempts to trace the exact origins of tanam, and its relation to the ghana marga. He
discussed SrT U V Swaminatha Iyer’s writings on ghanam, with special reference to Ghanam
Sif Krishna Iyer. He also talked about the possible connection between dhrupad and tanam.

In closing he spoke of the inexplicable rhythm of tanam, and the reimagination of gamaka-s
through its gait. He called for a revival of tanam, lamenting the ignorance towards niraval
and tanam in vocal music.
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The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 23 | Academic Session 2024 | Tana: Its impact on raga grammar
and aesthetics - YouTube
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December 30, 2024

The morning session began with the rendering of Karunalaya nidhiy€, Vedanayakam Pillai’s
composition in Hindola raga. This was sung by Kamakshi (II year student) and Mahati
(I year student) of the Advanced School of Carnatic Music. Convenor Sriram V initiated
the proceedings. Sangita Kalanidhi designate TM Krishna presided over the two sessions.

Sarva Samarasa Kirtanaigalum Sanmargak Kirtanaigalum

Presented by Vidushi Sr Margaret Bastin

Since the presenter has written a detailed article on the topic, we request readers to go
through the same, published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 24 | Academic Session 2024 | Sarva Samarasa Kirtanaigalum

Sanmargak Kirtanaigalum
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Raga-s as expressed in Padam-s and Javali-s

Presented by Sangita Kala Acharya awardee Vidusi Geetha Raja

“Padam-s are replete with the bhava of rakti raga-s and depict human emotions. They are
to be sung in vilamba kala and the gaps provided in the sahitya should be filled up by the
singer with long karvai-s and beautiful gamaka-s. The correct method of singing padam-s
can only be learnt from a Guru and not from the notations published in books”, said Sangita
Kalanidhi T Brinda in her presidential address in 1976 at the Music Academy, Madras.

Javali-s are however quicker in their tempo, with a lilting, joyful portrayal of a raga. They
are seen both in rakti raga-s as well as lighter ragas like Behag. Together padam-s and
javali-s became the staple of the musical ocean that is the Vinpa Dhanammal bani. Vid
Geetha Raja delved into the beautiful essays of raga-s that these cherished compositions
portray and how they can enhance our view of the raga. She was accompanied by her
disciples Madhumitha Doraiswamy, Vibha Krishnakumar, Janani Mahalingam, Niveditha
Doraiswamy and Shreya Ravikumar, who provided vocal support.

Padam-s and Javali-s presented:
1. Manamé bhiisanamu - Sankarabharanam - misracapu - Govindasamayya
2. Tanakku tang - Sankarabharanam misracapu - Ghanam Krishna Iyer
The opening line of the caranam dwells on paficama and offers insights into how that
region can be explored; this comes in handy while singing an alapana or a niraval.
3. Rama Rama pranasakhi - bhairavi - adi - Kshetrayya
4. Inimé&lnavarukkum - bhairavi- miSracapu - Kavi Kunjaradasar

The picture of the bhairavi presented in these padam-s is rather different from the
one seen in a krti. This shows the unique approach to the raga, that is seen in the
genre of padam.

5. Ela radayang - bhairavi - adi - Chinnaiah

The phrasings in this javali are quite distinct, and they can inspire creative ways of
presenting the raga during manddharma expositions.

6. Bala vinavé - kambhaji - tisra triputa - Kshetrayya
7. Padari varugudu - kambhoji - rapakam - Subbarama lyer

8. Emi mayamu - kambhoji - riipakam- Pattabhiramayya
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10.

11.

12.

There is a glorious picture of kambhoji in these compositions that aid one’s
understanding and appreciation of a raga like no other.

Entati kuluke - kalyanT - rpakam - Dharmapuri Subbarayar
Gaddhari vagala kalyant - miSracapu - Kshetrayya

The quintessential flavour of Vid T Brinda’s kalyani is reflected elegantly in these
pieces.

Kuvalayaksird - gaulipantu - misracapu - Kshetrayya

In the tradition of Brinda-Muktha, this raga is rendered as a prati madhyama raga.
Smara Sundaranguni - Paras - adi - Dharmapuri Subbarayar

This javali was rendered finally as a tribute to the musical style of Dhanammal.

Vid Geetha Raja interspersed her presentation with audio recordings of some
padam-s by Vidusi-s T Brinda and T Muktha. She dedicated her presentation to her
late husband, SK Raja.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 25 | Academic Session 2024 | Raga-s as expressed in Padams

and Javalis
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December 31, 2024

The morning commenced with group Devotional music by the Winners of the Devotional
Music Competition of the Music Academy. As usual, Sriram V introduced the sessions
which were presided over by Sangita Kalanidhi designate TM Krishna.

Tala Laya Sampradayam, Jati, Nadai, Gati and Jati

Presented by Sangita Kala Acharya awardee Vidvan Parassala Ravi

Vid Parassala Ravi gave a presentation centred on tala laya sampradayam. The various
technicalities involved in aspects of jati, nadai, gati and jati were discussed. The speaker
was assisted by his disciples Vid KV Prasad and Vid Arun Chandramohan. The full LecDem
can be viewed on the official YouTube channel of the Academy.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 26 | Academic Session 2024 | Tala Laya Sampradayam, Jaati,
Nadai, Gathi and Jathi
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Raga-s in Melattur Bhagavata Mela

Presented by TTK Awardees Thiruvaiyyaru Brothers Vidvan S Narasimhan
and Vidvan S Venkatesan

In this quaint village of Melattur in Tanjavur’s vicinity, Bhagavata-s gather each year to enact
scenes from the Bhagavatam, which narrates various tales of Lord Vishnu. The orchestra that
provides the musical support starts the performance usually with the pundartkam, followed
by the mélaprapti and dhyana §loka-s. The speciality of the Bhagavata Méla Nataka is that
each daru is prefixed with a mukhajati (which introduces the character to the audience)
and ends with jati in different metres.

Thiruvaiyyaru Brothers rendered ‘ganapati vaccg’ in bégada, which in the Bhagavata Mela
Nataka accompanies the introduction of Ganapati’s character into the performance arena.
They then performed the pravésa daru of Hiranyakashipu, set to dévagandhari. Though
athana is usually used to depict anger and bravery, it is used in Chandramati’s pravéSam,
as a part of the Harishchandra Nataka, soaking with §rngara rasa.

The raga-s and the kalapramana-s of the compositions deployed in this genre are integral to
the rasa of the scene. In a composition describing the conversation between Leelavati and
Hiranyakashipu, though only paras is used, the distinction in the voices of these characters
is brought out by altering between slower and faster paces respectively.

ghanta is one of the raga-s used extensively. Due to its natural ability to express pity,
it is even known in Melattur as dukhaghanta. Some of the other raga-s used are ahiri,
nadanamakriya, kurifiji, savéri, cencurutti, abhogi, anandabhairavi, todi, sama, ritigaula,
$ankarabharanam, pantuvarali, etc. Even raga-s like darbarikanada and sindhubhairavi have
been added to this repertoire owing to the multicultural influences that Tanjavur nurtured
through time.

But the compositions employed in Bhagavata Méla are set usually to the traditional Carnatic
raga-s and with a purpose behind each choice. The Bhagavata-s retain the same tunes even
to this day without any compromise of the values that govern this art form.

The team also showed clippings from the Bhagavata Méla Nataka from Melattur to elucidate
the usage of raga-s in strategic, and sometimes ingenious and unconventional, ways to
accompany the scenes in this glorious tradition.
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The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — Lec Dem 27 | Academic Session 2024 | Raga-s in Melattur Bhagavata
Mela
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January 1, 2025

Open House

The concluding day of the academic sessions commenced with group Devotional music
by the Runners up in the Devotional Music Competition of the Music Academy. This was
followed by the customary Open House session. Sangita Kalanidhi Dr S Sowmya, Sangita
Kalanidhi designate Stf T M Krishna, Sangita Kala Acarya Dr Ritha Rajan, and Sangita
Kala Acarya Dr R S Jayalakshmi graced the dias for the Open House session, convened
by SiT V Sriram. They each offered their compliments and comments on the Conference.
Sangita Kala Acarya Smt Suguna Varadachari observed that the designation of a theme for
the year had offered a lot of scope for insightful discussions. Srf V Sriram then offered
thanks on behalf of the Academy to all the members involved in the smooth organisation
and conduct of the Conference.

Following this the interactive session began, with Dr Rajshri Ramakrishna asking a question
on aksara and matra and their references found in the textual tradition, which was taken up
for discussion by the dignitaries on stage. Dr Sumathi (Meenakshi) Krishnan spoke next,
offering her thanks. From the audience Mr Sankaran and Smt Vidya Nagarajan spoke,
expressing their best wishes. Dr Rajshree Sripathi appreciated the extra time taken up for
some of the LecDems, which allowed for deeper discussions. Members of the audience
offered their comments next, followed by the President Sr1 N Murali, Si7 Bala, and Sr1
Jagdish. Sangita Kalanidhi designate Sri TM Krishna acknowledged his disciples Vid
Archana and Vid Adithyanarayanan for working on reports on each day’s proceedings for
publication in The Hindu. Sri V Sriram then concluded the Open House session, extending
New Year wishes to all present.

The discussions can be viewed in full on the Music Academy’s YouTube channel —

Open House | Academic Sessions 2024 | The Music Academy Madras
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The Sadas

Renowned Carnatic musician T.M. Krishna was conferred the title of ‘Sangita Kalanidhi’ by
Professor David Shulman, Chair, Renee Lang Professor of Humanistic Studies, and former
professor of Indian Studies and Comparative Religion, Hebrew University, Jerusalem, at the
98" Conference and Concerts — Sadas, the traditional oriental convocation — of The Music
Academy in Chennai on Wednesday. Parassala Ravi and Geetha Raja were conferred the title
of ‘Sangita Kala Acharya’ and Dr. Margaret Bastin was the recipient of the ‘Musicologist
Award 2024°. Thiruvaiyyaru Brothers S. Narasimhan and S. Venkatesan, and violinist H.K.
Narasimhamurthy received the TTK Award.

Speaking at the event, N. Murali, President, The Music Academy, and Director, The
Hindu Group Publishing Private Limited, said Krishna’s concert on Christmas Day was
of “very high quality” and the response from the audience “was truly overwhelming. The
rapturous applause and standing ovation that the artist received were incredible”. “All in
all, the rasikas, young and old, were in such high spirits and bursting with such energy
and enthusiasm that the whole atmosphere was surreal in a sense. I would dare say that,
if at all there is a musician who could attract into the fold of Carnatic music those outside
it, particularly younger audiences, it is T.M. Krishna,” he said.

“The Carnatic music ecosystem needs such an induction sorely as there are structural
changes already happening, which, institutions involved in classical performing arts, need
to take serious note of.”

N. Murali said that Krishna “distinguished himself in the role as the President of the 98th
Annual Conference and Concerts”.

“His brilliance absolutely shone through the entire season. The academic sessions have been
specially curated for the first time in over 20 years with an overarching theme ‘Aesthetics
and Synaesthetics: Reflections on Raga in India Art’,” he said.

61



JOURNAL 2025 The Music Academy VOLUME 94

‘Non-stop action’

Upon receiving the title, T.M. Krishna, who thanked the people of Uroor Olcott Kuppam,
along with his friends and family, said his life changed after he was invited to organise a
music festival in 2015 in Uroor Olcott Kuppam in Chennai.

“My life over the past decade or so has had many rounds of disturbances. Many have
lasted about a month or so, but 2024 was different. It was about eight months of non-stop
action, if you can call it that. I know I'm tough, but sometimes, it is hard and it can get
very lonely,” he said.

Krishna recalled his experiences of performing at The Music Academy on December 25.
“It was not just about the number of people who gathered here. For me, it was not about
that. It was not about the applause. It was not about the standing ovation. It was not about
the screams or the howls and happiness. No, I think what made it unprecedented for me
was that everybody here on that day was here for a very personal reason. And I left that
morning with a lot of hope and a lot of joy, but above all, truth,” he said.

Professor David Shulman said Carnatic music possesses the power to change self and
change something in reality as well.

“One of the features of Carnatic music is that you’re just capable of changing your life and
also changing something in reality. Let me say that part of the reason for this, the magic
of that kind of transformation, part of it, of course, has to do with the tremendous inter-
penetration and interdependence and more than symbiosis of the text, the verbal text, and the
musical, melodic and rhythmic text. It’s one of the strongest features of this entire tradition,
because Carnatic music, we all know it’s a music of compositions... as a compositional
framework, and even if the composition exceeds itself in the course of performance, and
wedding together of words and sounds, that’s a magical combination,” he said.

Courtesy: The Hindu

The event can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/4n_vwYO07kSI
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The 18th Annual Dance Festival

Dr. Neena Prasad, was presented the ‘Nritya Kalanidhi’ award at the inauguration of the
18th Dance Festival hosted by The Music Academy on January 3, 2025.

Presenting the award, Chang-nyun Kim, Consul General of the Republic of Korea in
Chennai, highlighted the similarities between India and Korea, particularly in Tamil Nadu,
across various domains.

Noting that the diplomatic relations betweenthe countries spanned over five decades, he
underlined the InKo Centre’s pivotal role in organising various events related to classical arts,
and added that cultural cooperation was inevitable for building lasting bilateral relationships.

Lauding The Music Academy for its contributions to classical fine arts through music and
dance, he said the Academy had a well-deserved reputation of an eminent institution in
India and abroad, and hosted annual festivals over the past nine decades.

N. Murali, President, The Music Academy, and Director, The Hindu Group Publishing
Private Limited, said this year’s dance festival too would feature different genres of classical
art forms, including Bharatanatyam, Kathak, and Vilasini Natyam. There will be both solo
and group performances.

Felicitating Ms. Prasad, he said she underwent training in Mohiniyattam, Bharatanatyam,
Kuchipudi and Kathakali. She has trained several students through her Bharathanjali
Academy of Indian Dances in Thiruvananthapuram and Centre for Mohiniyattam in Chennai.

Neena Prasad said receiving the coveted award from the prestigious institution was a special
occasion in her life and milestone event in the history of Mohiniyattam.

She thanked veteran artistes who taught her different art forms and recalled her initial
struggles as a dancer three decades ago.

Courtesy: The Hindu
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The full proceedings can be viewed on the Music Academy’s YouTube channel —
18th Annual Dance Festival, Inauguration at The Music Academy Madras 2025
https://youtu.be/fC3yEe0o9u80
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Encapsulating a Raga:Varnamettu

By Sangita Kala Acarya Dr. Ritha Rajan

In early times music existed as tunes. The word Varnamettu means tune, very popularly
used once upon a time in Tamil Nadu. Tune was called varnamettu, mettu or ragamettu.
While the term varnamettu was the most popular denoting the tune of a song, the term
mettu was also used for setting tune to a song (mettamaittu). The first half of the 20
century was the period of varnamettu, wherein the same varnamettu or tune of a song was
adopted in some of the later songs. The study of the Varnamettu is very interesting and
also significant for the reason that it covers not just Carnatic Music, but also Hindustani
Music, Indian Dance Music, Indian Drama Music, Indian Ritual Music, Indian Film
Music, Indian Folk Music and Western Classical Music. The folk music of other countries
may also offer some scope for this study. In olden days, songs were identified by their
tune or varnamettu and not by the raga in which they were set in. The raga-s in which
these varnamettu-s were set, like anandabhairavi, nadanamakriya and punnagavarali were
our earliest raga-s which naturally evolved through oral tradition. The varnamettu or tune
encapsulates the essential features of the raga as in a capsule. The most important factors
of the raga are characteristically and succinctly given in a short space. Interestingly, within
that short space it also shows how the raga should wind up naturally.

Earliest Dictionaries referring to “Mettu”
The following are the earliest Tamil Dictionaries that give meaning for the word ‘mettu.’

1. A Dictionary of the Tamil and English Language, by Rev. J.P. Rottler... [assisted by
AF. Caemmerer, W. Taylor and Vencatachala Moodelly].

By Rev. J.P. Rottler - 1834
Printed at the Vepery mission Press, 1834

Mettu — (mus) tune of a song; rhythm, paattinragappokku, idu Hindustanimettu
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(1935 edition: 3335)

Varna-mettu - (mus) lilt or melody of a tune: paattinisaiamaippu (ibid 3505)

The Tamil Lexicon of Winslow Miron, published in 1862 Page*894 of the 974 pages
of the whole Dictionary. (A comprehensive Tamil and English Dictionary).

Mettu — Rise or fall in Music, A musical interval, [ragamettu, the bridge of a fiddle.

Tarkala Tamiz Sol Agarati by Bhavanandam Pillai, 1925
Mettu, Raga mettu

The following are studies related to Varnamettu

1.

Musical Structure of padam-s, Journal of the Madras Music Academy — Dr.Ritha
Rajan, 1984

Tales Tunes Tell — Matthew Harp Allen, 1994
Concept of Raga — Dr. N.Ramanathan, 2001

Plural Sahitya-s for famous Tunes and Plural Tunes for famous Sahitya-s. South
Indian Music Book V, Prof. P.Sambamurthi, Eighth Edition, 2002

The Concept of Raga with Special Reference to Varnamettu — PhD thesis - Dr.
K.Rukmani, 2014

Sankaradas Swamigalin Nataka Isai Kalafijiyam,2018
Isai Tamizum Nataka Tamizum - books by Dr. Arimalam Padmanabhan 2023

“Those Who Talk of Plagiarism in Carnatic Music Know Not About the Tradition”
- T.M.Krishna, The Wire, 2018

Traditional Folk Tunes that evolved naturally are

anandakkalippu
nondicindu
Odam

kummi
kilikkanni
kilippattu

Raga-s in the Traditional Folk Tunes

‘Some of the recognizable raga-s’ in the Traditional Folk tunes are

punnagavarali
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nadanamakriya
anandabhairavi
saindhavi
kurafiji

navargj
nilambari

Examples of Traditional Folk tunes in some of these raga-s

Punnagavarali

1.
2.
3.

magudi—‘nadarmudimelirukkum nalla pambg’
Tyagaraja kirtana (daru)“‘gandamupuyyarugani” from Nauka Caritra

The song ‘malai mayanguginra néram’ in the Tamil Film Marakatam(1959)

The 2™ and 3™ songs have more or less identical tunes or varnamettu.

r g r S , r S *n , n ,
da mu puy . ya ru ga . ni

r g r S S r S n , n ,
lai ma yan gu gin ra né ram

‘Tt is interesting to see that in Tyagaraja’s daru, it is kaisiki nisada and in the Tamil

film song, it is kakali nisada. In art music forms like krti-s and padam-s in the raga

Punnagavarali, only kaisiki nisada is used. E.g., ‘€hi annapiirné’ of Diksita, ‘Sivaganga

nagara nivasini’ of Papanasam Sivan and the Ksétrayya padam ‘ninnujuda’.

Nadanamakriya

The following are noteworthy for their well-known varnamettu in the raga

Nadanamakriya

1.

2
3.
4.
5
6

“Nandavanattil orandi”

Pavam seyyadiru maname”

“Tayin manikkodi parir”

Dévarnama — “Dasanamadiko enna”

The kadga in NandanarCaritram — ‘Tirunalaippdovar’

Tyagaraja kirtana — “Karunajalade”.
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In the varnamettu of the raga Nadanamakriya, the characteristic phrases are ‘s r p m g m
grs’s’and ‘srgr M MM’.

In the above songs in Nadanamakriya, the first five, start as ‘srpm gm g mr s s’.
The Tyagardja kirtana starts as ‘sr g r M MM’.

The same characteristic phrase is also found very conspicuously in the Ksétrayya padam
in this raga in the lines ‘ammamma végadayane’.

The famous song of Subramanya Bharathiyar ‘Tayin manikkodi parir’was composed by
him in the traditional varnamettu only, says Dr. Arimalam Padmanabhan.

Anandabhairavi

Anandabhairavi is the most popular raga of folk origin with many varnamettu-s, with and
without tala. The famous song of Subramanya Bharathiyar “Sentamiz nadenum pddinilg”
is sung in a folk varnamettu in anandabhairavi raga.

Anandabhairavi raga has also been handled as an art music raga by composers Kshétrayya,
Sarangapani and the Musical Trinity, especially Syama Sastr and Muttusvami Diksitar.

Papanasam Sivan’s Tamil song ‘singara vélavan vandan’in this raga has more or less an
identical varnamettu like the kirtana ‘paluké bangaramaya’ of Bhadracala Ramadas.

There is a Tamil marriage song sung popularly, which has an identical varnamettu like
Syama Sastri’s‘ kirtana ‘himacalatanaya’ in this raga.

In the first half of the 20" century, Tamil books were published containing many
compositions with only texts without raga, tala or notation. The only specification was
that the song had to be sung following the varnamettu of some other song, whose title
was given at the very outset.

Varnamettu-s of Carnatic Music Forms adopted in later compositions

The varnamettu’s of the following Tyagaraja kirtana-s have been adopted verbatim in the
following songs.

Varnamettu of Tyagaraja’s ‘Nada tanumanisam’ in Cittarafijani raga adopted in the song
‘kadal kani rasamg’ in one of Sankardas Svami’s Tamil dramas.

Varnamettu of Tyagaraja’s ‘Undédi Ramudu’ in Harikambhoji raga has been adopted in the
Tamil song ‘vandadum solai’ composed by Kalki Krishnamurthy.

68



VOLUME 94 The Music Academy JOURNAL 2025

The tune of Tyagaraja kirtana ‘raghunayaka’ in Hamsadhvani is seen verbatim in Papanasam
Sivan’s Tamil Kirtana ‘karunaiseyvai’.

Papanasam Sivan’s ‘ninnarul iyambalaguma’ in Pantuvarali raga has an exact tune like
Tyagaraja’s ‘Ninn€ nera namminanura’.

Marathi Bhajana Sampradayam

In Tanjavur Krisna Mutt of the Madhva-s, some Marathi bhajans have been tuned after
certain Tyagaraja kirtana-s. All the Marathi bhajan-s sung in this Mutt were tuned and
established by Mridangam Narayanaswami Appa, the famous artist who was a Madhva.

The entire varnamettu of the Marathi Bhajan ‘Ramakithu’ is that of Tyagaraja’s ‘Nannuvidici’
in the raga Ritigaula.

The starting lines of Narayana Tirtha’s Tarangam ‘krsnam kalaya sakhi sundaram’ has the
same tune of Tyagaraja’s daru‘anandam’ anandam’ from Prahlada Bhakti Vijayam.

The first line of Muttusvami Diksita’s kirtana ‘vatapi ganapatim bhajeham’ has become
a favourite theme for bandi$§ for the Hindustani Musicians. The raga Hamsadhvani along
with the raga Kiravani has been so fondly taken up in Hindustani Music. It is said that
Ustad Aman Ali Khan (1888-1953) of the Bhéndi Bazar Gharana who learnt Karnataka
Music from Vidvan Bidaram Krishnappa of the Mysore court, introduced Hamsadhvani
raga to Hindustani Music.

His bandi$ ‘lagela ganpati sakhisang’ has become very popular. Ustad Amir Khan learnt
this bandi§ from Usman Aman Ali Khan. Pt. A.T.Kanan, Pt.Bhimsen Joshi, Vidushi.
Kishori Amonkar, Pt. Ajay Chakravarthy, Ustad Rashid Khan and many other well-known
Hindustani musicians have performed raga Hamsadhvani and this bandi$ in their concerts.

In Hindi film music, it was music director Salil Chowdhury who introduced Hamsadhvani
in the Hindi film Parivar.

The song ‘ja ts€ nahi bdlun kanhaiya’ from the Hindi film ‘Parivar’ 1956 is very popular
even now. The music of the first line of this film song is the same as that of the opening
line of ‘vatapi ganapatim’.

The Syama Sastri kirtana-s ‘himadri suté” and ‘biranavarilicci’ have identical varnamettu.
The former kirtana is in Samskrta and the latter kirtana is in Telugu. These two are
well known Kirtana-s. The kirtana ‘himadri sute’ is usually sung in tisra eka tala and
‘biranavaralicci’ is sung in Adi tala tisra gati. This is an instance of dual rhythm.
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Marathi Natya Sangita

The vamamettu-s of two of Patnam Subramamanya Iyer’s kirtana-s have been adopted in
Marathi Natya Sangita. They were frequently sung by many well-known Marathi musicians.

They are
» ‘varamulosagi’ in Kiravani raga. The varnamettu has been adopted in the song ‘sura

sukhakani’ in Marathi Natya Sangita.

* ‘manasu karuga demi’ in Hamsadhvani raga. The tune adopted in the song ‘yuvati
mana’ in Marathi Natya Sangita.

Varnamettu-s of Padam-s

The varnamettu-s of Ksétrayya and other padam composers have been very much adopted
in later padam-s and other compositions.

The following compositions in the raga Sahana have almost identical tunes or varnamettu.
* ‘Emoradamma’- Ksetrayya padam
* Magadoci - Telugu padam by Karvétnagar Sarangapani
+ ‘Kanavan vandazaikinran’ - Tamil padam by Subbarama Iyer, which is a complete
translation of ‘magadoci’

+ ‘Urag? galguna’ - Tyagaraja kirtana
* ‘Engd pirandavaram’ - Tamil Film song (Film ‘Bommai’,produced and directed by
Vina S Balachander, who also set music).

The Ksétrayya padam-s ‘vadarakapové’ and ‘yalangé vanipai’ in Kambhoji raga have the
same musical structure to a great extent.

A note on the varnamettu-s in the raga-s Surati and Kambhaoji

The svara $uddha madhyama in the raga Surati and the svara catusruti dhaivata in the raga
Kambhdji are very important svara-s which have a vital role in the respective varnamettu-s.
The suddha madhyama in the raga Surati and the catusruti dhaivata in the raga Kambhdji
are very essential to create a relaxed and leisurely musical atmosphere, especially in the
later part of the composition, the carana. For example, while compositions in the Surati
raga start on the svara-s sa,ri or ni, the carana of most of these compositions starts with
(what may be called) a prolonged madhyama and offer a relaxed musical treatment as
seen in the Tyagaraja kirtana-s ‘bhajanaparula’, ‘vérevvarg’, ‘rama deivama’ and as in the
padam-s ‘indendu vaccitira’ and ‘kontegadu’. Tyagaraja kirtana‘gitarthamu’ is perhaps the
only composition starting with madhyama.
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A similar relaxed and leisurely musical treatment with catusruti dhaivata is seen in carana
of the Kambhoji raga kirtana-s, ‘evarimata’, ‘0 rangasayi’ and ‘koniyadinanapai’.

Varnamettu-s of javali-s
The varnamettu of the Khamas raga javali ‘marubari talalénura’ has been adopted in the
devarnama ‘kara bare dara barade’.

The varnamettu of the Khamas raga javali ‘narimani’ has its impact on the Marathi bhajan
‘alotula carana’, sung at the Thanjavur Mutt of the Madhva-s

The varnamettu of the Khamas raga javali ‘apaduluku’ has been adopted in the song ‘saku
saku navamohana’ in the Kannada film ‘Bedara Kannappa’ (1954). Music director was
R.Sudarsanam.

The varnamettu of the Senjurutti raga javali ‘prana sakhiditu’ has been adopted in the
rendering of the Appar Thevaram ‘munnam avanudaiya’ in the Tamil film ‘Parthiban
Kanavu’ (1960). The music director was Vedha.

The varpamettu of the javali ‘celin€netlu’ in the raga Pharaz has been adopted in the song,
‘maravéné ennalilume’ a song composed by Kalki R.Krishnamurthi and sung by Vidushi.
M.S. Subbulakshmi for the Tamil film Meera (1947) with music by S.V.Venkataraman.

The javali ‘sammeeradayakatay’ of Dharmapuri Subbharayar is a folk tune, based on the
svara-s of Anandabhairavi raga. It is sung only in Vina Dhanammal’s family and the raga
is called Mafiji.

Varnamettu-s from sources other than Carnatic Music

The varnamettu-s of some of the well-known Bengali songs were adopted in Hindi films
mainly by music directors S.D. Burman & R.D. Burman.

For example, the tune of the Bengali Song “arunakanti’, composed and tuned by the Bengali
poet and composer Kazi Nazrul Islam was adopted by S.D.Burman for the song ‘piichona
kaise maine’, sung by Manna Dey for the Hindi Film: Meri Sirat Téri Ankhen (1963).
This film song had become very popular.

The tune of the film song ‘balamaye basd moré mana mé’ sung by K L Saigal for the
Film: Devdas (1935) had been adopted for the song ‘puinguyil kiivum’, composed by Kalki
R, Krishnamurthi and sung and popularized by D.K.Pattammal. The music director of the
Hindi movie was Timir Baran.
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Varnamettu-s adopted for religious songs

Many Christian devotional songs in Tamil were popularised by Professor VPK Sundaram,
which were set to the tunes of Tyagaraja kirtana-s. It was one Raja Iyengar, musician and
brother of Vidwan S.V. Parthasarathi, who set the tunes of these songs, adopting the tunes
of famous Tyagaraja kirtana-s.

Nagore Hanifa, the famous singer of Islam devotional songs, had also sung a few songs,
with adopted varnamettu-s. For example, the tune of the song ‘méré naina’ from the Hindi
film Mehbooba (1976) had been adopted in Nagore Hanifa’s Islam devotional song ‘adikalai
nérattil.’

R.D. Burman was the music director for the Hindi film Mehbooba.

Tunes in Art Music adopted from Film Music and vice versa

Occasionally, film music tunes have influenced art music. Vidvan Maharajapuram Santhanam
had set the music of the pallavi of his Tamil kirtana ‘vel vél vira muruganin vél veél’ just
like the opening lines of the Hindi film song ‘jad nand ki lala’ from the Hindi film Rangoli
(1962). The music directors of the film were Shanker and Jaikishan.

In a few Hindi films, the tunes of thumri-s popularised by great Hindustani musicians have
been adopted. The tune of the thumri ‘yadpiyakiaye’ that became very famous by Ustad
Bade Gulam Ali Khan’s singing had been adopted in the Hindi film song ‘balama anadi
manabhaye’, in the Hindi film Bahurani (1963). C. Ramachandra was the music director.

Tunes have also been taken from Western Art Music. The music of the first movement
of Mozart’s 40th Symphony in G minor can be heard in the opening lines of the Hindi
film song “Itnana mujsétu pyar badha” in the film Chaya (1961). Salil Chowdhury was
the music director.

Observations

Generally, the folk varnamettu-s in South India are based on the svara-s of Todi,
Mayamalavagaula, Bhairavi, Kharaharapriya, Harikimbhoji and Sankarabharanam. It is
very common to find anya svara-s in all the folk varnamettu-s.

There is no prati madhyama in folk tunes. In Sindhubhairavi, the raga from Hindustani
music, which was introduced through Harikatha kalaksépa and made popular with many
later light music songs and later folk songs, along with Suddha madhyama, a kind of
augmented madhyama is also used. This augmented madhyama is higher in pitch than the
$uddha madhyama, but lower than the pitch of prati madhyama. This particular madhyama
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in Sindhubharavi is of pure oral tradition and cannot be written down in notation. In the
famous Sindhubhairavi tiruppugaz ‘amudamtru’ this augmented suddha madhyama can be
heard. The nagasvaram vidvan-s play this tiruppugaz so beautifully.

In almost all the folk tunes invariably both the varieties of the same note for one or two
svara-s are used. This is in fact more or less a regular feature in folk tunes.

In the folk tune magudi ‘nadarmudi melirukkum naga pambgé’, in Punnagavarali raga, both
$uddha and catusruti rsabha-s and both kai$iki and kakali nisada-s occur very naturally.

Surprisingly in the renderings of art forms in Punnagavarali, while both the rsabha-s
are present, there is a conspicuous avoidance of kakali nisada. Ex: Ksétrayya padam
‘ninnujiida’, the kirtana ‘€hiannapiirne’ of Muttusvami Diksitar and the kirtana ‘$ivaganga
nagara nivasini’ of Papanasam Sivan.

In the folk song ‘nanda vanattil orandi’ and the similarly tuned ‘pavam seyyadiru maname’,
though the raga is named Nadanamakriya, the nisada is only kaisiki. This anya svara or
accidental note is not used in art music forms like the padam and kirtana-s.

In the rdga Anandabhairavi while the anya svara-s antara gandhara and catusruti dhaivata
are sung in both folk tunes and art musical forms, the other anya svara kakali nisada can
be heard more frequently in folk songs only. Anandabhairavi is the most frequently used
raga in South Indian Folk Music, as in the folk tunes kummi, kilikkanni, kavadicindu and
in the Telugu Kanda padyam or verses in the operas and dance dramas.

All the raga-s which evolved naturally through oral tradition with a strong folk musical
background have anya svara-s, i.e. two varieties of the same svara like suddha and catusruti
rsabha, sadharana and antara gandhara on so on.

There is no prati madhyama svara in any of the naturally evolved raga-s

As said earlier, the varnamettu or tune is a raga capsule containing in itself, all the essential
features of the raga, with a wonderful scope to unfold the raga.
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Raga Descriptions in Matanga’s Brhaddest

Prof. V Premalatha & Arutla Rohith

Introduction

BrhaddesT is one of the important early works on Indian music, written by Matanga and is
placed between the 6" and the 9™ centuries. It is a very significant work in music history,
since it speaks about one of the most prominent concepts of music, namely “Raga”, for
the first time. The music tradition that is known in texts like Natyasastra and Dattilam are
referred to as the Gandharva or the Marga tradition, while the practice that evolved later
to these are called Desi. In this regard, Brhaddesi is considered to be the earliest work on
the desT tradition of music practice.

Brhaddesi was first published from a single manuscript from Travancore, in 1928, edited
by K. Sambasiva Sastri. Later a critical edition with English translation was made by Dr.
Premlata Sharma and Anil Bihari Beohar, which was brought out in 1992 & 1994, by the
Indira Gandhi National Centre for the Arts, New Delhi. The first volume of this edition
consists of the first chapter and the second volume consists of chapters two to six. This
paper aims to give an insight into the description of the Raga-s and their related concepts
as found in the work Brhaddesi and would deal with the following:

Contents of Brhaddest

Technical terms related to description of Raga-s
Classification of Giti-s and the Raga-s under them
Description of Raga-s

o /0 o

Observations & Findings

Contents of Brhaddest

The available work deals with concepts relating to music only, and appears to be incomplete.
There are six chapters and the first chapter deals with desi, nada, $ruti, svara, grama,
mircchana, varna, alankara, pada and gitl. The second chapter speaks on the Jati-s and
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their characteristics. The third chapter is dedicated to the treatment of Raga-s and the fourth
on the Bhasa-s. A detailed note on the dest raga-s are presented in the fifth chapter and
the sixth chapter speaks on the Prabandha-s. Mataniga quotes many early authorities, like
Bharata, Kasyapa, Yastika, Durgasakti and Sardila, in his work.

The third chapter deals with the Ragalaksana-s and it commences with the definition of
the term, “Raga”, which is as follows: ‘that which colours and delights the mind of the
good, through a specific svara and varna or through a type of dhvani is known by the wise
as raga’ (Brd,3,263)". This is followed by the seven types of Giti-s and their descriptions.
Matanga gives the names of the raga-s under each giti and then follows, the description
of each raga, in order.

Technical terms related to the description of Raga-s

As stated earlier, this paper takes up the description of raga-s as found in the Brhaddest
of Matanga. In order to understand the ancient musical concepts, it is essential to know
about some of the technical terms that were used during that period, in the said context.
A few of them are explained below.

a. Grama

This is the basic concept that had come down from the Natyasastra of Bharata which refers
to the grouping of the seven svara-s, namely Sadja, rsabha, gandhara, madhyama, paficama,
dhaivata and nisada. These seven svara-s were distributed within 22 $ruti (pitch) positions.
Sruti, here also refers to the definite tonal interval between consecutive svara-s. It is to be
noted that the placement of the svara-s within the 22 $ruti range was not equally divided. In
other words, the tonal interval between the consecutive svara-s was not similar, but varied.
Based on the intervals, there were two grama-s, namely, Sadjagrama & Madhyamagrama.
Fig.1 and Fig.2, below, would provide the positions of the svara-s in the two grama-s.
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1 References and translations, here are based on the IGNCA edition of the work
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b. Miircchana

While the grouping of svara-s was called a Grama, the sequential arrangement of the
seven svara-s was termed as mircchana. Each miircchana commenced with the seven
svara-s, in order, thus seven miircchana-s were formed out of each grama. The muircchana-s
also dropped one or two svara-s in some instances and were then called tana. Thus the
mircchana-s with six svara-s and five svara-s were called Sadavatana and Audavatana,
respectively. It is also to be noted that only definite svara-s were to be omitted in the above
said tana-s in each of the grama-s.

c. Jati

Jati-s were the basic melodic structures of musical forms and it meant a class of melody.
There were 18 kinds of jati-s, of which some were based on the svara-s of the Sadjagrama
and others were based on madhyamagrama. Each jati did not denote an individual melody
but encompassed several melodic types. The jati-s had ten characteristic features, namely
— graha, am$a, tara, mandra, sadava, audava, alpatva, bahutva, nyasa and apanyasa.

d. Giti

The term Giti in Brhaddest, referred to the stylistic rendering of the raga and Matanga
mentions seven kinds of giti. (3,275 - 289). They are Suddhagiti, bhinnagiti, gaudigiti,
ragagiti, sadharanigiti, bhasagiti and vibhasagiti. Each giti was specified with some raga-s
under them. Those raga-s pertaining to the first five giti-s were considered as Gramaraga-s
and those of the other two giti-s were called, bhasa, vibhasa and antarabhasa raga-s.

Classification of Giti-s and the Raga-s under them

There were five primary giti-s and few raga-s were grouped under each giti. The details
are given below.

SuddhaGiti
It is explained thus:

“The Coksa (suddha) giti is spoken of as being complete with mandra (low) amandra
(not low, medium) tara (high) straight, attractive, equal svara-s and Sruti-s” (Brd,3,275).
The five raga-s under this giti are Sadava, Paficama, Kai$ikamadhyama, Suddha (Coksa)
Sadharita and Suddha (Coksa) Kaisika.

In this context, it is to be noted that the above-mentioned raga-s are similar to the Gramaraga-s
— the most ancient types of melodies that were born of the jati-s. (Brd,Anu.170). There
were seven primary gramaraga-s and were the same as those found in the Kudumiyanmalai
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music inscription. The raga-s mentioned in the Kudumiyanmalai inscription are Sadjagrama,
Madhyamagrama, Sadava, Paficama, Kaisikamadhyama, Sadharita and Kaisika (Richard
Widdess, 2001, p.205). Thus except the first two, other five are similar to the raga-s born
from the Suddhagiti in Brhaddest.

BhinnaGiti
It is explained thus:

“Bhinndgiti is said to be with sitksma (short in time), mobile, curved, ullasita (made to
shine upwards), prasarita (spread out), attractive, high and low (svara-s).” (Brd,3,276)

The raga-s born of the Bhinnagiti are BhinnaSadja, Bhinnatana, Bhinnakaisikamadhyama,
Bhinnapaficama and Bhinnakaisika.

GaudiGiti (Ohati)

It is explained thus:

“The svara-s of gaudi are beautiful and are attractive ohati. Ohati is said to consist of a
combination of the sound ‘ha’ and ‘O’. Ohati belongs to the low (register), it is produced
by placing the chin on the chest. It is to be made fast and faster, being pressed with the
shake of svara. (Brd,3,277-278). The raga-s belonging to the Gaudigiti are Gaudapaficama,
Gaudakaisika, Gaugdakaisikamadhyama.

RagaGtti
It is explained thus:

“Ragagiti is said to be with attractive gamaka-s with variegated low (prasanna) (svara-s)
pertaining to the chest region, even, colourful or delightful arrangements of svara-s”. The
raga-s are so called because the beautiful raga that comes about in all the four varpa-s
is seen in them in its completeness. (Brd,3,282-283). The raga-s classified under this giti
are, Takkaraga, Sauvira, Malavapaficama, Sadava, Bottaraga, Hindolaka, Takkakaisika and
Malavakaisika.

SadharaniGrti
It is explained thus:

“(This giti) should be made with straight attractive, somewhat minute and large, properly
audible, slightly fast, similarly soft, attractive, smooth (or soft), and minute, prayoga-s
(melodic phrases?) that are well combined with minute kaku-s. Thus sadharani should
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be known to be the abode of all gitis”. (Brd,3,284-285). The raga-s classified under this
giti are, Narta, Saka, Kakubha, BhammanaPaficama, Riipasadharita, Gandharapaficama and
Sadjakaisika.

BhasaGiti
It is explained thus:

“The bhasagiti is described by the experts in giti as conmsisting of prayoga-s that are
rendered by the body (voice), are smooth, colourful with kaku-s, well composed, shaken,
soft, brilliant, combined with malavikaku, attractive and graceful. It is performed in the
manner that delights the people.” (Brd,3,286-287)

VibhasaGiti
It is explained thus:

“Vibhasagiti-s should be composed with gamaka-s that are attractive, numerous, brilliant,
shaken, pertaining to the chest region, even, high and very high, smooth in which madhyama
shines forth in between that are delightful to the ear and attractive. The process of
composition should be spontaneous and should take the course that delights the people.”
(Brd,3,288-289).

Description of Raga-s

The raga-s are described in Chapter-3 of Brhaddesi. (Brd,3,300-344) and they pertain
to the gramaraga-s. While describing such raga-s, some important aspects are found to
be taken into account. They are, graha, amsa, nyasa, vadi, samvadi, anuvadi, alpatva,
bahutva, miircchana, varna, alankara, marga, tala, rasa, prayoga (plot in natya), sampiirna
or audava or sadava and kakali or antara. This is an important aspect in Matanga’s
treatment of raga-s.

Given below is an example of the laksana of Bhinnapaficama, a raga under the Bhinnagiti
(Brd 3,307 & Anu.177). The original text and its corresponding English translation are
provided, herein.

78



VOLUME 94 The Music Academy JOURNAL 2025

[ = Foerram: ]
1
[mTwﬁam"r Py - carfus s TAeTEa | TIR T T -
METETEd Wit SRETGETES: |
T W AR

trEeTe . TEE . EEEREETE 1 30l

[ 7 2ws]
e - e oo,

@A | s A | A w0 et | S

[2. Bhinnaparcama]

[ A, 156]
cieciscrnneens VIS Bltfoarna-praricainmis saidl 1o be svarabhinma,. s deseription is thus-

The knowledgeable ones in siara have spoken of bhinnapancama being
similar®® o suddha-pasicama. It has dhaivara as its amsa, pancama as its
concluding note and is (applied) in the entry of the storadhbira.

(307)
[Anu. 177]

Thismeans-bhinna-parcamais related to madhyamagrimaonaccountof
being born of madivamaand pancami fats. Dhaivataisthe grahaand amsa,
padicama is the nyisa, nisddais kikali here, Sometimes nigada*® is also used
and this (riga) is complete. "It is applied in the entry of the sitradhira,
Bibharsaand bhayinakaare the rasas. Themr?rchanibem‘qlﬁngﬁgh" vared
obtains. Safcarinis the varna. Fmsm:-midiistheahﬁkim.'m&'ka ,fﬂlfll‘l
i the daksina (marga), the kali obtains in the el (ming) an k
prevails in the citra (mirga). A sila like mccu:pu;a.-nhmﬁnd&.' 50
comprised of svara and pada;

Observations

In the above example, the raga is described in two forms- as a verse, numbered 307 and
then is followed by the prose description, numbered as Anu.177. One can notice that the
description in the verse is very crisp and it only mentions the ams$asvara, nyasasvara of
the raga and that it has to be used during the entry of stitradhara. But the prose passage
following this verse gives an expanded description, as could be read from the translation
of the text given above. All the gramaraga-s under this chapter are described in the same
manner.
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In this juncture, it is to be noted that BrhaddesT is the first work to deal with Raga-s and
to use sargam syllables, like, sa, ri, ga, ma and so on. Thus the descriptions of raga-s in
this chapter, also happen to be one of the earliest references. With regard to the description
of a raga, the verse and its following prose passage together presents the whole summary.
The present text is incomplete and relation between the verses and prose passages needs
to be examined. This aspect has been raised by scholars like Prof N Ramanathan in their
research writings?.

Another important observation is that Matanga says that he speaks about those aspects
which were not mentioned by Bharata (Brd,3,262). Meanwhile the chapter on Bhasalaksana
is said to be an extract from Sarvagama Samhita, by Yasthika (Brd,p.182). The description
of raga-s under this section is totally different from the description of the other types of
raga-s, given under the five giti-s. One can notice illustrations of svara passages for each
raga, and the factors that determine the laksana of the raga also differ.

Given below is the laksana of Paficamakhya — a raga derivative of Bhasa (Brd,4,51)
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Having paricama as amsa and sadja as the concluding note, being
complete and delightful to the people, this bhasi is said 1o be paficamaikhyi.
There is concert 19 hetween pancama-rsabha and similarly between sadfa-
madinma

(51)
Hlustration - Pipaparipid. Ripapapipamapipamapaima  Sasasaririri
Vidhadhapapd. Pasamamdririgagarisapi  pa garisagarisaripaparirigart.

Gadhamagariri dhaparigasdsa. Pancamakhyai[x]

Thus it is understood from the above, that the raga description is presented in a different
format and all the raga-s in this section carry an illustration of sargam passages.

2 The Prose and Verse Portions of Brhaddsi : Their Mutual Relationship, by N Ramanathan,
https://www.dropbox.com/scl/fi/ebo8stibnox1bi8Sha7ks/AE-RamanathanN-Prose-and-Verse-
Portions-of-Brhaddesi-SNA-0978.pdf?rlkey=7dmrux4xrwfv0e784v58t8cog&dl=0
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Findings

There exists a relation between the factors that determined the laksana-s of jati-s of
Bharata and the gramaraga-s of Matanga. The present day ragalaksana-s also bear
a correlation to this tradition, with contextual variations.

Raga-s were associated with one or more jati-s and derived from the Sadja and/or
madhyamagrama-s in Matanga’s time. This is contrary to Bharata’s tradition, where
jati-s were strictly based on any one grama.

Some concepts of Bharata are described in a different manner in Brhaddest, like giti,
kaku, sadharanasvara-s etc. This suggests a transformation in the tradition, which
has been documented by Matanga and quoted by later authors too.

Attribution of rasa, tala, marga and association with specific junctures in the drama
to the raga-s, suggest that the raga descriptions by Matanga, pertained to specific
songs that occurred in Natya.

Aspects like ways of rendering (subtle/delicate, straight/curved), endowed with
gamaka-s and kaku-s, kinds of svara phrases (varna/alankara), pace of melodic
rendering (steady/fast/quick), sthana or the range of melody, and raga-s meant for
the enjoyment of common people - stand as a testimony for Matanga’s perception
of a raga.

Names of some raga-s of Brhaddesi are found in some later literary works in
Samskrta, Prakrt, Kannada and Tamil. Some raga names of Brhaddesi are also
noticed in the Pan-s of the Tevaram tradition, like Kausikam, Gandharapaficamam,
Takkaragam, Indalam, BhinnaSadjam and so on.

Thus it is learnt that the Brhaddesi of Matanga is a very important work that serves as

a bridge between early gandharva and later des1 tradition and had highly influenced later
authors. The discovery of the remaining parts of the work, (which could probably be hidden
in any unpublished manuscripts), will shed more light and contribute to the understanding

of the music system of ancient India.

References:

“Brhaddesi of Matangamuni” (Vol-1I),edited by PremLata Sharma and Anil Bihari
Beohar, published by the Indira Gandhi National Centre for the Arts, New Delhi,
1994,

“The Prose and Verse Portions of Brhaddesi : Their Mutual Relationship”,
by N  Ramanathan, https://www.dropbox.com/scl/fi/ebo8stibnoxIbi85ha7ks/
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*  “Matanga and his work Brhaddesi”, Proceedings of the Seminar at Hampi, edited
by Premlata Sharma, published by Sangeet Natak Akademi, New Delhi, 2001

*  “Musical Notation in the Brhaddesi and related Sources”, by Richard Widdess,
published in Matanga and his work Brhaddesi, Sangeet Natak Akademi, New Delhi,
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Mysterious Transformations — Raga-s Ahari and
Abhéri

Author: Dr. K. Srilatha

1 Introduction

The rdga is fundamental to Indian music, with musicologists defining it through parameters
such as scale, key notes, consonant and dissonant relationships, and melodic movement.
This theoretical framework, known as raga-laksana, has long coexisted with oral traditions
upheld by practitioners. However, discrepancies between textual descriptions and practice
have been a persistent challenge.

One striking instance of such a tension is seen in the shifting identities of rdga-s Ahari
and Abheri, between the 17th and 19th centuries. The Ragalaksanamu of Sahaji (RL-
S), a late-17"century treatise, appears to have played a crucial role in this change. This
article examines how Sahaji’s work may have contributed to the transformation, drawing
data from primary, manuscript sources, and situating it within the broader historical and
musicological context.

2 Background

2.1 Early references to Ahari

Early descriptions of Ahar in the musicological treatises are remarkably consistent.
Ramamatya’s Svaramelakalanidhi (SMK, 1550 CE), is the first to describe it. It assigns
Ahari to the Ahariméla', which contains the svara-s sadja, paficasrutirsabha, sadhdrana
gandhara, suddha madhyama, suddha panicama, suddha dhaivata, and kakali nisada. 1t is
classified as an uttama (superior) raga, where there is no admixture of svara-s. Other texts

1 The mela (family, gathering) can be understood as an abstract set of seven svara-s which serves
as the basis for grouping raga-s (Ramanathan, p. 1). Raga-s that share some subset of the notes
of this set are grouped together and the group itself is named after the most prominent member.
- Ahar in this case.
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of the late-16th and 17th centuries® give similar accounts of the raga (Hema Ramanathan,
2004, pp. 119-29)°.

Veénkatamakhin, in his Catur dandt prakasika (CDP), includes Ahari in a list of fifty-five
prevalent raga-s that had concurrence between usage and theory*, making them suited for
compositions of the gita, thaya and prabandha forms®. He places it under the twenty-first
méla in his newly-envisaged 72-méla scheme, with the same set of svara-s described in
the Svaramélakalanidhi (Vénkatamakhin, 2002, p. 206). This version of the raga will be
referred to as Ahari-21, in this paper.

2.2 Late-17™ century

In the Ragalaksanamu of Sahaji (1684-1712) this raga undergoes a major transformation.
Here, raga Ahari is assigned to the Bhairavi méla, which corresponds to the twentieth in
the 72-méla scheme. Méla-s Bhairavi and Ahari differ only by one svara - the nisada. As
a result, raga AharT’s kakall nisada is replaced by Bhairavi’s kai$iki nisada, which has
a lower pitch position. Subsequent texts, including Tulaja’s Sangitasaramrta (SSA) and
Muddu Venkatamakhi’s Ragalaksana (RL-MV), follow this new definition. This version
of the raga will be referred to as Ahari-20 in this paper.

2.3 Later texts

A set of texts from the eighteenth and nineteenth centuries, the Sarigrahaciidamani, the
Mahabharataciidamani, and the Sangitasarasarngrahamu, assign ‘Ahiri’ to the Hanumattodi
méla. Subsequent texts of the twentieth century give a vastly different account of the raga.
Subbarama Diksita, in his Sarigita sampradaya pradarsini (SSP, 1904), places ‘Ahiri’in
méla 20, while also acknowledging that this raga has been placed in méla 8 by previous
experts. P. Sambamoorthy (1963, p. 159) recommends placing Ahiri under Vakulabharana
(Mgla 14), due to the preponderance of antara gandhara in the extant oral practice. These
differing views tell us that contemporary Ahiri is a phrase-based raga that cannot be easily
assigned to any single méla.

2 Ragatalacintamani, Sadragacandrodaya, Ragamanjari, Ragamala, Ragavibodha, Sangitasudha
and Sangitaparijata

3 The texts give slightly differing names, but similar descriptions: Sadragacandrodaya (dbhiri),
Ragamaiijart (dhéri), Ragamala (Ahéri), Ragavibodha (Abhiri), Sangitaparijata (Abhiri).

4 tatahprasiddhivaidhuryantyaktvaragamstutanpunah|| sarvatra laksya
marge trasampratipracarantiye | tanasmatparamdacaryatanappdacaryasamuddhytan ||
raganniripayisyami laksya laksana sammatan (Vénkatamakhin, 2002, p. 222)

5 laksitahpaiicapaiicasaditiragahsphutammaya |gitathayaprabandharhatanapparyaihpravartitah ||
(Venkatamakhin, 2002, p. 234).
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2.4 Abher

While one would not think it by listening to their modern versions, the biographies of the
raga-s Ahiri and Abh&rT are deeply interlinked. Both the Sarigitasudha and the Catur dandi
prakasika place Abheri in the AharT méla. However, parallel to the shift observed in Ahari,
Abh&ri too is reassigned to the Bhairavi méla (Méla 20) by Sahaji. This shift is confirmed
by subsequent sources such as SSA, RL-MV and the SSP.

The debate over AbherT’s identity takes on a topical quality, as it is prevalent in the
Karnatakasangitam of the post-19" century with two identities. The first is as described
in the SSP. In the second, it is moved to méla 22, where the suddha dhaivata of Bhairavi
méla is replaced by the catuhsrutidhaivata. (Catlin, 1995) (Janakiraman, 2009, pp. 54-7).

3 Motivation for the study

RL-S is among the earliest sources to document the reclassification of the raga-s Ahari and
Abhéri from méla 21 to méla 20. Scholars have proposed various explanations for this shift.
Hema Ramanathan (2004, pp. 2-5) suggests that the nisada may have gradually diminished
in usage or been intentionally lowered over time - a transformation likely effected through
oral transmission. In contrast, S.R. Janakiraman (2009, pp. 2-5) maintains that the Ahari
employed in contemporary renditions of Ksétrayya’s padams represents the authentic form
of the raga, and he firmly rejects its earlier association with méla 21.

This article proposes an alternative perspective. Recent research has uncovered previously
unknown connections between the compositions referenced in RL-S and those preserved in
manuscripts housed in the Thanjavur Maharaja Serfoji’s Sarasvati Mahal Library (TMSSML).
Notably, several of these manuscripts include raga descriptions in their paratexts - an under
explored but potentially valuable source of raga laksana. Drawing on this newly uncovered
evidence, the present study investigates these manuscripts to explore the possible reasons
behind the reclassification of Ahari and Abhéri. While a comprehensive analysis of their
complex histories lies beyond the scope of this paper, the focus here is specifically on the
textual evidence in RL-S.

4 The Ragalaksanamu of Sahaji

RL-S appears to have been written for Sahaji I, the ruler of Tafijavir (1684 - 1712 CE). It
deals exclusively with raga-s and their méla-s and is not part of a broader treatise on music
(Seetha, p. 142). What makes it noteworthy is its inclusion of melodic phrases illustrating
raga-s. Most of these illustrative excerpts are drawn from compositions belonging to the
Caturdandr tradition (encompassing dlapa, thaya, gita, and prabandha forms) as well as
from saladi compositions.



JOURNAL 2025 The Music Academy VOLUME 94

4.1 Mélakarta-s

The focus of the RL-S is to list the raga-s derived from the different mela-s®. The RL-S
refers to the prominent raga of each méla as the mélakarta. It defines twenty méla-s,
assigning each the name of a mélakarta raga (Table 1)’.

Table 1 — Méla-s in the RL-S (Saha Maharaja, 1990, p. 2)

S.No Melakarts Equival?nt méla in No. of rﬁg_a-s in
the72-méla scheme? the méela
1 | Sriraga 22 18
2 | Nata 36 2
3 | Malavagaula 15 30
4 | Varali 39 1
5 | Bhairavi 20 11
6 | Kambhoji 28 16
7 | Sankarabharana 29 15
8 | Mukhari 1 1
9 | Végavahini 16 1
10 | Sindhuramakriya 45 2
11 | Hejjijji 13 1
12 | Suddharamakriya 51 2
13 | Samavarali 3 3
14 | Vasantabhairavi 14 2
15 | Bhinnasadja 9 2
16 | Desaksi 35 1
17 | Chayanata 34 1
18 | Saranga - 1
19 | Todi 8 3
20 | Kalyani 65 2

A majority of the 115 raga-s described by Sahaji belong to the méela-s Malavagaula,
Sriraga, Kambhoji, Bhairavi and Sankarabharana. The following nomenclature is used
by the RL-S to describe the notes of each méla-sadja, suddha rsabha, paiicasrutirsabha,
satsrutirsabha, suddha gandhara, sadharana gandhara, antara gandhara, cyutamadhyama

6 tattadmélasamudbhitaragahkraménalikhyanté (Saha Maharaja, 1990, p. 2)

7 The RL-S appears to be the first text to insist that the melakarta should be a sarhpiirna raga,
with all the seven svara-s of the méla appearing in it.

8  Given only for ease of recognition. The RL-S does not map mela-s on to the 72-mé&la scheme.
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gandhara, suddha madhyama, cyutapaiicamamadhyama, panicama, Suddha dhaivata,
paiicasrutidhaivata, suddha nisada, kaisiki nisada, kakalt nisdda and cyutasadja nisada.
Although this list appears to be borrowed from the SMK, the list of méla-s and raga-s in
the RL-S is different from that of the SMK. Importantly for us, this list does not have the
Ahari méla at all.

4.2 Raga-s

Next, the RL-S takes up the 115 raga-s and describes each of them. A typical description
of a raga is seen in the examples of raga-s Ahari (Figure 1) and Abh&rT (Figure 2).

Each raga is described in two parts. The first part describes the grammar of the raga
(laksana) - verbally. The raga’s laksana includes categorizations such as raganga,
bhasanga, kriyanga, upanga, dési, rakti. A raga’s suitability for use in various musical
forms is also mentioned, using terms such as ‘ghanamatrayogyamu’ ‘ghananayayogyamu’,
‘nayayogyamu’. This is followed by a brief narrative of the movement of the svara-s in
the raga and its ascending and descending phrases (termed mirchana or svara nadavadika).
Other parameters of a raga, such as its graha, nyasa, amsa are rarely discussed.

In the second part, titled ‘udaharana’, illustrative excerpts extracted from compositions
of the Caturdandi'® and stladi forms are given — representing its ‘laksya’. The illustrative
excerpts are marked with labels denoting the ‘forms’ of the compositions from which they
are extracted, but not the actual compositions in which they occur. They are drawn from
the forms ayittam"', udgraham', thaya, gita and prabandha. They were perhaps meant to
provide a sampling of the characteristic as well as uncommon phrases of the raga being
described. For some raga-s classified as ‘déSya’ and ‘rakti’, the text notes the presence of
compositions of non-Caturdandi forms such as padarm, daru, sloka and varpam®.

9 The definitions of these terms are not given in the RL-S. They are interpreted today through
the SSP (Diksitulu, 1904, p. 35).

10 Alapa, thaya, gita and prabandha
11 Ayittam refers to the aksiptika part of an alapa. In the GMSS, the entire alapa is labelled ‘ayittarh’
12 Udgraha refers to the first ragavardhini part of an alapa

13 For example, for the dési raga Magadhi and Dhanasi, the presence of daru compositions is noted.
For the rakti raga Yarukalakambhoji, the presence of daru and pada compositions is noted.

87



JOURNAL 2025 The Music Academy VOLUME 94

Aharil4 (suitable for ghana and naya) is to be sung in the evening. It is a bhasa of
Takka and belongs to Bhairavi mglarh and is sarmpiirnam. The notes take a linear (lit.
not twisted) path in ascent and descent.

Examples:

mapagarisanisaririsa | gagarigamapadhadhapapasa | sanidhadhapamapadhapapamagarisa
| - This is an udgraha praydgam

papamagarisa | mapadhapapamagarisanisa| dha...sasanidhapa |
mapadhapapamagarisanisa | This is a Thaya prayogam

sasa ma ga risasamama pa pa ga ma | pa sasarisani dha pa ma pa ma ga risa |

pa du made € vi ma nd O 0ra ma nu | da . nakar. npa sa  ma a nuvaare |

This is a gita praydgarh
Sapappamapadhapapamagarigamaga | ririsani | sasa| sanidhamapadhapapamagarisa | -
This is svarakhanda of prabandha

Figure 1 Description of raga Ahari in the RL-S. Source: (Siha Mahardja, 1990, pp. 102,104)

Abhgri is a bhasa of Paficamal5, complete with all seven notes. It belongs to Bhairavi
mélam. The movement of svara-s is contextual in ascent and descent
Examples:

Ga ma pa sasarrisa | nisani dha pa ma ga ma pa sasa ma | ma mamama | ma ma ga ga
s ani sassa - This is an ayittam

Pa ma ma ga gasasa | sa ma ga ma pa sanini | pa pama ma ga gasasanini pa pama ma
ga ma pa sasa | This is an udgraha praydgarm

Sani dha pa ma | pa ma | ma mama ga sasa | This is a descending tana

Sa sani pa | sanini pa | pa sa s ani sanisanini pa | - This is a thaya

Sa sasama ma pa | sasani dha pa ma | mama ma ga risa |

I yam vaiiya | te yam vai [ ya e | karmsa ha ri .sa ka |

Figure 2 Description of raga AbhérT in the RL-S. Source: (Saha Mahardja, 1990, pp. 108,110)

14 The names of many raga-s which end with a ‘T (a long vowel) in the Sanskrit texts are spelt
with a i’ (short vowel) in the RL-S. Thus, Ahari becomes Ahari and Abh&ri becomes Abhéri.
This variation is also reflected in the spelling used in this article.

15 ‘Paficama’ might stand for the raga Paficami, a bhasa of Takka. (Sarngadeva, 1944, p. 114).
Presumably, this raga too has kakall nisada and antara gandhara, inherited from Takka. Again,
it is unclear how Abhgri resembles or differs from Paficama.
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4.3 The Unknown Sources of the RL-S

The origins of the raga list, their laksana, and the illustrative excerpts found in RL-S
remain unknown. Notably, the RL-S does not adopt the 72-mela system formalized in
the Caturdandiprakdsika (CDP), the seminal mid-17th-century treatise from Tanjaviir.
Seetha (p. 145) observes that Sahaji appears not to have consulted earlier texts such as the
Sangitasudhd, the Caturdandiprakdsika, or the works of Pandarika Vitthala - all of which
were later referenced by his successor Tulajaji in the Sangitasaramrta.

However, recent research offers new insights into the possible sources of the RL-S.
Studies by Rao (2015; 2022) and Srilatha (2023, pp. 160-162) have traced several of the
illustrative excerpts in the RL-S to saladi and prabandha compositions preserved in the
manuscripts. The following section briefly examines these manuscripts as potential sources
for understanding the musical material embedded in the RL-S.

5 The Gita manuscripts

The TMSSM Library contains a notable collection of manuscripts featuring compositions
in the Caturdandr and siladi musical forms. The manuscripts will be referred to in this
article as the Gita Manuscripts (GMSS)'®.

The GMSS feature the songs of various composers from the 15th to early 18th centuries,
spanning different regions of South India and the Deccan. Among them are composers of the
15th and 16th centuries such as Peda Tirumalacarya, Purandaradasa, and Obayamatya (late
16th century), alongside several composers of the Thanjavur court such as Venkatamakhi,
Muddu Venkatamakhi, Sahaji and Ekaji IT (17th to early-18th centuries). Colophons in these
manuscripts indicate that the songs were curated from private collections of musicians and
musicologists. It is the largest collection of pre-Trinity era song notations, making it an
understudied, yet significant, resource for South Indian music.

5.1 Raga laksana annotations in the GMSS

Besides song notations, the GMSS provide valuable musical information in the paratexts
found in the margins, header sections, or appendices. A composition’s header section
typically records details such as the raga, tala, and compositional form. Sometimes, brief
annotations on rdga-s also appear in the paratexts. These annotations remained an under-
explored resource for raga studies until recently (Srilatha, 2023a). The relevance of these
annotations to the RL-S is explored later in this article.

16 These were accessed through the microfilms at the Regional Centre of the Indira Gandhi National
Centre for the Arts (IGNCA RC) at Bengaluru
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Figure 3 shows a folio of the GMSS containing a brief description of raga Sankarabharana.

Fo85or I GealrEesrors G Vo T ardio

- -~ A
r' P R \
sankarabharana | rapaka kémbédi mélarh gaula nisédarm
" | | "
\ N /
Réga being described Tala Closest méla Modifying phrase

Figure 3 — A sample raga laksana annotation in the GMSS. Image Source: IGNCA, SRC, Bengaluru

There are three parts to this description:
a) the name of the raga being described (Sankarabharana)

b) the méla ‘closest’ to it (i.e., the méla containing most of the svara-s found in this
raga, which is Kambddi in this example), and

¢) a ‘modifying phrase’ that describes any svara-s that vary from the closest méla.

The modifying phrase ‘gaulanisadam’ indicates that while Sankarabharana has a near-
identical set of svara-s as Kambaodi, it differs with respect to the nisada.i.e., It uses the
‘kakalt’ nisada of Gaula (informally referred to in the MSS as gaulanisdadarm’) instead of
the ‘kaiSik1’ nisada of Kambodi méla.

In the GMSS, the svara-s, such as paficasruti ri or kaisiki ni, are rarely used to describe
the notes of a raga. Instead, the svara-s are prefixed with the name of a well-known méla,
as in the example of ‘gaulanisadari’ above. Table 3 (Appendix B) shows examples of
svara-s as represented in the GMSS.

Figure 4 illustrates the same raga being described differently in different manuscripts.
Vegavahini is characterised as‘kambodi mélam gaula risabham’, and through
‘Saurastramélari’ in another. Though different méla-s are named in these descriptions,
they signify the same set of svara-s. There may be many reasons for such differences. It
could be because the manuscripts belonged to an era when the assignment of raga-s to
méla-s was not standardised and the authors were describing the raga-s intuitively, based on
whichever raga-s were closest to the one at hand. It could also be that these manuscripts
represent raga-wise reorganisation of materials compiled from different manuscripts — that
differed in owner, period and provenance.
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Ramakriya (Mela 51) 1. gaulamelam | varalimadhyamam |sadja graham |
sampirpam | (B11573, f. 237)

gaulamelam (B11583, f14b)

pantuvardlimyalam (B11591, . 21) (B11591, f. 21)

kambodi melam gaula risabham (B11584, £.55)
kambaodimelam (B11575, f. 1b)
Saurastramelam sampirnam (B11587, f. 174)

Végavahini

woh o~ W

Figure 4 — Examples of the same raga being described differently

The annotations are not based on any one laksana text. The presence of erroneous or
incomplete descriptions in the MSS cannot be ruled out. In some manuscripts, the modifying
phrase is dropped, perhaps due to copying errors, as in the case of Ramakriya and Végavahini
(see highlighted descriptions in Figure 4).

5.2 Correlation between RL-S and GMSS

A preliminary search of the GMSS was conducted for some of the illustrative excerpts
cited in the RL-S 17. A selection of the results is presented in Table 2 (Appendix A). The
starting line of the composition is noted in the column ‘Composition containing the phrase,
from GMSS’. Additionally, the raga laksana annotation in the corresponding manuscript is
noted in the column ‘Raga laksana annotation in GMSS’.

We see evidence that both the illustrative excerpts and the raga descriptions in the RL-S
correlate with the compositions and raga laksana annotations in the GMSS, as follows:

1. Table 2 shows that the illustrative excerpts can be traced to compositions in the
GMSS.

2. Additionally, Table 2 shows correlation between the raga descriptions in the RL-S
and GMSS. Though the RL-S uses the $ruti-based names of svara-s instead of the
méla-based names used in the GMSS, both result in the same set of svara-s, as in
the case of Samavarali:

a. GMSS - ‘SamavaraliVaralimelam, nijamadhyaman’
b. RL-S - ‘Samavarali has kakali nisada and the rest are suddha svara-s’ (Saha
Maharaja, 1990, p. 118).

c. Resultant svara-s: sa, Suddhari, suddhaga, paiicasrutima, pa, suddhadha, kakalini

17 Though the manuscripts contain multiple witnesses of several compositions, this study did not
attempt to uncover or tabulate all of them.
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3. Some raga-s, seen for the first time in the RL-S, but not described in older treatises,
are found in the GMSS. For example: The compositions cited in the RL-S for
Udayaravicandrika, Vegavahini and Indughantaravam are found in the GMSS (Table
2).

4. For some raga-s, the descriptions in the RL-S, while resembling those in the GMSS,
differ from other laksana texts written around this time. Examples:

a. Udayaravicandrika, a raga that first appears in the RL-S (Hema Ramanathan,
2004, pp. 2-1409), is described in both sources using the Nata mé&la. Whereas
later sources such as the RL-MV move it to the Dhunibhinnasadja méla, as
sat$ruti ri could not be present in a raga in the absence of antara ga.

b. Both GMSS and RL-S assign Hinddlavasantam to the Bhairavi mé&la, whereas
the CDP assigns it to AharT (Hema Ramanathan, 2004, pp. 2-459 to 2-465).

6 From Discord to Resolution

This brings us back to the problem we started with, regarding the transformation of Ahar
and Abhgri. Providentially, I could trace three illustrative excerpts of Ahari, and all five
phrases of Abhéri attested by the RL-S to the GMSS (Table 2).

As we have seen in section 5.1, the GMSS are not only a corpus of song notations (and
therefore of melodic material) but also have valuable descriptions of the raga-s in the
marginal notes. So, it is worthwhile to investigate what the manuscripts containing these
compositions say, about the laksana of raga-s Ahari and Abhgri.

1. MSS B11584, containing the composition ‘sasasanidhadhapa’ attested by the RL-S,
describes Ahari as ‘Bhairavi mélam heccu nisadam’.

2. MSS B11573, containing the gita ‘uddhatasiromani’ in raga Abheri, describes it as
‘Abheri Ahari melan’.
3. MSS B11591, containing an ayittam in raga Abheri describes it as ‘@bhéri bhairavi

melam gaula nisadan’.

4. Yet another manuscript, not listed here, describes AharT as ‘@bhéri bhairavi mélam
gaula nisadam’ (B11584, p. 46).

In each case, the raga is described using the Bhairavi mela along with a modifying phrase
‘heccu nisadarh’ or ‘gaula nisadari’, both of which refer to kakali ni. This implies that
Bhairavi mela’s kai$iki ni must be replaced with kakalt ni, effectively aligning AharT (raga
and méla) with méla21 of the 72-méla scheme.
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Additionally,

« the Abhéri gita, ‘uddhatasiromani’, contains a signature identifying its composer as
Venkatamakhi'®, aligning it with mé&la?'.

* The gita ‘arérémadanaravu’ (B11575, f. 34b) in Ahari is dedicated to Prataparudra,
a 16th-century Gajapati ruler of Orissa, and contemporary sources define it with
kakalt nisada.

The above evidence points to SahajT having cited compositions that were originally composed
in Ahari-21 and Abhéri-21.However, significantly, we see that the raga descriptions in the
GMSS and RL-S are only a partial match. They match to the extent that they both use the
‘Bhairavi melari’. The difference is that the modifying phrase ‘gaulanisadam’ is missing
in the RL-S.

« GMSS: Ahar —Bhairavi méelam, gaula nisadarh’

+ RL-S: AharT —Bhairavi mélar’

This brings to mind the lacunose descriptions of Ramakriya and Veégavahini seen in some
manuscripts (highlighted examples in Figure 4). This suggests that Sahaji’s source for
Ahari’s raga laksana, too, was similarly incomplete.

To summarize a) Sahaji must have cited raga laksana of the type seen in the GMSS, but
with an incomplete description of Ahari, leading him to misconstrue Ahari as being a
derivative of Bhairavi méla b) the transformation of Ahari-21 to Ahari-20 was caused by
a misreading of laksana or scribal error, which is typical of textual transmission.

While we do not claim to have found Séhaji’s exact sources, we are now able to explain
why RL-S (and its followers) differs from earlier treatises such as SMK, SS, and CDP,
but agrees with the raga laksana annotations in the GMSS. We now know that SahajT used
an empirical approach where he derived both the raga phrases and raga laksana from a
common source, even if they occasionally misled him.

18 The MSS contains a concluding verse, with the signature of Vénkatamakhin -
‘Govindamakhivaranagamambanandanabayakaru re! Venkatamakhipatepahi’. We must remember
here that Venkatamakhin, in the Caturdandiprakasika, places raga Abh&r in the Aharl méla.
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7 Influence of RL-S on later texts

7.1 Tulaja’s Sangitasaramrta

The raga descriptions in the RL-S and Tulaja’s Sangitasaramyrta have much in common.
Both assign Ahari and Abhéri to the Bhairavi méla, and the illustrative excerpts are nearly
identical in both texts. However, it is unlikely that the author of SSA independently
undertook the onerous task of examining the primary sources and arrived at near-identical
illustrative excerpts and transformed raga definitions'. While the shift in the definitions of
Ahar and Abhéri seen in RL-S and SSA Ahari-20 could have originated from an untraced
common source, it is more likely that the SSA copied the materials of the RL-S.

7.2 Anomalies and Clues in the Sangitasampradayapradarsini

In the SSP, the lyrics of the gita ‘isSvarilakkumi’ in raga Ritigaula enlist Ahiri and Abhéri
as members of the twentieth méla, Nariritigaula. (Diksitulu, 1904, p. 397) However, we
encounter two interesting data in the gita-s illustrating these two raga-s:

The gita in raga Ahiri, ‘bhiiriprabhavu’ contains the svara-mnemonics i, gi, ma, pa, dha
and nu at the beginning of each avarta of the first section,which correspond to the svara-s
of mela 21 (Diksitulu, 1904, p. 501).This is unmistakeable evidence that the composer/
author of these lyrics intended it to be sung with the kakali ni.

The gita in Abhéri, ‘uddhatasiromani’ (Diksitulu, 1904, p. 457), has been identified as a
composition of Veénkatamakhin (See Section 6), who places AbhérT in méla 21.

Muttusvami Diksita’s ‘Vinabhéri’ in Abheri-20 (Diksitulu, 1904, p. 458) closely adheres to
the contours of the raga presented in the gita ‘uddhatasiromani’. For example, the jump
from pa to sa (skipping both dha and ni in ascent) is a characteristic of this raga that is
seen in both the compositions. If Diksita used the RL-MV as a prescriptive text, as implied
by the SSP, he has composed Vinabhéri in Ahari-20 but has followed the contours of the
raga depicted in the older compositions.

The Ritigaula gita, ‘isvarilakkumi’, which places the raga-s in Mgla-20 appears to be from
a different tradition — one that aligns with the RL-S. Further investigation is needed to
ascertain the origins of these gita-s.

19 This argument is based on the “common error method” which is widely used in the domain of
textual criticism (Grier, p. 63).
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8 Conclusions

The contents of Sahaji’s Ragalaksanamu make better sense when viewed along with the
Gita manuscripts that were his sources. The RL-S represents a crucial turning point in the
history of South Indian classical music. Unlike earlier texts, it juxtaposes laksya and laksana
by sourcing both from the same repository of compositions. However, this methodological
innovation also led to some changes — such as the reclassification of raga-s Ahari and
Abhgri.

The shift of these raga-s from méla 21 to méla 20 was not a gradual evolution but a
sudden transformation caused by the exigencies of textual transmission. Later musicologists,
perhaps treating the RL-S as an authoritative source, carried this forward into modern times.

However, conflicting definitions of some raga-s such as Samanta, where it is assigned to
Sankarabharana méla in one and to Sriraga in another, remain unresolved (Table 2). It is
possible that Sahaji’s sources provided only one version, which placed Samanta under the
Sankarabharana méla.

This case study highlights the complex interplay between oral and written traditions in Indian
music. It underscores how textual transmission can reshape musical practice, demonstrating
that changes in raga identity are not always organic but can be the unintended consequences
of scholarly interpretation.
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An Examination of Alapa and Thaya

Dr Arati Rao

1. Introduction

The concept of raga has had a presence in Indian Art music for several centuries. To
define a raga in words is difficult, however, every connoisseur of Indian Art music has a
sense of ‘raga’. It is the melodic framework of Indian Music within which composed and
improvisatory presentations are made. Broadly, ‘raga’ can be equated to a musical mode. In
the words of R. Sathyanarayana ‘Raga is a structured continuum of musical tone composed
of five, six or seven svara-s. It may also be regarded as the locus of a musical tone with
varying pitch moving in time.” (54)

Not only does the concept of raga date back several centuries, the exposition of raga (sans
lyrics and rhythm) also goes back in time. A case in point are the musical forms of alapa
and thaya, that have been described in the 17th-century Sanskrit text ‘Caturdandiprakasika’
(CDP) by the author Venkatamakhi. We find alapa and thaya described as comprising only
svara-s and meaningless ‘nam-tam’ syllables, not set to any tala and not having lyrics. The
description in CDP clearly indicates that alapa and thaya were focused on raga exposition.
Prior to the CDP, we find that the text Sangita-sudha (SSudha) written by Venkatamakhi’s
father, Govinda Diksita gives detailed description of alapa in several raga-s'. There are
hundreds of palm-leaf manuscripts preserved in the Thanjavur Maharaja Serfoji’s Saraswathi
Mahal Library (TMSSM Library) that contain alapa and thaya notations. The question arises
as to whether these notations conform to the laksana (theoretical descriptions) given in
CDP and SSudha. Another question that comes to mind is whether alapa was preceded by
another musical form in the medieval period to which it bore some resemblance. It is also
interesting to trace a possible legacy of alapa and thaya in present-day Kamataka Music.

This paper attempts to deal with these questions and ideas.

The present study examines the musical forms of raga exposition based on theoretical

1 In the Sangita-sudha, the author’s name is given as Raghunatha Nayaka. However, Venkatamakhi
clearly states that the author is his father, Govinda Diksita.
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descriptions and musical notations preserved in manuscripts. While some of the finer
nuances of raga exposition cannot be deciphered from either of these two sources, an
attempt has been made to reconstruct the structure of the musical forms based on the
musical notations and compare them with theoretical descriptions.

2. Prior research on alapa and thaya

The publication ‘Raga Alapana and Thayams’ by K Vasudeva Sastri in 1958 was a
pioneering attempt which comprised notations of alapa and thaya sourced from the TMSSM
Library in Thanjavur. S. Seetha noted several manuscripts containing notations of alapa
and thaya in her work — Thanjavur as a Seat of Music, published in 1981. A doctoral
dissertation by E.B. Saraswathi in 1991 focused on the study of thaya-s and cittatanam-s.
The critical edition of CDP edited by R. Sathyanarayana, brought out in two volumes by
the IGNCA in 2002 and 2006, gave a critical analysis of the description of alapa and thaya
by Venkatamakhi. V. Premalatha’s writings, related to her research in the area, comprise a
study of Caturdandt forms in an unpublished manuscript from Kerala (2014) and a study
of thaya-s from TMSSML manuscripts (2022). The present author has also been working
on and has presented papers on alapa and thaya in the last few years®.

3. Evolution of ‘raga’ in Indian Music

3.1 The concept of raga

Raga is often described as ‘the musical mode of Indian music’. The following description
of ‘mode’ developed at a seminar in enthnomusicology at UCLA, 1976 sums up the key
features of a ‘mode’ succinctly: A4 ‘musical mode’is a traditional system applied in musical
composition or improvisation based on:

* a non-equidistant scale of at least 3 pitches

o establishing a hierarchy of pitch-relationships expressed in the form of melodic
formulas

* may include additional refinements such as subsidiary pitches, rhythmic considerations,
cadential formulas, variation, ornamentation and so forth (Widdess, 30)

If the above technical terms defined for ‘mode’ are interpreted in the context of Indian
music, we can substitute ‘pitches’ with svara-s, subsidiary pitches with ‘anu-svara-s’,
‘thythmic considerations’ with ‘kala pramana’, cadential formulas with ‘ending saficara-s’,
‘variation’ with ‘sangati’, ornamentation with ‘gamaka’ and so on.

2 Please see bibliography for further details
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3.2 The emergence of raga

In the 4®-5% century AD, we find that the grama-jati system is described in detail in the
texts Natyasastra(NS) and Dattilam (Dt). There is a reference to ‘grama-raga’ in the NS,
which is believed by scholars to have be a ‘later accretion” (Widdess, 9). We find reference
to ‘grama-raga’ in the Naradiya-$iksa of the 1%-5™ century AD. Seven primary grama-
raga-s are named with detailed notation of solfa syllables giving melodic passages for
each of the grama-raga-s in the 7" century Kudumiyamalai rock inscription in Pudukottai,
Tamilnadu. Brhaddesi (BrD) dated approximately around the 9™ century AD gives detailed
information about gramaraga-s and bhasa-s. We see the detailed exposition of dest raga-s
in Sangitaratnakara of the 13™ century AD. A later development, seen in texts belonging
to the 16" and 17™ century such as Svaramélakalanidhi, Sadragacandrodaya, Ragavibodha,
Sangita-sudha and Caturdandiprakasika is the méla system. In these texts, we also see
classification of raga in various ways. The méla system and raga systems develop further
and continue into the modern period. The méla system crysallised into the 72 mé&lakarta/
raganga-raga systems which have been described in texts such as Sangraha-ctidamani and
Sangita-sampradaya-pradarsini.

4 Raga exposition described in texts prior to the 17" century AD

4.1 Musical Forms pertaining to Raga exposition

Through the ages, there are several musical forms which have raga exposition sans
meaningful lyrics, and which are unbound by rhythm. In the grama-raga and bhasa system,
we find descriptions of the musical form alapa in texts such as Bharatabhasyam (12
century AD) and Sangitaratnakara (13" century AD). In the Sangitaratnakara (SR), there are
svara passages of alapa-s pertaining to grama-raga-s in sargam notation. There is a general
description of raga alapti in the SR. In the vadyadhyaya of the SR, there are descriptions of
vadana-krama-s of several raga-s which appear to pertain to raga-alapti. In the 17" century,
in the CDP, we find descriptions of alapa and thaya. It is noteworthy that these alapa-s
are very different from the alapa-s of gramaraga-s. SSudha gives detailed descriptions of
alapa-s of several raga-s. In the 18" and 19™ century, we come across sargam notations
of alapa and thaya in Ragalaksanamu of Sahaji and Sangitasaramrta of Tulaja. In the 20™
and 21* century, there is raga alapana and tanam which is part of the concert repertoire
of Karnataka Music.

4.2 The gramaraga — bhasa system of Brhaddest
In the Brhaddgsi, the following are the features of gramaraga-s:

* The grama raga-s are described in terms of ‘giti’:
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a. Suddha — svara-s proceed smoothly, and are not crooked
b. Bhinna — svara-s with curves

¢. Gaudi — rendered with ‘0’ and ‘ha’ syllables in lower region (mandra sthana)
by resting the chin on the chest

d. Vesara — svara-s rendered fast
e. Sadhdarant — mix of all other giti-s

Primary gramaraga-s are Suddha and the other gramaraga-s are variants of these, for
example, bhinna-paficama and gauda-paficama are variants of paficama

Giti-s are defined for another set of raga-s: ‘bhasa’

Gramaraga-s are linked to jati-s in Brhaddgsi, for example, Madhyamagrama raga
is said to be derived from the jati-s Gandhari, Madhyama, Paficami

Bhasa-s are derived from gramaraga-s

It is noteworthy that gramaraga-s started off as actual tunes or melodies, and not possible
melodic structures. (N. Ramanathan, “Musical Forms in Sangitaratnakara” 528) It is possible
that they later developed into musical modes.

In the Brhaddest and Sangitaratnakara, notations for the following melodies are seen:

For bhasa-s: alapa and riipaka

For gramaraga-s: alapa, riipaka, karana and vartani

These melodies are undivided into sections, unbound by tala and not having lyrics. They

illustrate the raga laksana features of graha, ams$a, nyasa, omitted svara-s, alpa (weak

svara-s), varna, alankara, rasa and miirchana.

An example of an alapa in the gramaraga Suddhasadharita can be taken.

The features of Suddhasadharita are as follows (SR 2, 21-22)

Born of sadja-madhyama jati
Tara sadja is graha and amsa
Alpa (weak) nisada and gandhara
Nyasa is madhyama

Mirchana with sadja

Having a varna (tonal movement) in the descending pattern

The following is an illustration of the notation of an alapa in this raga, taken from SR
(SR 2, 26):
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sa" pa’ dha’ 11 pa pa dha 1T pa dha sa sa pa dha ni dha pa ma'ma'ri'pa dha r1'pa dha 11 pa
dha pa dha pa pa sa sa mal sa'gd'rT'mal ma ga ri sa sa sa ri ga pa dha r1 pa dha r1 pa dha

4.3 The marga and des1 raga system in Sangitaratnakara (SR)

Marga raga-s of six varieties: gramaraga, uparaga, raga, bhasa, vibhasa and antarbhasa

* uparaga-s and raga-s are other melodies besides gramaraga-s which are important

* Dbhasa, vibhasa and antarbhasa are sub-varieties of gramaraga-s and uparaga-s
Dest raga-s of four varieties: raganga, bhasanga, kriyanga, upanga

These are linked to marga raga-s in the following way:

dest raga parent
raganga gramaraga, uparaga
bhasanga bhasa, vibhasa
kriyanga -

upanga bhasanga

While alapa, aksiptikd, karana, vartani and riapaka are defined for gramaraga-s and
bhasa-s, raga alapti is defined for dest raga-s

Exposition of d&s1 raga-s:
Raga Alapti is built up of short phrases of the raga called ‘sthaya-s’
It has the following stages (svasthana-s) (SR, 3, 189-196):

1. Melodic movement from the sthayT svara, upto the 4th svara, not including the 4th
svara (dvayardha)

2. Melodic movement from sthayl svara including and upto the 4™ svara
3. Melodic movement from the 4™ svara to the 8" svara, not including the 8" svara
4, Melodic movement including the 8™ svara (dviguna)

Raga alapti was improvised, so there are no notations for it in SR. However, the vadana
krama of musical instruments for some raga-s appears to depict raga alapti. A pictorial
depiction of raga alapti is given below:
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© B N W A U @O N ® ©

Dviguna

Dvayardha

Sthayi

st nd rd th
1 svasthana 2 svasthana 3 svasthana 4 svasthana

We see from the above picture that a recursive pattern is seen in the svasthana-s.

In the SR, the following raga features have been defined for gramaraga-s and bhasa-s:

We

Graha: the starting note of the melody

Amsa: the prominent note of the melody

Nyasa: the final note of the melody

Alpatva and bahutva: sparingly used and profusely used svara-s, respectively
Vadi, samvadi, anuvadi and vivadi:

1. Vadi — the prominent note

2. Samvadi — the consonant note(s) with the vadi

3. Vivadi - the dissonant note(s)
4. Anuvadi - those svara-s which are neither consonant nor dissonant

observe the following points about marga and desi raga-s:

Graha, ams$a, nyasa:

In the jati system, nyasa could be different from amsa.

There could be multiple ams$a-s in jati-s and only one amsa in the gramaraga-s and
dest raga-s

Amsa was characterized in the SR as

i)  that which gave delight

i) it along with its samvadt are frequent

iii) that which specified tara and mandra limits as 4/5 notes above and one octave
below
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* In riipaka alapti, ‘sthayl” performs the role of both graha and nyasa

* Améa is equated with jiva svara

Melodic range:
* In the jati and gramaraga system, the range was about 1.5 octaves.

« Sarangadéva introduces a ‘madhya sthay?’ to extend the range to 2.5 octaves from
1.5 octaves

5 Alapa and Thaya

5.1 Overview of theoretical descriptions of alapa and thaya

CDP defines the four danda-s (pillars) as alapa, thaya, gita and prabandha. These are four
musical forms that apparently constitute a ‘Caturdandi’ performance.

SSudha and CDP define alapa and thaya in the following manner:

* They are free of lyrics and rhythm

* They are sung with solfa symbols ‘sa, ri, ga etc.” or ‘nam-tam’ syllables

The alapa and thaya forms can be pictorially depicted as below:

Sthayi |

Sthayi 2

—)

Aksiptika

Sthayi 3

Sthayt 4

|
i

Introduction Elaboration Step-wise buildup Conclusion

Makarint

Thaya
Sty 1 —)

Muktzyt

Step-wise buildup Conclusion

We see from the above diagrams that thaya appears to resemble a small part of alapa!
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5.2 Description of alapa in CDP and SSudha:

Aksiptika —)

Ragavardhani 1

—

vidart

]
]

Ragavardhani 2

Sthayi 3
Sthayi 4

vidar

Ragavardhani 3

vidart

Introduction Elaboration Step-wise buildup Conclusion

The above sections in each stage of the alapa have been described in the CDP as below
(CDP (6, 1-32)):
aksiptika (ayittam) : The introductory phase of a raga

[y
.

First ragavardhani (yedupu): Phase for raga elaboration
vidari (yedupu muktayi): Concluding section for ragavardhani

2

3

4. Second ragavardhani (udgraham) and vidari
5. Third ragavardhani (udgraham) and vidari
6

sthayl: A sthayt section has tana-s pertaining to a particular base note: for example,
paficama sthayT has paficama as the base note. There can be as many sthay1 sections
in an alapa as the number of base notes.

sthay1 sections have the following features:

* For every base note, notes above the sthayT are chosen successively, and two tana-s
(musical phrases) in ascent and two tana-s in descent are rendered in each of the
notes.

* 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

¢ Tana-s should end on the base notes
1. vartani : melodic movements before conclusion

2. nyasa: Conclusion
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Descriptions of alapa-s of 50 raga-s have been given in Sangitasudha. Some of the salient
features of the descriptions are as follows:

For each of the following sections, the starting svara-s, the highest/lowest svara-s
and the ending svara-s have been specified — ragavardhani and vidarT sections, sthayl
sections, vartant and nyasa sections

Most of the nyasa sections follow the specifications of the first or penultimate vidart

For some raga-s, in the raga laksana, a graha svara other than sadja has been specified.
In one case, i.e. Bauli, Govinda Diksita states that the graha svara madhyama takes
the place of the sadja. However, the individual sections or the alapa itself do not
start on them.

The term ‘graha’ can be used in two senses:

° The svara from which the portrayal of the raga commences

° The svara from which the scale commences (when the tonic was not sadja)

°

The mention of non-sadja graha svara seems to be in the second sense above.

The sthayt sections are specified mostly for tara sa, madhya pa and madhya sa,
sometimes for madhya ma, in fewer cases for madhya ga and madhya ri. They are
not specified for madhya dha and madhya ni.

The octave range is about 1.5 or 1.75 octaves

Recursion is seen in the sthayT section as depicted below:

—sa sthayT (ascent) sa sthayt (descent)
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5.3 Case Study of alapa notations from a TMSSML manuscript

A case study of two alapa notations from the TMSSML manuscript B11586 (Ragalaksana
suladi) in the raga-s Malahari and Bhupala has been summarized below:

mé\ap;g&\am&a\ FREN | nERRR -
‘A BaeEn 1ea | R Qeay I veqgag \aars iR\ i -
‘g &d | Teqeru | aageasst) Bma @\ R o
N IR meen | cumm@ ) Fzraren {eresar s @ A5 -
T\ Brsegsn | e @ Qs eg eaa \oreasres | spreaqra |
SEERRm I FaeaEvea )

The ayittam section of the Malahari alapa in the TMSSML manuscript B11586

The following table sums up the comparison of the structural features of the Malahari alapa
in the TMSSML notation with the laksana of Malahari alapa in the SSudha.The laksana
of the alapa is as translated from SSudha by Hema Ramanathan. (Hema Ramanathan,
2-700 — 2-703).

Stage Section in SSudha Section in TMSSML notation
Introduction |aksiptika unnamed
Elaboration |ragavardhani [ + vidari yedupu + muktayt
ragavardhant II + vidar udgraham II + muktay1
tana-s | tana-s tana-s | tana-s
(a) (d) (a) (d)
Step-wise |sthayr 1 (tara| S 5 |sthayi I (tara| 6 ?
build-up sadjasthay1) sadjasthayr)  +
muktayi
sthayt Il 6 6 _
(paficamasthay1)
sthayl I (madhya| 6 6 B
sadjasthayt)
Conclusion | vartan (makarini) makarini ?
nyasa muktay1
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»#TH \%}tﬁﬁm\mhm\&\% Vet srem )|
“gereasrean | gerprn | errerreys | R aven | segers |
e\ R Pt ) Aaeged |ogeawes | Faati |
sroaraml A e RersfU Rwesy 9@ urzrey |~
e >TRerTer e oraereasimrer | @ 2niTa vy

oo e meamrs=

The ayittam section of the Bhiipalam alapa in the TMSSML manuscript B11586

The following table sums up the comparison of the structural features of the Bhiipalam alapa
in the TMSSML notation with the laksana of Bhiipalam alapa in the SSudha. The laksana
of the alapa is as translated from SSudha by Hema Ramanathan. (Hema Ramanathan,
2-158 — 2-161).

Stage Section in SSudha Section in TMSSML notation
Introduction | aksiptika unnamed + muktayl
Elaboration | ragavardhani [ + vidari udgraham [ + muktay1

ragavardhant II + vidar udgraham II + muktayt

tana-s | tana-s tana-s | tana-s
(a) (d) (a) (d)

Step-wise sthay1 I (tara 5 5  |sthayl I (tara 5 5
build-up sadjasthay1) sadjasthay1)

sthayT [ 6 6 |sthay1 I 5 5

(paficamasthayT) (paficamasthay1)

(not labelled)

sthayt I (madhya 6 6 _ _

sadjasthayt)
Conclusion vartanl (makarint) makarini

nyasa muktayT
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Some observations can be made about both the alapa notations:

Recursion is noticed in ascent and descent, for each sthayT sub-section (sadja-sthayf,
paficama-sthay1 ) etc.

In the sthayl section, phrases are short, having a common motif, and gradually
increasing in size,

Svara-s appear to be short and staccato, without long pauses

Though sadja is listed as graha, amsa and nyasa, the alapa commences from other
svara-s (tara ri in the case of Malahari and tara ga in the case of Bhiipalam.

Some sections start on a svara not specified in the laksana, for example, the first
ragavardhani of Bhiipalam starts on tara sa and not tara ga, its vidari starts from
madhya sa and not tara sa.

The ending notes seem to adhere to laksana in most cases.

In the case of Bhiipalam, a common ending phrase, a motif is seen in most of the
tana-s of a sub-section, for example, pa dha dha sa in sadja sthayi.

While the highest svara-s in each step are progressively increased, the lower limit
can be about five svara-s below (madhya pa in the case of tara sadja sthayi).

The total range seems to be a little more than two octaves.

If we compare the laksana of SSudha with the alapa notations, the following observations

can be made:

Colloquial names — ayittam, yadupu, udgraham, muktayT are seen instead of aksiptika,
ragavardhani, vidart.
In most of the alapa notations, the number of sections is lesser than those specified
in the laksana. For example, there may be only one ragavardhani, only sadasthayi
and paficama sthayT.

The commencing notes for the sections are not always the notes specified in the
laksana. But in most cases, the ending notes are those specified in the laksana.

For raga-s where the graha svara is other than sadja in the laksana, it is mentioned
in the notation. But it is not reflected in the starting svara-s.

The octave range seems to span more than two octaves in some instances.
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A comparison of gramaraga and bhasa melodies, raga alapti with alapa of CDP and SSudha

can be summarized as follows:

Gramaraga &
Bhasa melodies

Raga Alapti

Caturdandi Alapa

graha, ams$a, nyasa
etc. defined

Purpose [llustration of raga |Elaboration of the |Elaboration of the raga

characteristics raga, crystallising features
the shape of the raga
Structure Short, no sections | Medium, 4 Long, with 4 stages -
svasthana-s introduction, elaboration,
step-wise buildup and
conclusion

Improvi- Unlikely to be Improvised Unlikely to be improvised

sation improvised

Key tonal graha, am$a, nyasa, |sthayi, dvyardha, Starting, highest/lowest and

points alpatva, bahutva, dviguna, ardhasthita |ending svara-s for each
varjya svara, tara, section, sthayt svara-s
mandra

Illustrations | Notations in No notations - Templates in Sangitasudha,

in notation Brhaddgsi, but templates in notations in TMSSML
Bharatabhasyam and | vadanakrama in manuscripts
Sangitaratnakara Sangitaratnakara

Interesting Definitions Definitions in Definitions in

features in Brhaddest, Sangitaratnakara: | Sangitasudha:
Bharatabhéasyam
and graha, am$a, nyasa |graha, amsa, nyasa defined
Sanoitaratnikara: defined in the in the ragalaksana but not

4

ragalaksana

ams$a = jiva svara
while describing
sthaya

amsa and graha

not specified in
alpati, but only
sthay1, dvyardha,
ardhasthita, dviguna
specified

in the sections

‘sa’ had become tonic note
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5.4 Theoretical description of thaya in CDP

CDP describes the various sections of ‘thaya’ as follows CDP (7, 1-7),:

1. sthayt: A sthayT section has tana-s pertaining to a particular base note: for example,
paficama sthayT has paficama as the base note. There can be as many sthay1 sections
in an alapa as the number of base notes.

sthay1 sections have the following features:

+ For every base note, four notes above the sthayl are chosen successively, and four
tana-s (musical phrases) in ascent and four tana-s in descent are rendered in each
of the notes.

* 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

1. makarini: melodic elaboration leading to conclusion

2. muktayt: conclusion
Interestingly, the word ‘thaya’ appears earlier as a synonym for the word ‘sthaya’ in Sangita-
samaya-sara, meaning ‘musical phrase’ which has the attributes such as sthana, tana, mana
and gamaka.

Case Study of thaya notations from TMSSML manuscripts:

A case study of two alapa notations from the TMSSML manuscripts B11575 (Ragalaksana
gitadi) and B11586 (Ragalaksana suladi) in the raga-s Malahari and Bhiipalam has been
summarized below:

P“{“‘{P‘W}\E‘E\ st I aatasraraaTigd

Wﬁ"‘ﬂ GANN T TR ARNALT

Ly

The beginning of a Malahari thaya in the TMSSML manuscript B11575
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N gy e R Rs weR R s | sfovam -
“Tia \aom e e RrRa | |y
"‘q&me.m\s—wfiﬁ’(:\-@(n l"mexemmlrr%‘*vv&a\ei ‘ifl
b RReRa (e | TR R |FER -

The beginning of a Bhiipalam thaya in the TMSSML manuscript B11586

Some observations about the above thaya notations can be summarized as follows:
+ The sthayT svara is sadja in both cases
» All sections are not marked, but sthayl, makarini and muktay1 seem to be present
* No tana-s are marked with numbers, but the patterns indicate recursion in ascent

* About 7 to 9 tana-s may be present, which is less than the prescribed number
according to laksana

* Phrases are short, having a common ending motif and gradually increasing in size
+ Svara-s appear to be short and staccato, without long pauses
» The thaya could have either svara or both svara and nam-tam syllables

» The Bhiipalam thaya is succeeded by another thaya in the same raga, labelled
‘pakkasarani’

5.6 A brief note about the pakkasarani method:

In the CDP, Venkatamakhi discusses the ‘pakkasarani’ method with respect to ‘Suddha-mela-
vina’, which is a method of tuning of the vina. This can be briefly described as below:

Strings
4 3 2 1
mad ma mad sa man pa man sa Frets
ma?2 ril dhal ril 1
pa ri2 dha2 2 2
dhal ga? ni2 ga2 3
dha2 ga3 ni3 ga3 4
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ni2 mal sa mal 5
ni3 ma2 ril ma2 6
sa pa 112 pa 7
ril dhal ga2 dhal 8
ri2 dha2 ga3 dha2 9

In the above table, ril, ri2, ga2, ga3, mal, ma2, dhal, dha2, ni2, ni3 stand for the svara-s
suddha rsabha, paficasruti rsabha, sadharana gandhara, antara gandhara, Suddha madhyama,
varali madhyama, $uddha dhaivata, paficasruti dhaivata, Suddha nisada, kakali nisada
respectively.

In CDP (1, 131-143), Venkatamakhi describes pakkasarani in the following manner

* In the sarani way, mandra sa, ri, ga ma should be played on the 1* string and pa
and others in the other string (2" string)

* In the pakkasarani way, svara-s pa, dha may be played on the 1* string itself.

The label of ‘pakkasarani’ for some thaya notations probably indicates that these were to
be played on the vina in a certain way.

5.7 Reflections on alapa and thaya

Based on the case study and theoretical descriptions, some observations can be made about
alapa and thaya:

* In the TMSSML manuscripts having ‘gita’ in their names, alapa and thaya notations
are found along with gita, prabandha and suladi, pertaining to the same raga. Perhaps
these are the set of ‘caturdandi compositions’ which were meant to be performed
together

+ Thaya song notations seem to be akin to a sthayl section of an alapa combined
with a makarini and muktay1. It is puzzling to think of the performance of thaya
immediately following an alapa of the same raga.

* Both alapa and thaya notations may have only svara passages or both svara-s and
‘nom tom’ syllables. The labels — pakkasarani and sarani are seen in some notations,
to reflect the method of play in vina. However, it cannot be determined if the alapa
and thaya notations with only svara-s were meant for vina playing. Some of such
notations are found to precede suladi notations.
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« Alapa and thaya appear to be pre-composed songs. It seems likely that these were
to be performed as such. However, it cannot be ruled out that these were templates
for spontaneous composition/improvisation.

6. Modern theoretical definitions of raga alapana

Raga alapana is a musical form which is perhaps the most important form for raga
exposition. In the modern period, authors have attempted to describe raga alapana. Some
salient features of these descriptions are as follows: (Karthik, 19-21).

* Authors such as Subbarama Diksita, Chennakeshavaiah and P. Sambamoorthy have
described modern raga alapana in terms of aksiptika, ragavardhani, sthayl and
makarint (vartan).

+ The boundaries have been defined in terms of lower, middle and higher registers.

+ For example, Diksita describes the ragavardhani-s as follows:

+ First ragavardhant is sung in lower and middle registers mostly in slow tempo.
vidarT (conclusion for ragavardhani) is in high speed, touching the higher register.

* Second ragavardhani is sung as the first, but with more embellishments, and
touching higher svaras

+ Third ragavardhani is sung as the second, but traversing more in the higher
register.

* Fourth ragavardhani (not seen in CDP!) is similar to the third.

+ P. Sambamoorthy equates makarini to the modern musical form of tanam!
Comparison of modern raga alapana with alapa of CDP:

The authors MB Vedavalli and T Viswanathan have described stages in the modern raga
alapana. A comparison of these with alapa of CDP can be pictorially depicted as below:

MB Vedavalli T Viswanathan

First Stage Development in Middle Register in
ascent, ending on ‘sa” of higher
register

First Stage

Development in Middle Register

in ascent, ending on ‘$a’ of higher
register

Second Stage Development in higher register

Second Stage . -
Development in upper half of
middle register and higher register

Third Stage
Fast phrases in any range

Development in descent

Fourth Stage
& Trend towards conclusion and

conclusion

Conclusion

9 116 ©
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We see from the above depiction that modern alapana of South Indian music is structurally
different from the alapa of CDP. There is no equivalent of ragavardhani followed by a
vidari. The stages described by Vedavalli and Viswanathan seem similar to the sthayT stage
in the alapa of the CDP. However, the step-wise build-up prescribed in the CDP is not
followed strictly in the modern alapana.

7. Summary of Findings

The alapa of CDP is structurally different from alapa of gramaraga and bhasa
melodies as well as raga alapti in its length, number of sections and span of octave
registers.

The meaning and significance of raga laksana features such as graha, amsa and
nyasa have changed from the times of marga raga-s of Brhaddesi to deést raga-s
of Sangitaratnakara. Terms such as sthayi, dvayardha and dviguna are seen in raga
alapti and jiva svara comes into the picture.

The terms graha, am$a and nyasa seem to be defined in a ‘legacy’ manner in
Sangitasudha, while the actual raga features are demonstrated by the Caturdandi
alapa templates.

The large number of notations of alapa and thaya in Thanjavur manuscripts, that
have some conformance with the laksana defined in Sangita-sudha, seem to portray
pre-composed songs and not improvised pieces.

Though attempts have been made to link the aksiptika-ragavardhani-sthayi-makarini
structure to modern raga alapana by modern scholars, the marked absence of
ragavardhani as well as stylistic differences in the sthayT section indicate that these
are two different musical forms.

The study of gramaraga and bhasa melodies, raga alapti and Caturdandi alapa and
thaya indicates that concept of raga has grown over the centuries, from being specific
melodies, to becoming sources of musical composition and improvisation.
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Raga’s changing nature across compositional forms

Vid Amritha Murali

INTRODUCTION

raga is all-pervasive in Carnatic music, and every compositional form is replete with it.
Each form, however, provides a different perspective through which the raga is experienced.
This raises an important consideration - whether the raga’s form, nature, contours, and
aesthetic character undergo change depending on the compositional structure. A raga does
not necessarily transform completely with the form. Its core grammar and identity remain
intact, but the manner in which it is approached, and the aesthetic expression often vary.
The forms that are in practice today such as the gitam, varpam, svarajati, krti, padam,
javali, and the tillana are taken up in order to highlight how each of these brings out a
unique picture of the raga.

GITAM-S

The gitam is a short composition that, in terms of structure, typically consists of either a
refrain followed by two or three stanzas that return to the refrain, or three stanzas of similar
melody. Within this tight framework, the entire gamut of the raga is encapsulated. Since
almost every beat carries a note, there is hardly any room for elongation or sangatis. The
spacing between the notes is very small, and the sahitya and svara travel hand in hand,
providing a compact picture of the raga.

Parvati Janani in Bhairavi, a gitam of Syama Sastri set to khanda matya talam, consists of
three stanzas of similar melody, where the svara and sahitya move together with very few
karvai-s. Beginning at the tarasthayi sadja and extending all the way up to the mandrasthayi
paiicama, the conception of the raga here is not necessarily straightforward; we encounter
phrasings such as s7¢ ns7 p,dnsi mpdnsf. The compactness of the notes does not preclude
the use of anusvara-s, which are essential for bringing the raga to life - for instance, the
ndpmgr phrasing at nirajaksi is particularly evocative. The jaru-s from Sa to Pa at Parama
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Pavani and Ri to Pa at Sarvaloka Palini add further subtlety and the entire essence of
Bhairavi is captured in just two lines.

A similar concept is observed in the well-known Kalyani gitam Kamalajadala, reinforcing
the compact and expressive nature that is characteristic of this compositional form.

VARNAM-S

It is important to distinguish between tana varnam-s and pada varnam-s, as each displays
unique structural and aesthetic features. In a tana varpam, the structure is such that every
note needs to be accentuated. The sahitya is elongated, and the raga takes precedence
in this form, often through rare and interesting phrasings. The rdga is also approached
through patterns, which sometimes lead to a note or return to a phrase, and at times may
even evolve within a single svaram.

The magnum opus ata tala varnam Viriboni in Bhairavi by Pacchimiriyam Adiyappa
exemplifies this. The varnam traverses the mandrasthayi and has an abundance of jhanta
phrases. It features a rarely rendered third effugada svaram and a beautiful linking passage
that returns to the anupallavi and ending in Viriboni. This particular svaram has rare varja
phrasings such as ndmggrs and ngrndm, an unusual jhapta usage at the dhaivatam and a
beautiful sm,grg ending that leads back to the caranam.

The third or fourth svaram in many such varpam-s usually has no karvai-s - and goes
beyond the krama. Yet, these svaram-s remain extremely flowing and one can find beautiful
and rare phrases. A pertinent point here is that perception of the raga shifts with the
kalapramanam - when the anusvaram-s are not fully filled in a slower kalapramanam, the
essence of the raga is easily lost.

In the uncommon Bhairavi varnam Vanita Ninnékori set to adi talam, the opening phrase
rmg,r makes us understand the raga beyond the confines of the arohana-avarohana structure.
A similar start is also seen in the krti Upacaramu jésévaru. In Ponniah Pillai’s Togaimayil
Anaiya, also in Bhairavi, one can note the use of interesting patterns. For instance, one
svaram employs Pa as a pivotal point to which the melodic line returns, while another
exhibits a change in its internal pattern midway. The fourth ettugada svaram is particularly
notable - beginning with a distinct opening motif before moving into phrases that use p,d
as a recurring reference, with multiple phrases leading back to that anchor.

One interesting observation is that the madhyamam appears to have been a particularly
alluring note for beginning caranam-s of several compositions in Bhairavi, as seen in many
varpam-s and krti-s in this raga.
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The bégada varnam Inta Calamu features some unusual and beautiful usages around both
nisada-s. A rendition by Vidushi Veena Dhanammal showcases this exquisitely; in the
second line of the anupallavi, the phrase dnsr,s with the kakali nisada is used (at panta),
while the kaisiki nisada is employed in d ps,ndnsr, beautifully highlighting both varieties
in the same line. Syama Sastri’s Dayanidhé contains patterns such as s,gr g,mg m,pm and
mirroring phrases such as grsndp dm,grs in the uttaranga.

Inta cauka in Bilahari unusually begins its caranam on the nisdda, and the last svaram
intriguingly reflects Western musical influences in its phrasing and melodic construction.

The pada varnam and the svarajati share a similar overall structure, comprising a pallavi,
anupallavi, muktayi svaram with sdahitya, caranam, and several citta svara-sahityas. In
contrast to tana varnam-s, pada varpam-s typically have a more flowing structure in the
pallavi and anupallavi and provide scope for sangati-s.

Entani né in Khamas, the pada varpam of Subbarama Diksitar departs from convention with
a different refrain line after each svara in the caranam, a structural innovation uncommon
in varpam-s. A subtle use of the sadharana gandhdaram can be observed at the line Sri
Puramuna. In the ever-charming Mohamana varnam of the Tanjore Quartet, the caranam
again begins on the madhyamam, and one finds patterns that lead back to a svaram or a
phrase throughout. In the first svaram, a distinct pattern is established, while the second
svaram highlights Pa as a focal point, beautifully resolving back to Ma and the third svaram
uses the refrain dp, as a pattern.

SVARAJATI-S

The Svarajati-s of Syama Sastri showcase a structure that typically comprises a pallavi
followed by multiple svara-sahitya passages, each leading back to the pallavi.

Both the Bhairavi and Yadukula Kambhoji svarajati-s are conceived in the arohana krama,
and their beautiful, stepwise progression offers a vivid, almost visual image of the raga
unfolding stage by stage. In the Bhairavi svarajati, the svaram beginning on Da does not
employ the catusruti dhaivatam. One also encounters several captivating svara patterns
such as nsrgmp, srgmpd, and mpgrgm.

In the Yadukula Kambhoji svarajati, the frequently heard phrase s,7grs is notably absent.
The various endings, each one crafted differently that lead back to the pallavi are especially
striking. Another fascinating feature that Syama Sastri reveals is a subtle hint of poruttam-s
executed without ever compromising the rdga’s identity. Some examples are seen in Ravée
Himagiri ; for example rgs, srn, nsd, and ndmg, dmgr, mgrn, grsd.
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KRITI

The krtr form offers an expansive and expressive canvas for a raga. Unlike in the varpam,
where every note must be accentuated, or in the svarajati, where structure dictates
progression, the krti provides the raga with space to breathe and flow naturally.

Within this form, several structural types exist. The cauka kala and madhyama kala krti-s, for
instance, bring out entirely different dimensions of the same raga proving that kalapramana
plays a decisive role in shaping both the flavour and contour of the melodic form.

The sangati-s within a k¢ provide an edifice of progression and expansion. In most
compositions, sangatis build logically, each successive variation adding subtle layers to
the rdga’s portrayal. However, in the krfi-s of Muttusvami Diksitar, one rarely encounters
multiple sangati-s. His compositions are thus often perceived as “unintuitive” in structure,
because their development does not follow a linear or incremental progression. Instead,
Diksitar’s krti-s offer a panoramic view of the raga.

By contrast, in Tyagaraja’s krti-s, the sangatis usually follow a logical progression. In
the begada krti Bhaktuni caritramu the caranam-s are set in madhyama kala, where the
fast-moving svaras leave less time for elongated gamaka-s. The result is a lilting, fluid
progression that gives bégada a fresh sparkle without compromising its identity. Similarly, in
Niverakula Dhanamu (bégada, misra capu), although sangati-s are present, the kalapramana
itself alters the aesthetic. The slower tempo allows gamaka-s to be more expansive, lending
a different emotional and melodic dimension to the same raga.

The concept of rdga parampara, the lineage and tradition within which a raga is treated is
a vast subject in itself. For instance, in the Diksitar sampradaya, Bhairavi is rendered with
the suddha dhaivatam in the ascent. Diksitar’s Aryam Abhayambam in Bhairavi exemplifies
this approach. In the caranam, one often finds that a single laghu carries two syllables
with a sustained oscillation. The elongated nisada at nandana vanotpadana is a striking
and rare feature. Interestingly, the nisada also emerges as a pivotal and emotive point in
several padams.

In some cases, the emotion of the sahitya itself governs the treatment of the raga. A poignant
example is seen in Diksitar’s Balagopala in Bhairavi. The line “drona karna duryodhanadi
hara” is assertive, while “draupadi mana samraksana” that follows is gentle and restrained,
the transition marked by a subtle jaru that leads gracefully back to the madhyamam. Here,
the rdga responds to the bhdva of the words, and the dhatu (melodic framework) and matu
(text) complement each other to convey the emotional core of the composition.
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Subtle variations in phrase usage also reflect how raga identity is maintained within a
particular lineage. For instance, in the bégada krti Tydgardjaya Namasté, the phrase grs or
gmr,s (touching the madhyamam lightly) appears at namaste, a nuanced detail that connects
it to phrases heard more prominently in the begada varpam. Similarly, the anupallavi of
Sri Matah contains a distinct ndns phrase. In Ritigaula, too, the catusruti dhaivatam is
absent in the Diksitar tradition, another example of how raga identity subtly shifts across
parampara-s while retaining its core essence.

PADAM-S

Padam-s represent an extremely nuanced and intricate compositional form, often paired with
Jjavalis and extensively used in dance. Their structure is relaxed and spacious, allowing for
long, drawn-out gamakas that highlight the rdga’s expressive depth. As mentioned in The
Musical Structure of Padam-s by Dr. Ritha Rajan, the dhatu often repeats multiple times
in padams - a contrast to many compositions of Diksitar and Syama Sastri, where the
dhdtu generally does not repeat. Another distinctive tradition is to commence the padam
from the anupallavi.

Padams bring out alluring shades of the raga, as seen in the exquisite prayoga-s in the
bégada padam Adinomu Phalamu (Yala Padare), the haunting oscillation at the nisdda
in rama rama prana sakhi in Bhairavi and the grand opening of Moratopu in sahana.
In the tamil padam Yarukkagilum Bhayama, rare phrasings are showcased - for example,
the phrase at Allavo Penne is unusual. The madhyama serves as a particularly charming
segment in bégada, exemplified in Rajangamdginen in the caranam of this composition
and also the well preserved sangati at visvamella in Nadopasana.

Certain padam-s also allow subtle license in the usage of notes. For instance, in Indendu
Vaccitira in Suruti, the sadharana gandharam is showcased, with a very rare hint of the
kaisikt nisdda, adding to the expressive nuance of the composition.

JAVALI-S

Javali-s are a lively and expressive form, where the combination of melody and rhythmic
structure gives a lilting character to the rdga. They are inherently colourful, sometimes
incorporating notes that may not strictly belong to the rdga - for instance, the usage of
kaisiki nisada in Khamas in javali-s such as Marubari, Janaro (a characteristic not seen in
the compositions of Tyagaraja) or the prati madhyama in Smarasundaranguni. Such unique
phrasings add a distinctive charm to the rdga.

The form of the javali is structured yet accommodates patterns that lend themselves
naturally to dance, as seen in Neramora. Sometimes we find that the same javali can be
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structured in more than one tala, where the change in spacing can subtly alter the perception
and phrasing of the raga. Compared to padam-s, javali-s are generally faster in tempo,
emphasizing rhythmic agility alongside melodic expression.

TILLANA

The tilland is a form that brings out the rthythmic possibilities in the raga while retaining
its melodic essence. Unlike other compositional forms, the use of sahitya in a tillana is
minimal. The core appeal lies in the sollukattu-s and jati-s, which add to the structural
compactness of the piece. This rhythmic framework not only enhances the /aya dimension
but also aids in developing clarity and precision in the rendering of svaram and tanam.

A fascinating example is the bégada tilland composed by Chinniah. The anupallavi
begins with the rare and distinctive phrase dpdgrg. The presence of jhanta patterns such
as rrggmmpp and the phrase d,pns, both of which are seldom encountered in this raga
are refreshing. Another recurring motif, mpgmrs, enriches the piece with a characteristic
begada flavour.

In summary, a rdga’s journey through different compositional forms offers a fascinating
lens for exploration. From the compact phrasing of a gitam to the rhythmic vitality of a
tilland, each form illuminates a different facet of the same melodic entity. Ultimately, the
rdga stands as an all-pervasive and ever-evolving entity - capable of infinite reinterpretation
within each compositional form. Its capacity to adapt and yet preserve its essence is what
makes it both timeless and inexhaustible, not only inspiring curiosity as also providing an
unlimited realm for study and understanding.
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Pallavi, Alapana, Niraval, Svaram

Composed by
Kallidaikuricci Védanta Bhagavatar

Transcript by
Mahadeéva Bhagavatar

by Sangita Kala Acharya Dr. RS Jayalaksmi
Supported by Charulatha Chandrasekar

Introduction

Carnatic music, the classical art form of South India, is broadly categorized into two distinct
yet complementary components: Kalpita Sangitam and Mandodharma Sangitam. Kalpita
Sangitam refers to the pre-composed, structured aspect of music. These are compositions
set to specific raga-s and tala-s, handed down through generations either in written form
or by oral tradition. Renowned compositions such as the krti-s of Tyagaraja, Dikshitar, and
Syama Sastri form the backbone of this domain. Kalpita music is well-documented through
notations, texts, and treatises, making it a widely accessible and teachable form. In contrast,
Manodharma Sangitam (literally “music of the imagination”) is the improvisational,
spontaneous component. This is where the artist’s creativity, understanding of raga and
tala, and deep internalization of the musical system come into play. It includes various
elements such as Raga Alapana, Tanam, Niraval, Kalpana svara-s, and Ragam-Tanam-
Pallavi (RTP). Unlike Kalpita Sangitam, Mandodharma cannot be fully captured in notation,
as it is inherently fluid and personal. Its transmission relies heavily on the guru-Sisya
parampara (teacher-disciple tradition), making documentation rare and challenging. Thus,
while Kalpita music forms the foundation, Manddharma gives Carnatic music its soul,
vitality, and dynamism. This is where the present article based on the lecture demonstration
presented at The Music Academy revolves.
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The lecture demonstration focuses on a unique manuscript titled Pallavi, Aldpana, Niraval,
Svaram, composed by Kallidaikuricci Vedanta Bhagavathar and transcribed by Mahadeva
Bhagavathar. It is important to note that this is a manuscript, not a published book, and
serves as a valuable resource for understanding various aspects of Manodharma sangita—
the improvisational facet of Carnatic music.

Kallidaikurichi Vedanta Bhagavatar
* Life & Legacy

* Born in 1878 in Kallidaikurichi, Vedanta Bhagavatar came from a distinguished
family of Sanskrit scholars linked with the Tiruvadudurai mutt. He trained under
Vidvan Melattur Ramaswami Iyer and became renowned for his expertise in Ragam-
Tanam-Pallavi and Harikatha. In 1940, he was honored with the Sangita Kalanidhi
award

* Compositions & Transmissions

* He composed over 100 works—varnam-s and krti-s—in Sanskrit, Telugu, and Tamil,
featuring devotional themes centered on D&vi, Subrahmanya, and Siva. In 1936, he
published Kamalamba Navavarana Krti-s with detailed notation—a rare effort to
document kalpita compositions

Mahadeva Bhagavatar — The Transcriber

¢ Profile & Connection

A direct disciple of Vedanta Bhagavatar, Mahadeva Bhagavatar carried the legacy
of the Kallidaikurichi-Ambi Dikshitar lineage

* Transcription & Insights

In an interview, he recalled that Vedanta Bhagavatar maintained precious palm-
leaf manuscripts and portraits of Dikshitar in Ambi Dikshitar’s pooja room
in Chennai, including a collection of nearly 1,000 Krti-s, with around 470
preserved in three copies—his, Anantakrishna Iyer’s, and Sundaram Iyer’s.
Mahadeva Bhagavatar transcribed Vedanta Bhagavatar’s Harikatha texts—such as
the Lalitopakhyana portion of the Kamalamba krti-s—which he later performed and
documented himself.
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Manodharma in Carnatic Music

As stated earlier, Manodharma refers to the creative and spontaneous expression within
the framework of classical tradition. In Carnatic music, it manifests through four principal
forms:

1. Raga Alapana — melodic improvisation

2. Tanam - rhythmic improvisation in a raga

3. Niraval — melodic and rhythmic elaboration of a line of text
4. Kalpana Svara — improvisation using swaras (notes)

This manuscript sheds light on three of these four forms—Alapana, Niraval, and Kalpana
Svara. Notably, it does not contain notations for Tanam.

Overview of the Manuscript

The manuscript includes:
* Niraval notations for 8-Kalai, 4-Kalai, and 2-Kalai Pallavis
* Notated Alapana-s for selected ragas
+ Kalpana Svara patterns for a few Pallavi-s

Focus of the Lecture Demonstration

The lecture centers around the first Pallavi from the manuscript, which is:
« Set in Raga Sankarabharanam
* Structured as an 8-Kalai Pallavi
* Has an eduppu(entry point) at 6/8 idam

Niraval Section

» The manuscript provides approximately 105 Niraval variations for this Pallavi.
* The range of the line spans from Mandra Paficama to Tara Paiicama.

* Certain variations include unconventional and distinctive musical phrases.

* Many sangatis (musical phrases) are structured in patterns of 8 and 16.

» The composer has also introduced jati-based (gati) patterns with:

° Tisra (3)
° Khanda (5)
° Misra (7)
Sankirna (9)

o
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Rhythmic Elements
* Trikalam (three-speed) notations are provided, with speed transitions beginning
from samam (the starting point of the tala).

Multi-Raga Exploration

The same Pallavi has also been notated in other raga-s, each set in 4 Kalai:
* Anandabhairavi
* Sahana
* Athana

BELOW ARE THE EXCEPTS FROM THE ACTUAL MANUSCRIPT

Pallavi
Ragam: Sankarabharanam
Adi tala, 8 kalai 6/8 Idam and arudi karvai 14
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Mahadeva Bhagavathar has given Niraval notations for the same. There are around 105
Niraval variations given. The range of the line goes from Mandra paficama to tara paficama.
There are unusual phrases found in one of the variations of the Niraval.
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The author had specifically given patterns for 3, 5, 7, 9 where he mentions the terms, Tisra,
Khanda, Misra and Sankirna for the respective patterns.
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There are notations for Trikalam given for the same Pallavi. The speed changes from the
Samam of the Tanam.
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The author has given the same Pallavi in multiple Raga-s in 4 Kalai. The Raga-s are
Anandhabhairavi, Sahana, Athana.
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The notation for Begada Alapana is given below.
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Conclusion:

This manuscript is truly remarkable for its meticulously crafted and methodical approach
to documenting the elusive art of manodharma in Carnatic music. In a field where
improvisation is traditionally passed down orally and rarely codified, this work emerges
as a singular contribution—bridging the often-wide chasm between theoretical concepts
and practical performance. It not only illuminates the inner workings of improvisational
techniques but also provides a valuable framework that performers and students can
engage with, study, and internalize.
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Its content goes beyond basic documentation; the inclusion of trikalam (three-speed)
exercises, multi-gati (mixed rhythmic gait) structures, and multi-raga configurations
showcases an extraordinary level of rhythmic ingenuity and melodic sophistication.
These elements reflect not just technical prowess, but a deep and intuitive grasp of the
grammar of creativity that lies at the heart of manodharma. The manuscript, therefore, is
more than a notated guide—it is a living pedagogical tool, a window into the mind of
a master, and a treasure trove for scholars, connoisseurs, and performers secking to
explore the intricate landscape of improvisational Carnatic music.
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Conceptualising an Abstract Raga

Sangita Kalanidhi $ri T M Krishna

efore 1 present the raga that I have conceptualised, it is important to discuss the

fundamental principles and patterns that govern raga-s. Understanding the way raga-s
behave is essential to be able to think in an abstract manner. Over centuries, raga-s have
transformed and expanded, but not arbitrarily. And hence, in most cases, we can identify
internal melodic mechanisms that musicians intuitively followed.

Each raga that we utilise as a melodic source in the practice of Karnatik music, has
acquired its own acoustic identity. But all raga-s have not evolved in the same way and
this has determined their form. Based on their evolution, raga-s can be slotted into two
broad categories. One set of raga-s, an older collection, evolved through an organic process.
These raga-s concretised into clearly demarcated melodic identities through the continuous
handling by musicians and composers, influenced also by other musical traditions. A
central characteristic of this process of evolution is that these raga-s grew out of practice,
composition and listening. Their theorization was post-facto.

Such raga-s share one fundamental feature. They derive their form from the coming together
of raga “phrases”. These phraseologies, each a line of melody, are related to one another. The
relationship being - commonality of svara-s employed, shared and gamaka characteristics
and movements. This holds the raga together cohesively as a singular melody source. But
these abstract raga-s are also not static. They undergo continuous transformations.

Another set of raga-s were born out of theorization. Theoreticians came up with different
orders and combinations of svarasthana-s. By assembling svarasthana-s and then giving
them characteristics of svara-s, melodic identities were constructed. These raga-s also
became melodic sources. As suggested by scholars such as Dr. N. Ramanathan, such raga-s
can be called synthetic raga-s.

Organic raga-s cannot be defined or boxed into an ardohana-avarohana krama. There will
always be melodic phrases and features that transgress their given arohana-avarohana krama.
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The degree of transgression varies from raga to raga. There are raga-s that just cannot
be defined by any arohana-avardohana. There are others that to some extent abide by an
arohana-avarohana. And there are still other raga-s that work within an ardhana-avardhana
perimeter but permit one phrase which does not fall in line with the accepted ardhana-
avarohana. Therefore, among organic raga-s the extent of abstractness varies.

Another unique feature of organic raga-s is the location of their melodic identity. Take for
instance mafji. mafji can only be comprehended through the learning of compositions in
the raga. In terms of raga identity, mafji cannot be found in linear melodic movements that
traverse it’s scale. Instead, melodic information of the raga consists of bundles of phrases
that are situated in different places across octaves. The raga is contained in small collections
of phrases that remain within certain regions. The musician can remain in any one of those
locations, delve upon the raga without having to move anywhere else. The necessity to
move up and down the octave in order to keep the identity of the raga intact is negated.
Though there are many collections of phrases, not all of them possess the same strength or
importance. There is a hierarchy of preference within these phrase baskets. Certain phrases,
or phrase groups are more powerful than others. And this relationship defines the raga’s
identity. Any shift in the phrase-power-equation, can result in the raga identity becoming
morphed or lead to the infringement of another raga’s territory. Therefore, understanding
each phrase’s place, context and relevance in any given raga is essential.

Organic raga-s, more often than not share common phrases or overlapping phrases with each
other. For example, bégada shares a phrase with athana and athana in turn shares phrases
with kannada. These phrases have internal coherence and continuity in their respective
raga-s. For example, in the pallavi of the kirtana c&tah: $r1 balakrsnam in raga dvijavanti,
the phrase ‘S,nnSnD’(carana) is found. This is a phrase we normally associate with yadukula
kambhoji. Yet in this context, it is part of the dvijavanti aesthetic. The phrase is relevant to
both raga-s. Unfortunately, musicians modify the phrase, presuming that it can only exist in
yadukula kambhoji. Similarly, there are overlaps in bhairavi, and mukhari. Or for instance
the phrase ‘sninddpM’ that can be rendered both in saranga and kalyani. Where and how it is
rendered, what phrase precedes and what follows defines which raga it is contained within.

New phrases will always enter the fold of older raga-s. We may agree or disagree with
these inclusions, but the fact that they happen is true. Evidence for this is seen in both
oral traditions and in musicological manuscripts. New melodic phrases are included through
kalpita or kalpana sangita. Through repeated renditions, these phrases get integrated into the
raga. Phraseologies in organic raga-s constantly grow, providing musicians a larger pool of
information. Yet certain core melodic markers of the raga remain undisturbed.

Sometimes, even a svarasthana can change. In the case of ananda bharavi, suddha daivata
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was replaced by catussruti daivata. Despite this significant change, the core features of
ananda bharavi have remained the same. Irrespective of whether we render kamalamba
samraksatumam with a Suddha daivata or catussruti daivata, the kirtana frame and melodic
movements are unchanged.

samplirna mélakarta raga-s are completely synthetic in character. The moment you arrange
seven svaras linearly one after another and make that the raga’s defining characteristic,
skipping svara-s or singing them in vakra form becomes unnatural. Our mind will
not conceive the phrase ‘pns’ in ramapriya. Strict linearity limits our imagination and
consequently stops the raga from growing beyond the arohana-avardohana framework.

Certain audava-sadava and sadava-audava raga-s provide some level of freedom, because
of the unequal gap created by the missing svara in the ardhana or avarohana. This makes a
melodic turn from an ardhana movement to an avardhana movement or vice versa interesting.
For example, in jayamanohari, the absence of the nisada in the arohana, but its presence in
the avardhana allows for some exploration of the region around the daivata and nisada. This
ever so slightly pushes the musician’s mind towards abstract conceptualization. Similarly,
bahudari provides such a possibility in the daivata and nisada region. Also, raga-s such
as bahudari and rudrapriya that have a ‘shp’ avarohana krama permit the phrase ‘sndnp’.

In the case of some audava/audava or sadava/sadava raga-s there has been forced
linearization. hinddlam and $rirafijani originally used a vakra phrase ‘mndns’ when moving
from the madhyama in the madhya sthayi to the sadja in the tara sthayi. But the phrase
has been straightened out, thus making ‘mdns’ the standard usage. This diminishes the
raga’s abstractness.

A vakra scale does provide greater opportunity for exploration. But at the same time, it
cannot be completely vakra. For example, kokilavarali, which has the scale srgrMpdndS
- sdndPmrgrS is so vakra in form that the raga is severely constrained. A synthetic raga,
that has a mix of both vakra movement and linear movement, is similar in form to organic
raga-s. Such raga-s can grow beyond the arohana-avarohana structure. nalinakanti, with the
presence of the vakra praydga ‘sgrm’ and then a linear "pns’ in the ardhana, followed by
a sadava avardhana in shpmgrs is an example of such a scale. A lot has also got to do
with how our mind processes information. In raga-s like nalinakanti the mind looks for
possibilities in the in-betweens and the raga begins to go beyond the scale.

For many centuries organic raga-s were our primary melodic source. We later shifted to
creating and using more linear scale raga-s. Consequently our perception of raga changed.
Which is why, in the past two hundred years, no abstract raga has been created. We have
only arranged and rearranged svarasthanas in different sequences and created synthetic
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raga-s.

Yet, there is one anomaly. When we imbibed and incorporated Hindustani raga-s such as
sindhubhairavi, behag or mand into Karnatik music, we did not reduce them to mere scales.

In order to create an abstract raga, we have to also understand different kinds of abstract
structures and recognise patterns in them. This includes understanding similarities in gamaka
movements across raga-s.

athana is almost entirely abstract. It cannot be defined by any ardhana-avarohana. Movements
from madhya sthayi paficama to tara sthayi sadja in this raga include phrases such as
‘mpnsRS’, ‘dnsRS; ‘PRS’and pdnsRS. If one was to move from madhya sthayi paficama,
just touch upon the tara sthayi sadja and turn downwards, then the phrase employed is
‘PDN,sD,nP. In this phrase, the extent of kampita gamaka on the nisada is reduced and the
sadja moves down to a chutta sadja position. Such a change in kampita gamaka is found
in many other raga-s. Movements from tara sthayi sadja to madhya sthayi paficama in
athana includes ‘siP’, ‘sipdNP, rsnp, ‘sD,nP. In kirtana-s like brhaspaté and mummirtulu
the phrase ‘SDPMP’ is also used.

athana employs both kakali and kaisiki nisada. kakali nisada usage is found in phrases such
as ‘SHNSD#N;S’, ‘s#npdNP. The phrase PDNS can be rendered with kaisiki and kakali
nisada. If we analyse the raga purely on the basis of its phrases, it is difficult to decide
if kaisiki or kakali nisada is the anya svara. Both nisada-s seem to be of equal strength,
with their respective weightage changing from composition to composition. While epapamu
jesitira is kaisiki nisada heavy, brhaspaté is kakali nisada heavy.

Depending on the context, the svara-s - rsabha and gandhara in athana are interchangeable.
They are rendered in the same manner with the same gamaka and identical sound, but in
phrases such as ‘pmrmrs, ‘mrpmnp’ the svara is articulated as rsabha, but in phrases such
as ‘pmgmP, ‘mpgmP’ the svara is articulated as gandhara.

With regard to the idea of the anya svara, another characteristic is evident in some organic
raga-s. The gandhara used in the raga sahana in the Muttusvami Diksitar sampradaya is
sadharana. But antara gandhara is also employed specifically in the phrase ‘RgmP’. Today,
when we encounter such a feature, wherein an anya svara appears in a specific phrase,
the given phrase is always rendered with the anya svara. But that is not how it is in
Diksitar’s sahana. sadharana gandhara can also be used in the phrase ‘RgmP’. No phrase
is exclusively allocated for the anya svara. The moment we perceive the anya svara in
such a manner, the notion of ‘anya’ dissolves and the ‘other’ svara becomes a part of the
raga ’s intrinsic identity.
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Let us now take up a raga that is less abstract - begada. One feature of begada is the
existence of two nishadas in avarohana phrases. Traditionally, the choice of which nisada
is to be used is determined by whether or not the sadja is present in the phrase. The phrase
‘sndp’ is rendered with the kakali nisada while ‘rndp’ with a kaiSiki nisada. Secondly,
when the phrase rdp is rendered the nisada is dirgha, ‘tNdp.” But if there is no descent
to paficama after the nisada, the kakali nisada can be used even in a non-sadja phrase. An
varnam. bégada also has some very unique phrases that we render mainly in the kirtana-s.
For example shM;;mgG, PnPn and MGRMP in nadopasana.

Vadi-samvadi svara-s are present in many raga-s. But, along with this, older raga-s also
employ mirror phraseologies. Meaning, the same phrase pattern is found in two different
locations, though the svara-s used in the phrases are different. For example, in kédaragaula
the phrases mpDPmgr is mirrored in the phrase nsRSndp.

Some raga-s that are entirely different in terms of the svara-s that they are made of follow
similar rules. raga-s kambhdji, saveri and bilahari all have an ascent of ‘pds’ and descent
of ‘sndp’. In all these raga-s, the turn phrase ‘pdndp’ is permitted. Similarly, raga-s such
as saveri and mukhari have a ‘srm’ ascent and ‘mgrs’ descent. Both these raga-s allow
for a ‘srgrs’ usage. Some raga-s have a jhanta praydga as a characteristic phrase, such as
‘nsgGM” in ritigaula, ‘srgGP” in bilahari and ‘pdnNS’ in ahiri. You will never find the phrase
‘mns’ in an organic raga. Because of the large distance between these svaras, this phrase
will be rendered with a janta on the nisada ‘mnns’ as found in ptrnasadjam and ritigaula.

All the above raga descriptions are examples of how identifiable patterns, and guidelines
exist in older raga-s. These learnings aid in us developing an abstract way of thinking.

Instinct and intuition are different. Instinct is a faculty that is neither visual or ideational. It
does not lead to action or non-action. Intuition is a result of seeing, apprehending something,
which leads to some awareness and knowledge. It comes from the Latin word in-tuitus,
which means ‘to look’. From all the knowledge that abstract raga-s gift us, intuition is born.

In one such intuitive moment, I rendered a few phrases without thinking of a raga form,
and captured that moment in notation. Having jotted down these melodic movements, I
employed a method Subbarama Diksitar used in the Sangita Sampradaya Pradar$ini - to
notationally describe a raga. Subbarama Diksitar put down a series of phrases in every
raga that gives us a gist of its salient features and melodic movements across octaves. He
called this collection of phrases a saficari.

After notating my initial ideation, I began expanding and elaborating the phrases. This
meant [ intuitively sang phrases and allowed the phrases to guide me melodically. I did not
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force any conditionality on them. After writing down about twenty or more such phrases,
I began looking for patterns in the movements. I also looked at phrases that stood out and
did not conform to any pattern. Keeping in mind the principles that guide phraseological
forms in various abstract raga-s, I gave this raga structural order and core, secondary and
tertiary melodic phrases.

raga : kannada gandhara
The svaras in this raga are catusruti rsabha, sadharana gandhara, Suddha madhyama and
kaisiki nisada. antara gandhara is also permitted in certain phrases.

Some phrases in the raga
srgMR/sndnsrgMR/rsndnSR/rgmdn#Gmr/rgm#GmrS
pmDnp#GmrsndnS/pmdnssinppm#Gmrs/pmDnsP#GmrS’
rgmdnsDnp#GmRS/mrgmDpGmD#Gmr/rgmdndmdp#Gm/srgmgNp#GmrS
srgmdnS/sndnpmgmdnS/nsRstgmR/Stgmp#GimrsrNsDnpm#Gmr/
rgmdnP#GmrS/sMgmdnp#GmrgmdnS/rsisMdN/sDN#GmRsnsR S/

Kirtana in raga kannada gandhara

$afikaram S$aranagata vatsalam in tala adi composed by Vidvan R K Shriramkumar
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The Physics and Metaphysics of Nataraja:

A Dance of Cosmic Proportions
By Dr. Sudha Seshayyan

he iconic image of Nataraja — the dancing form of Lord Siva — is not only a profound
Tsymbol in Hinduism but also a fascinating representation of cosmic principles that
resonate deeply with the laws of physics. Let us delve into the intricate connections between
the dance of Nataraja and the fundamental concepts of physics, offering an inspirational
and informative exploration of this timeless symbol.

1. The Cosmic Dance

Nataraja’s dance, known as the tandava, symbolizes the cosmic cycles of creation,
preservation, and destruction. This cyclical nature mirrors the principles of thermodynamics,
particularly the second law, which states that systems evolve towards a state of entropy
or disorder. The dance of Nataraja represents the dynamic equilibrium of the universe,
constantly moving between order and chaos. This dance is not just a mere representation but
a profound reminder of the perpetual motion and transformation that governs all existence.
It inspires us to recognize the beauty in change and the inevitability of transformation,
urging us to embrace the flow of life with grace and understanding.

2. The Circle of Fire

Nataraja is often depicted within a circle of fire, which represents the continuous cycle of
time. In physics, this can be related to the concept of spacetime in Einstein’s theory of
General Relativity. The circle signifies the curvature of spacetime around massive objects,
illustrating how time and space are intertwined in the fabric of the universe. This fiery
circle is a powerful symbol of the eternal and unending nature of the cosmos, inspiring us
to see beyond the immediate and comprehend the vast, interconnected web of existence.
It encourages us to appreciate the infinite possibilities that lie within the bounds of time
and space.
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3. The Drum of Creation

In one of his right hands, Nataraja holds a drum (damaru), symbolizing the sound of
creation. This can be likened to the Big Bang theory, where the universe began from a
singularity and expanded. The rhythmic beats of the drum can be seen as the oscillations
of quantum fields that give rise to particles and, consequently, matter. The drum’s sound is
a call to the creative forces within us, urging us to tap into our potential and contribute to
the ongoing creation of the universe. It reminds us that every beat, every action, and every
thought has the power to shape reality, inspiring us to create with intention and purpose.

4. The Flame of Destruction

In another hand, Nataraja holds a flame, representing destruction. This aligns with the
concept of entropy and the eventual heat death of the universe, where all energy is uniformly
distributed, and no work can be performed. The flame also signifies the transformative
power of energy, as described by the first law of thermodynamics, which states that energy
cannot be created or destroyed, only transformed. This flame is a beacon of transformation,
reminding us that destruction is not an end but a necessary phase in the cycle of renewal. It
inspires us to let go of the old and embrace the new, understanding that through destruction,
we pave the way for new beginnings and growth.

S. The Abhaya Mudra

Nataraja’s raised hand, showing the abhaya mudra (gesture of fearlessness), signifies
protection and the dispelling of fear. This can be interpreted through the lens of quantum
mechanics, where particles exhibit wave-particle duality and uncertainty. Despite the
inherent uncertainties, the universe maintains a balance, providing a sense of stability and
order. This gesture is a powerful reminder of the strength and courage within us, inspiring
us to face the uncertainties of life with confidence and resilience. It encourages us to trust
in the inherent balance of the universe and to move forward fearlessly, knowing that we
are protected and supported.

6. The Dwarf of Ignorance

Under Nataraja’s feet lies the dwarf Apasmara, symbolizing ignorance. This represents
the suppression of ignorance through knowledge. In physics, this can be seen as the
pursuit of understanding the fundamental laws of nature, overcoming the ignorance of the
unknown through scientific inquiry and discovery. This act of subduing ignorance is a call
to enlightenment, inspiring us to seek knowledge and wisdom. It reminds us that through
learning and understanding, we can overcome the darkness of ignorance and illuminate our
path with the light of truth.
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7. The Dynamic Equilibrium

Nataraja’s dance is a perfect example of dynamic equilibrium, where opposing forces are
balanced. This concept is prevalent in various physical systems, from the equilibrium of
forces in classical mechanics to the balance of matter and antimatter in particle physics.
The dance of Nataraja embodies the harmony of these forces, maintaining the stability of
the cosmos. This balance is a testament to the intricate and delicate nature of existence,
inspiring us to find harmony within ourselves and our surroundings.

The Dance of Nataraja has kindled several thoughts in several minds.

Ananda Coomaraswamy observed: The essential significance of Siva’s dance is threefold:
First, it is the image of his rhythmic play as the source of all movement within the
cosmos, which is represented by the arch. Secondly, the purpose of his dance is to release
the countless souls of men from the snare of Illusion. Thirdly, the place of the dance,
Chidambaram, the centre of the universe, is within the heart. According to this great scholar,
the image, apart from being a representation of energy, also symbolises alternation of
phase over vast regions of space and great tracts of time. The damaru and fire are visual
symbols of day and night.

Fritjof Capra drew a comparison: “Hundreds of years ago, Indian artists created visual
images of dancing Siva in a beautiful series of bronzes. In our time, physicists have used
the most advanced technology to portray the patterns of the cosmic dance. The metaphor
of the cosmic dance thus unifies ancient mythology, religious art and modern physics.”
This quote is in the plaque next to the statue of Nataraja in the front lawn in CERN, the
European Council for Nuclear Research, in Geneva in Switzerland — it is the European
Laboratory for Particle Physics.

Leaving the dance and the dancer aside, let us try to focus on the activities (?!) of the
universe. Let us imagine an individual sitting at the centre of a vacant area. He is still; no
movement of hands, feet, fingers, toes or eyelids. Absolutely still. The cells, the intercellular
substance, the blood, the blood cells and components are all, nevertheless, in small and
large movements inside his body. The heart is beating; the brain, the kidneys, the liver, the
pancreas and all others are in work and activity. The lungs are pulling in and pushing out
with bluntly clear movements. The air, the space, the mud and all elements around him are
also in activity and motion. Take for example, the air around him. The atoms and molecules
of its components are obviously moving and moving; moving and mixing in various
permutations to recreate a different set of atoms and molecules. They join and re-join; fall
apart and merge; mix and match; move and move. The earth on which the individual sits,
is moving; it revolves; the atmosphere around also rotates. High energy particles move
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in the cosmic rays that reach the atmosphere. These particles mix and match with the air
molecules of the atmosphere. It is a long play of hit, run, clash, collision, breaking and
reforming. It is a perennial story of conjoining and disjoining. It is a permanent play of
new appearances amidst old disappearances. It is the style of movement — movement,
movement and movement.

It is easy to understand that the entire cosmos is replete with intricate movements that are
not explicitly revealed or perceived. In other words, ‘movements’ appear to be in some
kind of ‘meditation’. Meditation can focus on movements and be done while in motion.
Siva, as Nataraja, is all of these and more. As He meditates while dancing, He, no doubt,
is the personification of ‘movement in meditation’.

The colossus in physics, Robert Oppenheimer, while studying collisions between electrons
and atoms, pointed out that the incident electron can exchange with the atomic electron.
This concept changed the way physicists looked at things. Oppenheimer’s statement on
the electrons is apt to be quoted here: “If we ask, for instance, whether the position of the
electron remains the same, we must say ‘no’; if we ask whether the electron’s position
changes with time, we must say ‘no’; if we ask whether the electron is at rest, we must say
‘no’; if we ask whether it is in motion, we must say ‘no’.” It would not be inappropriate
to compare Oppenheimer with the Isa Upanishad in this statement.

Tadejati tannaijati tad diire tadvantike
Tadantarasya sarvasya tadu sarvasyasya bahyataha  (IsA - 5)

The meaning of the sloka is as follows: That moves, that does not move; that is far off,
that is very near; that is inside all this, that is also outside all of this. In his exposition,
Adi Sankara explains the ‘ejati-naejati’ phenomenon — in Itself It is motionless, but It
seems to move; It is motionless because It is all pervasive and It moves because It is inside
everything; It is continuous and without interstices.

As much as the small Isa Upanishad of a mere eighteen verses proclaims the divinity of
man and nature and the spiritual oneness of all existence, the intellectual, scientific and
spiritual and philosophical oneness of Oppenheimer’s observation, Capra’s inference and
Nataraja’s Dance cannot be disputed.

Matter and Force are the two sides of the same coin. Matter is explicit sometimes; and
force at others. If motionless Siva is the material, the ever-moving Sakti is the force.

Matter sometimes is particulate; and wave-like at others. If the stances of dance can be
defined as ‘particulate’ positions, movements of dance are the ‘waves’.
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And Nataraja makes Oppenheimer’s observation true and true and truer than ever. If we
ask, for instance, whether the position of Nataraja remains the same, we must say ‘no’
(and ‘yes’); if we ask whether Nataraja’s position changes with time, we must say ‘no’
(and ‘yes’); if we ask whether Nataraja is at rest, we must say ‘no’ (and ‘yes’); if we ask
whether Nataraja is in motion, we must say ‘no’ (and ‘yes’).

Sub-atomic particles have been studied in recent and modern times. The more they have
been researched upon, the more revealing they have been. And the more difficult to
define too. When subatomic particles are made to collide with each other, they exchange
(Remember, Oppenheimer said this!). They exchange energy, exchange form; though what
emerges (appears outside) may be something different (in form, shape, and appearance),
what has gone inside is the same. The essence, nevertheless, is that ‘Nothing is new’ and
‘Nothing is lost’. In other words, the same is manifested and the same is drawn in; the
same is seen in one form and the same is seen in another form; the same is moving and
the same is unmoving; the same is merging and the same is re-emerging.

The Dance of Nataraja is of course, all the same, the very same of sub-atomic physics.
Fritjof Capra summarized the same: According to quantum field theory, the dance of
creation and destruction is the basis of very existence of matter. ....Modern Physics has
shown that the rhythm of creation and destruction is not only manifest in the turn of the
seasons and in the birth and death of all living creatures, but is also the very essence of
inorganic matter. ....Modern Physics has thus revealed that every subatomic particle not
only performs an energy dance, but also is an energy dance; a pulsating process of creation
and destruction. For the modern physicists then, Siva’s dance is the dance of subatomic
matter, the basis of all existence and of all natural phenomena.

And so, Siva dances at Geneva, in the European Centre for Research in Particle Physics
and Siva dances at Chidambaram. Siva dances in the nano-cosm, in the micro-cosm and
in the macro-cosm.

167



BOOK REVIEW

Song of the Clay Pot — My Journey
with the Ghatam

by Sumana Chandrashekar

-Review by Priyanka Soman

ho, I often wonder, was the first ghatam player in the universe? Was it Lord Ganesh,

happily drumming away on his own potbelly—quite literally keeping perfect tala
on himself? Or Shiva, who loved the clay pot so much that he decided to become one—
Kumbheswara, still worshipped in Tamil Nadu for his... well, earthen form? Or maybe
it was Gundayya, the legendary potter who couldn’t resist testing the musical quality of
his wares, tapping and thumping until, as the story goes, “the whole world danced to the
sound of the pot.”

Then again, perhaps it all began with the village women who, after a long day, balanced their
pots on their heads and absent-mindedly drummed on them with their bangled hands—our
earliest percussionists, making music while walking home. Who’s to say the first concert
wasn’t actually at a village well, attended by cows, crows and the occasional curious goat?

Whatever the origin, one thing is clear: the ghatam has been making the world dance, hum,
and wonder for centuries. And in Song of the Clay Pot, Sumana Chandrashekar follows
that rhythm back to its source—with curiosity, reverence, and a sparkle of earthy humour
that makes this story sing.

This playful opening question sets the tone for Sumana Chandrashekar’s Song of the Clay
Pot — My Journey with the Ghatam, a book that is equal parts memoir, travelogue, and
philosophical reflection. It’s as earthy, lyrical, and resonant as the instrument it celebrates.
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Sumana takes us on a journey that begins not on stage, but in a dream—when the ghatam
first calls to her. That “pukaar”, as she beautifully puts it, is not a polite invitation. It’s a
tidal wave that sweeps through her being, leaving her no choice but to surrender. It’s this
surrender that leads her to Sukanya Ramgopal, India’s first woman ghatam player, and to
Sukanya’s guru, the legendary Vikku Vinayakram—whose 1966 performance in New York
with M.S. Subbulakshmi placed the ghatam firmly on the global map.

From there, Song of the Clay Pot flows effortlessly between myth and history, personal
reflection and social commentary. We follow Sumana to Manamadurai, the sacred home
of ghatam-makers, where clay from lake beds is transformed into music. “The forest had
prepared the clay—my senses; Amma and Appa, like two diligent potters, carefully turned
this clay on the wheel,” she writes, crafting one of the most tender metaphors for parenthood
and artistic birth [’ve read in recent times.

The book doesn’t shy away from difficult truths either. Chandrashekar examines the
hierarchies of Carnatic music, where the ghatam stands fifth in line—after the main
artist, violin, mridangam, and khanjira—and questions what this means for recognition
and respect. She also confronts gender biases with both courage and humour. Her decision
to perform in kurta-pyjama and a turban, instead of the expected Kanjeevaram sari and
neatly coiled hair, ruffled more than a few traditional feathers. One television channel,
she recounts with gentle irony, refused to air her performance because it appeared “odd
and un-Carnatic”—a phrase that perfectly sums up how we sometimes confuse conformity
with culture.

There are moments in the book that are delightfully introspective. Over a morning cup
of coffee, she wonders not where her coffee came from, but where her ghatam came
from. This small, domestic moment turns into a profound inquiry into identity, belonging,
and creation itself. Her curiosity takes her deep into the making of the instrument—the
gathering of clay, the shaping, the firing, the waiting. By the time she names her ghatams
Kabir, Maitreya, Baba Farid, Sundareshwara, and Meenakshi, they feel less like
instruments and more like family members, each carrying a story and a sound of its own.

But beyond all this, what makes the book shine is Sumana’s ability to weave the cosmic and
the commonplace with the ease of a master storyteller. She writes, quoting Milan Kundera,
that “the struggle of memory against forgetting” defines much of her journey. She reminds
us that remembering isn’t merely nostalgia—it’s resistance. “Why do we remember what we
remember? What do we choose to forget?” she asks, gently turning the reader’s attention
inward, much like the ghatam itself—hollow, yet filled with sound.

Her exploration of the pot as a symbol—spiritual, artistic, and feminine—is deeply moving.
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She challenges the reader to rethink ideas of form and formlessness, being and unbeing.
And just when you think the mood is too heavy, she lightens it with a line so wry that it
could only have been written by someone with both a researcher’s mind and a Chennai
sense of humour: “My cap always gives people the impression that I am a foreigner. Some
have even asked for my passport; my Aadhaar card only seems to confuse them further!”

In Song of the Clay Pot, the ghatam is more than a percussion instrument—it becomes
a metaphor for wholeness, a container of stories, silences, and centuries. This is not just a
musician’s memoir; it is a meditation on art, identity, and the politics of belonging.

So, if you’ve ever tapped your kitchen vessel and thought, “Hey, that sounds nice,”
this book is for you. You might not become the next VikkuVinayakram—but you’ll never
look at a clay pot the same way again.

A must-read for lovers of music, memory, and the magical murmur of everyday life.
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BOOK REVIEW

by Dr Pushpa Lakshman

“A life in three octaves — The musical journey

of Gangubai Hangal”

by Deepa Ganesh

eepa Ganesh in writing her book ‘A Life In Three Octaves’ The musical journey of
Gangubai Hangal, has woven a rich tapestry of events of that era!

Gangubai (1913—2009) lived a little short of a century, at a time when India went through
enormous changes politically, socio-economically and culturally. The book narrates this
in a very interesting manner! Keeping Gangubai‘s life as the main chord, the other story
lines like the evolution of music, the beginnings of gharanas, the life styles in guru sishya
parampara, the political changes during Indian independence movement, social changes like
the abolition of devadasi system (Gangubai was born in such a community), the recognition
and improvement of women's status in society, technological developments like gramophone,
radio, recordings, beginnings of television, the complimentary nature of music and literature,
music expounding beyond religion, India‘s development post-independence, are interwoven
beautifully to give a wholistic picture.

Gangubai was born in Dharwad (Karnataka), into a family with a rich musical tradition.
Even though her mother was an expert singer in Carnatic system of music, young Gangu,
listening to the magical new technology, that was the gramophone, became interested in
Hindustani system of music. She was able to reproduce whatever she heard effortlessly.
Her mother, a very forward thinking person, got her to learn Hindustani classical music.
Eventually Gangubai became the student of Sawai Gandharva and continued to be his
student until his death. Her unswerving devotion to her mother and Guru is there to see
throughout the book.
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In the beginning of the narration the author subtly brings in the history and evolution
of music. To quote her “There can be many histories of music, each with its own
perspective. While some interpret the history of 20th century Indian music as a movement
from conservative tradition to liberal modernity, others see it as a shift from intellectual
and classical modes to popular style. In any given period, however, music could only be
understood as a cumulative effect, as the sum total of ongoing changes in the fabric of
social, political and cultural life”.

Gangubai belonged to Kirana Gharana and until her last days, she didn’t deviate from its
original classicism. Pandit Bhimsen Joshi was her Gurubandhu and Mallikarjuna Mansur,
a dear friend. Several anecdotes about musicians of that period are cited which gives a
personal touch to the story. The evolution of music stage, from royal patronage to theatres
to Natak Mandalis was an interesting transition. As the music of the nation moved out of the
patron’s threshold, Gangubai also changed things for the devadasis. Resolutely and quietly,
she was leaving behind an unpleasant social past. Her spirit was shaped by the exemplary
women of her times. The advent of gramophone, followed by the birth of All India Radio
brought together the culture and heritage of the country. It unified the people of the country
as no other medium could. “Music has only history, and no geography”, Gangubai often
said. As one reads about the extent of hard work, dedication, endless hours of practice, the
total immersion into music — it is breathtaking. Gangubai heightened spiritual experience
through sur sadhana, she would say, with no superior air of a sadhaka, but in total perplexity
before the mystery of music.

The harmonious nature of Music and Literature, is brought about beautifully. The influence
of the great mystic poet of Kannada D.R. Bendre on Gangubai and her contemporaries
like Bhimsen Joshi, and the related stories are interesting. The symbiotic nature of music
and literature comes forth.

The friendly nature of Gangubai, her warmth and affection for people is evident from her
relationship within the family, extended family (they always lived in joint families with
20 or more members living together), friends, neighbours, and any musician travelling
through, the stories are indeed amazing. How she found the time and ability to bring both,
her family life and her music, into her fold, is something to wonder about. While talking
about her family life, it is heart-wrentching to read about the abuses she experienced because
of caste, poverty in the initial stages of her life, the inequality on the basis of caste,
gender, status etc. Despite this, how Gangubai earned her self-esteem, made a life for
herself and her family, the name and fame she achieved, are great lessons for all. Gangubai
was devoted to her family and she took good care of them. Her children, grandchildren,
extended family of uncles and aunts were looked after by her with equal affection. When
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her Guru was unwell, she brought in his family as well to live with her and served him until
he recovered. Her simple living, simple habits, cheerful disposition, love for life, enthusiasm
to celebrate all the festivals and more than anything, her devotion to her lord Mylaralinga
stood by her. The doors of Gangubai’s house were never shut, literally and metaphorically.

The several awards she won, including Padma Vibhushan, doctorate degrees from various
universities, concerts all over India and abroad, did not deter her simplicity. She gained
more popularity, and was becoming a public figure. She was elected a member of the
legislative council in 1993/94 at the age of 80 and a Rajya Sabha member. She continued
to lead a simple life, yet was quite vocal about her thoughts, beliefs, values and traditions!

Her personality as a very intelligent and strong woman expresses the stories of women of
outstanding courage and conviction, the stories of an era that upheld values of a tradition
over the individual self. Her music was pure and unadulterated. She sang only pure classical
music, not even devotional songs. Especially after she lost her soft voice after her tonsillitis
surgery in her thirties, she modulated her voice in such a way that she dazzled her audience
with her aesthetic brilliance, with a rhetoric that was deeply emotional. Gangubai had guarded
her creative space with exacting austerity.

In turn her family stood by her at all times, high and low. Her son became her secretary
cum manager and looked after all affairs, and her daughter was her companion in music
(gave vocal support) and in her personal life as well. Typical of devadasi tradition, Gangubai
had neither the support of her father nor her husband, which she took in her stride. She
had only complimentary words for them. She suffered great losses throughout her life,
her near and dear, and in her final years, the loss of her daughter and her illness took its
toll. She stood strong and faced the illness bravely. Her grandson, even brought out
a booklet — “Cancer ? Do not Fear”, based on her medical experiences at various stages
of her treatment, and this booklet, along with a red rose was gifted to all patients in the
cancer hospital. She lived a meaningful life for 96 years. Till the end, Gangubai stuck on
to her past. Like Gandhiji, who had a great influence on her, she did everything - washing,
cleaning, shopping, and carrying firewood - right till the end. Gangubai died on July 21
in 2009. The Karnataka state government announced a state funeral.

This book is a must read for the fans of Hindustani music, for a better understanding of
the ethos of her music, the inimitable Gangubai Hangal.
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