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THE 61st MADRAS MUSIC CONFERENCE
OFFICIAL REPORT

. THE OPENING DAY
18—12--1987

The 61st Annual Conference of the Music Academy, Madras,
was held at the T. T. Krishnamachari Auditorium in the premises
of the Academy, 306, T: T. K. Road, Madras-600 014 from the 18th
December 1987 to 4th January 1988 with a break of three days
in the middle from 24—12—1987 to 26—12—1987 due to the sad
demise of Dr. M. G. Ramachandran, Chief Minister of Tamil Nadu. -
The Conference was inaugurated by Sangita Kalanidhi Dr. M. S.
Subbulakshmi on 18—12—1987.

The inaugural function began with the singing of prayer by
Smt. Malathi Janardhanan and Kum. Girija.

MESSAGES

Sri S. Natarajan, Secretary of the Academy, read messages
received for the success of the Conference.

The President of the Academy, Sri T. T. Vasu, welcomed the
distinguished guests, members of the Academy and the public.
In his address, Sri Vasu said :

’Sangita Kalanidhi Dr. M.S. Subbulakshmi, Vidwan B. Rajam
lyer. Members of the Academy and the Experts Committee, dist-
inguished invitees, Vidwans and Vidushis, ladies and gentlemen :

With great pleasure | extend to all of you a warm weicome to
the inauguration of the 61st Conference of the Academy and the
concerts that have been arranged from this evening onwards.

At the outset, | extend a hearty welcome to Dr. Subbulakshmj
who was gracious enough to accede to our request to inaugurate
this Conference. As you are ail aware, we made a major and
significant departure from our usual procedure for the inauguration
of our Conferences from last year. We decided to invite veteran
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musicians to inaugurate our Conferences and last year, which
marked our 60th Conference, the obvious choice was Sangita
Kalanidhi Dr. Semmangudi Srinivasa lyer, the doyen among our
musicians who is connected with this Academy since its inception
in 1927. Following the new practice, we could not, for this year,
think of a better choice than Dr. Subbulakshmi, one of the out-
standing figures in the sphere of music in the post-independence
India, who is closely associated with our Academy for many
decades. It is needless for me to elaborate on her unquestioned
supremacy in the music field and her eminence which cuts across
geographical boundaries. Her attainments, her passionate pursuit
of artistic exceHence, her efforts to retrieve and revitalize classical
Carnatic music, her magnanimous use of her talents for national,
public and humanitarian causes and her services to strengthen the
bhakti marga through music are too well-known to need recapitu-
lation here. We thank her for the enormous interest taken by her
in the progress of this Academy and her memorable recital on the
14th of last month which gave us a sizeable income.

Dr. M.S. Subbulakshmi gave her first recital at this Academy
"in 1935 when she was 19 years of age, a rare honour in those
days for a young artiste. Since then she has performed on 33
occasions, the last performance being her rapturous recital on
i November 14, already mentioned by me. She presided over our
42nd Annual Conference in 1968 and received the title of Sangita
Kalanidhi. It was the first time in the annals of this Academy that
a lady artiste was chosen to preside over our Conference. MS
presided over the Sadas of the 58th Conference on 1st January
1985 and this year we have the privilege of her inaugurating our
61st Conference.

As a token of our regard and gratitude to her for this long and
fruitful connection with this Academy, we have brought out a
short memoir which furnishes full details of her unique career as a
musician, rare photographs taken with many celebrities of the
world and a list of over 200 concerts given by her for charitable
purposes. The souvenir will be on sale at our book stall for a
nominal price of fifteen rupees.
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| extend to Vidwan B. Rajam lyer, the President-elect of this
Conference, a warm and hearty welcome. Sri Rajam lyer is one of
the most respected among the vocalists in Carnatic music with an
impeccable record of adherence to tradition and maintenance of
the highest standards in the practice of the art. He is one of'the
torch-bearers of the glorious style of his Guru, Ariyakudi Ramanuja
lyengar, who was known as the ‘complete musician’ during his life
time. lyengar evolved a concert pattern of shorter duration but
packed all the elements of traditional musical offerings into his
new format. Sri Rajam.iyer has an enviable record as a perfor-
mer, teacher and musicologist and has been rendering Yeoman
service to this Academy as a member of our Experts Committee
and as our collaborator in the preparation of a Tamil edition of the
Sangita Samjradaya Pradarsini. He is presently the Principal of
our Teachers College of Music and continues his close association
with us in our activities. We look forward to his able guidance in
the discussions and demonstrations during our morning sessions
of tHis Conference.

1 am very happy to announce that Pandit Ravi Shankar, the
most widely known Indian artiste, has not only agreed to give a
Sitar recital on January 2nd, after a gap of many years, but has
also agreed to preside over our Sadas on January 3. This is a
matter of great prestige to this Academy because Panditji is one of
our most versatile instrumentalists who has taken our music to the
farthest corners of the globe and has popularised it in many coun-
tries of the world. He is perhaps the first among Indian musicians
to treat Carnatic ragas in the North Indian style and his participa-
tion in our festival this year is an epoch-making event.

So far as our mid-year activities are concerned, 1987 was a
most memorable year. In Association with the International Dance
Alliance Limited, we celebrated the International Danca Week on
on the 19th and 20th January 1987, as a tribute to Smt. Rukmini
Devi, in whichi 15 prominent dance artistes of Madras performed
on the stage. During the same month, the Department of Culty.
ral Affairs of the Government of Uttar Pradesh arranged a series
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of culural programmes at this auditorium in which renowned
artistes like Ustad Bismillah Khan, Smt N. Rajam, Smt. Girija.
Devi and Sri Birju Maharaj took part. Admission to the perfor-
mances was by invitation and a large number of connoisseurs
attended these perfomances.

Another matter of joy for all of us is that our Academy earned
the prestigious honour being selected for the ‘best cultural org-
anisation award ‘ by the Tamil Nadu Eyal, Isai, Nataka Manram. |
At a function presided over by Tamil Nadu Governor, Shri S. L.
Khurana, 1, on behalf of the Academy, received the shield on 26th *
January from Dr. M. G. Ramachandran, Chief Minister.

Thanks to a munificent endowment made by Shri Obul Reddy
for the celebration of the Tyagaraja Day, the Saint's Aradhana
was celebrated in the Academy on February 1, 1987. In the
morning there was Veda Parayanam followed by the singing of
the Pancha Ratna Kritis of Tyagaraja by more than fifty vidwans.
In the evening there were music recitals by Dr. Semmangudi
Srinivasa lyer and Vidwan K. V. Narayanaswamy.

The Syama Sastri Day was celebrated by the Academy on
April 24 when Vidwan Maharajapuram Santhanam gave a recital of
kritis of Sastri. The Kasturi Srinivasan Hall was packed to capa-
city and Shri Santhanam gave a moving performance.

The birth centenaries of Shri K. V. Krishnaswami lyer and
Shri S. Satyamurti were celebrated on July 25, 1987 and August
19, 1987 respectively when tributes were paid by several speakers
to the two distinguished personalities for their selfless service to
many public causes. We shall be celebrating the Birth Centen-
ary Day of Kasturi Srinivasan on December 27, 1987 when his

portrait will be unveiled here.
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A major cultural event - during 1987 was the ‘Natyotsava’
organised by the Kala Mandir Trust in association with this Aca-
demy for a week from August 24. Thousands of dance lovers in
Madras attended the 18 performances by invitation.

The Muthuswami Dikshitar Day, sponsored by Dharmavarapu
Sitaramanjaneyulu Anasuya Devi Endowment, Andhra Pradesh,
was celebrated on 20th October at the Kasturi Srinivasan Hall
when there was a fine recital of Dikshitar kritis by Shri B. V.
Raman and Shri B. V. Lakshmanan.

This year's music and dance festival will comprise 66 perfor-
mances of music and dance, including four concerts by senior
musicians during our morning sessions. There will also be two
harikathas in the morning, one of which will be in Sanskrit. There
is also a Sanskrit play to be enacted by members of the Samskrita
Ranga.

During our morning sessions there will be 35 lecture-demon-
strations, including six by scholars from abroad, and discussions
on raga lakshanas by members of our Experts Committee.

| once again welcome all of you to this function and request
Dr. M. S. Subbulakshmi to Inaugurate this Conference.”

INAUGURAL ADDRESS

Sangita Kalanidhi Dr. M. S. Subbulakshmi then delivered
the following inaugural address in Tamil, an 'English translation of
which will be found below the Tamil original.
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Dr. M. S. Subbulskshmi’s Inaugural Address at the Madras
‘Music Academy’s 61st Annual Conference on Saturday the 18th
Decoember 1987 .

The Music Academy is the foremost among institutions foste-
sing Karnatic Music. Founded in 1927, and further progressing
in its service to music, it has today grown into a large banyan tree
completing the Diamond Jubilee year of its golden performance.
This is an auspicious festival for artistes and rasikas alike. | deem
myself singularly fortunate to open the Conference under such
propitious circumstances.

Enjoying as | do a fond association with the Academy for over
a half-century, the growth of the unique service of this institution
year by year unfolds itself scene after scene on the silver screen
of my memory. On the gross, physical level this growth is rep-
resented by this august building, verily the royal court of Sarasvati
‘Devi, to which the Academy has moved after years of functioning
in thatched pandals and rented buildings. On the more importang
inner (Sukshma) level of music-promotion too the growth has
been no less stupendous. It is this subtle growth that has anima-
ted the physical growth of the Academy. On this side of musical
service, it is simply staggering to think of the countless researches
of numerous musicologists that have been brought out through
the Academy over this long span of time.

On this solemn occasion let us reverentially recall to memory
the inestimable service rendered as their very life’'s mission by
the former Presidents of the Academy, Sarvasri K. V. Krishna-
swami Aiyar, Dr. U. Rama Rao, Kasturi Srinivasan, T. T. Krishna-
machari, T. S. Rajam and K. R. Sundaram Aiyar and also by Dr.
V. Raghavan who rendered yeoman service as the Secretary of
the Academy. It is their contribution that has helped to raise the
Academy to the unparallelled status it occupies in the world of
music.

The present President Sri T. T. Vasu has ably and efficiently
filled up the place left by his illustrious predecessors. His bubb-
ting dynamism and sweet temperament are significantly helpful in
achieving the targets in the various branches of service that this
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mammoth body has undertaken. My sincere compliments are also
due to the Vice- PreSrdents, Secretanes and the othar office- bearers,
who are smgle-mmdedly working in harmony with the Presrdent

I pray to Nada-brahman, who (according to the Devaram) is
“the Seven Notes and their Fruit” to bless the Academy to
continue its service as long as the sun and the moon continue to
exist,

This year Vidwan'Sri B. Rajam Aiyar will be the recipient of
the coveted title of ‘Sangita Kalanidhi’ awarded by the Music
Academy. He is fully qualified for the honour. He is one of the
foremost disciples of Maha Vidwan Pujya Sri Ariyakudi Ramanuja
Ayyangar. He has specialised in the kritis of Pujya Sri Dikshitar,
Besides his scholarship, he is also quite eminent as a performing
musician. Above all, he has a unique capacity for teaching. It is
one thing to be a good artiste by oneself, quite another to be
able to teach the art to others. Sri Rajam Aiyar is very proficient
in imparting his art to students. His earnest dedication in this
regard is testified by the fact a// the students who have been
trained by him in the Music Academy’s Teachers College have
passed in the first class this year. | am sure the Kalanidhi title wilt
further enthuse him in his tasks. | pray to the Sangita Devata
for his continued service for long as an artiste and teacher.

! beg your leave to make a submission before I conclude. It
is a matter that has been reiterated many a time by many stalwarts
in the field. Yet, since it is worth any number of repetitions,
draw the attention of both artistes and rasikas to this point. Itis
this: it is Bhakti alone that constitutes both the root and fruit of
our music. Our music is basically sustained by the root of bhakti:
the end-product of our music also is the fruit of bhakti. We can
ill afford to forget this truth. All the luminaries in our music field
have certainly been academically endowed with the highest know-
ledge in the science of music. Yet we see it crystal-clear that all
their scholarship has been used by them only as a means to
canalize the springs of Bhakti ever surging in their hearts. For
example, the Mahatma, Purandaradasa, who has given us music
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Tessons 'right“ffom the primary stage, was the one who was always
dissolving himself in his devotionals of Devere-nemas on Lord
Vithala. What eminence our Music Trinity had as intellectuals:
with their deep knowledge in the intricacies of Raga and Tala’
with their command over language and with their; richness of
‘poetic thought? What intellectual wonders have been accompli-
shed by our composers beginning from Annamacharya, Kshetrajna
and Narayana Tirtha, pagsing through Swati Tirunal and Gopala-
krishna Bharati right upto Sri Papanasam Sivan of recent times in
‘their kritis, in which they have distilied the quintessence of
numberless Ragas? Yet has not Bhakti alone been the sum and
substance, the be-all and end all, of all their kritis ? They hadin
them both the gold of scholarship and the diamond of bhakti.
‘They utilized the scholarship, gold, only to serve as the frame-
work and foil to set off the bhakti-diamond in all its brilliance as a
Jewel. It behoves us to cherish and nourish this sacred heritage
-as the pious duty cast on us by our culture.

The Music Academy has been, and continues to be, thorou-
-ghly alive to this truth viz., Bhakti alone is the very life breath of
our music and its ultimate reward. Hymns and songs of Bhakti
are invariably given their due place in the Academy’s sessions of
deliberations. Above all, the Academy has adopted as its motto a
nectarine verse from the mouth of the Lord Himself, in which He
declares the greatness of devotional music to no less a person
than Saint Narada, the Prime Preceptor of music. Init the Lord
proclaims : “I dwell not in Vaikuntha, nor in the hearts of Yogins
nor in the Sun: (but) where my bhaktas sing, there bel,
Naradal’’ | take leave of you after reciting the original s/oka :

Naaham vasaami Vaikunthe

no yogi - hrudaye ravau
Mad-bhakta yatra gaavanti

tatra tishthaami Naarada

VOTE OF THANKS
Sri T. S. Parthasarathy, Secretary, proposed a vote of thanks.
ELECTION OF PRESIDENT

Vidwan B. Rajam lyer was unanimously elected as the Presi-
.dent of the Conference. He then delivered the following presi-

-dential address :
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Condensed Version of the Presidential
address hy

Vidwan Sri B. RAJAM IYER
delivered on 18—12—-1987

At the outset | offer my respectful greetings to Sangita Kala-
nidhi Dr. M. S. Subbulakshmi, Sri T. T. Vasu, President of the
Music Academy, Vice-Presidents, Trustees, Secretaries, Members
of the Executive Committee of the Academy, Vidwans, Vidushis
and music Iove;s present here.

I feel greatly honoured by the Academy's decision to ask me
to preside over this sixty-first annual Conference and | express my
heartfelt thanks to those who selected me.

In 1938 my respected Guru Sangita Ratnakara Ariyakude
Ramanuja lyengar presided over this Academy’s Tenth Conference
held at Royapettah Woodlands and | accompanied him as a young
disciple. | had the unforgettable experience of seeing him condu-
cting the Conference in his inimitable manner. Later | had the
enviable good fortune of undergoing Gurukulavasam under that
dgreat maestro. |, therefore, dedicate this honour to his fragrant
memory.

On this occasion, | also remember with gratitude the late
Sangita Kalanidhi Justice T. L. Venkatarama lyer who in 1947
called me to Madras and taught me a large number of Dikshitar’s
compositions. | also had the privilege of singing with him during
his lecture-demonstrations at this Academy. It is well-known that
Justice lyer had learnt the authentic versions of Dikshitar's Kritis
from Sri Ambi Dikshitar, a direct descendant of the Dikshitar
family.

Smt. M. S. Subbulakshmi is a living example of Tyagaraja’s
kriti ** Sangita Jnanamu "' in which the saint declares that there
can be no righteous conduct without a combination of Bhakti and
musical knowledge. Smt. Subbulakshmi has dedicated her un-
paralleled musical gifts to the welfare of humanity. She and her
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husband Sri. T. Sadasivam have captivated the entire world by
their charming manners and spirit of dedication. It is my unique
good fortune that my respected Sister Smt. Subbulakshmi has
.inaugurate%the Conference over which 1 have been chosen to
preside.. - ie- .

A sloka in the Siva Puranam says that the performance of
sacrifices and doing meditation can bestow on us only Dharma
Artha and Kama but music alone bestows Mokha also. ) The Suta
Samhita declares that a person who does Nadopasana easily
attains union with the Almighty. Other Slokas in the Sangita
Ratnakara also affirm this truth.

The primordial scale of Indian music is stated to have evolved
from the Svaras of the Sama Gana and Tyagaraja mentions this in
his song ‘“’Nadatanumanisam’. Later, many other scales were
created by modal shift of the tonic note Shadja and during
Venkatamakhi's time a scheme of 72 Melakartas came into exis-
tence. Even before Venkatamakhi's time, the great Purandaradasa
had laid a solid foundation to our music by composing a farge
number of preliminary exercises, Kirtanas, Suladis and
Devaranamas. :

The 18th century was the golden age of our music and
produced the immortal Trinity viz., Tyagaraja (1767-1847)
Dikshitar (1775-1835) and Syama Sastri (1763-1827). Signifi-
cantly these three giants were born at Tiruvarur within a gap of
twelve years. Tanjore was the main seat of music during that
time and the rulers there patronised a large number of musicians
who were contemporaries of the Trinity. But the Trinity spurned
royal favours and delicated their magnificent art to the divinities
they worshipped.

Tyagaraja in particular was a confirmed votary of Nadopasana
and composed more than a dozen Kritis in praise of that cult,
considered to be the easiest path to salvation. Dikshitar learnt
music from his own father Ramaswami Dikshitar and later
proceeded to Varanasi with Chidambaranatha Yogi to become a
master of the Srividya cult. During his pilgrimages to numerous
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shrines in Tamil Nadu he poured out his inimitable Kritis, which
are marvels of coalescence of raga bhava, sahitya excellence and
philosophical import. Syama Sastri was an ardent Devi Upasaka
and has given us matchless Kritis and Svarajatis known for. their
direct appeal and tala intricacies.

The pre-Trinity period of Indian Music -had also produced
great composers like JJayadeva, Annamacharya, Kshetrajna and
Bhadrachala Ramadasa. Tamil Nadu also had exoellent composers.
{ike Margadarsi Sesha lyengar, Pachimiriam Adiappaya, Ramaswami
Dikshitar and others. Tyagaraja had a galaxy of disciples like
Vina Kuppayyar and Venkataramana Bhagavatar. The Tanjore
quartette had made their own unique contribution to dance music.
The present century did not lag behind and produced great compo
sers llke quchn lyengar, Vasudevacharya, and Papanasam Sivan.

The correct method of mastering classical Karnatic music
would be to learn the authentic versions of the compositions of
"the Trinity from a qualified Guru in the Gurukula method. In this
respect my respected Guru Sangita Ratnakara Ariyakudi Ramanuja
lyengar was the greatest living model during his life time. It was
he who evolved a concert pattern of short duration and was able
to pack all the elements of traditional music into his new format,
He was really the pathfinder in the areas of raga alapana, kriti
presentation, niraval singing, and svara-extemporising. 1 had the
unique privilege of learning his style directly from him and from
notation written in his own handwriting. When he sang, sangatis
used to sparkle like diamonds in his voice and these are still rin-
ging in my ears.

It has been my privilege to be a performing musician and a
teacher for over four decades. My association with this Academy
‘has also been long and fruitful. In addition to presenting recitals
and lecture-demonstrations, | was closely associated with the pre-
paration of the Tamil edition of the Sangita Sampradaya Pradarsini
of Subbarama Dikshitar. My present assignment as the = Principal
- of the Academy’s Teacheis College of Music is yet another phase
of my continued association with this great institution.
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As the present time, -1 find that more girls come forward to-
earn music than boys. The Music Academy should encourage-
young men to come forward to learn music and become competent:
Vidwans. Hard work will be necessary for a person to master
the nuances of our ragas and to sing compositions cerrectly.
There is some truth in the allegation that South Indian musicians.
do not attach the required importance to adherence to sruti as is
done in the North. There is no reason why South Indian musi-
cians should not practise music on the lines of their Hindustani
counterparts and achieve complete unison with the sruti. We:
should also learn to sing songs with the correct pronunciation,
whatever be the language.

Musicians of. an earlier generation were being patronised by
rulers and zamindars. At present, reputed institutions like the
Music Academy, the music-loving public, the All India Radio and.
the Doordarshan offes the necessary encouragement to musicians.
it, therefore, becomes the bounden duty of all musicians to main-
tian a high standard of excellence and preserve the purity of our-
unique Karnatic style. In conclusion, 1 humbly request the musi-
cians and others in this august assembly to co-operate with me:
in conducting this Conference successfully.

CONFERENCE SOUVENIR

The Souvenir of the 61st Conference, which was brought out:
on the opening day, contained programmes of the whole
Conference, the concerts, illustrated supplements and an account
of the Music Academy and its activities. It also carried the-
following articles :

‘Purandara Dasa”" by T. T. Vasu; * Apurva Ragas handied:
by Tyagaraja "’ by T. S. Parthasarathy; ** Vidwan B. Rajam lyer " by
R. Tirumalai; condensed version of the Presidential address by
Vidwan B. Rajam lyer; “An unhealthy trend”” by K. Chandra-
sekharan; and ‘K. Srinivasan’s address at the Sadas in 1952".

To mark the occation of Sangita Kalanidhi Dr. M. S. Subbu--
lakshmi inaugurating the 61st Conference, the Academy brought
out an attractive brochure in tricolour containing photographs of’
Dr. M. S. S. and her achievements. The Urochme was in great
demand and continues to be sought by the music loving public.

4
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Experts’

Committee Meetings

FROM 19—-12—-1987 TO 4-1---1988 (DAILY FROM 8 a.m.to 11 a.m.)
President: VIDWAN SRI B. RAJAM IYER

Date Programme

Names of Participants

Details of discussion, Talks, Papers
Lectures & Recitals.

19-12-87 Devotional Music .

Lecture-demonstration

Talk

: Lecture-demonstration

Ganasmriti Group

Smt. Malathi Janardhanan

Smt. Subhashini Parthasarathi
accompanied by Smt. Nirmala-
Sundararajan

Sri Mannargudi
Sambasiva Bhagavatar

Singing of Nava Graha Kritis of
Muthuswami Dikshitar

Walajapet Venkataramana Bhagavatar and
his compositions

Ramaswami Sivan

as music composer

Ragas Kharaharapriya and Harikambhoji
as handled by Tyagaraja



20-12-87

21-12-87

22-12-87

Devotional Music

Reading a paper

Music Recital

Devotional Music

Lecture

Talk

Talk
Devotional Music
Lecture-demonstration

Subhasruti Group Ashtapadis in Hindustani tunes
Dr. P. B. Mathur of Central A scientific basis for Ragas and Scales

Electrochemical Research
Institute, Karaikudi

Sangita Kalanidhi Sri T.M.
Tyagarajan, accompanied by Sri
Nagai Muralidharan (violin) &
Sri Karaikudi Mani (mridangam)

Sri Raja Rajeswari Bhajan Singing of ‘Tirumantra Prabhavam’

Mandali

Dr.”Padma Murthy The Psychological experiences of a
few ragas.

Dr. David Reck, Professor of An American cbmposer's response
Music, Amherst University, USA to Karnatic Music

Sri S. R. Janakiraman Infringement of Desya in Karnatic Ragas
Indira Nagar Women's Assn.  Devotional songs in different languages
Smt. Vasantha Saravanan Rare Compositions of Dikshitar

& Smt. Raji Ramachandran



23-12-87

Dance Demonstration

Devotional Music

Talk

Lecture-demonstration

Talk

Mr. Gordon
Korstange, USA

Ms. Lakshmi Viswanathan

Abhirami Group

Sri Titte Krishna lyengar

Sri B. Rajam lyer

Sri Umayalpuram Sivaraman

Presentation of some of his translations
in verse of a few kritis of Dikshitar,
Tyagaraja, Muthu Tandavar and a
Padavarnam by the Tanjore quartette.

‘Nayika Bhava in Tevaram and
Divya Prabandham’

Abhirami Annai Padikam composed by
Abhirami Bhattar of Tirukkadaiyur, author of
the famous Abhirami Antadi

Contribution of the Mysore Royal family
to Karnatic and Hindustani Music

Rama Nataka Kirtanas of Arunachalakavi
as set to music by his Guru Ariyakkudi
Ramanuja lyengar L

‘Mridangam-Sadhaka methods,
potentialities and greatness’



Talk Miss. Takako Inoue, South  Catalogue of musical instruments kept at
Indian Music Appreciation the Koizumi Fumio Memorial Archives
A _ Circle, Tokyo, Japan
24-12-87 - | Programmes

to |
26-12-87 | Cancelled ; ‘
27-12-87  Devotional Music Saptaswara Group Kamakshi Navavaranams of Uttukadu

] Venkatasubba lyer
Tribute Sri T. T. Vasu Tribute to late Sri M.G.R., Chief

Minister of Tamil Nadu.

Lacture-demonstration ~ Dr. S. Seetha Prathama Abhyasa Pustakamu (1905)
- of Subbarama Dikshitar

Birth Centenery of Sri T. T. Vasu Tribute to Kasturi Srinivasan

Kasturi Srinivasan Sri S. Parthasarathy Unveiling of Portrait

‘Music recital Sangita Kalanidhi Smt. D.K.

Pattammal accompanied by
Smt. T. Rukmini (violin), Sri

J. Vaidyanathan (mridangam)
and Sri K. Narayanaswami
(ghatam).



28-12-87

29-12-87

© 30-12-67

Devotional Music

Talk

Music Recital

Devotional Music

Talk
Harikatha
Devotional Music

The Soundarya Ladies’ Assn,

Desamangalam Sri Rama-
narayanan and Umayalpuram
Sri K. Sivaraman

Sri Nookala Chinna
Sathyanarayana

Sri B. Rajam lyer accompanied
by Sri M. S. Gopalakrishnan
(violin) and Sri T. K. Murthy
(mridangam).

Dasanjali Group

Smt. Vidya Shankar

Smt. Kamala Murthy & party
Students of the Music
department of Madras
University

Utsava Sampradaya kritis of Tyagaraja

Unveling of portriats of Desamangalam
Subramania lyer (vina), Umayalpuram

- Narayanaswamy. lyer (ghatam) and

Kothandarama lyer (mridangam) and paying
tributes.

Jagadanandakaraka (Nata), the first of
the ghana raga Panchakam of Tyagaraja

Bhajans in different languages
in Hindustani tunes.
Capturing the human voice on the vina
Paduka Pattabhishekam
Selected kirtanas on Devi™



31-12-87

01-01-88

Talk
Demonstration

' Lecture-demonstration
" Reading a paper

Dance feature

Devotional Music

Reading of paper

. Talk

Lecture-demonstration

Devotional Music

Sri T. S. Parthasarathy
Dr. M. Prameela

Smt. Anasuya Kulkarni
Ms. Avanti Meduri
(New York)

Ms. Avanti Meduri

Ganavarshini Group

Dr. Johanna Spector, Profes-
sor of Musicology, The
Jewish Theological Seminary,
New York

Smt. Gomathi Viswanathan
Smt. Vyjayanthimala Bali, M.P.

Sivaranjani Group

introductory talk on Harikatha

Singing of traditional compositions

used in Harikathas, explaining

their features.

Some East African Musical instruments
Women on thg stage from ritual to
theatre K

‘Matsya’ vyhich depicted the ten avataras
of Vishnu

Selections from the Tiruppavai of Andal

Chant and Cantillation

Dasavatara kritis in Karnatic Music
Prabandham.}Thayam, Suladi and

Kavuttuvam in Bharata Natyam

Bhajans in several languages like Sans-
krit, Tamil, Telugu, Kannada & Malayalam



Lecture ~ Smt. Rita Rajan M. Ganesa lyer Birth Centenary Endowment
i lecture on Arunagirinatha &
his Tiruppugazh

Talk Dr. Joseph Kuckertz, Profes- Folk songs of Karnataka
sor of comparative music,
University of Berlin

Talk Sri Mokkapati Nageswara Teaching of Karnatic music to foreigners
Rao belonging to a different culture
Talk Dr. Saskia Kersenboom Story, Temple traditions in Tiruttani Temple
' Holland
02-01-88  Devotional Music Sri P. S. Narayanaswamy & Selection of verses from the Tiruvembavai
N Sri V. R. Krishnan of Manikkavachakar
Dr. Raghavan Sri V. S. V. Guruswami Sanskrit compositions of Narayana Tirtha
Shashtyabdapurti Sastrigal and Swati Tirunal
Endowment lecture
Sanskrit Play Samskrita Ranga (founded by Enactment of Sanskrit play ‘Kundamala’

Dr. V. Raghavan) written by Dhiranaga



03-01-88

(%

04-01-88

Devotional Music

Demonstration

Harikatha in Sanskrit

Singing

Lecture-demonstration

Reading of paper

Demonstration

Kum. Dwaram V. J. Lakshmi

Sri Dwaram Sathyanarayana
& Kum. Mangathayaru

Kum. Uma Maheswari
Students of the Teachers'
College of Music,

Music Academy

Sri Srivanchiyam Ramachan-
dra lyer

Sri Bharat Gupt, Lecturer in
English, Delhi University

Dr. S. Srinivasan, Bombay

Bhajans in Hindustani. Tunes

Unveiling of the portrait of Sangita Kalanidhi
Dwaram Venkataswamy Naidu by the Con-
ference President Vidwan Sri B. Rajam lyer
presented by Sri Dwaram Bhavanarayana Rao
and other meﬁbers of the late violin maes-

“tro’s family ~

Ragam, Tanam & Pallavi

Abhijnana Sakuntalam of Kalidasa
Selection of kritis by the Trinity-
Tyagaraja Dikshitar & Syama Sastri

Triloma Pallavi

Dhruva songs in ancient Dramas

Pancha ratna Haripath



Meetings of the Experts’ Committee
19th DECEMBER 1987

The first meeting of the Experts Committee of the Music
Academy, convened in connection with its 61st annual conference,
was held on Saturday at the T. T. Krishnamachari auditorium.
Vidwan B. Rajam lyer, preSident of the conference, was in the
chair.

The Ganasmyiti group rendered a selection from the Nava
‘Graha kritis of Muthuswami Dikshitar. The kritis sung were
‘Suryamurte’ (Saurashtram), ‘Chandram Bhaja’ (Asaveri), ‘Brihas"
pate’ (Athana) and ‘Divakara Tanujam' (Yadukulakambhoji).

Malathi Janardhanan, music lecturer of the Teachers’ College
-of Music of the Academy, presented a lecture-demonstration on
‘Walajapet Venkataramana Bhagavatar and his compositions’. The
-speaker said tha,t’ the Bhagavatar was one of the prominent disci-
ples of Tyagaraja and was a composer in his own right with a
yariety of compositions in Sanskrit, Telugu and the Saurashtra
‘languages to his credit. The rare ragas handled by him include
Jyotisvarupini, Natana Velavali and Nama Narayani. The Walaja-
pet collection of Tyagaraja kritis comprised the authentic versions
-of hundreds of songs and the two operas of the saint.

By way of illustration the speaker sang ‘Rama namora’ (Hari
‘Kambhoji), ‘Rara Vasudeva’ (Todi), ‘Radha Ramana’ (Mohanam)
.and ‘Vada rasane’ (Purvikalyani).

Subhashini Parthasarathi spoke on ‘Ramaswami Sivan as a
-‘music composer’ and accompanied by Nirmala Sundararajan, sang
a selection of compositions written by the composer. The speaker
said that Ramaswami Sivan, who belonged to Vaiyacheri, was the
elder brother of the celebrated singer Maha Vaidyanatha lyer, and
was a scholar in Sanskrit and Tamil and a talented composer. The
two brothers made a formidable duo and reigned supreme in the
-‘world of Karnatic music during their life time.



THE 61ST MADRAS MUSIC CONFERENCE - . 35.

The brothers were patronized by many rulers and Zamindars.
and Ramaswami Sivan's scholarship in Tamil was greatly appreci-
ated by the heads of the Saivite Maths in Tamil Nadu. At their
suggestion Sivan composed ‘Kanda purana kirtanas’ and Kirtanas.
based on the Periya Puranam. He was known as ‘Monai Singam’
for his command over prosody. He wrote many pieces in Sanskrit,_
Tamil and Telugu, full of subtle graces, alliteration and embellish-
ments and also chijtta swaras.

oA 3

The speaker and Nirmala Sundararajan jointly sang ‘Veru
tunai’ (Vachapati), ‘Niye pizhai’ (Dhanyasi), ‘Muttu kumarayyane’
(Sankarabharanam) and ‘Ekkalattilum” (Nata kuranji) by way of
illustration.

Mannargudi Sambasiva Bhagavatar presented a lecture—
demonstration on the ragas Kharaharapriya and Harikambhoji as.
handled by Tyagaraja. Introducing the subject, T. S. Parthasarathy-
Secretary of the Academy, said that the two ragas were among:
the precious gifts of Tyagaraja to the music world.

The speaker said that Tyagaraja was the first to compose in:
these ragas and wrote a number of pieces which brought out the
full picture of the ragas. To illustrate Kharaharapriya he sang:
‘Rama niyeda’. ‘Chakkani raja’ and ‘Pahi Rama’ and explained:
how the composer had presented different phases of the raga in.
each kriti. The essence of Hari kambhoji was to be found in
‘Undedi Ramudu’ and ‘Enduku nirdaya’, snatches from which were:
sung by the speaker as examples.

20th DECEMBER 1987

The Subhasruti group rendered selected Ashtapadis in Hindus.
tani tunes. The songs included ‘Srita Kamala kucha® (Durga)
‘Nibhruta nikunja’ (Khamas), ‘Dhira samire” (Pahadi) and ‘Kuru.
Yadunandana’, (Sindhu bhairavi).

Dr. P. B. Mathur of the Central Electrochemical Research.
Institute, Karaikudi, presented a paper on ,'A scientific basis for
Ragas and Scales’. The speaker said that although ragas have
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:been in existence for hundreds of years and there has beena search
towards finding out the basis of melody in the western world also,
‘yet no discovery had been made in science which could lay down
.a scientific principle for the composition of musical scales which
-may appear melodious to the ear. He added that ragas could be
identified from the shape of the wave patterns exhibited "by the
.contour of frequency intervals between each pair of consecutive
notes.

According to the speaker a minimum of 14 srutis out of 22
must be present in a musical scale to produce a raga.

Sangita Kalanidhi T.M. Tyagarajan, accompanied by Nagai
Muralidharan on the violin and Karaikudi Mani on the mridangam
-gave a music recital.

21st DECEMBER 1987

The meeting commenced with the singing of ‘Tirumantra
Prabhavam’ by members of the Sri Rajarajeswari Bhajan Mandali.
Twelve verses from the Periya Tirumozhi of Tirumangai Alwar,
.describing the glory of the Ashtakshara mantra, were sung as a
raga malika in the rakti ragas of Karnatic music.

Dr. Padma Murthy, head of the department of performing
-arts, Bangalore University, presented a lecture on *‘the psychologi-
cal experience of a few ragas”. The speaker said that musicaj
enjoyment was a complex experience and centred around the role
of emotions. Aesthetic reaction to music was psycho-physical
and extra-sensual. This differed from individual to individual,
raga to raga, while composers and performers also played an im-
Jportant part in such reaction.

The speaker had conducted a study of reaction to six Karnatic
ragas by various respondents, the ragas being Mayamalavagaula,
Todi, Kamavardhani, Kambhoji, Bhairavi and Sankarabharanam.
The data collected indicated that Bhairavi was the most meaning-
ful raga and was considered to have the Santa rasa in a good
aeasure. There were anecdotes about ragas like Dipak producing
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miracles. It was clear, tha speaker said that certain ragas created
diverse emotions in people irrespective of their age, training and
social background.

Dr. David Reck, professor of music, Amherst University,
U.S.A. gave a talk on ““an American composer’s response to Kar-
natic music” with illustrations on his Vina. He was assisted by
Gordon Korstrange on the flute and David Nelson on the mridan-
gam. Speaking first in Tamil and later in English, Dr. Reck said
that as a western composer he came to Madras 20 years ago and
‘was captivated by Karnatic- music, its melodic. beauty and the
seeming infinity of its raga system. He studied vocal music and
vina for four years but was hesitant to mix it with Western music.
But there were instances of Indian influence on western composers
like Philip Glass. He had himself composed a piece, based on
Tyagaraja’s ‘Telisi Rama“ and a raga malika for western audiences.
He demonstrated these on the vina.

S. R. Janakiraman gave a talk on ‘Infringement of Desya in
Karnatic ragas’. He said that ragas were classified as Margi and
Desi and also as Ghana, Naya and Desya. But musicians had a
‘tendency freely to mix Desi and Hindustani type of prayogas with
«classical ragas. The speaker sang a large number of examples to
§llustrate his points.

22nd DECEMBER 1987

The meeting was preceded by the singing of devotional
-songs in different languages by the Indira Nagar Women’s Associa
tion. The compositions rendered included those of Samartha
Ramdas, Guru Nanak, Mirabai, Kabir Das, Tulsidas and Purandara

“Dasa.

Vasantha Saravanan, accompanied by  Raji Ramchandran,
presented a lecture demonstration on “Rare compositions of Dik-
ghitar”’. The speaker said that among the Music Trinity it was
Tyagaraja and Dikshitar who composed in the largest number of
.apurva ragas although they followed different systems of raga
<classification. While Tyagaraja followed the ‘Sangraha chuda-
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mani’ of Govinda, Dikshitar followed the ‘Chaturdandi Prakasiker
of Venkatamakhi and gave body and shape to many raganga ragaé‘
envisaged by that celebrated inventor of the 72 Melakarta:
scheme.

In major ragas the differences between Dikshitar ahd Tyaga-
raja were few but in janya ragas they differ widely and the names,.
arohana and avarohana and other features show considerable
variations. The speaker §ang and played on the vina ‘Marakoti”
(Arabhi), ‘Sarasvati’ (Chhaya Tarangini), ‘Pahimam’ (Mukhari),
Sri Guruguha’ ! (Devakriya) and ‘Saraswati Vidhiyuvati’ (Hindo-
am) as examples.

Gordon Korstange from U.S.A. presented some of his transla-
tions in verse of a few kritis of Dikshitar, Tyagaraja, Muthu
Tandavar and a pada varnam by the Tanjore quartette. He said’
that difficulties in translation were formidable but renderings into
American English were appreciated by people who had no access
o the original texts. T.S. Parthasarathy, Secretary of the Academy,
read out the originals and the speaker recited his translations of Sri
Gananatham’ (Dikshitar), ‘Chakkani raja” (Kharaharapriya), ‘Ma
Janaki' (Kambhoji), and ‘Banturiti’ (Hamsanadam) of Tyagaraja
as also those of ‘Teruvil varano’ of Muthu Tandavar and ‘Sakhiye”
of the Tanjore Quartette.

Lakshmi Viswanathan presented a dance demonstra-
tion bassed on the theme ‘Nayika bhava in Tevaram and Divya
Prabandham’. She said that saints like Jnanasambandha and
Nammalvar assumed the roles of Nayikas and poured out their
divine love to the Lord in moving verse. She was also greatly
inspired by the Nachiyar Tirumozhi of Andal who was considered:
to be the e‘ernal bride af Lord Ranganatha.

in her anguish the Nayika sends messengers like the parrot to-
the Lord to explain her pitiable condition. Lakshmi first danced
to ‘Gitam iniya kuyile’ of Manikka Vachakar. The other pieces
danced by her included ‘Vellanir sadayanar’ from Appar's ‘Tire
Tandagam’'. '
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-23rd ‘DECEMBER 1987

At the commencement of the meeting of the Abhirami group
-sang the Abhirami Annai Padikam composed by Abhirami Bhattar
.of Tirukkadaiyur, author of the famous Abhirami Antadi. The
«decad was sung as a raga malika in eight rakti ragas of
Karnatic music.

Titte Krishna lyengar, member of the experts committee,
spoke on the contribution of the Mysore royal family to Karnatic
-and Hindustani music. The earliest ruler to patronize music was
Sri Raja Wodeyar (1578-1617) and later Chikkadeva Wodeyar
(1673-1704) was a vina player and wrote the ‘Gita Gopala’ on the
model of the Gita Govinda. Later Maharajas like Krishnaraja
“Wodeyar lil and Krishnaraja Wodeyar IV were great patrons of
‘music and had a host of veteran vidwans like Vina Seshanna and
Krishnappa in their courts. Jayachamaraja Wodeyar (1919-1974)
was himself a composer, well-versed in Indian and Western
music. The speaker sang a number of examples of compositiong
written during their reigns.

B. Rajam lyer, president of the conference, presented a
{ecture demonstration on the Rama Nataka kirtanas of Arunachala
Kavi as popularized by his Guru Ariyakudi Ramanuja lyengar. He
traced briefly the life of the composer who was born at Tillaiyadi
-in.the Thanjavur District. He was a Tamil poet and composed
.many works but his magnum opus was the Rama Nataka kirtanas.
These were set to music by Venkatarama lyer and Kodandarama
-Jyer, two of his pupils who studied Tamil under him,

Ariyakudi Ramanuja lyengar was the first musician to include
‘these kirtanas in the pre-pallavi part of his concerts and thus
popularize them, the speaker said. Rajam lyer first sang ‘En palii
4ondir’ in Mohanam and then ‘Enakkum iru padam’ set -up as a
.raga malika by his guru. Later he sang ‘Yaro ivar yaro’ (Bhairavi)
Ramasami konda kolam’ (Kapi) and ‘Yarenru Raghavanai’ (Yadu-
“kulakambhoji) as illustrations.
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Umayalpuram Sivaraman spoke on the ‘Mridangam, sadhaka
methods, potentialities and greatness’, spelt out a large variety of
jatis and played them on his instrument. He said that a mridan-
gam artiste must play in different volumes to suit compositions
like kritis, padams and tillanas and it was imperative that he
should study it well. The Tani Avartanam must be dktensions of
the song it followed and not a separate entity unconnected with.
the kriti.

Sivaraman then compered a demonstration of playing techni-
ques on the Ghatarm and Kanjira presented by Umayalpuram.
K. Narayanaswami and C. K. Shyamsundar respectively.

Miss Takako Inoue, from the South indian Music  Apprecia--
tion Circle, Tokyo, Japan, spoke on a catalogue of musical inst
ruments kept at the Koizumi Fumio Memorial Archives. The
speaker, a post-graduate in Karnatic music from the Delhi
University, said that the Archives contained over 600 musical
instruments.

(The Conference was suspended for three days from
24-12-87 as amark of respect to Dr. M. G. Ramachandran,
Chief Minster of Tamil Nadu who passed away on 24-12-87)

24th DECEMBER 1987

The meeting of the Experts Committee of the Music Academy
which had been suspended for three days from December 24, was.
resumed to-day when the Saptasvara group rendered the Kamakshi
Navavaranam of Uttukadu Venkatasubba lyer. The nine kritis of
the group in Sanskrit had been set to music in nine ragas like:
Bilahari, Balahamsa and Hindolam.

Mr. T.T. Vasu, president of the Music Academy, paid a  tri-
bute to the late Chief Minister of Tamilnadu, Dr. M. G,
Ramachandran. Mr. Vasu said that besides his innumerable
other unique qualities, Dr. M.G.R. was an artiste and a patron of
arts. He inaugurated the 52nd Annual Conference of the Music



THE 65T MADRAS MUSIC CONFERENCE . 4%

Academy in 1978 and delivered a memorable lecture on the various.
phases and features of music and of artistes and their condition.
Mr. Vasu announced that the Music Academy had decided to create-
an endowment to perpetuate Dr. M.G.R.'s memory and award &
prize t0 a young talented danseuse every year.

Dr. S. Seetha, Head of the Department of Music, Madras
University, presented a lecture demonstration on the ‘Prathama
Abhyasa Pustakamu’ (1905) of Subbarama Dikshitar. The speaker
said that while Dikshitar’s patron, the Raja of Ettayapuram, greatly
appreciated Dikshitar's magnum opus the ‘Sangita Sampradaya
Pradarshini’, he thought that it was too much above the heads of
beginners and suggested that he wrote a guide or a primer for the
benefit of students. The result was the ‘Prathama Abhyasa
Pustakamu” written. in Telugu.

Dr. Seetha said that the book was divided into two parts. The
first part comprised sarali varisai, alankaras, gitas etc., with suitable
gamaka signs and notes for singing them and playing them on the
vina. The second half contained in notation ghana raga kirtanas

of Dikshitar, easy chauka varnas and tana varnas, Tyagaraja kritis>
Kshetrajna padams and Nottu Swara Sahityas.

Accompanied by Sreevidhya Padmanabhan and Rajshri Sri,
pathy, Dr. Seetha explained the different exercises printed in the
book and played them on the vina as illustrations.

The birth centenary of Kasturi Srinivasan was celebrated by
the Academy. Mr. T. T. Vasu, President, said that the. late Srini.
vasan was a great gentleman and journalist. He was one of the
founder members of the Music Academy and it was appropriate
that his portrait shouid find a place in the Academy’s mini audi-
torium named as the Kasturi Srinivasan Hall. Mr. S. Parthasarathi
unveiled the portrait of Kasturi Srinivasan and spoke on his many
qualities including his intimate knowledge of Karnatic music.

The celebration was followed by a music recital by Sangita
Kalanidhi D. K. Pattammal accompanied by T. Rukmini (Violin)
J. Vaidyanathan (Mridangam) and K. Narayanaswami -(Ghatam).

6
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28th DECEMBER 1987

The Soundarya Ladies’ Association sang a salection from the
Utsava Sampradaya kritis of Tyagaraja at the commencement of
‘the meeing. The songs rendered included “'Koluvaiyunnade’*
(Devagandhari),r‘Patiki haratire”’ (Surati) and ,’Karuna rasakshaya’
{Ghanta). '

The portraits of Desamangalam Subramania lyer (Vina),
Umayalpuram Narayanaswami lyer ;Ghatam) and Kodandarama
lyer (Mridangam), eminent vidwans of the past, were unveiled
and tributes were. paid by Desamangalam Ramanarayanan and
Umayalpuram Sivaraman.

Nookala Chinna Sathyanarayana, member of the Experts’
Comnmittee, gave a talk on ““Jagadanandakaraka’’ (Nata), the first
of the ghana raga panchakam of Tyagaraja. He said that this kriti
-contained all the ingredients of a kavya on Lord Rama and was
replete with prosodical beauties. The Nava rasas were also
.depicted therein and it was a miniature Ramayana. It contained
108 epithets of the Lord and can be used as an Ashtottara Nama-
-vali. Tyagaraja chose Nata for this kriti as it was a vivadi raga and
also because of the traditional saying ‘Adi Nata’,

The tempo of the song was faster than the Madhyama kala
and the swara phrases resembled mridanga jatis, the speaker said.
1t contained different combinations of Chaturasra and one found
Tisra and Khanda also here and there. The speaker sang the kriti
in full and explained the meaning of the charanas, emphasizing
their musical structure at each place.

B. Rajam lyer, accompanied by M. S. Gopalakrishnan on the
Violin and T. K. Murthy on the Mridangam, gave a music recital.

29th DECEMBER 1987

The Dasanjali group rendered bhajans in different languages
in Hindustani tunes. The ragas employed were Vibhas, Yaman,
Kalavati, Sivaranjani and Nilambari.
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Vidya Sankar, member of the Experts Committee, spoke omr
«scapturing the human voice on the vina'". The speaker said that
Karnatic music was vocal-oriented and the vina was the best
instrument on which the human voice can be truly produced. In
fact, the human voice was called Gatra Vina and Gayaka sampra-
daya and Vainika sampradaya were complementary to each other.
To follow this technique, the vina student must learn the authentic
versions of compositions and sing them before transcribing them
on the vina with- the enrichment the instrument provided, the:
speaker said. Swaras should be forgotten and the lilt of the sahitya
must be brought out by the correct method of meettus. The
speaker played various examples on the vina to illustrate the points.
explained by her.

The demonstration was followed by ‘Paduka pattabhishekam”
a harikatha recital by Kamala Murthy and party.

30th DECEMBER 1987

Students of the music department of the Madras University
sang a selection of kirtanas on Devi. The songs rendered included
those composed by Tyagaraja, Dikshitar and Syama Sastri—in
praise of the Devi.

T. 8. Parthasarathy, Secretary of the Academy, gave an intro-
ductory talk on the Harikatha form in Tamilnadu. He said that
Thanjavur came under Maratha rule from 1676 and a large number
of poets, scholars, musicians and kirtankars came to Thanjavur to
seek patronage from the rulers. Morgaumkar Ramachandra Bava
from Gwalior, an eminent kirtankar came and settled down at.
Thanjavur and inspired by his kirtan, Tanjore Krishna Bhagavatar
learnt the art and commenced performing Harikathas in Tamil in

the Marathi pattern. Later, a galaxy of Bhagavatars gave polish to
the art and made it a composite art of great charm.

Dr. M. Prameela of the music department of the Madras
University sang a number of traditional compositions used in
Harikathas and explained their features. These included the



44 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LIX

Panchapadi, Saki, Dindi, Ovi, Ghanakshari, Abhang, Mattakokilam,
Savai and Parsi tunes. Many of these were metres in Marath;
poetry but were connected with specific tunes in Harikathas.

Anasuya Kulkarni from Kampala, Uganda, presented § lecture
demonstration on ‘some East African musical instruments’. She
displayed a number of stringed instruments and drums and played
on them, explaining their. features. She said that African music
was nature—oriented and served the needs of the people from birth
till death. To an African, music was not a luxury but a way of life.
Drums played a very importent role in African music. The earliest
stringed instrument was the Adungu which was a harp with open
strings and bore a resemblance to the Yazh of Tamil Nadu. There
were also lyres and flutes in East Africa.

Avanti Meduri from New York read a paper on the subject
““Women on the stage from ritual to theatre”’. She said that her
.approach to Bharata‘s theatre of totality was not from the aesthetics
point of view but from the sociological and anthropological
angles. - Dance was originally confined within the precincts of
temples but with the abolition of the Devadasi system, Bharata
Natyam became an art form to be presented before audiences.
Dance moved away from its roots and became a theatre for social
entertainment but this gave dance an important place in society.
The consequent sociological changes in the status of a dancer
needed a deep analysis, and she had discussed these in. book
she would be publishing soon, the speaker said.

The lecture was followed by a dance feature entitled, ‘Matsya*
which depicted the ten avatars of Vishnu. The sahitya commencing
with ‘Machharamuna’ was a Telugu translation of ‘Pralaya payodhj
Jjale’ the first ashtapadi in Jayadeva’s Gita Govinda.

31st DECEMBER 1987

The Ganavarshini group rendered a selection from the Tirup-
pavai of Andal. The verses were sung as a raga malika in Karna-

tic ragas.
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. Dr. Johanna Spector, Professor of Musicology, the Jewish
“Theological Seminary, New York, read a paper on *Chant and
Cantilfation””. The speaker said that schofars have traced ¢hat-
ting to the earliest stages of human development when speath
was not differentiated from chant. Later, many systems of music
tad their origin in chants. For instance, Indian music was traced
‘back to the Saman chants. Each country had its own system of
chants like the Samaritan chant, Armenian chant and Byzantine
chant. Accent playet an important part in chants. Panini, the
Sanskrit grammarian wrote, that a vowel pronounced in a high
register was udatta, in a low register anudatta and the connection
of both was svarita. The Hindus relied upon the spoken word
for 3000 years and even to-day Vedas were recited from memory.
The Samaveda was the most musical of all chants, the speaker
.added.

Gomathi Viswanathan, member of the Experts Committee,
-spoke on ‘Dasavatara kritis in Karnatic music’. The speaker said
that the theme of the ten avatars of Vishnu was a popular one
.among poets and music composars. Jayadeva was the first to
compose the Ashtapadi ‘Pralaya payodhi jale’ for his Gita Govinda-
“Tyagaraja composed ‘Dinajanavana’ in Bhupalam, Dikshitar wrote
+Madhavo’ (raga malika) and Swati Tirunal composed ‘Kamala-
jasya’ (raga maliga) on the Dasavatara. There was also a Tamil
‘kanni on the same theme. The speaker sang all the compositions

-mentioned by her.

Vaijayanthimala Bali presented a lecture demonstration on
+Prabandham, Thayam, Suladi and Kavuttuvam in Bharata Natayadn
She said that records in the family of the Tanjore quartette
8howed that these musical forms were being choreographed and
danced in the olden days but due to some unknown reason they
were discontinued. . With the help of Gurus Kittappa and Sivanan-
dam she had performed Navasandhi Kavuttuvam at Madras in
1961 and in 1964 she had all the compositions printed in the ‘Adi
iBharata Kala Manjari’,
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Prabandhas were in a dialect known on Bhandira Bhasha and
contained six angas which were Swara,! Biruda, Pada, Tenaka,
Patam and Tala. They comprised all the ingredients required for
dance and were eminently suitable for choreography, the - speaker
added. She danced to a Kaivara prabandha in Narayqpagaula by
Venkatamakhi and a Sriranga prabandha by Ramaswami. Dikshitar
in Hamsadhvani. She ‘then performed to four Thayam in Nata,
Gaula, Varali and Bauli, the Srivilliputtur Nachiyar Kavuttuvam and
a Suladi. She concluded the demonstration with a Tiruppavai.

1st JANUARY 1988

The Sivarénjani group rendered bhajans in several languages.
which included Sanskrit, Tamil, Telugu, Kannada and Malayalam.
The group also sang a Tukaram abhang in Marathi.

Rita Rajan, music lecturer in Queen Mary’s College, delivered
the M. Ganesa lyer Birth Centenary endowment lecture on ‘Aruna-
girinathar and his Tiruppugazh’. The speaker said that formerly the
Tiruppugazh lyrics were being sung by Oduvars in Saivite temples
but from about 1908 they appeared to have been included in con’
certs. Tiruppugazh was renowned for its intricate tala structure
and chandam; arrangement which was known as ‘chanda kuzhippu
Its special feature was the last phrase called the ‘Tongal’. A large
number of Talas, many of them not known to the music world-
had been employed by Arunagirinatha in his songs, the speaker
said, and sang several examples to illustrate her points.

Dr. Josef Kuckertz, Professor of comparative music, University
of Berlin, spoke on folk songs of Karnataka and played various
types of songs recorded by him on the spot in remote villages.
Folk songs played an important role in the iife of rural people and
apart from songs sung in temples, there were songs for all social
occasions and domestic functions like weddings. Most of the
singers wer not musicians but people from different walks of life
like artisans and some tunes were close to classical Karnatic and

Hindustani ragas.
Mokkapati Nageswara Rao, who has been running a music

institute in Paris for over a decade, spoke on the the teaching of
Karnatic music to foreigners who beionged to a different culture.
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He said that the vina was popular among his students in Paris but
he insisted upon their learning to sing the songs correctly first
before playing them on the vina.

Dr. Saskia Kersenboom - Story from Holland spoke on ** Tem-
ple traditions in the Tirruttani temple”. She said that till the
Devadasi system was abolished, ritual songs were being sung and
dances performed from morning till night at the Tiruttan temple.
‘The rituals closely followed the Agamas and came under the
categories of Nitya (daily) and  Naimittika (festival) ar}d had a
meticulous time cycle. Most of the songs sung were in Telugu
sung in particular tunes which were handed down by oral tradi-
tion. The speaker sang a number of these ritual songs and also
demonstrated the dance of the Devadasi.

2nd JANUARY 1988

P. S. Narayanaswamy sang a selection of verses from the
‘Tiruvembavai of Manikkavachaka. The music for the verses had
been composed by Semmangudi Srinivasa lyer in the rakti ragas of
Karnatic music like Yadukula Kambhoji and Ritigaula.

The Dr. Raghavan Shashtyabdapurti endowment lecture was
delivered by V.S.V. Guruswamy Sastrigal, the subject being the
*Sanskrit compositions of Narayana Tirtha and Swati Tirunal’.
Introducing the speaker, T.S. Parthasarathy, Academy Secretary’
said that Sastrigal, who hailed from Varahur, was an erudite
Sanskrit scholar with numerous works on a variety of subjects to
bis credit. He has written the .first ever commentary on the
‘Krishna Lila Tarangini’ of Narayana Tirtha and the ‘Sikyotsava
Prabandha’ of Narayana Kavi. He has also written Tamil commen-
taries on most Sanskrit works of Swati Tirunal like Padmanabha
Satakam. Kuchela Upakhyanam, Ajamila Upakhyanam and
Bhakti Manjari.

In his talk the speaker traced the origin of the role of bhakti
in Indian music and said that both Narayana Tirtha  and Swati
“Tirunal were devotional poets The Krishna Lila Tarangini of the
former was a miniature Bhagavatam and Narayana Tirtha was the
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pioneer in Squth India to write a musical play, which model was
later followed by Tyagaraja and others. The ragas handled by
the Tirtha were those that were popular in Karnatic music three
centuries ago.

Swati Tirunal was a prolific compaser who, in addition to
numerous kritis, padams, tillanas and raga malikas, ﬁrote two
upakhyanas in Sanskrit to be rendered as Harikathas. These were
performed at Trivandrum in the ruler's presence by Ananta
Padmanabha Goswami known as Meru swami. Swati  Tirunal’s
‘Bhakti Manjari’ was a devotional classic equal in excellence to
the ‘Narayaneeyam’ of Narayana Bhattattiri of Meppattur.

The endowment lecture was followed by the enactment
of the Sanskrit play ‘Kundamala‘ (written by Dhiranaga' by mem-
bers of the Samskrita Ranga founded by Dr. V. Raghavan. The
play, which had a predominantly women cast, was directed by Dr.
S.8. Janaki assisted by Dr. C. S. Sundaram. Music direction
was by B. Krishnamurthi and R. Vedavalli and dance choreogre-
phy by Nandini Ramani. The play, basad on the Uttararamayana,
was in six acts, and the actors employed ail the four abhiniyas
viz. Angika (physical gastures), Vachika (dialogue), Aharya
(costumes) and Sattvika (emotional representation). Karnatic.
classical music was used throughout for the different contexts.

3rd JANUARY 1988

Kumari Dwaram V. J. Lakshmi rendered bhajans in Hindustani
tunes. The ragas employed were Ahir Bhairav, Kalyan, Misra:
Sivaranjani and Misra Pahadi.

An oil painting of Sangita Kalanidhi Dwaram Venkataswami
Naidu was presented to the Academy by Mr. Dwaram Bhava
Narayana Rao and other members of the late violin maestro’'s
family. The portrait was unveiled by conferance president Sri B.
Rajam lyer who paid his tributes to Venkataswami Naidu. Sri
Nookala Chinna Satyanarayana, disciple of Dwaram Venkataswami
Naidu, also spoke on the unique violin style of the maestro, known
as the ‘Dwaram style’, his utter simplicity and devotion to the art.
of music. v
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Sri. Dwaram Satyanarayana and Kum. Mangathayaru, son and
daughter of the renowned violinist, presented a demonstration of
ragam, tanam and pallavi -as a tribute to their father. The raga
chosen was Sankarabharanam and the pallavi was in Tisra Jati
Jhampa. Umayalpuram Mali provided mridangam accompaniment..

Kumari Umamaheswari from the Sarvaraya Harikatha Pathasala
ot Kapileswarapuram gave a Harikatha recital in Sanskrit, the
subject being ‘Abhijnana Sakuntalam’ of Kalidasa. Musjcal forms
for the Harikatha had been specially composed by Peddinti
Suryanarayana Dikshitulu of Narasapur.

4th JANUARY 1988

On the concluding day of the 61st annual conference of the
Music Academy, students of the Teachers’ College of Music, run
by the Academy, rendered a selection of kritis by the Trinity,.
Tyagaraja, Dikshitar and Syama Sastri, §The group sang ‘Jagadan-
anda karaka’ (Nata), ‘Kamakshi* (Svarajati-Bhairavi), ‘Kamalamba
(Ananda bhairavi) and ‘Brihaspate’ (Athana).

Srivanchiam Ramachandra lyer, Asthana vidwan of Kanchi
Kamakoti Math, presented a lecture demonstration on ‘Triloma
Pallavi’. The speaker said that a Triloma Pallavi comprised the
Anuloma, Pratiloma and Viloma elements and was sung in the
Vilambita, Madhya and Druta layas in the same avarta. The
speaker sang a pallavi in the Triputa tala in Tamil in praise of
Tyagesa of Tiruvarur and explained its special features. M.S.

Anantaraman and Shyamsundar gave instrumental support on the
violin and mridangam respectively.

Mr. Bharat Gupt, lecturer in English at the Delhi University,
read a paper on ‘Dhruva songs in Ancient Dramas’. He said he
preferred the phrase ‘ancient drama’ to ‘Sanskrit drama’ as eighty
percent of Sanskrit plays was not in Sanskrit but in Prakrit and
other dialects. Music in ancient dramas was not mere background

music but was sung or played throughout the play by characters
7
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‘who included gods, men and women. The use of music in drama
was not arbitrary but was a systematic and scientific phenomenon
described in the Natya Sastra. The speaker cited many examples
of Dhruva songs furnished by Bharata in his magnum opus as
applying to different situations in plays presenting diverse bhavas
and rasas. ;

™ Dr.’S. Srinivasan of Bombay presented a demonstration of
“Pancha Ratna Haripath’. ‘Introducing the subject T.S. Parthasara-
thy, Academy Secretary, said that from among thousands of
abhangs composed by Maharashtrian saints, 146 songs composed
by Jnaneswar, Namdev, Eknath, Tukaram and Nivrittinath had
been selected and arranged as the Pancha Ratna Haripath. They
were very popular in bhajans in Maharashtra. Dr. Srinivasan
-sang several examples from the Haripath, accompanied by Pra-
‘bhala Subba Rao on the harmonium and Dattatreya on the tabla,
-and explained that the purpose of abhang was to take devotion
to the common man. The abhangs rendered included ‘Anik
dusare’ (Tukaram), ‘Avadi ne bhave’ (Eknath) and ‘Dhyana
dhare’ (Nivrittinath).



THE SADAS

The Sadas (Convocation) of the 61st Annual Conference was
held at the T.T. Krishnamachari Auditorium at 4-Q0 p.m. on Sunday
the 3rd January 1988 with Pandit Ravi Shankar in the chair.

There was a distinguished gathering of members of the
Academy, music lovers, musicians and scholars.

The function began with prayer by Kumari G. Raj?swari and
Smt. Ethirajam Parthasarathy of the Teachers’ College of Music
(Music Academy). -

Sri T. T. Vasu, President of the Academy, read the message
received for the success of the Sadas.

The Sadas was convoked by Sri T.S. Rangarajan, Secretary
of the Academy.

Weclcoming Pandit Ravi Shankar and others present, Sri T.T.
Vasu, President of the Academy said :

Respected Pandit Ravi Shankar, Vidwan B. Rajam lyer, mem-
bers of Experts Committee, distinguished invitees, ladies and gen-
tlemen :

On behalf of the Music Academy | have great pleasure in
welcoming all of you to this Sadas. which is our convocation,
and | also convey my hearty New Year greetings to everyone of
you.

We are greatly indebted to our revered Pandit Ravi Shankarii
for so graciously agreeing to preside over this Sadas today. He
was also kind enough to give a memorable Sitar recital last night
after many years. Panditji is the most widely known among the
disciples of the late Allauddin Khan Saheb who was a legend.
Panditji demands exclusive attention from his rasikas for more
than one reason. He is our cultural ambassador abroad as he has
carried Indian music to the remotest corners of the world and has
popularized its rich traditional heritage. As an instrumentalist he
reigns supreme. What strikes a listener most is the immediacy of
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-appeal In the first few strokes in a raga the combination patterns
that he weaves in each successive cycle, firmly  establishing the
raga right from the start. Academic dlsmpllne coypled with a
‘high degree of artistic skill reflects itself in its overall design.

In treating a major raga Panditji lays emphasis on, the rele-
‘vant notes, but his treatment has always an independent style. To
Pandit Ravi Shankar the Sitar playing is not a formal exercise, it is
rather a way to salvation - and therein he is in line with our tra-
-ditional maestros who believed that one who practises music
Tesides nearest to the temple of God.

“Vina Vadana tatvajnah  sruti  jati visaradah Talajnascha
-aprayasena moksha margam sa gacchati”

Panditji is a composer of a high order. A number of original
-ragas lika Kameswari, Parameswari and Gangeswari are his crea-
tions. He has popularized many South Indian ragas in the North
by playing them in the Hindustani style. His approach to music
is that of a poet and he goes deeper with a philosopher’s wisdom,
We are fortunate in having this charismatic personality to preside
-over this Sadas today.

| also welcome Vidwan B. Rajam lyer, who will be shortly
receiving the title of ‘Sangita Kalanidhi’, Vidwan S. R. Janakiraman
-and Vidwan Rajappa lyer who will be teceiving the certificates of
merit and the T. T. K. Endowment awards. | referred in my wel-
come address on the inauguration day to the many qualities or
Vidwan Rajam lyer which make him eminently qualifiedto receive
‘the title. His presidential address reflected his long career as a
‘musicologist and teacher and contained precious advice to the
‘younger generation of musicians. | must thank him for attending
‘the moring sessions punctually, conducting the proceedings with
the touch of an expert and giving illuminating concluding remarks
-on the items presented by the speakers.

| thank the members of the Experts Committee for attending
our morning sessions and also rasikas who gathered in large num-
bers to witness the lecture demonstrations presented by experts,
several of whom were from abroad.
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Every day, at the commencement of the mesting, oné ! 6f the
many groups in Madras rendered bhakti music. and  created.a

devotional atmostphere in this hall. |thank them all on this
occasion.

The two experts chosen by us for receiving certificates of
merit and the T.T.K: award have been rendering great services in

the cause of music and | thank them for agrbeing to be honoured
by us.

The conference and the festival this yedr lasted for 17 days
and this put an enoymous strain on our Secretaries, office staff and
others and | am grateful to them for shouldering the additional
responsibility cheerfully.

Nearly two hundred artistes, comprising musicians and dan-
cers, participated in the festival and gave their best to audiences
who gathered here in their thousands. Our thanks are due to the
main artistes, their accompanists and others.

| once again extend a warm welcome to all of you and
request Pandit Ravi Shankar to preside over this Sadas and
conduct the proceedings.
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Sri T.S. Parthasarathy, Secretary of thc Academy, presented
Vidwan Sri B. Rajam lyer, President of the Conference.

CONFERENCE PRESIDENT

VIDWAN B. RAJAM IYER

Born in 1922 in a village near Karaikudi, son of Sri S. Bala-
subramania lyer; had his preliminary fmusical training under Vid-
wan Ganapathy lyer of Kunnakudi for five years; joined the Guru-
kulam of Sri Arivakudi Ramanuja lyengar at the age of 15 and
had advanced training for ten years imbibing the best elements
of his Guru’s renowned style of singing; later learnt many rare
Kritis of Dikshitar from Justice T. L. Venkatarama lyer in their
traditional musical setting; served in the Tamil Nadu Government
Music College for 13 years in different capacities; active member
of the’Music Academy’s Experts’ committee for many years; ren-
dered yeoman service by collaborating with the Music Academy in
the publication af a Tamil edition of,;Subbarama Dikshitar's Telugu
magnum opus the Sangita Sampradaya Pradarsini; recipient of
many honours from the Sangeet Natak Akademi, thejUnion Gov-
ernment and the Government ofjTamil Nadu; presently Principal of
the Academy’s Teacher’s College of Music; known for {his strict
adherence to tradition and impeccable style of singing.



THE 61ST MADRAS MUISIC CONFERENCE | 55

The President of the Sédas, Pandit Ravi Shankar, conferred
the title of “Sangita Kalanidhi” on Sri B. Rajam lyer and presen-
ted him with the Sanad and the Insignia of the title.

Sri T. T. Vasu, President of the Academy, presented to Sri
"~ B. Rajam lyer, a cheque for Rs. 5,000, being the interest from an
endowment made by Sri C. V. Narasimhan in the name of his guru
Sangita Kalanidhi Musiri Subrahmanya lyer, to be awarded to
the President of each year's Conference of the Music
Academy. I :

The Academy had selected two senior experts, who had
rendered distinguished services in the field of music, for the
award of Certificates of Merit.

Sri S. Natarajan, Secretiary of the Academy, presented Vidwan
Sri S. R. Janakiraman.
CERTIFICATE OF MERIT
AND

T.T.K. MEMORIAL AWARD

. VIDWAN S R. JANAKIRAMAN

Born in 1928; son of Sri D. Rangaswamy lyer; after gradua-
tion from Sri Venkatesvara University, Tirupati, secured the
degrees of Sangita Siromani from the Madras University and



$6 THE JOURNAL OF THE MADRAS MUSIC AGADEMY [Vol. LIX

Sangita Vidwan from the Tamil Nadu = Music Coliege, obtaining

distinction in musicqlagy; had training in vocal music. 'and - Vina:
from many stalwarts in the respective fields; taught music at the
Besant Theosophical College, Madanapalle; later joined the Sri
Vankareswara College of Music and Dance at Tirupati and is pre-

sently head of the department of musicology; one of ;‘:the noted
muysicologists of the country and an active member of the ' Music
Academy’s Experts’ Comimittee; 'author of numerous papers and
articles on music and recently the book 'Sangita Sastra . Saramu’s

in Telugu; honoured tW|ce by the Andhra Pradesh Sangita Natak
Akademi.

Pandit Ravi Shankar awarded to Sri  S. R. Janakiraman the
Certificate of Merit and a cash award of Rs. 500.

Sri T. S. Rangarajan, Secretary of the Academy, presented
Vidwan Sri M. Rajappa lyer.

CERTIFICATE OF MERIT
AND
T.T.K. MEMORIAL AWARD

VIDWAN M. RAJAPPA IYER

Born in 1916 at Kumbakonam in the Thanjavur District; under
went gurukulavasam for learning Mridangam from two veterans
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Kumbakonam Alagagambi Pillai -and ; Sakkottal. -Rangu -hyengar;

dyring hig: parferming. career has grovided: -accompaniment ta-
many;leading Vidwans -in-the musicfield; . both.vocal. .and instru~'

menta); knewn:-for. his-attractive style and salid contribation to the:

concerts in which.the participated; has been conducting.a- school

for Mridangam at Madras for over three decades and: has trained a
large number of students .in the art; his pupils include many per-

cussion artistes who are prominent Vidwans in the field of Kar-:
natic music today.

Pandit Ravi Shankar awarded to Sri M. Raj jappa lyer, the
Certiflcate\of ﬂe;it and a cash award of Rs. 500. ’

Pandlt Rav: Shankar then dehvered hJs address, a summarv of
whlch is mmoduced below :
Esteemed fellow musicians and’ fnends

It:is mdesd a gteat honour for me to pres:ds over thls vear’s
Sadas at the-Music Academy. | missed being here last vear as 'l
went through a by-pass heart surgery exactly at this period in New
York. So, now with the new heart | wish you all a very happy
musical year!

‘The whole world at present is going through a great period of
‘ Apaswaram *. Itis the responsibility of we, the musicians and

thie rhirgic lover to counter'it with as much posssble w:th Swara
Lava, Bhava & love!

My love with Madras and its people, particularly the Carnatic
system of Indian music, started when | was 12 years only, mainly,
after hearing the Veena and singing of Veena Dhanam and her
family, | remember vividly that evening at her house - | had tears
in my eyes after hearing her playing Raga ‘Pantuvarali’ on the
Veena Since then | became very attached to Bala Saraswathi and
her whole family mcludmg her Guru Kandappa Pillai, who taught
me a few Jatis & rhythmuc exercises.

8
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Later, through the years | was fortunate enough to hear and
know all thé great masters such as Tiger Varadacharya, Maharaja-
puram Vishwanatha Ayyar, Ariyakudi Ramanuja lyengar, Karaikudi
Sambasiva Ayyar, Vasudevachar, Chembai Vaidyanatha Bhagavatar
G.N.B. and my great friend Semmagudi Sreenivasa fyer who is
still in the midst of us. | have always appreciated the: highlights
of the Carnatic System, namely the intellectual approach, the
accuracy, the whole of the Tala - & calculations and method of
training.

| have also been very fortunate in having a Guru who was
one of the greatest musicians and teachers of our time-Baba Ustad
Allauddin Khan. He was so versatile; he played with same per-
fection all the instruments such as Tabla, Pakhavaj, Dhol, Dholak,
Shahnai, Cornet, Clationet, Violin, Chand Sarang, Sarod, Sursinga,
& Rabat. He had learnt all this from different Gurus. He also
learnt thousands of songs, compositions of Dhrupad, Dhamar, -
Khyal, Tappa, Tarana & Thumri from the greatest singers of that
period. His final & main Guru was the great Beenkar Md. Wazir
Khan Sahib of Rampur, who was a direct descendant of Mian
“Tansen—who were known as the Senia Beenkar Gharana.

Baba, my Guru, was like an ocean, | have received only a drop
out of it, plus his blessings! He was like a Rishi of the olden
-days, full of principles leading a simple clean life. Though he was
a devout Muslim, music was his true religion. He had a legendary
temper, specially while teaching a student who was not bright
-enough to pick-up something immediately that he was teaching.
He was a terror to them. But then he was the kindest and most
loving person, feeding them with sweets immediately after scold-
ing or beating them up. So many students stayed with him for
months and years. He gave them shelter, food and clothes. He
never charged a single paise from any student in his life time. |
remember my seven years period with him at Maihar—It was true
Gurukul & Ashram atmosphere. We surrendered totally to him
it was like living, breathing and sleeping in nothing else but
music. He truly believed in ,'Nada Brahma'—& that music was a
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means to reach God. He lamented : always sayihg with tears
in his eyes | have not achieved anythmg in music after all these
years; may be next ufel ......... !

| was ldcky to havé bean like 8 son to thisgreat but such a
humble man.

Our music, in North as well as in South is alive and well,
and will continue to-be so for many-years. - it is rewardipg to see
that there are so many performing artistes of such high standard
and many of the younger §roups coming up. My only request
particularly to the younger generation is that along with all the
virtuosities, gimmicks and showmanship, we must preserve the
spiritual and emotional content in our music as it is the most
unique feature in our music either in the North or South.

Thank youl*

Sangita Kalanidhi Sri T. M. Thyagarajan, offered felicitations
to the President of the Conference Sri B. Rajam lyer, SriS.R
Janakiraman and Sri M. Rajappa lyer, who had received the title
of ‘Sangita Kalanidhi’ and the Certificates of Merit respectively.
The recipients of the awards acknowledged the honour bestowed
on them and thanked the Academy.

Sri V. Subramaniam. Secretary of the Academy, read the
names of winners who had participated in music competitions
held during the Conference and had been adjudged as deserving
special awards and prizes and the prizes were distributed by
Pandit Ravi Shankar.

V. Sri. Subramaniam, Secretary of the Academy, proposed a
vote of thanks.



M.usm in tha Natya Sastra

(With ‘SANJIVANAM’ a Sanskrit commentary by Acharya
Kailash Chandra Brhaspati and English translatlon by Bharat Gupt,
continued from page 109 of Vol. LVIIE, -

4. W q:qar g mﬁmaazu

LA S

mmr mﬂ raqyar v
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Trans : Adau syit (In the b:ginning there is), uttaramandra
(Uttaramandra), rajan] uttarayati ca (and then Rajad¥, ‘Uttarayata),
caturth] suddhashagja tu :Suddhashadjs is the fourth), pancami
matsarikrith (and the fifth is Matsarikrita), ' tatha: -shash¢hi - ashva-
krapta - (and the sixthis Ashvakranta), saptaml cabhioudgata (and
Abhirudgata is.the seventh), etah ha shadjagramagritah:. (To the
Shagjagrama belong), sapta murcchankh (s=ven mircchanas). . . .

L Lt ’ B K i Vo

SANJIVANA | ; These denominations of the murcchanis are
taken from certain Vedic rituals. “Three Gathis should be collected
together and sung in the uttaramandra-”’

45, WGl FEIFATE FTATATASY wamm sngmi
AT @A | P

Trans: Asim (of these marcchands, mentioned above), shadja,
nishida, dhaivata, pancama, madhyama, gindhara and rshabha
adyah svarah (are the initial notes), dnupirvyih (in the given order).

SANJIVANAM : Here the descending - order-of notes is
adopted. From sa to ni is the first mfircchand and the. ‘rest-in the

sequence as shown above.
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MORCTHANAS OF SHADIAGRAMA
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Trans : Bhagje juttarmandra ;syat | (Beginaing witii/'Shddja, ie
making shadja as sthayi. vadi, anda or tonic, the masrcchani is
named Uttaramandra), rshahhe abhirudgata (similarly from rshabha

anda the mbichank ¥ Called AbHitidBatd)! gandbiare w ashva-
krantad {from Gandhara it is Ashvakrinta), madhyame matsarikrita
(from madhyama it is MatsarTkrita), pancame suddhashaglji (the
mircchana beginning with shadja is named Suddhashagja), dhaivate
cauttardyata (taking dhaivata'as the initial and tonic note thé marc-
chana iis called Uttardyars)] rishade rajani cd (fiom ‘disHdda it'is
Rajani), shagdja marechandti‘iti etah syt {these dré the mrdttiztas’
of Shadjagrama).

-1'SANJIVANAM: 1 By ‘shadje’ in the sev:nth case-of fsaptam]’,
we 'should take it to mean shadja being the tonic of anda 'and not
only shagja being ‘the first note: Thé same' applies to'rshabha, gan-
dhara and othérsas well.” =~ v e B

In the above verses the miircchanas are shown in the order
opposite to the oneihdicated ‘in the preceding prose’ passage. On
the twenty one stringed mattakokila harp the three ‘sthanas’ can be
obtained by tuning the first, eighth and the fifteenth string in shagja,
rshabha or gandhara or any otber note as desired.: Theinote 0 the
first string is fixed as tonic. '

MURCCHANAS OF MADHYAMAGRAMA -

47- Y wEqRAH ER .
" @l R 9 TarRES9AAT AT |
| gEwEAT aay et et e o
weangaaT ya fgan awgeg
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Trans: Atha madhyamagrame (Now in the Madbyamagrima),.
sauvIr] ca haripashva (Sauvir] and Haripéshva), syat tatha kalopa-
nats (and Kalopanats), fuddhamadhya tathd margl (Saddhamadhya
and Margl), pauravl hrshyaka tatha (Pavravi and Hyshyaka), eta hi
madhyamagramaji sapta mirccbana (these are seven mircchanis of”

the Madhyamagrima).
SANJIVANAM : The passage is clear in its meaning.

48, A} AETAFIRIATEA-Fangdsaenar mggert
AT |

Trans: Asam (of these marcchanas), madhyama, gandhara,.
rshabha, shadja, nishada, dhaivata and pancama are anuparvyih
(respectively), adyah svardh (the initial notes).

SANJIVANAM : From ma to ga is SauvIrI; ga to ri is Hari--
dddva; ri to sa is Kalopanata; sa to ni is Suddhamadhy3; nishada to-
dhaivata- is Mairg] and the sixth from dhaivata to pancama is Pau--
ravl and from pancama to madhyama is called Hrshyaka.

49, WeAda @i, wWeRW gl weRw
HENATT, AT YI-A5TAT, FuikA awalf, §a3q
QI TR g ARk |

Trans :© Madhyamena sauviri (From madhyama begins the firs-
murcchana named Sauviri), gandharepa haripasva (from gandhara
it is Haripadva), rshabhena kalopanata (from rshabha it is Kalopa-

- nata), shagjena $uddhamadhyama (from shagja it is Suddhamadh--
yama), nishddena margl (from nishada it is Margi), dbaivatena.
pauravi (from dhaivata it is Pauravi), pancamena hyshyaka (from
pancama it is Hyshyaka), iti (thus).
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SANJIVANAM : The text is clear,

50.  waRA «nmﬁz aeyol qradgdea |
CATETIRN AN YHANILT AAF 1)

Trans: Evam etih (In this manner), caturdasha miircchanah
(the fourteen mdrcchanis), svara krama yuktdh (in the requisite
-order of notes), bhavanti (are), sampirnah (either complete, is septa-

tonic), shadava augmvi kritah (or hexatonic or pentatenic), svara
sidharanu kritidca (or those contammg sadharapa notes).

SANJIVANAM Each of the fourteen marcchaais is of four
Xkinds. The sequence containing all seven notes is called Parga. Thar
which sustains six notes.is called Shigava and the one with only five
‘notes Is known as Audava. The number five is also known as audava ,
‘being the designate of the fifth element dkida (space), the other four
being the carth, water, fire and air. As ‘ugava’ (stars) move in
-dkdfa (space) this element is called augava’. Thus the five notes

-murcchana is named augdava,

51, Afa s |
AU T qY TEBAINEHAL |
RIRERIAL: qrRFIGRAr:
ATTROTAR arm'}amsm |
Featert GWAT AT JTAA: E4v:

Tran: Api ca (that is to say), sapta svarih (the seven notes)
“%rama yuktah (in the natural sequence), abhisanjfiitah (are known
.as), mircchani iti (mdrcchand). Tandh (Tanah are) shagava augda-
vita ashraydh (dependent on five or six notes), shatpancisvarakih
-(that is containing five or six notes). Dvayoh grimayoh (In the two
Gramas), sadharapakrétascaiva (containing the sidhirapa notes)
kikali samalankrtih (and also the kakal notes), antarasvarasamy-
ukta (and using antara notes as well), marcchandh (The mircchanat
are thus used).
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SANJIVANAM: Whep, -nishada.qnd. 1afndbarsiymee used
minutely, kakali and antara notes are added to make the sadhirapa

variety of Pf‘%"i Wt,ﬁ the. BATROE ;%f ﬁh@ﬁqconq\ _verse.

‘The word mﬂrcc_ ani means to.shine forth. For example, Sa; ti, ga,
ma, pa, dha) &f; Sl ni; di4; Palenl, gl i}'s sal SuchHitithe ascent and

(escent of Uttaramandra. Here sa being present in the beginning
“and'in’ the' ed& shines otit'as corxipard to 6tﬁer notes. THIS Uttara-
mandra is ‘the hitctiabd ofsa. In the same manner othel noﬁs
also make their mutlcch%haé or shine out ‘k"i"a § "mgﬁ%s‘ 'thc ne
(. SO thon pvehias (oinod
order in wfucﬁ noies asgend and dcsccnd ) s e e i
Murcchanas are thus notes in the due ‘Krama When further
- wariety. is-introduced into marcchands the result is- knows as tana.
~‘The three, shiijava, audava and piirga kinds being sonmeratdd the
- fourth sadh&ranikrita'is also named: | By ca eva’ hypotheticaliy!an
_infipite - variety is indicated, even thoiigh:such: combinatiohsi may be
: * vikrita, fo-viot in the )pire 'sequencé or "Kmma’ Kiikal aod anitara
noteﬁ are fichudéd'in saBhiarapa category. e b o
" Howevet, the use of KbKaii noteé in a k?nkah mﬁrcchariB) both in
ascent and descent is not to be made ifi Jitis but in J‘ahfhg s only.
The same is true antara gandhara. The ramifications of sadharapa
miircchanas are meant for Jatiragas. The shaqlavg,a% augani tanas
as well are to be made out of pure mircchanas and not only of the

vikrita sadharaga va‘miys, foethe pyrpose ofi Jatis; T

THE TWO' METHODS OF OBTAIRING

" TRE'SAMEMURCCHANZAT: i
52, FRdsgdan fafs 1 @ wemmin gl
qEdFT APIR | EEAIAINGIAY || R
wsgwigqy 391 -gedA fawaiied - afoae 1 agg
avaamy Sawiag 3R e e e
- dgruiaq | weAREl i 9g: uf® sad
REEEC O R R O aﬁﬁi’w qafa |
AT AEARGRAGAAYIRATANT AHIA G-

q@gw ardaf-a geadcaawE |
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* Tfans: - Bkamurcchand siddhih (A single marcchand can be
obtained), dvividhd' (in two ways). Tatra shadjagrame (In the
Shagjagrama), dvi $rati utkarshit (by raising of two drutis), dhaiva--
tikrite gindbare (gandhidra is changed into dhaivata), miircchang
grimayoh (thus making in mircchand and grima), anyatvam (a
change of kind, ie changing from Shadjagrima into Madhyama-
grama), Tadvadat (As a result of this raising by two 4rutis), madhya.
midayo (madhyama and the consecutive notes in the Shagjagrama),.
yathasankhyena (teSpecnve}y), pishaditvam pratipadyante (become
nishida and its conseciitive notes of the Madhyamagramsa). Tadvap
madhyamgrame (Similarly . in the Madhyamagrama), dhaivata.
mardavat (as a result of Jowering of dhaivata, ie making it gandhara
fit for Shagjagrama), dvaividhyam (two kinds of), sajpinyatvam (a.
change of name takes place), tulyasruti antaratvit (although the-
notes have the same number of {rutis). Madhyamagrime (In the
Madhyamagrima), pancama -dhaivntayoh (between pancama and.
dhaivata), catuhdrfikam antatam (thd intetval i8 of four srutis),
Tadgandbara. utkarshat (The gandbara of Shadjagrima, being
raised), . bhavati- catuhérutikam (becomes a four-sruti note and
can be named asdhbaivata of Madhyamagrama).

Seshascipi (The other notes), madhyama, pancama, dhaivata,
nishada, shadja, rshabha (ma tori of Shagjagrima), prapnuvanti
(become), nishada, rshabha, gandhara, madhyama, pancama
(nishdda to pancama of the Madhyamagrama respectively), tulya
gruti antaratvat (on account of having the same number of srutis as
ma to ri of Shadjagrama), :

SANJIVANAM : For the bencfit of vigi-players, the method
of converting a given mircchana of one Grama into that of another
Grama, is shown here. In the Shadjagrama the gindhara is raised
by two érutis, so that it is at a consonance of fourth with the
dhaivata, and is 80w named antara-gandhara, Thus the shagja,
rshabha, antara gandhara madhyama, pancama, dhaivata and
nishada. of the Shagjagrama, can be known as madhyama, pancama,
dhaivata, vishada, shaglja. rshabha and gandhara respectively, of the

9 N
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‘Madhyamagrima, In the above mentioned note sequence the $rutt
intervals are the same, but the miircchani can be classified in two
ways. Similarly the dhaivata in the Madhyamagrama is lowered by
Awo {rutis, to be at a consonance of fifth with the gindhara, as a
-result of which the madhyama, pancama, lowered dhaivata, nishida,
shadja, rshabha, becomc Shadja, or rishabha gandhars, madhyama,
pancama dhaivata and nishada respectively of Shadjagrama.

It may be noted “that ‘dhaivata is the crucial note for making
these conversions. Narada thus calls it the point of intersection of
two Gramas. ‘‘The secret of this note,’® he says, “is known by
the fact that _by waning and waxing like the moon it changes from
-one Grama to another,”

53.  weqfagQAafy Ry Sy |

Trans: Antara nidarfanam api (demonstration of antara
gandhdra and kakali nishidda), proktam (have been given), sruti
nidarshane (at the time of demonstration of $rutis).

SANJIVANAM: The second lowering having been completed
the new madhyama and shagja are two {rutis lower than their
-original position on the former and unlowered vipi. These new
positions if transfered on to the original vipd would be known as
antara gandhara and kakali nishada. In terms of Madhyamagrama
they are dhaivata and gindhara respectively. The madhyamagramic
-dhaivata and antara gindhara and the shadjagramic antara gandhara
and kakali nishdda are all four $ruti notes.

TANAS AND THEIR FORM§

54, ax gerdipRvreATATAgunfe |« dRATAEy
gzea: qAfag A
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' Trans: Tatra (In the two Gramas), mircchanadritah (based om
he murcchanas) catprafiti (there are eighty four), tara (tanas, or
pentatonic or hexatonic sequences). Tatra ‘ekonapancigat §atsvarah
(The hexatonic are forty nine), pancatrindat pancasvarih (and the:
p:ntatonic are thirty ﬁve).

SANJIVANAM : Maurcchands when made pentatonic or
hexatonic are known as tanas.

55. @90 g q{mmqu qaRay sEqufaqEaan.
HAITATC TEIAY | FEIAMA T TG
fAerw | oI avlg gtag framn wAd-
SATHIYHIALR |

Trans : Lakshapam tu (characteristics), shatsvaripim (of the
the hexatonic tanas), saptavidbam (are seven in number). Shadja-
grame (In the Shagjagrama), sbadjarshabha nishadapancamahindh.
(omitting shagdja, rshabha, nishida and pancama, one at a time),
catvarah (are the four kinds of tanas). Madhyamagrame (In the
Madhyamagrama), shadja rshabha gindhara hinastrayah (omitting.
shadja, rshabha, gandhara are three kinds of tanas). Evamete (By
such), kriyamapé (a method of omission), sarvasu mircchanasu (in
all the mircchanas of both Gramas), tanah (the tanas), ekonapan-
cagat bhavanti (are forty nine in number).

SANJIVANAM : The text is clear.

56 q@eUm g 9ufaRT sy | TEAAN vEw-
qaadla wraTARda: faggameaRda 1y
qq: | WeARYW AFIREROZAIgHA:  Fed-
fraf Q1 oI vaww walg  geAlg
frgarauenar awfagy wafa

Trans : Pancasvarapam (of the pentatonic tanas), tu pancavi-
dham eva Jakshagnm (the kinds are five in number). Shagjagrime
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(In shagjagrima the tdnas are made by), shadjapancamahinah
(omitting shadja and pancama), rshabhapancamahindh (omitting
rshabha and pancama), nishidvadgindhirahinih (omittlng nishiada
and gindhira), iti trayah (these are the three kinds.) -

Madhyamagrime (In the madhyamagrima the tands are made
by), gindharanishadvadhinih (omitting gindhara and nishada),
rshabhadhaivatahindh (omitting rshabha and dhaivgta), dvau (these
are the two kinds). ’

Evamete kriyamina (fhus by this method, of omission), sarvasu
mircchanasu (in all the marcchanas), pancasvarah tanah (the penta-
tonic tanas), pancatri§at bhavanti (are thirty five in number).

SANJIVANAM : It is noteworthy that under these rules of
omission madhyama, which is the pivotal note of the Shadjagrama
miircchand of sa and is also the first note in the chanting of Sama-
veda, is never omitted.

In Shadjagrima, dhaivata is never. omitted.. ‘Similarly, dhai-
vata has a cardinal role to play in. Shigii.Jati: where the-contananes..
of sa and dha is amply used to make varpis (note combinations).

As the three 4ruti pancama is the basis for Mddhyamagrﬁmi.
this note is never left out while using the Grama.

In the pentatonic tamas, the omitted notes need not be con-
sonant mutually. In the Shagjagrima, rshabha with pancama is
allowed for omission; in Madhyamagrama rshabha and dhaivata
though mutually consonant but each having different number of
$ruti intervals may be omitced.

PRAVESA AND NIGRAH

57, [Rar awafsar a-s!m{ u%m f‘amal GE
qiilawmtﬁquq aa{mwlwau faaes
T Aetead |
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Traps :,, Tantryam (In the stringed instrument), tanakriya (the
method of obtaining a "tina, that is reducing a murcchans to
p;atatomc or heptatonic note sequence), dvividha (is of two kinds),
pravedat. mgnahst ca (by using praveda or mgrah) ‘Tatra praveéa-
nam (Here preveqa is), adhira svara viprakarshat (obtained by
ragsmg the lower note which is to be omitted), uttarasvara mardavit
<a (or by lowenng the higher note which  is to be eliminated)-
Nigrah (the term nigrah means), tu asansparéah not striking at the

the string of the note ‘to be omitted).

~ .SANJ IVANAM Thqmethods of pravesa and mgrah arc
meant for instruments where one string producees a single note by
Pluckmg and not for zither like  instruments where many notes are
produced on a single string by sliding a rod or finger tips. If the
-omittable note (string) is raised by tlghtemng the siring to merge
with the next higher note, the method is called praveﬁa. or if the
‘omittable note string is lTowered to mérge with the preoedmg pote.
Where the string of the omittable note is left unstruck  while playidg
the method is called nigrah. For example, if rshabha is omittable,
the string can either be loosened to mesge with shagja or it can be
tightened to merge with gindhara. Thus pravesha is merging and
mglah is not touching. s

TUNING A V‘{N.R TO A GIVEN MURCCHANK

58. wquERRAT g WA Al few: wrEal | AR
- aArRETEREARad: |

Trans ©' Murcchana nirdesah (The Psetting of a mircchana)
karye bhavati (is to be done), madhyama fsvarepa (by the middle
note), tu’vaigena (of the vipa). Mahhyamagatc (the sound or the
string denoting the first note of the madhya saptaka), anaditvat
(undergoes no change being neither raised nor lowored).

SANJIVANAM ;: The word ‘madhyama’ here does not
.denote the riote called madhyama but the middle note of the viga
.of harp variety. 1In the mattakokila, the eighth string denotes the
tonic or the ansa note, and according to the mircchana required it
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‘may be the shagja, rshabha, madhyam and so on. The successive
strings denote the succeeding notes according to the reqdired $ruti
Order. Thus in the vina the first, eighth, and the fifteenth strings
respectively, the initial notes of the thres sthinds, and are named
mandrasvara, madhyama svara, and tdra-svara. It is according to
the pitch of the madhyama svara that the three septettesiare set and
to the same the drums and other instruments are tuned. - '

The venerable Acarya Abhinavagupta says that in the seven-
teenth chapter while explaining the svara-kaku, the sage Bharata has
said that each of the three sthinds consists of seven notes. Out of
these three, asks Abhinava, which will be the first to to be tuned?
Itis the middle one, according to which the others will be tuned
In the term ‘madhyama-svara’ the word svara could also be taken_
to mean the tonic, as it has been used in; “Hisya §ringarayoh
karyo svarau madhyama-pancamau”, ie at the time of hisya or
féringara rasa, madhyama or pancama are to be made svara or tonic..

59. fang: wIqN AU |

Trans: Nigrah (is use of all three sthinas), paryagraho va
(paryagrah is leaving out some of the extremities of tira and

mandra sthana).

" " SANJIVANAM: When all the three sthinas are not fully
used, the practise is called paryagrah, While the middle note is.
cardinal for obtaining the three sthinas, it also the basis for
making a partial use of them. Non use (agrah) of total (pari,

paritah, samantit), is parryagrah,

60. i 7 7dWg WG GEIH T AR FEEATACAER |

Trans; Idam ca (And this), sukhartham (is for the conveni-
ence of), prayoktrl (the player), ¢rotri (and the listener), ca (and
for), tinamdrcchananinatvam (producing a varicty of tana and
murcchana.
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v SANJIVANAM: The purpose of ‘nigrab’ and parryagrah is to
Create variety in tands and mircchanas and to facilitate pentatomc;
and heptatonic use of notes. The same sound of a given string can
‘be given different names at the time of changing from one murc:
‘chani to another and the successive notes are retuned to the new
sequence. This overcomes the problem of retuning the drums
every time the miircchana is changed. It is also pleasant to the
listener for whom the pitch of the tonic is™not "altered with every
song. -

In the Jatis, the shidava ard audava use is well defined and
classified but in the Ragabhashas the rules are relaxed and omission
of notes can be much variegated. Xcidrya Abhinavgupta is of the
view that in the case of Grimarigas even the madhyama note can
be omitted to create variety, although such a thing is jarring §to the
finer taste. In the Graimarigas each mircchina can -have very
-many forms.

61- 'ﬁmmﬁmwﬁ tmauqu ]

Trans: Prayojanam api (The use of), marcchana (ana
(marcchans and tana is also), artham (for the sake of ), sthina
praptih (obtaining the three sthanas).

SANJIVANAM: The murchana and tina when set on thel
vipd, also help to obtain the three sthanas to their full extent.

62, &4 1 Ffaq qatasgel wgRa@ma

Trans: Sthinam ca{(And the sthinas), trividham (of three
kinds), purva ukta lakshanam (have been defined enrlier),
(kakuvidhdnena (at the time of gwmg the rules related to svara
kaku),

SANJIVANAM: The chest, the throat and the head have been
said to be places of origin of the ‘mandra’, and ‘tara’ notes
respectively. Simplifying the yogic language, the singer feels. the
strain on ‘these parts “while singing the respective notes. - »
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The natural pitch of voice makes the first note a.nd glso. the
tonic of the madhya sthana; or the middle septette. - It is also the
first note of the marcchand. From here the smger raises his voxce
to cover the middle septette and then the higher or the tara septetta
from hcre be lowers it as well. If a pitch natural to the throat is
not taken as tonic, then the higher and lower ranges woald bei impo-
ssible. For the vipa player, especxally the mattakokila ‘player, the
strmgs are provided in sufficient number to cover the entire three
sthanas. Thus, marcchana establishes the sthinis as well.

DEFINITION OF SADHARANA
63. QI wa'»’i SqIEAreqTq: | A% mmam
HATEAA FEATY , FAEA AR g Avemeny ¢

‘Trans : Idanim (Now)- sddharaga vidhim (rules relating - to
skdhirana), vyakhyasyamch (will be enunciated). Tatra (there, in
the various murcchanas), fsidhdrana nama (the term sidhidrana
denotes), antara svafaté (the staté of being in betwedsy . Iwo . notes,
kasmat (how). /dyayoh antare bhavati (that which is located in the
Spacp betWeen the two), yatta‘t (that is), sadharanam (sadhﬂranam)

SANJIVANAM : The ruknof sadharananare gwan havmg
shown the murcchanas and tanas of the three sthanas. Thus

sadhirana i is the fourth distinction, for the purpose of murcchanas
and tanis.

If a note, leaving its own position takes a pitch which is pleasing
to the ear but’is in the interval of another note, then sach a position
is called saidharaga. Not any given position located in the interval
between two notes can be called sidha:ana, but only a pledsing one-
Because the new position is located in the interval of another note,
it can be called ‘antara’, and its quality is called ‘sadharaga’, ie,
having common characteristics of the preceding and succeeding

notes.
So much for sédhirana note. With respect to Jatis, where

characteristics of different Jatis combine and the common notes are
used, the result is also called ‘Jati sadhdrapa’. An illustration is

provided.
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AN EXAMPLE
64. 34T .
grarg wafa gid 933 A3 [rEesysw |

q ¥ amar 3979y 4 9 fas3e fafges: o
7fd ®S ITRAAT |

Trans : Yatha (for example), chayasu (in the shade), bhavas
§itam (one feels cd]d), atapasthasya ca (but in the suﬁ), pfasvedo
bhavati (one perspires), na'ca vasania na agatah (nor is the spring
not come), na ca (and neither), didirakala (is the winter season)-
nigeshah (all over). It (This is), kila saddhiranati (sédhérana of
seasons).

SANJIVANAM: The feeling of cold in shade indicates the in-
completeness of spring and perspiration in the sun shows that winte
has spent its force. The transitional period with common characte r
istics of two seasons illustrates the svara sadbdrapam, which is
likewise, a note located in the interval between two notes.

SVARA AND JATI SADHARANA
65. AX § GIINW, SIfT GO0 & 19w 9 |

Trans . Tatra (there, in Gandharva) dve sidharape (there are
two kinds of sadhdranam), Jati sidhdranam (sadharanam of Jati), ca
tand), svara sidharanam (sadharanam of notes).

KAKALI AND ANTARA SADHARANA

66. €T U FEIR @ | I FAIIRED
fawg: % 4t wafg « a3y MRS
df1 Wt | "
sy agodsimamiyeg, Sda g 98-

qraTg Sy e R s g RYwet )
10
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Trans; Svidra sadharanam (In -the case of svara sadhbarana,
kakali antara (kakali and antara), svarau (are the two notes). Tatra
(Here), dviéruti utkgshto (when raised by two ¢rutis) nishada
(nishada), sanjpo bhavati (takes the name), kakali (kakali). Tadvad
(similarly, raised by two grutis), gindhara (gandhara), antara sanjfio
bhavati (takes the name of antara).

Jatipam (In the Jatis), ekandanam (having the same note as
anéa), avideshit (due to use of non-distinctive note combinations),
jatisadharanam (there is jatisidharana).

Samavayit (out of the collection of the ten characteristics),
pratyandam (each of the part or characteristic), lakshana sanjninam
iti (is distinctly recognized), nyasintara bhagau (because the nyisa
note and the antara portion), tu videshakau (help in distinguishing
the jatis from each other).

SANJIVANAM : Of the Jatis that have the same note asagsa
there are portions of each of them which are alike or same. There
the vadi, the alapa or anulapan and antarmarga are alike and this
portion being eommon to the different Jatis is called Jatisidharana.
But there are other portions of Jatis as well, which are distinctive-
Taking into account the samaviya, or the collection of the ten
characteristics such as anga, graha, nyasa etc., the distinctive featur-
es of a Jati are clearly known. A's opposed to the sidharana portion,
there is nyasa note and antara (the distinctive note combinaticn of a
Jjati) which make up the distinctive portion,

KAISIKA SADHARANA

67. w avRu GRY Smifasd, wewg aronsa
Wy Ay M A sESaIggsed | o
wegdsfi | e g gdwEiwag  afgefad
fEdd A fasqad |
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Trans Svarasiddhdranam (sadharana of the note), dividham
(isof two kinds), dvaigramikyam (and oceursin two Gramas,
kasmat (Howso?), sadharana aira (In this context, sddharana
mcans), svara viseshah (a particu'ar note), iti kritvd (taking into
accoant this particular note) shadgjasadharanam ucyatc (the tesult
is called shadjasadhdrana). Evam (similarly), madhyame api
(there is madhyama sadhdrana in ihe Madhyamagrama). Asya tu
(To ihis kind of sadharana) dvitiyam ndma (a secopd name)
kaisikam (kaisika), sampadyate (has been given), prayoga saukshm’
yat (on account of “the fine difference in the position of the
note).

IS

SANJIVANAM Kakali and antara are the two  kinds of
svara sidharana enanciated earlier As distinct from them, th=
kaisiki is now skown, Unlike the kakali, it is not a fixed note but
comes into being as a result of a fine change of pitch that occurs in
a particular usage; When this variation occurs in Shadjagrama,
the result is called shagja sidharana and when in Madhyamagrama,
the name given is Madhyama sadbarana. The fine variation in
Shadagrama is the raising of nishada by, just a breadth of a
hair (kesa), so to speak. and the lowering of shagja by the
same interval, The shadja, which is thus closer to nishida and
rshabha to which it has added a srutiby moving a hair’s
breadth or kaisiki sruti, is called shadja sddhZrana.

Similarly, in Madhyamagrama, gandhara is raised and
madhyama lowered to make madhyama sidharana.

MODIFICATIONS OF NOTES

" In Gandharva, kakali and antara notcs are never made ansa.
But in Ragabhihsa they are made ansa. Not oniy they, four, three
two and even one sruti notes are used. The seven pure, utkrishta
pancema, anyadhaivata, kakali nishada, antara gindhara. cyuta
shadja, sadharana gandhara, cyuta madhyama and kaigik1 nishada
are the fifteen notes or note positions that may be used in Ragabha-
sha. Vriddha Kaéyapa has recommended their application not only
in the Rigabhiasha but also in the Jatis.
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Utrightapancama or raised pancama is not actually a new note»
it is the same as Madhyamagramic pancama which acquires the
kaigik] druti at the time of madhyamasaddhirana. Similarly, any-
adhaivata is none other than madhyamagramic four-éruti dhaivata.

The Shagdja note in its original position is four $ruti, b‘ht preced-
ed by kakali, it is two $ruti; at the time of shadjasidhirana it is
again two $ruti but of a different interval this time as it has lost not
its first two but first and last $rutis to nishada and pshabha.

As pure note yshabha is three $ruti; in shagjasadhirana situation
although being -its own self it gains the §ruti lost by shadja; when
gandhara is made anga, yshabha is raised by a kaidiki éruti, if used
before gandhara to eliminate the two §ruti vivida or dissonance-
This rule is accepted in our school.

About gindhira, sage Bharata himself has said in the chapter
on alankara vidhi, embellishment of notes on instruments (NS 31 ¢
37) that gandhira has ayata, madhya and mrdu srutis. In other
words it can take three positions; one, where it is raised by a kaisiki
4ruti, two, when it is in its natural unmodified place with its normal
two gdrutis, third when it is lowered by one $ruti. ‘‘§rutayohyi
dvitiyasya mrdumadhyatah smrtah/ayatatvam tu bhasennice mydut-
vam tu viparvaye/svasvare madhyatvam...” (The drutis of dvitiya
or the second note, gindhara, because madhyama is the first note
according to the Vedic system of counting in descending order, are
ayata, madhya and mrdu. Ayata occurs when gandhira is followed
by nicha (rshabha), and mydu happens when gandhara is followed
by madhyama. When gandhira is followed by gindhara in other
words is repeated in usage, the $ruti is madhya). This interpretation
is offered by the venerable Acirya Abhinavagupta. Gandbidra thus
has four positions; lowered, natural, raised and antara.

Madhyama when normal, is four sruti. If preceded by antara-
rag:’indhﬁ‘ra it becomes a two druti note; in the event of Madhyama
sadharina it is again a two $ruti note but with a different intervals
as the two ‘grutis lost are its first and Iast srutrs, both kaidiki, to
gindhara and pacncama respectively. :
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So is natural pancama a four sruti note. The first modification
is when pancama becomes a three sruti note in Madhyamagrama by
using its last §ruti. In the event of madhyamasadhirana, although
unmoved pancama is called utkrishta or raised.

In its natural Shadjagramic position dhaivata is a three 4rut;
note. If nishada is made anga, dhaivata undergoes a raise of one
éruti to eliminate the two ¢ruti dissonance or vivada, as postulated
in our school of Natyagastric interpretation. Of the last not least
nishada, which is a two Sruti note in its natural position, its modi-
fications are like those of gandfiara. Tt raises and lowers itself when
followed by dhaivata and shagdja respectively. There is, of course
the position of nishada called kakali.

Thus all notes undergo modification in their positions as a result
of the particular way of application (kaiika prayoga).

From all the above modifications it may also be noted that the
interval of five $rutis between two notes is undesirable or anishta
For instance, gandhara when used after shagja gets raised by a $ruti
to make the interval between shadja and gandhara a six éruti distance.
Similarly nishada when used after paniama undergoes a raise. Nor
is an eight sruti interval desirable or ishta. Thus we find that
when pancama is used after gandhira, the gindhara undergoes a
raise of one sruti to  make the gandhara-pancama interval a seven
sruti consonance.

Another modification is trat of gandhara in the event of rshabha
as ansa. Gandbara gets lowered by one sruti to become a single
sruti note to leave the position of two sruti vivada or dissonance.
This single sruti is of ‘mahati’ interval. Same is the with nishada
when dhaivata is made ansa.

Whether an interval between two given notes is ishta or aniéﬁta
depends upon the notes and their position on the scale. No given
interval is ishta ot anishta in itself. In the Mahabharata (Anusa-
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asana Parva, Anugitaparva portion, chapter fifteen) it is said,
*‘Shadjarshabha gandharo madhyamaha pancamastath. ishtascani-
shtasabdasca samhatah pravibh agvan, evam dashavidho jnyeyah
shabda akashasambhavah.’”” (Shabda or sound, arising out of
ether, is of the following ten kinds | shadja, rsaabha, gandhara,
pancama, dhaivata and nishada, as well as ishta or anishta (plea-
sant or unpleasant), and samhata (struck in consonance with ano-
ther note). This is how sound is pravibhagvan, that is divided
into various notes and two Gramas.*

Thus the basic seven notes undergo modification leaving their
undesirable (anishta, five, eight or two sruti interval) positions to
take up new desirable (ishta) positions according to the order of
their usage. Acdrya Abhinavagupta says, “All the two sruti notes
can be made to have intervals of more than two sruti by ralsing
them; the four sruti and the three sruti notes can be reduced in inter
vals by kakali and antara notes. Thus all notes undergo changes
by addition or subtraction of srutis.” (NS, chapt. 18; 4, Abhinava
bharati). -At NS 28; 27 Ab. it is quoted :

Vedasrutihpakkakapitthakalpah
Krsapravatonmukhatam prapannah
yatisrutih (yastrisrutih) kampa ivaishabhati
Yo dvisrutih tu ubhai raga nishthah.

* The vedasruti or the first note in Samagana is like the fully
ripe kapittha (kaitha in Hindi) fruit, i e. a four sruti note. It is
susceptible to slightest wind (influence). The three sruti note
seems vibrates,' goes up and down inits position. The two sruti
note enters the regions of both, preceding and succeding notes” The
four sruti note goes through maximum modifieation by giving
place to antara and kakali and to shadjasadha The modificatians
of rshabha and dhaivata have been described carlier and so of
gandhara and nishada. ‘Wind’, should be taken to mean the force
of application or the nature of note combination which necesatitates
modification in the position of four sruti note.
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By a special effort, a note may be struck and its sound be made
" to merge with the sound produced by second striking, Here the
notes produced are not different, there is no interval in the positions.
But if between two consequtive notes., there is interval which can
be divided only once, then this interval is just enough to accome-
date a two sruti note, if capable of two divisions then afthree srui-
note, if of three divisions then a four sruti note. But if four div-
sions are made perforce, there will be dissonance, Thus it is impos
sible to have a five sruti note.

o
"

While reciting the Vedas srotryas produce katipana (shaice) or
a modification of svarita which is a three sruti note: * Bharata Muni
has mentioned kampana of three sruti note in the chapfer on svara-
lankara. The four sruti never changesinto five sruti no matter
what note is used before or efter it. While enunciating that note-
arc three, two and four sruti (i.e. like rshabha, gandhara and madh
yama) the sage has indicated their normal positions not the modi-
fied ones attained in Ragas. The normal is also called ‘parmarthika
Tne seven notes enunciated are like normal specimens of living
things which are also found to be in abnormal condition, like
normal dog, dog with no tail, and a split tail dog. Similarly all
notes have abnormal or modified (vikrita) positions as well.

In the event of shadja and madhyama sadharana the kaisika
note has a special function. The note is named kaisika for a num-
ber of reasons. Taking its name from kesa it implies adornment or
refinement expressive of finer emotioas. Also it indicates the diffe-
rence of interval by the width of a hair. Or derived from the root
‘kash’ (to pull) it means raised or lowered. In any case it .implies
an effort at fineness.

The Shadji and Gandhari Jatis combine to make the Shadjakai-
siki Jati. In this mixed form, there is a portion of Madhyamagra-
mic Gandhari where rshabha and dhaivata are four sruti notes.
Their employment is minimal (in alpatva) and is that of kakali nis.
hada and antara gandhara in an alternative rendering. Tt has been
said for Shadjakaisiki, “Rshabha and dhalvata should be used
sparingly.© As it has been classified as a Shadjagrama Jati, its panc-
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ama is four sruti:. Because of shadjasadharana there is the use of
ktaisika note, hence the name Shadjakaisiki. On the : other:band

the Kaisiki Jati, a different one, is classified under Madbyama-

garama. In it both rshabha and dhaivata are four sruti notes and

therefore their omission is permissable and the Jrti classified under

Madhyamagrama. Rshabha is used sparingly. Except,for Dhaivati
and Arshabhi all the latis may use sadharana notes.

In a different instance, even in Shadjagrama where pancama ig
four srutic, the kaisika usage can be employed for both Madhyama-
and Shadja sadharana as is clearly seen in the case of some Grama-
ragas such ag Kaisika Raga and Bhinna Kaisika Raga. Such
examples are given the name of Gramasadharana by Matangae.
carya.

Bharata Muni has recommended a limited way for using
antara gandhara and kakali nishada in Jatis which use gandhara
and nishada sparingly. For this reason he does not provide the
mureehanas with antara and kakali notes. But Vriddha Kasyapa
sanctions their usage even as ansa notes especially for the purpose
of Raga Bhashas. - Only in the context Saindhavi dialect does Bha-
rata Muni mention murcchanas of antara and kakali notes in his
chapter on Tala. Thus, it may be concluded that all notes under-
go modification (vikriti) in which there is an addition or subtrac-
tion in their normal sruti numbers. This change in sruti numbers of
a note may be given by us the name of sruti sadharana.

KAKALI NISHADA
68, FIAIY FIHSIFF WAR 1

Trans ; XKalatvat ca (on account of brilliance or sharpness)
kakali (the kakali note), sanjno bhavati (takes its name).

SANJIVANAM : Being sharper and more brilliant than the
two sruti nishada, this new note now higher by two srutis is called
kakali nishada.

69, Rgpaam<g: AT aF¥Q aF fang-
Eiccl
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Traus : - Vikrtutwat'(dve to'its “b'eing‘ - modified noté);"dansah
<d:(and being-never ansa - or:’¢onie). ~ uptopadesat {accordingto-
an¢ient injunctions); saptabhyoh (out'of the seven ‘notes), dnyhh.

na» (ﬂ is none othcr than), mshadavaﬂevu (the note mshadﬁ) S
i Sk .

SANJIVANAM Ths kakalt note:being & modxficatnon of
normal nishada, cannot be a major note and is never made ‘tonic in.
the Jatis.:  But in Ragabhashas it can be tonic, as is said by Vrddha

" Kisyapa. - 'The term kékall is used for raised nishada .only and for

no other modified note., .

70, WM P} @AMAAaR:  grdfyatam | R
EIESR m-anﬂratésﬁ wafa | ’

l

Trans : Yatha (Just as), shannam (out of six), rasanam (tastes:
or flavours), anyatamah (only one-out of all), samjnitah {is called )
‘kshdra (salty), tatha (similarly), nishadah (nishada -only), samjnp
is called), kakall (kakali). Ca (and) gaindhirah (gandhara) samjnp-
bhavati (is named), antara (antara), (both eaving become pungent.
or raised).

SANJIVANAM : The text here clarifies that kakall and antara.
are not new notes, that is no addition to the seven, but only modifi--
cations of nishdda and gdndhara respectively. Just as out of the
six flavours only one is salty, the other five being sweet, sour, bitter-
pungent and hot, similarly there is one nishada out of seven which.
is modified to make kiakall. ‘Gandhara when modified is given.
the name antara beingin the interval between rshabha and madh-~
yama.

RULE FOR ANTARA SVARA

71, wafa |9,
Feareaed It freaaf d21a: |
w131 gF Y 2w AAQET T4 0
FraTRTONSINE €1 a1 fg v Ag )
wifasl Pfa S A9 [FawET
11
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Trans : Bhavati ca atra (and it may be seen), ' antara 'svara
-samyogo (use of antara gandhara nete), nityam (is always prescri-
‘bed), arohisansrayah (in ascending note combinations). karyo (it is
used), hi viseshena alpo (sparingly for sure), na kadacana (never),
avarohi (in descent combinations). Yadi kriyamano (if employed)
bavarohitsyat. (in descent), alpp v bahu va whether or sparingly ?
-abundantly). antara'svarah (antara gandhara), nayate {puts to end),
_jatiragam (the spiritual benefit and pleasure of the Jatis), ca eva
{and also), srutim (the swegtness and correctness of srutis).

SANJIVANAM : The antara not: should be used in the
‘sequence like ma, ga, ri, ga, ma, or ma, ga, ma, and should be
followed by the higher note of the relévant’ murcchana. Similarly,
sa, ni, dha, ni, sa or sa, ri.saistoto be used for employing
kikali nishada. By giving the rule for antara the rule for kakali is
-also stated. If these notes are used in descending tanas or murcc-
‘fianas they make the Jatis spiritually ineffective and reduce if their
pleasing ability.

(10 be continued)



Vina:
Symbol of Indian Music

T. 3. PARTHASARATHY

AMONG the innumerable musical instruments of the world
the Indian; Vina stands as an instrument with a hoary past harking
back to the Rgvedic age (3500-2500 B.C.). - It always occupied the
first place ig:the list of ancient instruments: uiz. Vina (lute), Venu
(flute) and Mridanga (drum). It is interesting to note that the
shape of the primitive Wina was curved like the body of the lymxboo
bow. In the Rgveda we find mention of the Vina, Vaana, with

bundred strings. The saptatantri Vina is one of the types of the
lute class of ancient India.

In the Vedic and Buddhist literature, different kinds of Vina
have been mentioned and later authors like Narada (of the Siksha)
(1st century A.D.), Bharata (2nd century A.D.), Matanga (5th-7th.
century), Parsvadeva (7th or 9th century) and Sarngadeva (early
13th century) as well as most of the post-Sangita Ratnakara writers.
on music have described the charactesistics of different kinds of
Vina in their respective works. Naturally, therefore, the names of
a large number of Vinas are found in musical as well as in ncn-
musical literature in Sanskiit and other languages in India. A few
of them are mentioned below to whet the readers’ interest.

Achala (or Dhruva)  Chala Vaana  Saptatantri

Kacchapi Parivadini Picchola Kshauni

Daravi . Gatra  Chitra  Vipanchi:
' Raudn Kurmi Brahmi.  Katyayani

Mus:c lovers in South India will be interestcd to know that the
Kudumxyanma]al inscription near Pudukotta mentions the  satatan-
tri Vina during the time of the Pallava king Mahendravarman
(7th century). This ruler is stated to have heen an expert in playing
the Vina and was the disciple of one Rudracharya. Although this
theory is questioned by later researchers, it is clear that the Vina
played was called Parivadini having seven strings.

The late Hulugur Krishnacharya, an eminent musicologist, who
himself constructed two new Vina-s, has traced the history of the
Vina in a Sanskrit poem which he wrote in 1935. The following
is a. summary of the poem ¢
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Name of the Vina. .. Treatisé’ (' AudhGr O Period
‘Dhruva Natyasastra Bharata 1st century B.C.
“Chala do. “do. .do.
"Vipanchi do. do. do., ..
Raudri Sangita Sarmgadeva 13th centary A.D.

. Ratnakara A '
Kacchapi do. do. - do. )
‘Brahmi Naradiyam  Narada 2nd century. B.C.
Nais\sanki S. Ratnakara Sarngadeva 13th century
<Chitra |, Natyasastra  Bharata -  1st century B.C.
“Taumburi ~ Arsheya Tumburu  Vedic age
Madhyamela " Pundarika 1530 A.D.
Achyuta Ramamatya 1550 A.D.
.Rajendramela 2
Raghunatha Venkatamakhi 1630 A.D.
Bhupamela !
"Tulajendra Tulajaji Maharaja 1780 A.D.
‘Melavina
‘Sriman Nalvadi Krishnarya 1938 A.D.

Krishna Rajendramela

SARASWATI VINA

The Indian Vina has always been considered as an instrument
of the Gods and hence the name ‘divine instrument’. Although
the flute is inseparably connected with Lord Krishna and the
mridangam associated with Brahma, Nandi and even Vishnu, the
Vina is stated to be the inseparable companion of Saraswati,
Narada and Siva. In fact, the very mame of our Vina’ is
~8araswati Vina’. The Vina handled by Goddess Saraswati in
known as ‘Kacchapi’. In the sloka ‘Vipanchya gayanti’ in the
‘Saundarya Lahari, Adi Sankara portrays a beautiful seene in which
Saraswati plays the ‘Vipanchi’. Matangi Devi, the '~ goddess of
music, is always depicted as holding the Vina in her hands ‘Vina
-sankranta charu hastaam’. The ‘Matangi shatkam’ is full of refe-
tences to the Vina and we get phrases like ‘Vina vadanayela
kampita sirasam’, ‘Vina rasanushangam’ and *Vama kucha nihita
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_ Vinawm". The'sloka ‘Manikya vinam upuhlayantim’ 1s found: “as the
last sioka of the Matangi Shatkam and the first sloka of ‘Syamala
Dandakam A

LordSiva is also depicted as' bemg fond of Vma music. l-;e 1¢
desctibed as ‘Vina vadana loludu® by Tvagaraja'in his song ‘Mok"
shamu galada’. In this aspect Siva is’known as *Vina Dakshinav-
‘murti’. Apart from Gods, many sages are depicted as Vina players
‘the most notable being the divine sage Narada. His’ Vina was
known as ‘Mahati’ and it was his inéeparable companion. Tyagaraja
-describes this beautifully in hig kriti ‘Sri-Narada’ (Kanada) as ‘Veda
_janita vara vina vadana tatvajna’ {one who knows the mysteries of
Vina vadana). It is not enough if one knows merely to play the
"Vina; he should know the secrets of -the instrument and how it ress
ponds to a devoted votary, Itcan even make him reach Moksha or
final beatitude and the sloka from the Yajoavalkya Sruti proclai-
ming this is a frequent quote by writers on music:

- “Vina vadana tatvajnah sruti jati vtsaradah
Talajnascha aprayasena moksha margam sa gacchati’

(One who knows the mysteries of playing the Vina, is an adept
in sruti and has a sound knowledge of tala, effortlessly finds him-

self on the way to Moksha),

- QUEEN OF MUSICAL INSTRUMENTS

It is no wonder, thgrefore, that this ‘Queen of Instruments’
‘finds a prominent place in Indian literature in Sanskrit and other
provincial languages. XKalidasa, the ‘Kavi kulapati , of Sanskrit
mentions it in many placeés in his works, In a pathetic scene in
‘which the forlorn wife of the banished yaksha in ‘Meghasandesa’
‘weeps in anguish, Kalidasa introduces the Vina: “Utsange vaa
malinavasane saumya ! nikshipya Vinam’. (placing her Vina, O
good one, on her lap etc.). The story of Udayana controlling a
mad elephant by playing the Vina is well-known. Even Vedanta
Desika calls himself as ‘Vina viseshamiva Venkatasailanathah’, <A
Vina on which the Lord played and made it produce the ‘Dayasata’

kam’.
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. Indian mythology is fond of allotting names to: the; variogy
weapons of gods, their oonches, musical instruments.etc.. . The ;;baw
of Vishnu is called Sarnga, that of Siva as Pinaka, and Atjuna’s
bow is known as Gandiva. Similarly Vishnu’s conch is known as
Pa:{chajanya and the Bhagavad Gita mentions the namses: of con-
ches blown by the Pandavas during the Mahabharata war: ag Deva-
datta (Arjuoa), Paundra (Bhima), Anantavijaya (Yudhishthira),
Sughosha (Nakula) and Manipushpaka (Sahadeva). But the largest
number of names associated with gods and heroes :'are the Vinas
they handled. In addition to the names already mentioned supra,
the names of Vinas called Kalavati (Tumburu), Bribati (Visvavasu)
and Pinaki (Siva) come to our mind, Vinas are also named by the
number of strings, like Ekatantri and Satatantri and by their shapes
like Mayuri (peacock), Kacchapi (tortoise) etc.

VALMIKI’'S REFERENCE

Indian poets like to depict their heroes not only as noble,
brave and valorous but also as accomplished musicians,  Valmiki -
portrays Rama as an expert musician (gandharve cha bhuvi sreshtah)
and makes him mention the Vina in a sloka in the Yuddha-Kanda.

‘“Mama chapamayim vinam sarakonaih pravaditant 1
Jyasabdastumulam ghoram artabhita mahasvanam ||
Avagahya maharangam vadayishyamyabam rane * Il

(I shall enter the stage of the field; with my arrows as the
striking sticks and play with' my bow as I would playon a Vina).
When Hanuman entered the seraglio of Ravana at mid-night, he
saw a woman sleeping embracing a Vina ;

«¢ Kachid vinam perishvajayaprasupta samprakasate ™

v Ravana is stated to have played a Vina called Ravanahastaka.
Legends mention how Udayana, with the Vina  Ghoshavati in his

haads, captivated not only the heart of Vasavadatta but tamed wild
elephants.



VINA-SYMBOL ‘OF INDIAN® MUSIC - 8T
MENTION BY MANICKAVACHAKAR

Tamil literature is also full of references to Vina and the Yazh:
which were two different instruments, Manickavachakar’ speaks of
Vina players and Yazh players sitting on different sides of a  halt
A verse starts with the words ‘Masil vinaiyum malai madiyamum’.
The Silappadikaram, however, concentrates on the Yazh which was
the instrument played by Madhavi. The Jivaka Chintamani men-
tions that its hero, Jivaka, was an adept in playing the Yazh when
e was only 15 and latér-won over Gandharva Datta, aVidya-
dhara maiden, in a music contgst, : :

The Hindustani tradition mentions a number of Vinas not
found in the SOuth Indian tradition. These include ' Analambi
{Siva), Vipanchi (Svati). Kinnari (Matanga), Brabma Vina (Soma—
rajadeva) and others.

The jongest list of Vina names (41) is tobe foundin the
Panditaradhya charitam’ of Palkuriki Somanatha, a Telugu poet
who lived around 1270 A.D. The list contains the names of Vinas
like Kailasavina, Akasavina, Vinottama etc., not found in reculsr
works on masic. Other Telugu poets like Peddana also speak of the
Vinas of their time. The Vina came to dominatemusical thought
80 much that the human voice came to be described as¢ Gatra Vina’,

RAMAYANA SET TO VINA MUSIC
BY KUSA —LAVA

Vina music was considered to be indispensable mcans of yoga
practice and many saint-singers are depicted as playing the Vina
while singing the praisesof the Lord. Even Ravana is stated to
have played the Vina while singing the Saman to propitiate Siva. 1t
was to Vina music that Valmiki set his immortal epic Ramayana to
be sung by Kusa and Lava during Rama’s Asvamedha. Tiruppanal-
Var sang the praises of Lord Ranganatha at Srirangam with a Vina
in his hands. Tirunilakanta Yazhpanar accompanied Tirujnanasam-
bandha when the latter sang padikams before deities. The devotee
Banabhadra played the Vina before God Somasundara at Madurat
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Instances like these can be multiplied.” " THé Koyil ORigu, a chroni-
cle of the Srirangam temple, mentions the spots and festivals at
whicli the deity used to be offered the service of Vina music. Talla-
pakkam Annamacharya.is depicted in sculpture as holding a- smalk
Vma restmg on his shoulder,

ROYAL PATRONAGE

-Many kings were votaries of the Vina. Samudragupta; . the
Gupta monarch, was shown on his coins plaving a Vina. The
Pallava king, who had the Kudimiyamalai inseription- carved on'&
rock, described himself as a Vina player. It was the encouragement
given by rulers to Vina players that resulted in research ‘being
cgnducted in the fretting of the Vina in different periods and the
present Vina being named after Raghunatha Nayak- : o

From Bharata Muni down to Subbarama Dikshitar, music
theory is explained with the aid of a Vina. ' It {is het: . possible to
explain musical .phenomena like Sruti-s, Gamakad-s ¢tc. with the-help-
ef wind instrumeant:like the flute or the Nagasvaram. This  is :the
reason why most Sanskrit works on music theroy contain a chapter
called the ‘Vina prakaranam’. One. Kavisardula Paramesvara
¢18th century) of Chidambaram wrote.an exclusive treanse on, the
Vipa called *Vinalakshanam’. ~Although short, this work explaing
Jl the important aspects of Carnatic music like svarasthanas the

pec:al features of svaras, tala mmaya playmgtecl'xmque, melakattas
and raga lakshana, solely through the medium of the Vina alone.
Ahobala, in his ‘Sangita Parijaia’; writted. in the latter half of - tho
17th century, gives the lengths and intervals of frets on a Vina

which he describes.

NOTED VIDWANS

vne should read the ‘Vaggeyakara Charitram’ in the ‘Sangita
sampradaya Pradarsini’ of Subbarama Dikshitar to gather how
Vidwans used to vie with each other in mastering the Vina.. Many
of them had the prefix ‘Vina’ to their names like Vina Krishnayya,.
Vina Subbukutti Ayya, Vina Perumalayya, Vina Kuppayyar and so
on. Subbarama Dikshitar pays a glorious tribute - to Subbukuti
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Ayya in his book. Vina Pqumg.lam ﬁanother legendary figure

in the Vina sphere. He wal at Tanjavur and was
unequalled in playing ghana raga tanam. He could play a single
raga for days without repeating thé sangat:s Vina Kalahasti Ayyf
was another noted Vma artxste. )

i is well-known that Muthuswami Dikshitar was a great votary
of the Vina and decfared himself as *Vainika-Gayaka’. His two
brothers, Chinnaswami and Balaswami were also great exponcnts of
the instruitient. Subbarama Dikshitar describes how, whert Chmna—
swami Dikshitar was playing an alapana of the raga ‘Nagavarah
at night, a cobraappeared and started swaying its hood to the musnc,
Naturally, some:of Muthuswami Dikshitar’s disciples were = Vina
players: prominent among them being:Avudayatrkoil Vina Venkata-

ramayya. Subbarama Dikshitar himself wasa talented player“on
the Vina and explains all the technical details about Carnatic music
through illustrations on the Vina frets.

The twentieth century produced many illustrious Vina maestro, o
from, (different parts of South Tndia like = Vizianagaram, Mysore
Tanjavur and Travancore who developed their own individual styles
of play. As their number is very large, it wouldbe invidious te
mention only some of them. o

The Vina is thus a unique musical instrument the thistory o
which traverses many centuries from the Rgvedic pcriod to the
present: day. It is as perennial and celestial as the ' river Ganké.
the ‘vibudha sindhv’ of India. The Vina is the instrument par
excellence of Indian music and a true symbol of Indian culture.

12



Kathakali
BRINDA VARADARAJAN

The history of an art-form is difficult to trace. Artis a gdynamic
expression of human sentiments and therefore it can never ‘take a
definite form or characteristic even at the time of its origin. This
variety of art forms like dance and music develops with the advance-
ment of humanity, and their developed forms making their appear-
ance at different stages of the growth of culture and civilization give
us the impression- that they were born afresh at different periods.
The history of such art forms is, therefore, the evolutionary history
of the traditional culture and civilization of the people who own
them,

The art of Kathakali is one such, and its history and develop~
ment faithfully represent the various stages of the social and cultural
history of the people of Kerala. Kerala has been ever a puzzle to
the historians and a problem to the politicians, and therefore the
study of its social, cultural and political history has never been
successfully made by any one. In fact there is no proper channel of
approach to these problems excepting that through the study of some
of the best representative types of arts. The art of Kathakali is
indeed the best representative type of Kerala art which portrays the
unique characteristics of the people of the country.

Kerala is rich in natural resources. From pre-historic days, she
has been attracting the attention of foreign travellers, nomads, and
-entrepreneurs in the field of tradc and commerce.

THREE CATEGORIES

It is worthwhile now to make a general survey of those relevant
histrionic arts of Kerala which preceded Kathakali and out of which
Kathakali evolved. Broadly, the ancient histrionic arts of Kerala
can be classified under three categories, the ritualistic, secular and
classical. ' )
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‘There is no elaborate. armngement for stage or auditoriam. A
small temporary shed, built of bamboos and cocoanut Jeaves, with-a
lamp posted in front of it, serves the purpose of the stage. The

-village folk squat around the shed to witness the performance, A
few instruments like Chenda (Drum), llattalam (Cymbals) and
Chengila (gong) are played when the chief priest in the attire of the-
Mother Goddess appears in front of the instrumentalists, behind:
the lamp, where a small cloth held by two. men reprosents the:

'

CUftalﬂ . " r}

A musician narrates the- ep:sodes of the Mother Kali who is
begot by:Siva to kill Daruka, the Demon-king. The other priest,
who plays the part of Daruka, appears somewhere in the court-yard
at a distance, and then tbe curtain is removed to facilitate the
approach and fight between the two actors. The tempo of the beat-
ing of the instruments is-heightened and there ersues a terrible:
mock-fight between the two at the end of which Kali takes off the
headgear of Daruka to symbolize the action of beheading.

In this folk-play musicians in the background sing a song;
nacrating the story. The actors resort to a sort of dancing (Nritta)
and there is little of gestural representation of the dialogue between
the two. It must be made clear, hqwever, that this . description:-of
the folk play. has not gone into the minute details of scenes which:
precede the main one, i.e., the fight between Kali and Daruka,

"‘.;

This ritualistic folk-drama is the carliest type that could be
traced and the later ones have profusely borrowed thelr mam fca!ure&
from it. :

CLASSICAL KUTTU

Kuttu or Kudiyattam is the most noteworthy. - It is conducted
within the precincts of temples in a special theatre called Kuttamba~
lam. Kuttu, as the term signifies, is a dance perfbrmed vl')y a privi;
leged class of actors'in Kerala called Chakkiyats, an intermediary
community (Antarala varga). Under the broad division of Kutti:
there are various types of dances and dance-dramas like Prabandham’
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Kuttu, Nangyar Kuttu and Kudiyattam. Ongmally the term Kuttu
signifiéd all these typesof dances’ ‘dndl'dance- dramﬁ§ late!y the ‘ solo
performances of Chakkiyars aloné came to'be k‘ann at Kdted, afid
Kudiyattam, which means literatly the Jémt-actmg tﬁduéh 1t fomied
a'part of Kuttu, began to-connote tmly fall-fledged’ dramatic ’per-
formances. It is the staging of Sanskrit play in 4 peciltidr fnander
that befits the customs and traditions of Kerala. It deserves speclal
mention that in thosé playswomet ‘dlso’ particnpatéd Perhizps Kudi-
yattam is the only ‘drama which ‘exteniéd this privilege 10 the Wbmen
of ancient Kerala. The mode of putting u play on the board ‘was
quite different from what is now followed in present day:theatres.
For ipstance, a character in Kudiyattam, say the heso, recites a
stanza first. and. depicts. the idea contained in it: by employing the
four types of Abhinayas,. viz. Aharya {make-up), Angika (gestural),
Vachika (verbal), and Satvika (facial expression of innate feelings)
propounded by Bbarata in his Natya Sastra. = Of the four the actor
gives special smphasis tox Angika: and! Satvika ‘types -of Abhinayas.
Thus, to enact ome stanza of -the play be may take two or:three
hours, making his audience focus their attention on his fgce and
hands,” 7 o oo S )

.~ In Kudiyattam one can see the make up and costume of the
actor being more attractively planfied than in' thé older ritaalistic
plays like Tiyyatty and Tiraiyattam. This is evidently a forward
step in the development of the histrionic arts of Kerala from the
rltuallsuc to the classical type.

TR might also be noted hete that in thc ntuallstn type there. was
no adaptation of the canons of dramaturgy expounded by Bharata
In other words, the ritualistic types were out and out Dravidian or
native and it is in the classical type that one fihds inﬁftratrons of
Aryan modes of acting.

ASHTAPADIYATI'AM

Jayadeva’s Gitagovindam became very popular.in Kemla, and
it was a regular. featurc in the temples of Kerala to recite the”
PADAMS. or. songs .of . the Gitagovindam in the Sopana or Marg
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stf]‘é’{ffﬁhgé’q “No‘sootiér had tbe §ystem’ ‘gained popnlaniy then.:
there se ‘anothér elassical drama imown as Ashtapadxyat‘

I

There are only three characters in the dramag Krishna, Radha
and: her ‘BakRi'? The ‘musicians reclte the padams from behmd the
actors who datice St the entire story repreSentmg the meanmg oT’
the.songyin ﬁymbols of gestures o :

fo Lolien Y S ) Pt e

KRW*A’HEAM%!“@AD) R R B e

{n imitation of Ashtapadxyattam another classical draﬁ{a"v&as’"
Plaaned. by, 3. Zamorin '0f Kozhikede (Calicut). ~This is knowa as
Krishnattam, thestory of which ‘is taken from the ?Bkegavatam. The:

songs for Krishnattam are oomposed’ exactly ‘on the model os’
Jayadevusztagomdam. T B AU

S et ig omiie oy SRR : T e K

Knshnattan +ig 8 more ehborate and atteactive drama thap ¥
predecessor, the characters are many in this; the story element is:
more promineut; the make-up and costumes modelled on a more
ambitious level, and to all these, there are scenic arrangements also®
Krishnattam can be condugted only in temples or in. the palage of
the Zamorin of Kozhlkodc -Sacredness and sanctity are associated:
with this classu:al drama asa result of which it became thc exclusive
source of enjoyment for the pnvrleged few.

RAMANAITAM .
In these clrcumstances it became an absolute necessrty to have
another popular entertainment along the same lines which will be

open to all. This paved the way to the birth or a new hxstrnomc
feature.

"Phere is an iaferesting legend which bespeaks the origin of &
new classical art out of Krls‘hnattam The Raja of Kottarakkara m
Travancore, a contemporary of the Zamorin ‘who invented Krlsh;
nattam, requested the lalter to send hns Knshnattam troupe to bis
place for a performance The conservative Zango);m refused the
fequest point-blank. Thereupon, the Raja of Kottarakkara decided
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to meet the insult by inventing another drama. He adapted the story
of Ramayana as the theme and named it “Ramanattam™ as against
Krishnattam.

One forward step he took in his drama was that his compositions .
were not exclusively in Sanskrit as was the case with his forerunner
in the field. Ramanattam was in a8 mixed language of Sanskrit and -
Malayalam, giving more importance to the latter. The method of
presenting the drama on the stage was not altogether different from
that of Krishnattam,

The name Kathakali was given to Ramanattam only when
another poet-composer, the Raja of Kottayam, adapted some stories
from the Mahabharata. It did not take long for other gifted poets
to compose many other stories for the purpose and it soon became
the accredited fashion of the day for every writer to try his hand at
Kathakali which ultimately developed into a separate branch of
literature in Malayalam.

TRAINING AND REHEARSAL

It is during the winter season that training is given to aspirants
Usually boys between the ages of 10 and 14 are recruited. The place
where training is given is ‘traditionally known as “Kalari” which
means literally, school. ‘“Asaan’* or the instructor receives his
+Dakshina” or fee from the aspirants first at an auspicious hour of
the day, and in turn he gives everyone of them a piéce of cloth
called *Kachcha’ to be tied around the loins.

Then commences a course of tremendous physical exercise. This
takes place every day till the boys perspire profusely and their bodies
become fatigued. Later in the day they have t lie flat on the ground
upon their back when the instructor applies a specially made medi-
cated oil mixture on their bodies. The instructor then nmessages the
body with his legs as well as his hands. Every inch of the boy s body
up to the neck is thus massaged for about two hours at a streich.
The face also is rubbed smooth with the oil to give the chin,
eyebrows and cheeks the required form.
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_"So much done, tire boys take a bath and after the routine meals
‘they again come to the class to learn the Mudras or hand péses and
various types of dances. For three months consecutively the boys
undergo this severe training; at the end of this period they are
usually allowed to take the role of minor characters. In other words;
three months’ regular course gives them merely an initiation into the
field, and it requires another six or eight years of regular training to
make them expert artistes The physical exercise goes on only for
three winter months; for the rest of the year the students travel
around with the experien¢ed troupes of artistes to gather first hand
knowledge of acting. The physieal exetcises and the massage of the
body with medicated oil give sufficient suppleness and agility to the
body, every inch of which should be highly pliable for good
performance.

THE MAKE-UP

.- The process of make-up and dressing is as elaborate as the
training given to the artistes. The materials for the make-up and
dress do not cost much even in these days of inflation. Clothes of
different colours, card-boards, coloured paper, pearls, peacock
feather, rice powder, lime, turmeric powder and charcoal, are the
important materials required by the troupe to meet the green room
requirements. With coloured peacock feather, they make the head- |
gear, called ‘Kiritam’. With light wood and coloured paper the
breast-plates and other ornaments are easily made.

If the performance is to commence at 8§ PM the actors retire to
the green room as early as 6 PM to finish their make-upin time.
The artiste first washes his face with water, and himself darkens his
eyebrows and eyes with collyrium. Then he makes a'small line
around his face along his cheeks to touch tbe chin just below the
{ower lip.

This is the border on which another expert is to work for two
hours building up a white thick border with rice powder and lime
mixed together. This is Chutti, the most artistic of face make-ups
and the most intricate manual work for the make-up man. Chutti is
put on the face of some male characters only and never on the face
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of a female character. After finishing the Chutti, the, amctp is left
to himself to. complete his face make-up and dressing which is .pet
a;( difficult task. .

THE 'CHARACTERS

‘According to the difference in the face make-up, thg character
‘in Kathakah fall into the foﬂomng types :

. PACHCHA (Green):, Gdod natured peoplé, usially kings and
lords, ate represented in pachcha which derives its name from the
green paint given to the face. Krishna, Rama, Arjuna, Bhnna,
Yudhishthira, Nala are some of thc characters who come under
Pachcha.

KATTI (Knife-shaped): Crooked and wicked charactcrs, even
if they be kings and lords, are differentiated from Pachcha ‘oy a
knife-shaped reddish marking on both sides of the nose, stretching
to the cheeks: ' Duryodhana, Sisupala and Ravana ¢ome utider this
category. e '

] TADI : . (Bearded) More wicked persons arg prcsented w1th a

beard which gnvcs them the name Tadi. There are two types of
Tadis, the white bearded ones called Vellattadi and the red bearded
ones called Chuvanna Tadi. Hanuman is an example for the former
and Dussasana of the latter.

KARI (Black) : The most wicked characters, both male and
female, paint their faces black and wear jet black dresses. Raksh-
asas and forest-dwellers come under this division. Kali and Siva in
the guise of a hunter are represented in Kari.

MINUKKU (Shining) : Females, brahmans and sages do not
have Chutti or the white border on their face. Their faces are
painted with shining yellow colour and hence they are called
Minukku or the shining ones.

A few insignificant characters like the charioteer, mahout,
messengers and servants do not have any special face make-up.
They simply paint their eye-brows with collyrium and wear white
~ urbans. Minor monkey characters and old woman wear masks.
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It nfnst be specmlly mentnoned that make-up in Kathakal .js-
~dcvised in such ! a manner as not to‘betray the face-cut of any astista.
“This specxallty in the make-up helps the andience 10 have a constant

and consistent conception of a particular character notwnhstandmg
the pecul;antles of the face-cut each artiste possesses.

The dressing below the waist is 'done in a manner faéilitating
free movement of the legs while dancing. This aspect of dressing
will be invariably the same ifor talmost {all characters with the
exception of the minor and less significant ones. "
NSTRUMENTS AND MUSIC

Four types of instruments are used in Kathakali. They are,
Chenda (drum), Chengila (gongs), Ilattalam (cymbals) and Madda-
lam (a blgger variety of Mndangam) The first three are known all
over India. -But the fourth one, Maddalam, more correctly known
4s Vira*Maddalam, is an indigenous instrument of Kerala. And the
tombindtion of these -four instruments is something very pecuhar
the revérbetating sound they produce havmg hardly anything equal
1o it oufsidl@ Kerala: - - ool s

Of these four instruments, Chengila and Ilattalam are handled

by two musicians. They regulatq the timing or tala which according
to Kathakali, are: e

Ekam (1) Cempata Adi (8), Jhampa (10), Triputa (7), Atanta
Ata (14), Pancari-Rupaka (6), Muriyatanta-Caypu (334). Figures in
brackets indicate aksharakala or beatings. The Kavittam or the
Vaytari of the above Talas goes thus: Ekam: TEL.

Cempata (Ad)): TEI-YYAH-TA-TA. DHI-HI-DHI-HI.

Jhampa: TEI-HITA-TI-NTA-TA-KITA-DHI, DHI,
KITA.

Triputa : , DHIYAM-TA-DHIYAM-DHI-YAM.

ATANTA : TAT-HI-TA-TA-TA, DBI, HI, TA-TA

TA-DHI-HI-DHI-HI.
13
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The chief musician known as Ponnam or Mnnqa\ mntes the
padam first and his assistant (Sankm) repeats the same thus giving
the actors scope for presenting the idea through gestnres.

‘Music for acting’ is the dictum followed in Kathakali. Katha-
kali musio, therefore, has never developed into higher technicalities
reached by the Desi style of Carnatic music. No Kashakalf musician
ever need learn the ‘Saptasvaras’ to become an expert in his profes-
sion unlike other musicians. The Padams with their respective ragas
are taught by his instructor in the traditional method, .in which . the
Arohana and Avarohana of the Svarasthanas are never practised
with the help of Sa Ri Ga Ma Pa Dha Ni, the seven fundamental
svaras. Instead ‘they use “A” the first letter.of their alphabet in
1earning the Svarasthanas. .

The Sopana style of music peculiar to Kerala is not anythmg
different from Karnataka music; only the modc of rendering is
distinctive. Generally sopana music.uses slow tempo, long pauses
and plenty of accentuated gamakas or graces, particularly the
andolita gamakas, This gives a characteristic aesthetic effect.

N ¥4



Tyagaralas VIEW of the Divine (Rama)
WILLIAM LACKSON

Tyagarsja celebrates various aspects of Rama, from the excel
lences of Rimia; the royalperson and pebtector, to the transcendenta-
qualities ‘éf* Rima the supreme being. We may look upoan these
aspects as reflective of sources such as VilmTki’s Rsm!yana and the
Adhyitma Ramayapa.

(A) Rama as Depicted by Valmiki ¢

‘Many of Tyagarija’s songs delight in the form of Rama
characterized by Valmlki, as- we have seen. In some. the saint
extrapolates from scemes of the epic and creates a vivid picture it
song. For example, in 4lakalalialadaga (““Seeing Rama’s swaying
locks™™) we are given a sound-picture of Visvamitra’s ecstasy at
seeing the motiion_of Rima's long hair: ‘

P. Seeing (Ramé’s) dangling ringlets
How the royal sage’s gladness grew!

A, With unbound charm,
when Mairica’s pride was downed,
(R@ma’s hair swayed, and)

P. Seeing (Rama’s) dargling ringlets
How the royal sage’s gladness grew!

C. (And when Rama,) understanding
the eye-signal of the sage
thunderously cracked Siva’s bow,
Seeing that glow on the face
of the Lord adored by Tyagaraja, and

P. Seeing (Rama’s) dangling ringlets
How the royal sage’s gladness grew!

With almost puzzle-like compactness Tyagaraja has composed
this song around a feature of his beloved as a youth, with no mention
of Rama’s or Vidvimitra's namzs. There are sarigatis of expanding
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range parallehng the increase of the sage’s rapture, and ina kmd of
musical pun when Rima’s wavy-haif is mentioned there is an oscil-
lating embellishm:at which aurally suggests curls.? The Telugu
words for “curls” or “‘dangling ringlets” which Tydgarija uses are
also wavelike (alakalalialadaga). Thus, the youthful Ragmna of the
Vaimiki Ramayapa is imaginatively evoked in rlpphrrg notes and
-nomatopoetic words.

Besides glorying in Rama’s physical beauty, Tyagaraja celebrates
Rama’s integrity, his Dharmic virtues and his might. For example
in Okamaga® the saint praises Rama's singleness of expression
fidelity, and power :

P. Mind the mao whose word is one, who wins
With a single arrow, whose vow is with one wife!

A. Never forget the single-willed one
Even for a single day! (Mind the man....)

C. He will bestow a lengthy life,

Heavenly raptures of the celestials—

He is the one who is preseat in the world,

The Lord adored by Tyagaraja! (Mind the man...)
Again, Tyagardja has managed to praise Rama without mentioning
his name, depicting him evocatively by suggesting his integrity and
sureness of aim. In a number of songs Tyagaraja appeals to Rima
as righteousaess incarnate, dharmatma,—the very self or soul of
dharma—Ilaw, piety, propriety.* Quite early in the Valmiki Ramayana
there are lists of Rama’s good qualities,® and many of these are
found in the songs of Tyagarija.® In these descriptions Rima is the
ideal person replete with many virtues and talents.

For example, Rima’s sweet speech is well known in the
Ramayapa; Tyagardja also sings of this quality of Rama in
Palukukanda :
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* histen; Ordadios! .- His speoch is sweefer

« Than chunks of candy.made of pure sugar!

- In theidurbar hall; Raja Rima calls his servant
And-he speaks with'lovs: averflowing,
Speech much sweeter than sugar candy, ' ladws—hsten!
Listeniag graciously to'the music of
The choicest jewels among celestial damsels
And watthing the excelient dancers depicting pangs
Of love in deparation, full of tasteful enjoyment .
He praises'them to Tyagarsja, and his speech
Is much sweeter than chunks of sugar candy—Listen, O

ladies...”

In some songs Tylgardja sings of Rama as an ideal king; for
example, Sarasasamadana® (“You are the artful expert”). In this
song it is said that Rama was very skiliful in the use of the ruler’s
traditional strategies, but the Rivapa, who called himself Siva’s
greatest votary, was igonorant of this fact. The four skills of the
ruler are: 1. Friendly persuasion, the use of conciliatory words.
2. Gifting or conceding. The carapam says that Rama offered to
give the permanent gift of Ayodhya. (This proposition is not found
in the Valmiki Ramayapa.) 3. Dividing—causing dissention and
thereby conquering. 4. The use of force. The escalation of
strategies, which is reflected in notes pushing higher and higher,
culminates in Rama causing Rivapa’s death, as a 1esuit of the
titan’s ignorance.’ Rima, as the skillful roler, has done the
peedful.

Vinayamunany,’* (““How humbly trailing bchind Vigvamitra®)
reconstructs the Ramayana in condensed form by deftly mentioning
episodes in the context of an impatient mood in which the devotee
is desirous of seeing Rima and his various aspects. This lively song
is based on a folk melody and rhythm, and also on a song-pattern
established by Bhadracala Ramadas. One of its unique features is
‘the use of four synonyms in each carapan to mention some aspect
of Rima at different times in his career. In the first carpam four
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different words for feet-are-used; and four inktandes 4n'thé Ramiyaga
in which thé feet figure: when “Rima trod. the path behind
Visvamitra, when-he revived Ahalysy when he shatéeredidiva’s bow,
when his feet were washed by King Jduaka with milk/ Tysgaraja
asks when he will see those feet. Next; ' Rama’s bands are’'megtioned ;
the fingers which lovingly:tied SIita’s wedding tiecklace, which
appropriated the partial avatdra Parasurama’s prowess Wwith a bow,
which slew Virddha the dempn, -and which. protected - sages. Then
come four names for Rama’s arrows, and the feats they accomplished -
The fourth carapam concerns Rima’s eyes, and uses four different
names for them in allusions to four dlfferent occasxon; Then in
the fifth carpam the glories of Rama are brleﬂy sketched : the
wonder of Rama seated in the glorious chariot of the air, the
exuberance with which Rama clasped Bharata’s hand, the elegant
sight of Rima seated on the golden Lion Throne; dnd Rama being
adored by alljthe great sages aad kings. 'The:sixth éaranam is
composed of epithets of Rama, including “‘tle ‘changeless, beloved
by the greatest devotees.” A song like this is more easily writtan in
Sanskrit and Telugu, whish contain more synonyms than English
This is a clever song, simple, and yet composed in a calculated
manner, perhaps too deliberately organized and' elaborate to have
been the product of a trance, or a sudden outburst of passion.!!

Other Ramayapa-epitome songs, such as Srirdmajayarama'®
express the feelings of a devotee for whom the story of Rama is.
salvific. Jagadarandakdraka®, (‘‘Cause of the cosmos’ bliss’’) which
is a paficaratna masterpiece of Tydgardja, also lists many epithets
and briefly mentions occasions in Rama’s career. This song and
others employ hyperbole, superlatives and epithets which kindle joy
in the listener’s mind. Thus, when Rama is called “Parrot in the cage
of Om, Siva, Brahma, Vignu incarnate” in Jagadanandakiraka, or
when Tydgardja sings . ‘‘Lord, you are Rama, Rama you are Siva,”’
as he does in Deva rama riima mahddeva,®® there is no contradiction
sensed by most Hindu listeners, who realize that Tyagardja sang in
exultant moods aund did not write philosophical tracts or treatises
«<n mythology.
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use Tnrfact, seemingt ciwadictions crop:dpionty whish one compare
- mbbes written in diffefent mobds in praise of differént facets of Ramas
For example,:in one: sang it is said that the work :of creating, maité
taining and destroying the universe.was unworthy of Rima, and 08
be delegated the trinity to do-it, leaving him free to “give devotees
their bearts’ desires.”®  Butin another song, Tyagaraja asks Rama~
about his activities as creatar of the'drama of creation, which includes
the story. of Rima .and STt&; and the oreserving of the universe :

Ye oLt - . s . - 4
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‘ In’ whlch pld'cexdld you leam this, O Rama?
‘ and why g0 to su.,h a bother?

Wxth Sllﬁ Lakgmana, Bharata. Rnpughna, ,
Hanuman and othqrs——-to play out thJs drama-—
W,hqrem thp,wo,rld did: you learn this "
and why go to such a bother?

Did ladies ask for diamonds and jewelry?
Dld brothcrs and parents ask for food?

&

D|d the best of devotees wnth good character call?
This lOng-runnmg my 0 Lord adered-

METH

By Tyagarlja, where dld you learn to stagc it
and why, O Rama, 36 to such a bothet?"

Some of tho:songs depict Ramayana incidents, such as the
twanging of Réma’s ‘bow during the bastle.”” In other songs of
Tyagardja, Rama is the hero, of the Ramayana, and yet transcends
that depiction: Rima.is more than the ideal king—he is the all-
pervading supreme being. Tyagargja scems to have known the
Vilmiki Ramayapa well, but he was not limited to that understand -
ing of Rima, because he was famﬂm with other traditions.® Rama
is a divine figure in all the songs."” In some songs Tyagardja scoms
to play on seeming contrad:ctlons, m one® it is said that, Tyagaraja
is not a protectorless person, but that according to seers who know
the Vedas, Ranta is without a protector (i.c., the Lord is the eternal
protector); while in another song?' he says that great sages have said
‘that  Rama is’ one who is ‘“‘dependent on the devotece” Thus
Tyagaraja: uses various facets of R,ama s chatacter as hns moods
necessitate. : : :
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.. Yet it is Rama as.depigted in.the Vilmlki Ramiyana: sho' can
take a personal interast in TyAgarija—he can beivividly imagioed da
she form of a divine image, and lie can appear in.a dresus or tranve.
And as one song (Rama rama r@mea covidrd) assérts, Rama éahi 106%
into Tyagarija’s eves and reassuringly advise him:"*This s the wise
way.” Without this guidance, Tysgarija feels like “an unbétrothied
Jady whose marriage necklace has not been tied.” : This-personal
relatienship is possible, based on the:image of Rama 'presonted by
Vilmiki, and Tyagarija’s gift to South India is to take the possibi-
lity even further, making Rama more xmagmablc with evocative
kritis which have a strong appcal For example, the faith in Rima
as one¢ who takes personal interest in the care of his devotees is
touchingly sung in Nanu pa‘limpa nadacl also The first line of this
song means: “Did you come all this way on foot'to be my protector,
O Lord of my life?” " The Lord Rfama is- p&rceﬁre&‘a& concerned,
involved in Tyagarija’s destmy. g ok

Because . Rama has powe; over the qlanets{, y\ghxch are thought

to rule dcstmy, he may ba appea]ed to, relled upo?, ar()d loved!
-' 7} f, Pz o vt ‘f;} 511

What power do,plapetshaved ... .
’l; he strength of Sr1 Rama’ s bl}essmﬁ .
L (IS FO (N Vi
S oafe tbat s thg real fgrﬁe yii s bom '
For people medxtat‘ixg

1ot ithe formy of e Logd: fuld raf-spinder
sito ol gkt $ie nineplanetstipowes2 S io
¥t S stalr e ptdt, el quiruple “LibiiSi
j‘é’g?o ‘desite; ahd the dther fol%i Horw
St i gag e 8%y the Elord
Whohf)ﬁ"yaé‘arﬁﬁé ‘dheFSiher nectar-blbbé‘rs Gdifte
;S0 what‘ é':f E‘iﬂaﬁets‘d’o"‘ bennC B

B i Uisi aftiviz
Bemg b!essed by §n Ranig
%h 'I‘f“m”?is‘ fintese it
it afone'is the teal force
EETEEIS VOIS YN I 3174 B TS PRIE T OET 2. SYeFR T3 [7) LERVS TUT IR

Rimg's: blessms is piotused) in, m&amaam% au qusm zm §alw,ﬁ¢
sign-to. hlshelpgrs‘and devolges: .. e i ek

‘Tysgaraja’'also praisesi8l1a as- she appaa»rs /in 3hc Valmlki
‘Ritnayana, dwelling on her:folé during the first years.of exile;: when
she was Prince Rima’s helpmate : '

v by Yoe
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O S1ta, who is your equal?
Always together with the Supreme Lord
You stayed near and served
To provide wealth’s comforts;
O S1ta who is your equal?
Knowing in your mind that he
Had to live fearful places
out in the forest,
O golden-bodied lady
In each and every place

you made arrangements
So he would have kingly comforts—

O Goddess, adored by Tyagarija,
Sita, who is your equal?2

The implication is that as a dutiful woman, serving Rama, in life’s
various difficulties, Sifa had no equal. Both Rima and Sitd as
transcendental beings are sung in other kinds of songs.

(B) Réama as Transcendent

THE ADHYATMA RAMAYANA, AND OTHERS

While we know that the later recensions of the Vilmiki
Ramsyana contain glimpses of Rama as cosmic transcendental being,
that aspect of Rama’s character is stressed more in other works, such
as the Adhyatma Rama yapa. Tyagaraja, according to musicologists
such as P. Sambamoorthy, T. S. Parthasarathy and V. Raghavan,
was influenced by the Adkydrma Ramayapa and advaita sources in
various songs.

The Rama of the Adhydtma Rémaydpa is quite obviously a
transcendental being : i ‘ R

Rama is the supreme self of the universe; beginning-
less, he is bliss itself and is the one supreme person,
Having created the entire’ universe via his own power of
14 s e : . RAEEaLeL SRR TERE AE ' NG
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illusion, he pervades it within a’nd'wit’hodt, as space does;
although he dwells within all, his nature is hidden from
all...» ‘ ;

P

Tyagaraja sometimes speaks of Rama in similar tefms. For
example, in Mari mari ninné, Tyagarija addresses the Lord as
sarvantaryami—*the inner soul of everything.”’?®

Y

In another passage of the Adhyatma Ramayapa, Sita is explain-
ing to Banumin :

Know Rama to be the supreme being, reality-con-
sciousness-bliss, without a second.. Know me to be
primordial nature, the creator, preserver and destroyer.
By mere proximity to him, I vigilantly create all this.
Rima never moves...or grieves, or does anything.??

Thus we see that not only is Ra&ma spiritualized in this literature:
Sita is as well. She has a more dynamic role than the one usually
associated wlth her part in the Valmiki Ramayana, and this i:
reflected in at least one Tyagaraja soug Ma janaki®®, seems to play
on the idea of Sita as Sakti, or divine power. The unusual poin¢
of view presented in this song has led some to place it in the
supposed ““lost opera” of Tyagaraja, Sita Rama Vijaya:

P. Because you caught hold of our
Janaki’s hand you became a Mahirija!

A. Emperor! fine lotus-eyed
Lord, listen; you won _
shining fame as R&vana’s slayer (Because...)

C.  She, when she went with you
to the forest, not overstepping your command?®®
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made an illusory form, feMaining
herself there in the fire—
(the illusory (form) -
.went along with the demon;®®
seated under the Adoka tree,
she did pot kill him .

with her piercing stare, O great hero— thus
did she not bring about your fame? (Because...)

One scholar, T.V, Subba Rao, has written that Tyagardja
composed this sorg from the point of view of Goddess worshippers.
who “read and interpret the Ramayaga of ValmIki as if STta were
Mahi Sakti by whose energy the jagat [creation] moved.”” Rao’s
contention that the ancient mother goddess tradition celebrated here
is intentionally expressed in the exultant notes of a raga which is a
very old favourite of the @divasis (original inhabitants of the region)
who were members of the goddess cult may be correct 32 In Kerupa
jadavamma® (“Look on me with compassion, Mother”’) Tyagarija
says that he reveres the goddess, seeing her as not being different
from Rima and Siva. In another song Tydgardja says that other
faiths (than devotion to Rama) foster lust and arrogance, but the
reference is vague.3 And in another song Tyagaraja asserts that

Rama is unique :

Rima is the only one there is, -
so don’t be ruined vainly, o my mind!

Appearing in the central orb (or “‘egg™)
of the fiery sun

Rama is the only one....

He is the one free of dark inertia
and other strands

He is the soul of virtue, he
is the same to ail

He is the Giver of well-being,

Rama is the one who is kind to the heart
of Tyagarija, the only one

there is who pervades the universe, so don’t
be ruined vainly, O my mind!*
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THE ISSUE OF SUPREMACY = = PP

Though he was a lifelong devotee of Rama, '!'yﬁgarﬁja some. -
times composed songs to the Goddess,® to Siva, and to other
deities.® In some songs the saint says that Rdma and Siva and the
Goddess are the same.®® * In othes songs,*®. Rama is said to be the
best of Vispu's ten avatdras, or that-Rima is superior a“mong the
trinity.4 In Mummiirtuly (‘“The three forms”) Tyjgardja says that
Brahma, Vigpu, and Siva jointly praised Rima whern they found that
his virtues out-weighed theirs; at first lhey had not known who he
'was but then, convinced of his supremacy, they worshipped him.¢!

SR

The issue of polytheism_ has been a troublesome one for gene.-
rations of Indologists. Over a century ago Max Miiller offered a
wvariation on henotheism as the solution. In this century Ananda
K. Coomaraswamy and others have tried to convey their under-
standing of the many names and forms of God in Indian traditions.*®
In popular Indian religions we find exponents of Upanigadic monism
as well as Hindus who profess a belief in many gods. Sometimes
apparent incomsistencies in statements about deities are not as
contradictory as they first seem to be.® In Tyagaraja's songs
passages are found where Brahma, Vigpu, and Siva are said to
worship Rama. This sort of scheme is common is Vaigpavism.
Riamanuja, in the Vedartha Sangraha, for example, depicts the
Viggu of the srimirti as at a lower stage of creation than the full
cosmic incarnation of Viggu.*

Perhaps the pandits are right i in not placmg too much import-
ance on which name is given preeminence at various times. The
occasion determines the focus of rhapsodic superlatives. In a song
celebrating Rama, Rama will be at the centre, honoured with lavish
praise. In a song celebrating the Goddess, sung at certain festival
‘Occasions and in placss dedicated to her, she may be mentioned as
equal to Rama, and as an unequalled source of mercy. For Tyaga-
rdja, Rama, his personal deity, contained all other forms of the
divine, hence an internal reconciliation was effected, which might
appear externally as contradictory. Rama, as the *“primordial
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source of the three forms” (Dayq rani, daya rani ("Take gu‘y ")

* gmanates the other forms, and so they sﬁoul& likewise e honoured.
m(\tl;mtqiy,1 Ty!igarﬁja sees Rama a8 “Destroyer of the’ différences of
creed among’ peopfe, qn ' “Lord free from delusion.”® It is true
that devotion to Rima and his name was “acceptable to Vai‘snavﬂes
and Samtes ahke.

OTHER TRADJTIQNS 'AND SONGS OF RAMA

Other traditions to which Tyagaraja was heir also provide a
context for Tyagaraja’s view of Rawa. For example, Tuls1’Das in
the Rama Carit Manas states that “He who does rot love Shiva’s
lotus feet cannot please Rama even in dream.”” And Siva, for his
part, wanders with his heart fixed upon Hari, who is “the joy of the
whole world.*® -“And whom does Rama hold more dear than
Shiva?’%® In the same work, the goddess Satl, Siva’s consort sees
“Innumerable Shivas and Brahmas and Vishnus, each excelling in
majesty, bowmg at his [Rama’ s] feet and doing homage; all the host
of heaven,” in fact, is worshipping Rima.®® Obviously we are in a
realm intended to hoggle the mind which constructs neat categories.
The gods are meantioned to indicate ineflable glory, not to delineate
an organization chart of the upiverse. -Tyagaraja admits that even
the Rama of the Ramayanpa is indescribable—in Vacamagocarame,s*
the first line raisgs the question, '

P. Is it manifest by ward of mouth, O mind?
Is it possible to describe—the glory of Rama?

N

In other songs too, he despairs of ever depicting Rama’s beauty,
and might, and glorious reality.®? Yet, in another mood he can
speak of his mission in life, his very raison d’etre, in almost egocen-
tric terms : “without you there, can Tyagarija sing your praises?ss
Rima is “the incarnation of pTyagaraja’s love,” it is said in one
song, while in another song the saint insists that Rima realized that
the very reason for his (Tydgarija’s) birth was to satisfy his yearning
1o praise the Lord.5¢ In yet another song he asks why the Lord was
born, lai;d suggests that the reason was to grant boons to Tyagarija,
who made a garland of kirtanas for him, with various rdgas.5
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N C Rama m Songs of Duahty and Unity
The songs of Tyﬁgaraja deplct Rama as both dxvme power aqd
divine beauty. Because Rima is-powerful, he can protect dharma
and shelter the devotee who takes refuge Because he 1s beautiful

he pleases :

k]
P. O black lovely-limbed one, you are might itself,
An ocean of virtues without any darkness!

A.  You light up this world, Ramacandra! (O black ..)

C. You trample the pride of the wicked ones,
You play in the hearts of the pious!
Come, O my divine favourite—in this world
is Tyagardja different (from his personal Lord)?

P. O black lovely-limbed one, you are might itself

An ocean of virtues with nc trace of darkness!”® As in so many
songs, Tyagaraja leaves his thoughts in the .form of a suggestive
question, rather than a pat answer. His igsadevatd is a charming,
powerful and mysterious form of the formless ultimate reality, and
hence Tyagardja, as an advaitin, ultimately is not separate from that,
Tat tvam asi, the Upanigads declare; “Thou art that.” Yet, it was
not a philosopher that Tyagarsja found his realization of the
supreme; it was in the realm of music.

Still, in several songs we find evidence which makes us more
curious as to where Tyagaraja is to be located on the map of bhakti,
His personal focus differentiates him from North Indian nirgupa
bhak ti traditions like that of Kabir, yet he does sing in praise of
deities other than Rama, and to the formless supreme. How does
a bhakta, who experiences dualism, reconcile his devotion and
surrender with the cool wisdom of philosophy, which knows only
unity? This issue of ambiguity is not so much ontological asitis a
problem of having a separate will, 1f there is no separate will, then
one disclaims responsibility for one’s actions. If the devotee asks
the Lord, a higher power, to save him, he emphasizes separation.
The advaitavadin mood is found in Teikalai Srivaispavism in the
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doctrine emphaslzm‘g the Lord’s'active part and the devoted person’s
" surrender and ultimate’ honreSponssbnhty 57 Tyagaraja sings of this
~ dilemma more than oncc. :

In such songs as E dari sancarinturd Tyagaraja displays au
honest and goodnatured bewilderment at the situation : -

P.

A.

Which way shall I travel here—will you tell me —

Giver of alfl ..that’s auspicious, unbegun, mlddleless
endless Lord, with, your lady Slta, vast v1rtue-mmc
(Which way...)

If I proceed on the path of saying “l am the All”
You will say I’ve abandoned responsibility...

But if I'm always saying ““Lord, save me!”

You will say ““This man sees nothing but dualityl”

Which way shall I travel here—will you tell me?

To Tyagaraja’s relief, questions which cannot be answered may at
Jeast be transformed into beauty of melody, and what cannot be
described may be sung.

In another song Tyagaraja ponders the puzzle from another
angle, as if to measure which path is the more joyful :

Is Divine Unity supreme happiness,
Or is the soul’s and the Divine Beloved’s
togetherness ?

Which reality is the happiest?

Listen, O Pure Consciousness! :

Hear me, O Universal Witness!

Answer me in detailed fullness :

1s Divine Unity the supreme happiness .

Or is the soul-and-the-Divine-Beloved's
togetherness?
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- Which-of theso vealitics is:the happiest? ... . ..
© Throughout sky, and wind and sun and sarth -
And the other parts of the universe; P

Amongst Vigpu, Brahma, Siva, and Indra
and the other cclestials, ’
Amidst the very best of the lovers of the Lord,

You play and peryade, and prevail—

You are the one Tysgarija adores;

1s Divine Unity supreme happiness

Or is the soul’s and the Divine Beloved’s
tegetherness?

Which réality is the happwst’)53

In other moods Tyagaraja is more certain, and rests in the
security of surrender. In Ni cittamu®™ (“Your will”), for example,
the unity and peace of surrender are celebrated ;

Your will is my destiny, O lord!

(What you think is my fate!)

Causeless Lord, 1 am yours

There is »o reasor for me to plan -

I’ve taken refuge once and for all (Your will...)
Whenever I see other gods

In my mind I find only you there

Shower your mercy on me as you do

To ray fellows in this world

O Lord adored by Tyigarija‘(Your will...)

This song still expresses duality, though the saint sees only the Lord
in the various forms, and asks fot:blessings, ' ‘Paramatmudu® (‘““The
supreme being™), said to be oue of Tydgarja’s dast:songs, seems to
be a song of advaita realization, which-holds.a blessing for listeners:

The supreme being ‘gloriousty glows
May th'% dawn upon you happily; / ©
Calling lim Vigio!: ‘chlling him Sivd,
They say he’s in people and’ eelestibfs
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In absolutely evcry last of the

ten million universes! (The supreme...)
Being in all that’s made of sky and wind
Fire and air, in beasts and birds,
And hills and trees by the tens of millions,
Always in the lifeless and the lively,

The Lord whom Tyagaraja adores in this world . . . In another
ong, Tyagarija pleads for the experience of non-duality” Medijtating-
deep within, let me become one with you.""®! But it is actually in the
ealm of music that Tyagardja most often seeks both happiness and
ultimate reality. Thus, in one song the saint tells Rama. “You
nspired me to sing Kirranas known to give delight and release.”

Key to abbreviations :

KVS 1&11 Tyagaraja Keertanalu (in two volumes), eb..
Kalluri Veerabhadra Sastri, Madras : Kranti Press, 1976.

SHT The Spiritual Heritage of Tyagaraja, C. Ramanujachai
and V. Raghavan, Madras: Sri Ramakrishna Math. 1966.

SIM Studies in Indian Music, T. V. Subba Rao, Bombay. Asia
Publishing House, 1962, 1965.

NOTES '
* 4lakalallaladaga, SHT p. 180; KVS 1 p. 258.
2 T, V Subba Rao, SIM p. 73.

3 Oka mafa. SHT p. 202; KVS, I p. 351. There is a tradition
that this sung in reply 10 a nephew’s request that the ccmposer
marry a third time. Sambamoorthy. GC 11p. 268. For Ananda
Ramayagpa iufluences, see V. Raghavan, “Tyagaraja and the Rama
yanas other that Valmiki's”  Music Academy Souvenir (Madras-

1974).
15
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‘E g., Dharmatma, SHT p. 354. Cf. Valmiki Ramayana 1-1-17
In Aranyakainda. Chapter 37, and elsewhere, Rima is spoken of as
““duty personified.”

5 Valmiki Ramayaga, I. 1. 7-18. Among the epithets and
descriptions given there are;

“Belonging to the Ikgvaku line ... self-restrain:d, majestics
firm, the Lord (1. 1. 8.)

“Wise, having correct behaviour, eloquent. charming, destroy-
ing his foes, broad—shouldered, long-armed (l.1,9)

‘“‘Broad-chested. the great archer ... with beautiful head and
forehead, having a graceful gait (1. 1. 10)

. Blue-hued, resplendent... large - eyed, prosperous,
having auspicious markings (I. 1. 11)

“Righteous, true to promises, beloved, carer for the welare of
people, famous, wise, boly, radiant, dutiful, whose meditation is
deep (1.1.12).

“Guard of the world-soul. dharma’s guard, Veda's truthkaowe
1.1.13)

“Knower of the nature of the meaning of all dastras, havin
tradition (smy¢/) brilliant, beloved of all the world, of undepressed
spirit (2.1.14;.

‘“Approached as the all-bestowing by the good, one who is same
to all, w.iose sight (darsan) is beloved (1.1.15).

““Endowed with all good qualities, ocean-deep, snowtoppea-
mountain calm . .. (1.1.16)

“Like Vigpu in firmness . .: in anger like fire, in endurance
like the earth (1.1.17)

« In trath like the highest dharma. endowed with good
qualities, Rama, who has the strength of truth (1.1.18)
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% See T. S. Parthasarathy, et al., S riramapiijavidhi— Namartha-
Sahita (Madras, . 1969), This book is a compilation
of the epithets of Rima found in Tyagaraja songs printed in Deva-
nigari and Tamil scripts for use in worship. In Tanjavar. during
1982, 1 witnessed a p#jg in which these 1008 names were recited

a flower for each one being placed on the image of Rima which had
been worshipped by Tyagarija.

" Paluku kapda. SHT pp. 185, 487,

8 Sarasa samadana SHT pp. 202-203; KVS 11 p, 213.

*The Arthasastra and Pafcatantra outline these stratagem,
T. V. Subba Rao interestingly compares the structure of this chara-
cteristic kriri to a Euclidian theorem : The pallavi is an abstract
of Rima’s skills in four areas; the anupallavi relates these powers to
Ravana especially; the caranam offers the conclusive examples of
proof. SIM pp. 131.216. E. N. Purushothaman, in Tyagopanishad
(Hyderabad: Andhra Pradesh Sangeeta Nataka Akademi. 1975) dis-
cusses the four skills on pp. 329-332. The Bhusundi Ramiyana was
a possible influence on concepts in this song. See Book 111 for the
offer of Ayodhya as a gift.

10 pinayamunanu, SHT p. 246; KVS 1 p. 189,

11 The multiple words used in the carapams are ;
feet: anghrulu, caranamulu, padamu, kallu:
hands: karamu; bahulu, cétulu, hastamu ;
arrow: $aramu, astramu, bapamu, sayakamu;
eyes: kannulu, dyisti, netramu, locanamu;

beauty: sogasu, véduka, thivi, alaiikdra.

A Bhadricala Ramadias song is similarly patterned (Tavanard
manima, BR p. 268), as is a verse by Kulagekhara.
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Sri rdma jaya réma, KVS 1 p. 174. Sambamoorthy discusse:

this and other Ramayana epitome songs in G C 11, pp. 43, 149, 259,
332.

13 Jagadignandakaraka, KVS 1 p. 225
14 Déva rgma rama mahadeva KVS 1 p. 434,

% Manasa S'ri rémachandruni, SHT p. 228,

18 Etavuva nércitive. SHT p: 418.

" Rdma bana, SHT p. 295, XKVS 11 p. 121. This episode
ocurs in the Valmiki Ramayana, Yuddhakiapda, Sarga 56.

13y, Raghavan, “Tydgarija and the Ramiyanas other than
Valmiki’s”. valmiki Ramayana, the Mahabhirata, and the Purinas
speak in separate verses of Rama’s ““one word,” and ‘‘one vow,”

but the Ananda Ramayana adds the ““one arrow,,’ and mentions the
hree togetherin flve different places.

Tulsidas also, in a song
{Dinako deval) also speaks of the three.

1* It is especially non—Indian scholars who hold that Rama was
not always a divine figure in the Ramayapa, See eg., DH.H

ngalls “The Apotheosis of Rama. “Contra, J.L. Mehta, C3SWR
Bulletin 1979.

¥ Anathudanu ganu, SHT pp. 401-402; KVS 1 p. 252. Rama-
nujacari has translated andthudanu as  “a destitute.”” Perhaps
“orphan’ would convey the idea better.

2 Evarimdta, SHT p.276; KVS 1 p. 323.

2 Rgma rama ramachandra, SHT p. 487. Nanu palimpa nadic'i,
SHT p. 494. This song is said to have been sung when Tyagaraja
received a gift of a painting of Rama, upon the occasion of the
composer’s daughter’s wedding GC 11 pp. 88-89.
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. 3% Grahabalamemi, SHT p. 158-159,
* Sariyavvaré, SHT p. 123.
% Adhyatma Ramdayapa, 1. 17-18.
% Mari mari ninne, SHT p. 363; KVS 11 p. 70.
*7 Adhyatma Ramdyana, 1. 32, 34, 43.
B Ma janaki, SHT p. 123; KVS 11. 78-79.

2 T. V.Subba Rao disagrees with this reading (SIM p. 166.
miraka means *‘not disobeying” while miragd means ‘“‘disobeying”
‘On the whole the Telugu construction in this krizi is somewhat
elliptical. "

30 Kalluri Veerabhadra Sastri correctly notes that this is not an
episode found in Valmiki. but in the Ananda Ramayana and in the
Rama Cariia Manas of Tulsidas. (KVS 11, p. 79.

2 T, V. Subba Rao, The Hindu, April 13, 1949 and SIM pp.
164-1686.

32 This view was condzmned by some South Indians as too
esoteric or far-fetehed when it appeared in The Hindu, perhaps
showing that the song does not present Sita as she is generally
thought of in South India.

%3 Karupa jiudayamma, SHT pp. 53-55

% Katiu jésinavu, SHT p.204, “The three strands * are
sattya (purity, harmony. order, goodness), rajas (passion, fiery
qualities) tamas (ignorance, intertia, darkness) The Bhagavad Gitd
Ch, 13, ff.

35 Undedi, SHT p. 166,
6 Songs to the Goddess are found in SHT pp. 49-63.
87 Some Siva songs appear in SHT pp. 44-49; Subrahmanya

songs appear in SHT on pp. 64-66. Gapapati songs are found in
SHT on pp. 1-2.
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i

3 Karuna Judavamma, SHT pp. 53-54.

% Madilona. SAT p. 172.

‘0 Siggulmali, SHT pp. 265-266.

9 Mummirtulu, SHT p. 170-171: KVS 11 p. 92.
¢ Max Mueller, A History of Ancient Sanskrit Literature
(London : Williams and Norgate, 1859); Introductton to the {Science
of Religion (London: Royal Institution, 1873). Introduction to

the Rig Veda: Ananda Commaraswamy, Selected papers Vols. }

and Il. See also his A New Approach to the Vedas (London :
1933)

48 For example; R. Rangaramanuja Ayyangar in an essay
“ Sri Rama as Parabrahma *’ remarks that ancient texts ‘proclaim
Sriman Narayana as the Supreme Being immanent in everything,
the ultimate source of bliss and salvation.” He then lists 18 songs
in which he says Tyagaraja shows faith in the doctrine, But five
of the songs describe the Lord, som-timcs specially with the name
Rima, as being superior to the trinity. One of the trinity is
Vignu, and the name Nardyana is an epithet of Vispu No con-
tradiction is noticed in the statement that by implication Nari-

yana is superior to Vispu. Ayyangar does not feel a need to ex-
plain that the treatment of the trumurtt found in these songs is

common in Vaispavism. R. Rangaramanuja Ayyangar. Hislory
of South Indian. Carnatic) Music (MadrasR. Raongaramanuja
Ayyangar, 1972), Appendix II pp. XxX-xxi.

4 John Braisted Carman, The Theology oj Ramanuja (New
Haven and London Yale University Press, (1974), pp. 50-52,
164-166.

% Daya rani daya rani, SHT p. 501; KVS 1 p. 115

26 Gatamoha $ritepala:

27 Tulsidias R@ma Carit Mdnasa, Grouse. tr. (Bombay, Allaha-
bad, Benares: Ram Narain Lal. 1937) Bal. 113 (iii) 127, °
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. #7bid.. p. 51, Doha 85,
4 Ibid., p. 84. Chaupai 138.
% Ibid., p. 40.

8 Yacamagocarampe, SHT p. 187 KVS 11 p. 167: Discussed by
‘TV. Subba Rao, SIM pp. 179-183.

2 B.g., Intanucu varpimpa, SHT p. 177. Here Rama’s ineffabis
lity is said to be beyoud the powers of gods and scriptures. Rama’-
beauty is praised as ineffable in Sogaswjuda. SHT p, 181. Réma’s
might is praised as ineffable in Rdmabana, SHT p. 295.

58 Nivu leka Tyagardjunee gunamula rnetubadunu,

5t Césinadella, SHT p. 357 E paniko, SHT p. 247, KVS 1 331"

5 Elgvatgram, SHT p. 439; KVS 1 p. 349,

5 S'yamasundarénga. SHT p, 167; KVS 11 p, 189.

57 For a discussion of the issuzs of prapat:i and bhakti see John
Braisted Carman. The Theology of Rdmadnuja, (New Haven and
Loondon: Yale University Press, 1974) pb. 214-237,

58 F ddri sancarinturd, SHT p. 382; KVS p. 328, Dvaitamu-
Sukhama, SHT p. 393.

5 N cittamu nd bhdagyamu, SHT p. 452
8 Pgramdtmudu. SHT p. 226
‘Tanaloné dhvanifici, SBT p. 2:5}

63 Dgsarathi nt rupamu, SHT p. 437.
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The Parrot-

Its Greatness and as a Messenger
SUDHARANI RAGHUPATRHY

The various discussions on philosophy, art nnd literature
that I have had over the years with eminent  scholars from the
Saraswathi Mahal library, Pulavar Chockalingam, Prof. Thanga-
swami, Prof. Balakrishnayya, Mi.Pa.Somu, Dr. Nagaswamy, Mr
B.V.K. Shastry, Mr. T. S. Parthasarathy and others have Iled to
he expansion of ideas in the various fields. To-day’s subject is
just one aspect of those discussions i.e, about the parrot.

It might be relevant here to discuss briefly asto who the
messenger is and what his purpose. Dutah in Sanskrit and JThoothan
in Tamil meaning the messenger, is an ancient word and we find the
conveying of a message through various messengers even in the
Vedas. But attributing whole poems or Kavyas to the messenger
and message sending seems to have gained importance from the
time of Kalidasa in Sanskrit literature i.e, Meghasandesa and the
Sandesa Kavyas have a place of importance in  Indian literature.
We have Sandesa Kavyas in Sanskrit, Tamil, Telugu, Malayalam
and other languages.

Poetry conveys Rasa and Sringara is said to be the most
dominant rasa and that too Vipralambha Sringara is said to have
the greatest flavour i.e. (a) love in separtion (b) the yearning of the
lover for the beloved (c) expressing the wonderful times they had
had rogether, (d) now in separation expressing ths sufferings
that follow. Here comes the messenger: (a) through whom a
message of love may be sent (b) to bring the beloved back (c) to
whom the feelings may be expressed. So we have the Sandesa
Kayyas. Notonly are they beautiful and emotional but the
Kavyas give detailed descriptions of the routes to be taken by the
messenger. Hence we get the social, geographical and cultural
packground of the time and place.



PARROT AS . MESSENGER ..y a9 30 411 23

. Thete are various types of messéngers; In fact: there is no
end. Kahdasa in Megh,'isandcsa says -— ce

amarat wgft gamn Jaar %taﬁg ]

"It is the nature of one who is suffering from the pangs of tovs
to express his feelings to sensible and insensible things. The one in
love may address a_footprint, a tree, wind, rain even a  stone and.
what not, We find that both sentient (one with feeling) and ' non-
sentient (without feelmg) have been used as messengers.

Ao

&

In the Azhagir K'ﬂIal Vidu, Thoodu by Cho{»kanathar the
messengers are divided into 2 wi 8% Qurmerser i.e. persons.

as messengers and. SyobF&wre) Qurgerser ie. birds ammals
bees and so on,

GREATNESS OF THE PARROT:

Among the Birds, two Kinds-the Myna and the Parrot are saxd
to repeat what is said to them. Of the two, the parrot is cons
dered more beautiful v1sually

(0 ‘In Sanskrrt literature Hari-Vishnu also means parrot
and Tamil hteraturc speaks of parrot as Ari. Since the parrct also-
bears the name of Vlshnu, it acquires greatness.

(ii) Parrot is the mount of Manmatha, the God of Love

(iii) In the Panchavarna kili all the colours are said to
m:rge and so the parrot is unique.

(iv) Keera is parrot, Keer is sweet, the parrot has the
sweetness of Ksheera or milk and is called Keera.

(v) There is the idea that anything touched by Agniis
purified. so also any fruit that is pecked by thc parrot is sweet.

(vi) In the Sakuna Sastram, the parrot represents a good
omen (eg) In Halasya Mahatmya there is a reference to-when
Kulasekhara Pandyan sets out to establish Madurai city, a parrot is
said to have crossed the path and it was considered a good  omen..
We also have Kili Josyam.

16

M



122 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [Vol. LIX

(vii) Goddess Meenakshi holds the parrot as a symbol of
‘prosperity and good. Parvati holds a parrot in her hand and
this is known as the ‘Rama parrot’ as it repeats the name ‘Rama’
always. Tyagaraja mentions this in Hechéharikaga and Bhadrachala
Ramadasa in his song ‘Ennaganu’ calls a parrot as ‘Rama ghiluka'.

(viii) A design of the parrot encrusted with gems is found
in temple jewcllery.

(ix) We also find parrots in our sculptures.

(x) Baby Krishna sleeps on the green leaf (Ala elai) and
green is said to denote prosperity and the colour of the parrot is
green.

To demonstrate this I shall perform a verse from the Divya
Prabandham - PAINKILI VANNAN - Nachiar Thirumozhi - Tilang
ragam - Adi talam.

Another name for the parrot is Medhavi =Y ie. one
who has the capacity to grasp and retain. The red-beaked-Rakta-

tundaka. One who repeats beautifully - Manju Pataka. Qerérer
- ogs Qerorgin Defls e & goes the Tamil saying.

SUKA SANDESAM - (Lakshmi Dasa)

In our literature we find the connection of the parrot in philoso-

phy, sastras, science, in moral stories and of course as a messen-
ger.

For example, ‘Once Adi Sankara went to see Mandana Misra
Purva Mimamsaka) - Karma theory.

He asked a few ladies where the house was and the reply was—
where you find parrots arguing about the Vedas and the Sastras,
that is the house’. The parrots were repeating what was being
debated upon inside the house

T FAG WA A FOAAT 9T T WO 0
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WHY THE PARROT MESSENGER Py B

Though the parrot is called Medhavi, it is the nature of the
parrot to repeat exactly what is said without any change and without.
adding its own ideas, which is important for a messenger.

Sukacharya is so called because he is said tohave repeated the
Bhagavata without any change and what he had learnt about the
Vedas and Upanishads from his father Vyasa.

In Malayalam literatdire and generally in Indian literature, the
mythological stories are said to bg expressed through the parrot.

The Malayalam Kili Konjal is a description of the Ramayana ag.
narrated by the parrot,

There is the Kili Pattu by Thunjathu Yezhuthachan 16th Cen,
tury A.D,. a Suka Sandesain Mani Pravalam. Originally Suka

Sandesa was mentioned in Lila Tilaka in Malayalam literature as
written by Kangapalli Namboodari.

ANDHRA BHASHA - Telugu

In Prabhavati Pradyumna, Prabhavati sends a parrotas a
messenger to Krishna.

In Radhika Santvanam written by Muddu Palani, Radha
sends a message through the parrot to Krishna.

The verse I have chosen for to-day’s demonstration is where
the parrot has returned from Krishna.

RADHIKA SANTVANAM - Muddu Palani.--Revati ragam-

“Why don’t you speak even after {so muchjof my persuasion?
Whatever may be hidden in my fortune, tell me. Why should you
hide ? Should you conceal the cup when you go to borrow curd ?
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‘TAMIL LITERATURRB

. Kili or the parrot has had a place - of  importance . in, Famil
liﬁetature ein¢e centuries. Nayanmar and . Alvgss. have givena
prominent place to the parrot as a- messenger.  Tayumanavar in
the 18th century wrote Painkili Kanni, a Kavyam, where the poet
as a devotee sends the parrot as a messenger to Siva as hér Lord.

TEVARAM AND TIRUVACHAKAM
Sambandha Desikar 1885-has written Kili Kanni.
Chitrambala Kavirayar wrote the i{illai Vidu Thoodu.
Chockanathan - Azhagar Killai Vidu Thoodu.

Madurai Meenakshi herself is said to have written a Kill Padal
Here, through the parrot Meenakshi is said to expound philosophie-
cal thoughts like creation of the world, natuie of Brahman, Divin-
i)ower and so on.

The contribution of Thayumanavar to lyric poetry in Tamil
literature on the parrot is significant because it is only after him
that a separate Kavya or minor poem is written. before that - the
parrot may have been used first as a messenger.

Then we have Subrahmania Bharati whose work is well-known
to all of us. Thevaram and Tiruvachakam - Parrot is trained to
repeat the Lord’s nhme, the place etc.

SANSKRIT LITERATURE.

We have many works on the parrot as a messenger. We find
that scholars from Kerala, Tamil Nadu, Karnataka, Andhra were
well versed in Sanskrit and so we have Sanskrit Kavyas from these
states also.

From Kerala we have Suka Sandesam by Lakshmi Dasa 10th
Century. by Ramabhadra Dikshitar, a court post of Tanjore 15th
16th centnry.

One Nayanachariar {1316 AD) has written a Suka Sandesa
mentioned in a Mysore MSS.
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A“’ i-Q1dl "SAPati of Chintamani Bhatta 12th centh? MR ort Wt
70 moral stories narratedw by a pRrrotc ¢

Keera Sandesa by Rarfa Gopata’

Keera Dutam by Varadacharyal

Here we find the parrot playing.a majorrple in expounding
philosophical thoughts, in .sringasa-.as. g vmessqnger and then as
‘moral story teller. .

In Raghuvamsam chapter l7th verse 20 Kahdasa rnenm)ns the
‘parrot.

May [ hasten to add- that there are a alse Hamsa Sandes of
Vedanta Desika,. -Kokka (Kuyil) Samdesa;, Bhringa Sandes,
Mayura Sandesa and so on. '

KANNADA LITERATURE

Suka or parrot has been a favourite subject for many author
.of old Kannada classics.

It has been a pet of young maidens - both royal and common
who try to teach it to speak and enjoy its repetetion.

Parrot was especially a favourite of courtesans, who taught
it to speak many sringara words. Bhadrachala Ramadasa says »
g A5 Q575@8 QUGS - uBgw wreere. Seirdu.”

Literary works like Leelavati of Nemichandra (12th C), Dhar-
mamrutea of Naydsena, Dasakumara Charita of Choundarasa,
Kusumavali of Devakari etc. contain elaborate references to parrots

as pets and story tellers.

To-day’s demonstration is from a countemporary work of Dr.
D. V. Gundappa, one of the outstanding posts of Karnataka. This
is one from his Antahputd Geetegalu in “praise of the Madanikas in
Belur Halebid temple.
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Mela - Raga - Malika of
Maha Vaidyanatha Sivan

(Dr. V. Raghavan Shashtyabdapurti Endowment Lecture)
VIDYA SHANKAR

Dr. Raghavan was a personality of international stature a versa-
tile scholar well-known for his deep knowledge of Sanskrit litera-
ture and his involvement and dedication to dance and music, in
short to the spread of oriental culture. His contribution to each
of these fields is immense and invaluable. In his writings, hé has
left a legacy to posterity. One “can never exaggerate his monu-
raental services to Music Academyv, the infinite interest and care he
bestowed to widen its actjvities not only to steengthen our own
musical perception bat also to project the essence of our classical
music and dance to other parts of the world.

I deem it a great privilege to be associated with such an out-
standing personality as Dr. Raghavan and deliver this lecture in his
name before this august audience assembled here this morning.
The subject given to me is : i

‘The M:la-raga-malika of Mahavaidyanatha Sivan’- a profound
subject which breathes the quintessence of our classical Carnatic
Mausic. 1hope to do justice to the choice and your expectation
from me.

1 start my lecture demonstration, oflering my pranams. invoking
the blessings of my Prathama guru, a direct disciple af Sri Maha
Vaidyanatha Sivan, Sangita Kalanidhi Vidwan Sabhesa lyer, who
taught me the magoum opus creation of his guru. Also, my sincere
thanks to Smt. Lalitha Subrahmanian who bas learnt this composi~
tion in her tender age from her father, for 'co-operating with me
wiih her vocal rendering during my demonstration when 1 would
be plaving on the veena. Apgain, thanks to my disciples. Mrs-
Nitya Balaji, who is with me in all my projects in music, and Mrs.
Hema Kasiviswanathan who has been playing veena with me since
her childhood. She is a great-grand dauvghter of my guru. With
their assistance, 1shall present my lecture demonstration.
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At the outset; I w:sh to deal with the ongm and development.
of our mela-system, :

Mela, in our present connotation cortesponds to  the concept of
scale. The word scale i is, derived from the latin word “Scala’ meaning
ladder. (Any graded arrangement is a scale) A musical scale
may be defined as ladder-like arrangement of notes, in _order of’
pitch froma glven note to its octave. both inclusive. Thls orderly
arrangement of the series will be - sa ri ga ma pa dha ni . and sa
of the higher octave. The first seven notesare called the sapta-
svaras, technically termed ’Saptaka’.

The mela system or the organisation of the principal or
parent scales. and their derivatives or Janyas marks the beginnings
of a scientific analysis of our ragas or melodies.

The first treatise exclusively on Carnatic Music is the Sangita-
Sara of Vidyaranya of the 14th. century. The Sangita Ratnakara
of Sarngadeva of the previous century deals with music of India as
a whole: Although no edition of the Sangita-Sara of Vidyaranya is:
available, his l;husical theory has been reconstructed from the refe-
rences to it in Sangita-Sudha, attributed to the ruler Raghunatha
Nayak of Tanjore of the seventeenth century, but actually written
by his minister Govinda Dikshita. - The author faithfuliy describes
the fifteen melss mentioned by Vidyaranya. The work Sangita-
Sudha was published by the Music Academy in 1940. Ramamatya
of the 16th century has used the word ‘Mela’ for the title of hiS
book ‘Svara-mela-kalanidhi’, wherein he lists twenty melas but says
five of them merge in the fifteen mentioned by Vidyaranya.

After Govinda Dikshitar, the greatest thinker in the realm of
Indian music was his second son Venkatamakhin, also known as
Venkatesvara Dikshita. On the request of his patron, ruler Vijaya-
Raghava Nayak (1635-1673), Venkatamakhin wrote his great work
“Chaturdandiprakasika,” Its chapters deal with the topics on vina,
§ruti, svara, rags, alipa, méla, thdya, gita and prabandha. The
most important part of this book is the one which relates to the
scheme of the seventytwo melakarta-s. For the first time in the
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history of Carnatic Music, a systematized classificaticn of méla-s.
based on svara-sis given here. By propagating this scheme
Venkatamakhin revolutionised the very nature of our Carnatic-
music. The scheme has a scientific basis and hence it stands.
unchallenged even today.

.. The ¢lassification of Vidyiranya and Ramidmitya hitherto-
mentioned is - empirical, not based on any principle; but, Venkata
makhin was a visionary; he has classified the mala-s under threee
heads, namely, Kalpita. Kalpyamina and Kalpaishyamina, i.e., those-
in existence, those coined in his time and those which might be
invented in the futare. Venkatamakhin was aware of the fact that
the 72-mela.s, systematized by him. were just scales and not raga.s a
he says that the mala-s were formulated by him.for scientific comples.
teness. He explains clearly the methodical structure of the formula-
tion of his seheme. In a supplement to his Chaturadandi-prakasika
his other treatise dealing with raga-lakshana Venkatamakin, has
given a classificatlon of several janyas or derivative ragas under the-
72 m&}a-s and has given a nomenclature of the maja-s, starting with
Kanakambari, Phenadhyvuti upto Rasamanjari.

Raga-s Nita and Varaii are ancient and existed long before
the mela scheme was even thought of. Nata-raga was given great
importance; it is eonsidered auspicious. Even to-day, in temples the
opening raga for any function, .this raga is rendered. Musicians
rcgard this raga as the foremost among Ghanardga-s mainly taken
for the exposition of tinam Composer have often shosen this raga
for the invocation of Lord Vinayaka or Goddess Sarasvati and

Tyagaraja has sung the first of his immortal Pancharatra-kritis,
Jagadanandakaraka, in this raga.

The peculiarity of this raga is its rishabha svara which takes the
position of sadharaga-gandhara and is called Shatusruti-rishabha.
In Varali raga, the gandhara is lowered much below the sidharana-
gindhara landing on the chatusruti-rishabha with slight oscillation,
This gandhara is called Suddha-gandhara. So we have three varie-
ties of rishabha and gandhara respectively, namely suddha-rishabha,

17
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chatusruti-rishabha, shatsruti-rishabha, suddha-gandhara, sadhar-
ana-gandhara and antara-gandhara. The corresponding positions
in the Uttaranga or the upper tetrachord are thc suddha-dhaivtaa,
chatusruti-dhaivata, Shatsruti-dhaivata, suddha nishadha, kaisiki
nishadha and kakali-nishadha.

We know that the saptaka or the seven svara-s with the two
varieties komal and teevra for the fivc vikrita svata—s namely ri, ga
ma, dha and ni, together with the two achala svara-s sa and pa
occupy the twelve svarasthana-s two ri-s, two ga-s, two ma-s, pa,
two dha-s, two ni-s and sa)

These twelve svara-s are represented by the first twelve frets of
the vina-vina, the most coveted instrument which  serves as a veri-
table visual aid for the understanding the science of our art.

7
With the addition of the third variety of rishabha, gandhara
dhaivata and rishabha, the octave is expaaded to fifteen svara--
among the twelve svarasthana-s, i,e. the saptaka is expanded to
twelve and then to sixteen the twelve places accommodating the

sixteen:—

*L ater research has proved that this supplement is not a work of
Venkatamakhin.

T, Iy I,
1 2 3
g 8 & m m, p d, d, 4,
4 5 6 7 8 910 11 12
p, n, 0, §
13 14 15 16

The groupings of rishabha-gandhara and dhaivata-nishida form
the basis utilized by Venkatamakhin in the scheme os the 72
mela-s.



MELA-RAGA-MALIKA 13t

" Ishall briefly demonstrate them, so that we havefa clear idea
of the m&la-s before we take up the mala-raigamalika :

Taking the first variety of rlshabha the possible groupings of
rishabha-gandhara will be ;

r, — g. T — £y I, — & —
altogether three groupings.

Taking the second variety of rishabha, the number of groupings
will be one less as ri, takes the same position of ga., The groupings
will be r,—g,; r,—g? Taking the third variety, obviously, there is
scope only for one fgrouping, namely r,—g,. thisis becaase, the
definition of a musical scale demands the ascending order of
pitch,

The corresponding groupings of dhaivata-rishabha will be *

Suddha-dhaivata — suddha - nishada

. » kaisiki »

' " kakali "
chatusruti ,, kaisiki "

»» » kakali - ,,
shatsruti . kakali ’

Taking each of the combinations of thc rishabha-gandhara-s,
one by one, with each ot those of the chaivata-rishada and supple-
menting the series with a madhyyma and panchama, we get a com-
plete scale or a melakarta. The specification of a melakarta will be
that it takes all the seven notes, iu order of pitch’ taking the same

variety of the notes both in ascent and descent,

Taking the first grouping r, — g,, we gei the first six mela-s:—

S r, gg m pd n §
S r, g m p d n §
S r g m p d n §
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s rl gl ml p dl nl S
S r, gg m p d n, §
S r, &g m p 4 n, §

These first six mela-s form the first chakra i.e. the fitst chakra
‘takes r, g, for the purvanga group notes in the lower tetrachord
and the six groupings of da and ni in the uttaranga group notes in
the higher tetrachord succéssively. Continuing this proeess wirh the
rest of the groupings of rishabha, gandhara, as there ard altogether
six groupings, we get a total of 6 x6 or 36 mela-s. Roplacing the
other variety of madhyama, namely the pratimadhyama the place of
suddhamadhyama or ma,. we get the'sacond set of 39 mela-s.
Thus we have the grand total of 72 mela-s enblocked in twelve
chakras of six each.

The pairs of rishabha-gandhara and dbaivata-nishadha, having
adjacent svarasthana but one of them occupying tbe position of a
basic saptasvara such as :—

suddha - rishabha - suddha - gandhara (Actually 2 ri-s)

shatsruti . - antara » (Actually 2 ri-s)
sudha - dhaivata — suddha - nishada ( , 2 da-s)
and shatsruti ’ - kakali ’ ( ., 2 ni-s)

are called vivadi svara-s and the mela-s taking these svara-s are
called vivadi-mela-s.

It will be noted that among the 72 mela-s, 40 of them, a good
number, are vivadi mela-s :—

the mela-s in first and sixth chakras, their corrasponding
pratimadhyama mela-s, and the first and last mela-s of the
remaining cight chakras, i.e. (6 x4) + (8 x2) or 24416=40.

It is common expsrience that a prayoga or musical setting
with vivadi - svara-s creates problems for ‘ranjakatva’ or pleasing
Ppresentation.  Musical treatises dealing with this topic, remark that
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- vivadi meaning an enemy, in the use of phrases of vivadi swara-s,

. the form of enemy should be eradicated, if not there is no room
for music “svarupa mardanabhave gita raktih nalabhate So methods

- of handling with svarasya asparsanam i.e, not touching the svara
but approaching it in the manner of Janghangm or coming over, or
jumping by use of datu ‘pratoga-s’ or’alpatva’ or meagre usage -
and so on are suggested. We shall see later how our composers
handle these situations with ease and efficiency.

The manuscript of Veénkatamakhin’s work was kept underground
for nearly a century and a half and did not see the light of day,
One copy of the manuscript was with one [of his descendants,
Venkata Vaidyanatha Dikshitar, This copy was handed over to
Ramaswami Dikshitar, father of the great composer Muthuswami
Dikshitar, at Manali, near Madras.

Although Ramaswami Dikshitar was acquainted with Venkata
makhi’s scheme, he had no aecess to the manuscript nor did he
live long enough to put Venkatamakhi’s scheme into practice. It
was left to his son Muthusvami Dikshitar to compose the immortay
kriti-s in all the seventy-two mela-s, following the concept of
‘Raganga’ as mentioned by Venkatamakhi with the nomenclature
of Kanakambari Phenadhyuti upto Rasamaanjari of the 72
mela-s.

In 1904, Subbarama Dikskitar, adopted son of Muthuswami
Dikshitar, in his volumnious and valuable work “Sangita Sampra-
. daya Pradarsini”’, whieh can be called a bible for Carnatic Music.
has published with gamaka signs and svara-tala notation, composi-
tions of Dikshitar and other composers with a short introduction of
the ragas therein based on the Kanakambari series, The Music
Academy has rendered great service by bringing out a Tamil version
of this Pradarsini, - a valuable possession for teachers, musicians,
musicologists and research scholars. Govinda, of the latter part of
the eighteenth century, author of Singranachudamani, gives two
sets of nomenclatures of the seventytwo mela-s, one starting with
Kanakambari to Rasamanjari and the other starting with Kanakangi
upto Rasikapriya. the authorship of both not being established to
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date. Tyagaraja has followed the second nomenclature and
‘naturally his line cf disciples, to which Maha Vaidyanatha Sivan
_belongs. The nomenclature of the 72 mela-s is so ingeneously set
that from the very name of a mela, its serial number and the
svara-s taken by it can be deduced, This is done by the application
of the Katapayadi sankhya. a formula devised by our atcients in
many arts and sciences. This formula is Based on the letters of

the Sanskrit alphabets classified under five groups:

Kadinava - a series of nine letters starting from ‘ka’ (ka, kha,
ga, gha, gna, cha, chha, ja, jha jnga)

Tadinava - a series of nine starting from ‘ta’
(ta, tha, da, ¢ha, gpa, ta, tha, da, dha, na)

Padipanca - a series of five from ‘pa’
(pa, pha, ba, bha, ma)

Yadyashta - a series of eight from ‘ya’
(ya, ra, la, va, 3a, sha, ha)

These letters form the horizontal tabulation and are so  com-
partmentalised that each letter is called by a series of numericals,
1,2,3 4,5 6,7,8,9and 0. so the letters are enblocked in
squares with numbers assigoed to each of them. The last letter of
the kadinava and tadinava series namely jna and gna fall under

the numerical 0.

Students might be interested in the method to decipher the
number and the svara-s taken,by a mela given its name. 1 shall
give a brief explanation, taking for example the mela Mayamala-
vagaula,

The first two letters of the mela, here, ‘ma’and ‘ya’ are fixed
in their respective compartments of the Katapayadi tabulations and
their numbers ascertained ; the sumbers are 5 and 1 and the
number formed is 51. The number formed by reversing the digits
of this number, i.e. 15 or fifteen gives the serial number of the
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mela. Once the number is known, we know to which chakra this
belongs - Each chakra being a group of six, 15 number falls in the -
third chakra - and its rank is third in the chakra i.e, 13. 14, 15-
starting in the 3rd chakra. Also we know the chakra decides the
purvanga svara-s, Here. third chakra means the third grouping of
rishabha gandharai.e. itis r; and g, and 13 thirteen number is
below 36, so, it is suddhamadhyama mela. The rank inthe chakr-
decides the uttaranga svara-s — so herz it is given the third grou
ping of dhaivata nishadbha - So, we deduce that Mayamalavagowla
is the 15th mela having the, svara-s, suddha rishabha, antara
gindhara, suddha madhyama, panchama, suddha dhaivata, kakal;
nishadha and sadja.

To suit the computation of the Katapayadi sankhya, for some
ames of the mela-s prefix is attached such as:

Hanumatodi - for Todi
Dhaerasankarabharana - for Sankarabharana
Mecha Kalyani - for Kalyani and so on.

It is noteworthy that the names of the chakra-s are suggestive
of their serial numbers - as Chakra One is called Indu meaning
Moon, the single moon of the earth or a drop of some juice, Chakra
Two Nétra, or eyes - all living beings on earth being two eyed,
Chakra three - Agni for Agnitraya, Chakra four - Veda Chatur-
veda, fiva - Bana - panchabana and so on.

Although kriti-s emerged in all s=venty-two mela-s, aftcr the
propagation of the scheme, there was no single composition con-
sisting of the lakshana-s of all the 72 mela-s. The first attempt to
compose such a composition was by Lavani Venkatakavi in 1883-
Venkata Rao was a poet and composer of Lavani-sa type of folk
song in Marathi. He lived during the time of Sivaji of Tanjore
(1832-1855). He composed in Marathi a seventy-two melaraga-
malika, undzr the name of Bahatiar melakarta, bahattar
meaning seventy-two in Marathi. This comprises verses in  praise

"of Sakharam Sahib, son-in-law of Sivaji. Persuaded by Krishna
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Saheb, brother-in-law of Sivaji, Mahavaidyanatha Sivan set these.
" verses to music and rendered the composition with the accompani-
ment of Venkata Rao himself on the mridangam in the court
of Tanjorc and received an honorarium Rs. 2000/-

Mabha Vaidyanatha Sivan (1844.1893), ( a short liferspan of
not even fif.y years) was one of the greatest luminaries’ in the
Carnatic music field. He was famous for his rich voice and con.
certs full of religious fervour. Equipped with a good foundation
and a souud knowledge of Sanskrit, Tamil aud music he and his
brother Ramaswami Sivan, a noted composer of Tamil composit-
ions, gave duet concerts. living inseperable, with love and admir-
ation for each other. They were often called as ‘¢ Iruvar ’or

Irattai pulavar’.

Being a staunch devotee of Lord Siva, Mahavaidyanatha

Sivan wanted to compose a similar raga malika like the one by
Venkata Reo in praise of the presiding deitv of Tiruvayyaru, Prana-
tartihara as the one by of Venkata kavi contained nara stuti.

Sivan accomplished his great work with tremendous success,
starting with the words Pranatartihara-prabho-purare, in Sri Raga :

Pranatarti hara prabho purare
Pranava rupa-sam pade pade-
Prapamami Sri Prakriti preraka

Pramathagapapate pade pade

Maha Vaidyanatha Sivan invokes the almighty as ‘Pragava.
rapa’ the manifestation of Parabrahman, the essenee of the mystic
syilable ‘Om’, which symbolizes the transcendental Nada, per-
vasive in the entire Universe. He then proceeds to emphasize its
philesophical import as ‘Prakritipréraka, the primordial stimulater
of the universe.

The sahitya orthe text of the ragamailka comprises seventy-
two couplets in Sanskrit of striking simplicity at the outset, but
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packed with philosophic significance, bristling with literary, aes-
thetic, intellectual and devotional appeal clothed in- chaste music,

One of the requisites, not a rigid one of ragamalika is to .in-
corporate into its sahitya, the name of the raga-s in which the
sections are set. Muthuswami Dikshitar ~has introduced this
element in all bis compositions with great skil and originality and
Maha Vaidyanatha Sivan is on a par with him in this respect. By
the usages of ‘Samasa’ or the combining of words this aspect is.
effectively brought about. For example in Dikshitar’s Baulifa‘xga
kriti the word ¢ Bauli ’ is introduced us “Chitbimbow leela-vigra-
how and Arabhi as ‘Samsarabheetyapahe’.

Sivan introduces the word Hanumatodi in the phrase Hanu-
matodindima.bhavam stuvatah : for Hanuman who sings the praise
of you, Bhava who plays the Dindima vadya-you grace him with
good form and mind.

Another instance — to bring the word ‘Rapavati’ a feminine
gender noun with an elongation of the vowel at the end |

¢ Bahurupavateeha bhavaanmam ’ - this can be split as :
Bahurupa 4 Avati 4 iha +Bhavin — mdm meaning
Bahurupa—Lord who has manifiesteed in many forms,
iha — in this world,

Bhavan - Avati - it is you who protect,
Mam - me.

Sandhi : — Bahurupa { avati‘ bahururupavati (a+a=a

Avati 4 iha — avatzeha — (i+i=1)
Instances like this in the ragamalika are plentiful.

In the understanding of Sivan's sahitya, we see in him a poet
and a devoteee who seeks the grace of the Lord to bestow on
him sublime creativity and renown *—

18
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Sarasam gltim kIrtim disa me

In his intensity of devotion, he reveals his joyous realisation of
the experience of * Sivaridhana’ performed by Sri Rama in the
past.

‘“ Kosalapastvipiyyagham hitve
Sabhapata mt;mude hi*”
Mumude hi - T rejoice indeed
Sabhapats — Oh Siva, Sabhapati

Lord Siva Sabhapati transforms the devotees ‘ hearts into a
‘Natanaranga * a platform whereon lie pcrforms His Ananda
tandava and heartily responds to the bhaktas’ offering of water
in the form of ¢ Arghya ’ and ¢ Abhisheka , as he is an Abhisheka-
priya. Thus we see the culmination of the bhakta pleading for
“Ananda’ or Eternal Bliss bereft of misery :—

“« —Bhaktapadana, rasikapriya
Tyaktidapadanandam mama dehi

This is how Maha Vaidyanatha Sivan concludes his ragamalika,
Viewing the musical aspect of his composition, we cbserve
that supreme musicial excellence is retained throughtout the raga—
malika. Elegancein expression, aesthetic rendering, crispness and
clarity in the handling of vivadi-svara prayoga-s bringing out the
distinct individuality of the raga-s are their hall marks. The
composition set in Aditala with a smooth flow "of sarva laghu,
is structured in six parts of two chakra-s each i.e. a group of
twelve mela-s. Each part is a whole by itself, thus evading
monotony. The musical format explains this aspeet:

Each verse is sct to music in the raga assigned to it in the
beginning followed by an avarta of svara pasasge, taking up the
first line of the verse. Then comes the link passage of an avarta
of swara-s wherein, the first half is rendered in the same raga and
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the second half in the raga to follow, merging with-the nextrwerse.

We can see how the vivadisvara passages are handled by
datu svara-s, seldom/do we .come across streight phrases as ga
ma pa or da ni sa. In circumstances where ‘ni sa’ is presented the
use of dirga-svara-s is bronght in effectively.

In the first raga Kanakangi, the full avarta svara passage
is:—

gmgp-md pd- nsﬁf stns-pDdppmg-crSr-asser.
The first half of thg link-swara-passage is :—
Nsrs-rsrsNs-

following this. the second half which is in the nextraga Ratoa-
ngiisdnsrs-p dns N-dnd p pm- merging into verse set for
that raga. Similarly the following raga-s are handled - - Gana-
murti, Vanaspati, Manavati, Tanarupi etc. The musical setting of
his Tanarupi having five successive swara-sthana-s is noteworthy,

Continuing this process up to the twelth raga, the second
half of the link-svara-passage is set in Sriraga and the pallavi
Pranatartihara is taken up, thus forming the first set of two
chakra-s as one section.

Whether it be a popular mzla like Chakravaka or Kiravani, or
an uncommon one as Viswambhari or Raghupriya, we observe
the same ease and efficiency of the composer’s handling of the
swara-s. bringing out the réga-swarupa.



Rare Forms in Bharata Natyam
) VYJAYANHMALA BA‘LI

It is common knowledge that the present format
for a Bharata Natyam recital was, to a large extent, evolved by th-
four brothzrs Chinniah, Ponniah, Sivanandam and Vadivelu, colle
-ctively known as the Tanjore Quartctte. On the musical side they
wete the disciples of the great Muthuswami Dikshitar, On the
dance side they belonged to' a family of renowned Natyacharyas
-commencing from Gangamuthu Nattuvanar who was patronized by
Tulajaji, (1763 - 87) ruler of Tanjore. With music and dance in
their blood, it is no wonder that the four brothers were patronized
by enlightened rulers like Serfoji, his son Shivaji, Maharaja Svati
Tirunal of Travancore and others. Theyjwere scholars in Tamil
‘Sanskrit and Telugu and exoerts in the art of Bharata "Natyam, be-
sides being talented composers of many musical forms. Their
prolific musical output includes Tana Varmams, Pada Varnams,
kritis in Tamil, Telugu and Sanskrit, Jatisvarams, Raga malikas and
Tillanas. Thc Quartette not only re-arranged the Bharata Natyam
format to the present Alarippu-Tillana pattern but also composed
dozzns of pieces suitable for this format. Thanks to the generosity
and help ot their descendants Sri K. P. Kittappaand Sri K. P. Siva-
nandam, most of the dance compositions in their familv repertory
have been published. 1 brought out Adi Bharata Kala Manjari in
1964. The Special feature of the letter work is that the Navasandhi
Kavuttuvam has been printed for the first time with ragas, talas
notation given by Sri K. P. Sivanandam whereas they were being
sung before without music by using three of four notes only.

From the manuscripts available with the descendents of the
‘Tanjore Quartette it is clear that the Panchamurti Kavuttuvam, the
Navasandhi kavuttuvam, Gitams, Suladis. Prabandhams and Tha~
yams were being psrformed as dance items in temples "and in the
courts of rulers. My grandmother Yaduguri Devi took a great
interest in reviving these forms and made me learn these items from
Sri Kittappa and Sri Sivanandam. I, therefore, welcomed this
opportunity given to me by the Music Academy to demonstrate
some of the items which have fallen into disuse.
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- Before the kriti and the other ‘types of compositions like thg!
varnam; padam :and javali came into existénce. prabandhas wete
the only compositions that were being sung or performed, not to
speak of the Tevaram music. Although Dhruvas and Gitis were
the two main types 'of composition in Bharata’s time, Matanga}
who came later, mentions 49 Desi Prabandhas and Sarngadeva,
{13th century) speaks of 75 different Prabandhas. According to
a sloka in the Sangita Ratnakara, a prabandha had six angas and
four dhatus, The six angas were Svara, Biruda, Pada, Tenaka,
Patam and Tala. Svara was the solfa passage, Biruda, words of
praise addressed to the Nayaka. Pada was the Sahitya, Temaka,:
words like tena, Patam, the solkattu and Tala, the rhythm. The
four dhatus were Udgraha, the introductory section, Dhruva, resem-:
bling the charana, Melapaka, the section similar to the anupallavi
and the Abhoga, the concluding section which resembled the madh-
yama kala or the Chitta swara of a kriti. Although those phrases;

"and descriptions may sound unfamiliar to present day musicianst
most of these aspects of prabandhas latter merged into the kriti,
form of modern music and became its essential or angas. In fact
it was the prabandhas that paved the way for the development of
later day musical compositions.

Thanks to Subbarama Dikshitar, we get in his ‘Sangita Sampra-
daya Pradarsini’ a few prabandhas of Venkatamakhi with full sahi-
tya and notation, The credit of publishing a Tamil version of the
Pradarsini goes to the Music Academy. The Uma Tilaka Prabane
dha in the raga Mechabauli begins with a svara passage and is
followed by an address to Lord Nataraja. Venkatamakhi‘s Kaivara
prabandham in Narayanagaula is another interesting piece. It
starts with Patam or solkattu and is followed by Javada, jatis and
moemonics associated with instruments, Here the Tala stops and
a passage called the Alapa Khanda, similar to a Tuhaira in drama
tunes, on Lord Sarngapani of Kumbakonam is sung. Itis rounded
off with a mudra khanda in which the names of Venkatamakhi and
his parents have been included. Both the above prabandhas -have.
been composed in the Prakrit known as the Bhandira Bhasha which
took the place of Sanskrit in compositions. Purandara Dasa had
earlier used this dialect in his Gitas. One Visvesvara alias Vagisa



142 THE JOURNAL QF THE MADRAS MUSIC ACAREMY [Vol . LIX

has written a treatise on the grammar of this laugwags which is

stated 30 have come into existepce during Lord Krishna's time. .. .
Prabandbas have all the elements roquired for a dance compo-

sjtion and even more; they are eminently suited for . being choreo-

graphed. .

Lates, Ramaswami Dikshitar, father of Muthuswami Dikshitar,
composed the prabandha ‘Chandasela’ ip Hamsadhvani and Chatu-
rasra Mathya Tala. This is also in the Bhandira Bhasha and is
the first composition in the Hamsadhvani raga. It is a Sriranga
prabiandha on Lord Nataraja and has been dedicated to Venkata—
krishna Mudaliar of Manali, patron of Dikshitar.

The Adi Bharata Kala Manjari also contains six ‘Thayams in
the ragas Nata, Gaula, Varali and Bauli. Thefterm Thaya is a
corruption of the Sanskrit word ‘Sthaya’ and is used for musical’
phrases containing the chhayas of particular ragas. The Sangita
Ratnakara mentions 96 kinds of Thayams and describes them,
A large number of Thayams were collected during the time of
Shahaji of Tanjore. (1684-1711).

The origin of the term Kavuttuvam is not clear but there are
many compositions in Marathi known as Kavitams. This term
might have come to be known as Xavutams and later as  Kavuttu-
vams. According to the tradition in the Tanjore Quartette family,
Kavuttuvams were being regularly performed in temple  during
Margazhi on Tiruvadirai day, Brahmotsavam etc. In addition to
the panchamurti and Navasandhi Kavuttvams, Kavuttuvams on
Kali, Vishnu, Nachiar, Chokkar, Mahalingam etc are found in the
Nata~adi Vadya Ranjanam’ written by one Gangamuthu Nattuva-
nor of Tirunelveli. The Srivilliputtur Andal Kavuttuvam is a
homage to that woman saint who is remembered during every
Margazhi for her unparalleled devotional poem *Tiruppavai’.

SULADI

Authorities differ as to the exact meaning of the term ‘Suladi’,
One interpretation not ordinarily familiar to students of music treats
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the word as a corruption of ‘Sulu hadi’ meaning ‘easy path’. But
$here, were prabandhas known as Suda prabandhas and the Sangita
Sudba of Baghasethe 'Nayak mentions ‘Selaga Svda prabandhas’,
Purandara Dasa revelled in writing this composition and the San-
gita Saramrita of Tulaja cites prayogas from the Suladis of Puran-
dara Dasa as classic authority for lakshanas of ragas.

In the Suladi the theme is the same of in the Kirtana but it has
sevem or eight distinet divisions with elobarate sahitya each of which
is set to one of the classical talas. TFhose seven talas known as the
Suiadi sapta talas are Dbruva, Mathya, Rupaka, Jhampa, Tiiputa,
Ata and Eka. These in turn yield 35 talas and then give rise to 175
varieties on account of gati bhedas. Some Sulagis have different
tagas for the different divisions and in some others the raga is the
same for all the divisions., The Suladi is a learped, elaborate and
difficult piece giving a most comprehensive view of all the important
raga sancharas. My gurus tell me that the Suladi was being per-
formed regularly as a dance item in ancieat days.



Sangita Raghavam of Rama Kavi
' GOWRI KUPPUSWAMY & M. HARTHARAN J

The different forms “of Bhakti have been listed by Prahlada in
the Bhagavata in his answer to fhis father Hiranyakasipu and they
have also been described by Narada in his Bhaktisutras The Nava-
vidhabhakti as well as its off- shoot, the Nama Siddhanta. falls
under conventional Bhakti and has adoration as its basis. The
Bhagavata states that there have been many who have attained God
with their minds purified by the intensity of their devotion towards
Almighty through love,

“Snehat yatha bhaktygévare manah

avasya tadayam hitva bhagavastadgatim gatah™

Among the different feelings or rasas, this aspect of love or
Sringara later on came to be worked out into a distinct system of
devotion. The absolute love symbolized by the feeling of Radha
for Krishna was stripped of its personal associations and exalted to
the level of a mode of devotion. This caught the imaginaivon of
great saints like Chaitanya who became fardent protagonists of this
system called Madhurabhakti in contrast to Vaidika bhakti. It is
also known as Prema bhakti in the shape of intense devotion and
pure love between a lover and his beloved, In his Bhakthisutras,
Narada speaks of bhakti as being essentially of the nature of love
and Rupa Goswami has elaborated the same in his Bhakti Rasamrita
Sindhu. This involves a vicarious contemplation, the devotee con-
sidering himself as a fadyJyearning for union with her lover, the
deity. The aim is the attainment of the state represented by the
spontaneous and irresistable love of Radha for Krishna. This
arises from a discipline with many states beginning with Sraddha or
faith and culminattng in Mahabhava or the state of emotional
plank. Madhura bhava or Nayaka-Nayika bbava is the dominant
tate in the form of absolute divinitv.
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_ The Madhura bhava approach to God or worship of God
through Nayaka-Nayika bhava came into vogue even at the time of
the early Saivite and Vaishnavite saint composers of South India
like Manickavachakar and Anda land their Tirukkovai, Tiruvacha-
kam, Tiruppavai and Nachiyar Tirévozhi are carlier lakshyas of
this mode of approach to God through the union of the individuaj
soul with the universal soul. But the most outstanding work which
gives prominencs to this theme is undoubtedly the Gita Govinda of
Jayadeva. Being a great religious work on the devotion to Lord
Krishna, it represented the devotional upsurge of medieval 1ndi4.

-

In the Gita Govinda we clearly see the divinesportive play of
Radha and Krishna as a means of worship and devotional exercise
i.e. Sadhana and Ubpasana in twofold ways known as Aisvarya
(richness) and Madhurya (beauty) involving the realization of diffe-
rent aesthetic sentiments (rasasvadana). Besides we perceive here
not only the scheme of Nayaka-Nayika bhava but also Upasya.
Upasaka bheda marking the distinctive character of the song pieces.
As such all the Chaitanyaite Vaishnavas consider the Gita Govinda
not only as a first-rate poetical composition but also as a great
religious work in the nature of Bhakti-rasa sastra, The medium of
expression through which Jayadeva depicts the divine love has made

Gita Govinda-Sringara Svarupa even as the divine ;song Bhagavad
Gita is Vedanta Svarupa.

Jayadeva of Kendubilva in Orissa composed the Gita Govinda
in the 12th century. He has dealt with the concepts of Karma Yoga
Gnana Yoga as Bhakti Yoga in this great lyrical work. He is widely
held to be the founder of the Bhakti movement which grew in
strength right from the medievel times defying the aggresstve
sectarianism and intense bigotry of the preachers of diverse religious
faiths.

Just as there are 12 Skandas }in the Bhagavata, so the Gita
Govinda comprises 12 Sargas. It consists of 24 Ashtapadis which
1i kewise can be equated with the 24 Aksharas of the Gayatri Maha-

mantra. Ashtapadis derive their name from the fact that each com-
19
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position contains eight charanas. They are Dvidhatu Pia,l'))éhic‘l,\hgs
comprising the two sections Udgraha and Dhruva ctgrreqpondinglto
the presentday Pallavi and Charana.

The Gita Govinda Ashtapadi hymns are the earliest examples of
fegular music compositions with each song being set in specific -raga
and tala. However these precise ragas and talas are not present by
adhercd to in their rendition Round about the 19th century these
Ashtapadis were set to South Indian ragas by Ramudu Bbaga‘iratar

of Tirumalarajan Pattinam.

The Ashtapadi hymns are rich in description and contain vivid
portrayals of diverse sitnations. The literary style of Gita Govinda
was introduced intd> Sanskrit literature for the first time by Jayadeva,
It contains a soft and fluid syllables scheme of continuous sweet
narrative and poetic forms and soothing metres which charm all
lovers of poetry and music. The sweetness of diction, the musical
beauty of the lyrics. the softness of word pictures and above all the
artistic expression of the universal human feelings depicted in the
‘Gita Govinda have a captivating effect all round.

The Gita Govinda Padagana really formed the background for
the evolution of the Padavali Kirtanas of Bengal as well as diverse
Kirtana proto-types in different parts of India. It is universally re-
cognised as the richest and finest Sringara Kavya representing the
the higher primal aesthetic quality of Indian sentiments.

Quite a number of scholars from India as well as abroad have
written elaborate critical commentaries on the Gita Govinda discus-
sing various aspects of love delineated therein. This distinguished
galaxy includes Rana Kumbha, Lakshmidhara, Prabhananda Saras-
vati, Goswami, Sankara Misra, Van Schroeder, Zasser Jones and
others. . The notable features expatiated upon by these critics in-
clude the plot, hero and sentiment and many of them have extolled
the work as a Mahakavya.
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«In the'history. of Bhakti literature i’ Sabskrit, the Gitakavyas
are to a large extent. esponsible for ushering'fn'a new: devc}opment.
For the. fifst time the gdvent of:the Gitd Gévinda gave rise to a new
genre and produceda forceful impetus for the certain’ of sacred
works essentially devotional and emotionally religious based on love
and Bhakti.- In the field of'religion and literatire, this novel method
wof blending eroticism in the speculative religious thought and aesthe-
tic appeal against the highly intellectual dry dogmas "and doctrlues
of the day attracted several pocts to ?wrlte several new works on
the lings of the Gita Goviada.

The innovative from which Jayadeva chose for his magnum
opus and the new ideal that he set motivated a host of scholars
from different regions of the country to compose numerous works
during various periods in emulation of the masterpiece giving vent
to their poetical ingenuity and devotional ecstacy. As mapny as 126
such imitations of the Gita Govinda in Sanskrit are presently avai-
lable, all of them being products of inspiration from the external
artistic beauty and internal appea! of the masterpiece. © Well-known
works belonging to this class include the Sivashtapadi, Skandash-
tapadi, Ramashtapadi, Gita Govinda, most of these imitations too
have Krishna a¢ the central character. Others, on the other hand
adhere to the form but change the object of worship according to
the particular inclination of the poet. Thus there are some which
have Lord Siva as the central character like Gita Gangadhara, Gita
Gaurisa, Gita Sankara, Gita Digambara, Gita Girisa etc. There are
still others which have Sri Rama as the central character such as
Sangita Raghunandanam, Rama Gita Govindam, Sangita Raghavan,
etc. by different authors. The theme, howev:r, differs considerably
among these different works. For instance the Rama Gita Govindam
of the Oriyan poet, Mithila Jayadeva, recently edited by Sri S. Vasu-
devan with a foreward by the late Dr. S. Ramanathan, does not
embrace the Madhura bhakti aspect at all and its 24 Ashtapadis in
six Sargas just describe the different episodes of the Ramayana. So
also the 19th century work Sangita Gangadhara by Gangadhara of
Nagpur: too just relates the story of the Ramayana in Ashtapadis
spread over six'cantos. But it is the Sangitd Raghavam or Rama-~

g
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shtapadi composed in the 18th century by Ramakavi of Sriranga-
patna near Mysore that is based on Nayaka-Nayika bhava on the
lines of Jayadeva’s Gita Govinda but with Lord Rama as the
object of worship.

It is the two great epics—the Ramayana and the Mahabharata
centering around Vishnu’s two greatest Avatars, Rama and Krishna
respectively—that filled the minds of the people with the idea of a
compassionate but all powerful God ruling over the destinies of
man. These epics gave a fresh sanction and impetus to popular
devotion to God in the incarnations of Rama and XKrishna and
poth the depth and extent of such devotion was influenced by em-—
phasis on the personal characteristics of the objects of worship. Of
all the ten Avatais of God it has been in those of Rama and Krishna
that the establishment of righteousness was a visible purpose actually
accomplished bythe Avatar himself by His word and deed—His
precept and example.

No epic on earth other than the Ramayana has given to a whole
nation and its teeming millions such an exaited personality, who,
despite the passage of ages, still remains a force of inspiration and
model for individual conduct as well as public life and the mere
mention os whose name even now thrills, draws tears of joy and
makes people break down. Lord Rama is acclaimed as the best and
noblest among Vishnu’s ten incarnations - in fact the Purpa Avatara,
The Ananda Ramayana mentions at three places that the speciality
of Rama Avatara is due to Rama’s three fold vow - one word, one
arrow and one wife. The same concept is brought out with telling
effect by Saint Tyagaraja in his Harikamboji piece ‘Oka Maita oka
Bapamu Oka Patni’’. As such it is perhaps debatable how appro-
priate it could be to have Lord Rama as the central character in a
composition essentially based and ;Madhura bhava and Prema

bhakti.

Sangita Raghavam of Rama Kavi, otherwise known as Rama
shtnpadi, has recently been edited and published by Sri Sankara
Ganapati Pathak of the Oriental #Rescarch Institute, Mysore. The
colophons in the manuscript bear the name Sangita Raghavam

only.
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- Ramakavi was the poet at the court of Dalavoy Devaraya of
Srirangapatna near Mysore. Devaraya was the Commander-in-Chief
of the Mysore army during tbe reign of Chinna Krishna Raja Wode-
yar who ruled Mysore from 1734 to 1766, just prior to the advent of
Haider Ali. A lot of information is available regarding the valour
and benevolence of the patron, but very little is known about
Ramakavi himself - when he met Devaraya and how long he stayed
at his court. The poct speaks of Peripura as the place of his birth
and this probably refers, to the modern Periyapatna in Mysore
district. ‘ *

[N

Sangita Raghavam is modelled on the Gita Govinda in style
plot and setting of the ragas but still it has its own originality and
beauty in the handling of the language and the imitation of the
masterpiece does not cramp the authors poetic ability. The descri
ption of the pangs of separation of the hero and the heroine are as
charming and poignant. as in the Gita Govinda. The flow of dan-

cing words appropriate to the situation bears testimony to the
author’s skiil.

Ramakavi exhibits his deep devotion to Rama and Sita, the
hero and heroine of the Gitakavya. through his vivid poetic imagi-
nation coupled with his scholarship. At its beginning he has sum-
marised the story of the Ramayana in 20 Tripadis.

Sangita Raghavam comprises five Sargas and 24  Ashtapadis.
There are no titles for the Sargas. All except one Ashtapadi are
assigned ragas- 18 in all. Tala, however, is given only for the
first two Ashtapadis.

The first Sarga begins with an account of Lord Rama’s trium-
phant return from Lanka. While moving about in a sportive mood
in the pleasure garden on a moonlit night of the spring season,
Rama enters into a thick bower. Going deep into it he is enticed
by the clusters of creepers therein.  Thereupon Sita is afflicted,
being unable to bear the pangs of separation from her beloved even
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?‘br a moment. Her confidant, the Sakhi, then speaks to her about
Rama who is away. She describes Rama’s conduct with the ‘creepers

though with women nnd she bewails that being (ﬁetp&v#ered by
Kama, Rama seems: toha#e*]ost his mental balance

The gist of Sarga Il is as follows : Tt appéars " as though 'the
creepers too are responding to Rama’s overtures, Then, tormented
by Kama, Sita expresses to the Sakhi her' desire for = Rama’s
company. She ponders how she could win over Rama éngrossed
with Jayalakshmi. He must have gone perhaps due to some lapse
or act of commission or omission on her part. She beseeches the
Sakhi to appease Rama and bring him to her. At the same time
being unable to know about Sita’s whereabouts, Rama too becomes
worried. He wonders how she had the heart to leave him who was
guiltless. On account of separation from her the cool southern
breeze does not bring him pleasure and helooks upon even the
moon as the scorching midday sun.

Sarga III commences with the Sakhi reaching the tormented
Rama and apprising him of Sita’s plight. She bemoans that Sita
looks upon her friend as a wild animal, spurns even a wreath of
lilies as of cinders and is so exhausted that she cannot walk even a
step. Having heard about Sita’s condition from the Sakhi, Rama
sends her back to fetch Sita. '

The gist of Sarga 1V is as follows: While awaiting Rama’s
arrival, Sita wonders what could have detained him. When Sita
sees the Sakhi returning alone she thinks that Vijayalakshmi must
be far more attractive than herself. She regrets that her husband
had become very hard-hearted and expresses to the Sakhi the fervent
hope that Rama would be back without further delay.

Sarga V starts with Rama’s return to find the angered Sita silent
without uttering a word. When he tries to console her she points
out to him the marks on his body and questions him about them.
At that point the Sakhi admonishes Sita that it is. not the occasjon
for indictment and advises her to forget the matter and enjoy hc_:r
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husband‘s company in’the spring seadén. However Sitais not

moved by the Sakhi’s pleadings. When Rama himself tries again to

appease her, Sita does not relent but once more ¢omes out with the

apse on his part. Pacxfymg Sita with sweet words Rama enters the

creeper bower. The Sakhi too prevails upon Sita to' reciprocate Her '
husband’s love. Making up her mind to patch up with Rama, Sita

dresses hersel{ up and goes into the bower. She looks at Rama with

love and tears of joy roll.down her cheek. Her friénds inside the

bower go out on one pretext or other and Rama Sltﬂ are unfted
once agam .

Adverting to the propriety of having Rama as the central charac-
ter in a Gita Kavya based on Madhura bhava, the vital point is-
that the episodes take place after Rama’s triumphant return from
Lanka. As such he is Jayarama and the other woman Jayalakshmij
or Vijayarama is just Shadow of Sita herself who was responsible
for Rama’s victory over Ravana. As such Rama’s integrity and
vow of one wife is kept up.



The Origin and Development of the
Gottuvadyam

GAYATHRI R. KASSEBAUM
INTRODUCTION

Material for this paper was provided by Sri T. S. Parthasarathy,
T. Shankaran (kindly gave me the list of Gottuvadyam performers)
and from my own experience of learning Gottuvadyam from late
Sangita Kalanidhi Budalur Krishnamurthy Shastrigal. All these
sources are integrated to present this lecture demonstration. The
emphasis and development of the paper are more on the musical
practice and development of the instrument rather than a Darwinian
sense of evolution of Gottuvadyam.

ORIGIN

Present Gottuvadyam is constructed similar to Vina except
for the absence of frets. Thus it is a type of vina. Gottuvadyam
is played with a wooden piece known as ‘Gottu’ and this Gottu is
slided over strings by the left hand. According to Professor
Sambamurthy, this instrument had its origin in South India about
four conturies ago. The name of the instrument occurs in Telugu
poem Sringara Savitri written by Raghunatha Naik of early seven-
teenth century. This instrument is also known as Mahanataka Vina.
The name Mahanataka Vina suggests that Gottuvadyam may have
been used for accompanying music drama performances (present
day dance drama).

1t is interest ing to know that Gottuvadyam is a Tamil name
The instrument is played with a Kodu meaning stick in Tamil. Kodu
<+ Vadyam became Kottuvadyam, some time later the instrument
was called as Gottuvadyam,

It is believed that the present Sarasvati Vina has gone through
changes over the centuries and the instrument was perfected in
Raghunath Naik’s rule. Sincethe structure [of Gottuvadyam is
very similar to vina, it might have been used at that time.
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- "The ides of playing a étringed instrament by sliding & piece of
wood is found not only-in India but also outside. To- cite an ‘Indian
example, Amaravati sculpture is an ancient eviderice where a stick
is shown to stap the strings. ' Thus the idea of playing an instru-
ment by .dther than fingers is more thantwo thousand years old. As
regards this type of slidiag {instrument outside India, in Japan.
a similar instrument ‘Ichi Genken’ is found and played with voice
accompaniment. Havaiian sliding guitar claims its origin from the
South Indian Gottuvadyam. The dictionary of music and musicians:
of Hawaii, states the slidifg.guitar was brought by Portuguesg to
Hawaii and modified to suit their music. Steel guitar which is
used in country music of United States (a type of popular music)
employs same ideas of sliding on the strings which gives a continu-
ation of sound desirable for that popular music.

SOUND AND MUSICAL GOMPONENTS

The instrument Gottuvadyam is fretless, because of this,
the timbre (loudness and softness) of the instrument is different
from the vina. In other words Gottuvadyam has a potential to be
louder thas vina. Because of the openness of the instrument,
inherent harmonic properties of the sound can be displayed. Since
Gottuvadyam technique is by sliding, mot by pulling, it is possible
to tune the instrument to higher pitches thus matching the voice
piteh.

Vina technigue calls far pulling of strings by left hand te
produce ornaments snd nuasnces of Carnatic music. But in Gefte-
vadyam, left hand sliding, pressure and release of Gattu are technie
ques essential to. produce ormaments and nuances af Carnadic
musi¢. Gostuvadyam consists of eight strings, af which Five melody
steings (luned to two Sarani, (Sa) Panchama (Pa) Mandra (S2) .
anumandra (Pa) three drone cum tala strings tuned to (Sa, Pa S@)

TYPES OF GOTTUVADYAM

There are two types of Gottuvadyam at present :  one with
sympathetic strings. Twelve sympathetic strings are strung under-
ncath the mefody strings.” The tuning of the sympathetic strings

20 ‘ ’
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depends on the artists, However it would be beneficial melodi-
cally if the sympathetic strings are tuned to the raga the artist is
playing. This tuning would enhance the minute, subtle harmonic
components of the pitch of the Raga the artist is playing, provi-
ded the strings of the instrument and artists arein impeccable tune
with the pitches of the Raga they are playing, % '

Use of sympathetic strings in instruments are found in Hindus-
tani Classical music. For example, Sitar, Sarangi, Surbahar,
Sarod and Been etc. Gottuvadyam is the only instrument which
can employ sympathetic strings if the artist wishes.

AESTHETIC MODELSs

One of the important features of Carnatic music is the Vocal
music model whieh is essential for any instrumental playing. This
modelis absolutely essential for playing Gottuvadyam. The hearing
of pitches and minute adjustment of the left hand to produce what
is heard is essential to avoid ‘apasvaram’. Because of the vertical
movement of the left hand, the coordination of ,hearing and hand
adjustments by varying the pressure of Gottu on the strings are
most important left hand techniques. Right hand technique of
plucking the strings and striking tala strings are very similar to
vina playing technique. But coordination of plucking by right
hand and sliding left hand in the beginning stages of training are
essential .to avoid extra unnec:ssary sound. As vocal music model
is essentialfor Gottuvadyam playing, Vina music model is also essen- .
tial.: ‘Vina sound is ideal and has an aesthetie value for Carnatic
music. As mentioned above accurate plucking of the right hand
and minute left hand adjustments and coordination of both hands °
are essential to produce non—apasvaram as well as reﬁncd style of ‘

Carnatic music.

My Guru late Sangita Kalanidhi Budalur Krishnamurthy Sastri-
gal devoted all his life time to discover the desiréd ‘nada’ he had
in his mind to produce on Gottuvadyam. He experimented with
différent sizes of Gotru and weights to give a desired pressure on
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strings to incorporate‘ vina model and vocaI model to produce pure

ige e S

teach students At,b,'ns difficult instrument.

UNIQUENESS OF GOTTUVADYAM

It is a question raised by musicians as well as music lovers -
“‘can the instrument Gottuvadyam by played be many?” or put the
$ame question another way “why thereare very few players qn this
instrument ?* 1 have no answer £except some ideds as stited below.
The reasons given for Gottuvadyam being rare are I, There are no
frets, because of this it cannot produce speedy variations. 2. The
sound of the instrument does not equal the sound of vina because
it is easy to produce ‘apasvaram’. These arguments are very true,
But one can also argue that all instryments are. difficult. .and each
instrument poses its own challenges. In spite of great : difficulty in
practising this instrument. there have been few players who have
-continued the tradition of playing Gottuvadyam. '

Before I present the list of past and present players of the
Gottuvadyam, I like to voice' my opinion that Gottuvadyam has
all the qualities of being a concert instrument if an artist or student
is willing to dedicate his or her time and energy in acquiring pre-
requisites (vocal music and hearing of vina) and practise Gottuva-
-dyam under a good teacher.

The following is a list of past and present players on Gottuva-
dyam. In addition to men performers, there are a few women
performers of this instrument. Gender has played a great influence
on Carnatic music of Indian tradition. WhatI mean is, women

perform.ers have played a great role to the development of Carna-
‘tic music of Indian tradition. .

LIST OF GOTTUVADYAM VIDVANS AND VIDUSHIS

1. Thiruvidaimaradur Srinivasa Rao was an exponent of
Gottuvadyam ‘as well as expert in = rendering Ghanam
Krishna Iyer’s Padams. He was very much equal to late
Smt. Vine Dhanam in rendering Padams. : )
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2.

5.

10.

it

Sakharama Rao wags his son (Guru of | . Sri Semmangudi,
Srinivasa Iyer) was a great exponentof Gottuvadyam. ..

Mysore K. S. Narayana Iyengar, grandfathér of Ravi.
kiran, father of K. S. Narasimhan was a veryv\’avell known
Gottuvadyam playbf. He has made 78¥pm ‘fn 1936. He
visited and learned Padams from Vina Dhanammal.

Doreyappa Bhagavatar, son of Paachapagesa Bhagavatsr
of Vadakku Vidi of Tasjore was anothér exponcnt of this
instrument. '

Sangita Kalanidhi Budalur Krishnamurthy Sastrigal was
a great exponent of this instrument. He'was Principsl of
Katakshetra. He sang while playing '‘Gottuvadyam. He
also contributed much to the development of this instro-
ment. His disciples are Raman of Kalakshetra, Gayathri
Rajapur Kassebaum, Purushottam of Ahemadabad, XK. S.
Narasimban son of Mysore Narayana Iyeangarand Usha
who is at the AIR of Kozhikkodu. ‘

A. Narayana Iyer disciple of . Muthaiah Bhagavatar was
AIR artist. His father Appa Iyer was assocxated w1th the
Academy college of music.

Narayana Iyer‘s disciples Allam Koteswara Rae and his
son Durga Prasad are competent players of this instru-
ment,

;—I S. Madan is an All India Radio artist playing Gottuva-
yam.

Late Varahaswamy was playing at Mysore and was an
artist at All India Radio, Bangalore,

Belakavadi Srinivisa Tyengar is playing this instrument
although may not be giving public concerts, because his
main performance media is vooa] music.

Kittappa is a concert player of thisidstrument,
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- 12. Mannpargudi Savitri Ammal, disciple of Konukkol Vaidya-~
lingam }’:llan was a fine p]ayer of this instrument who sang
i2'titille plathhe, - e ik iteadRing it ) 6 Wedkarbswara
Music College of Tirupati. Her disciple Usha works at
AIR Koghikkedu. - (Later Usha -was learning from Sri
Budalar Krishnamurthy Sastrigal.)

The above list indicates that the traditioh of Gb’ttl;\;radya_m
playing has been continuing and there ‘are men and women players
who were and are practising-this unusual and rare instrument.

EPILOGUB -

kegardlng classnfymg instruments, one can pse logic or foljow
tradntnon For example. in the west, in classifying ms‘tmmentk-
ene would think that unfretted instruments would précede the
fretted ones. This kind of logical t.hlnkmg would result in puttmg
Gottuvadyam before vina. Following tradmon which is very essen-
hal for a culture, that too Indian culture, is very much tradi’uon
bound. According to Indian tradition, fretted vina would’ precede
non-fretted Gottuvadyam. Ilike to make another observation,
that how theory and practice of music did not always go hand but
defianitely directly or indirectly influenced each other. I was
told by my late Guru Sri Budalur that he was impressed by
Gottuvadyam of watching Mutthaiah Bhagavatar making Tham-
bura as a Gottavadyam, sliding his snuff to play music, while bis
brother accompanying violin one octave below the principal mstru-
ment’s pitch,

&

The idea is striking that how practical consideration of a
development of an instrument differs from theory of its - develop-
ment.  Theory and practice of music may co-exist some time but
not always.



A Perspective on Tandava and Lasya
Dr. (Miss) REKHA R. SHARMA

“ The universe has its only language of gesture, it talks in the
voice of pictures and dance.

— Rabindranath Tagore

The movement of the body often expresses more of the totality
and the background of life than words or sounds are able to  do.
Itis all very human. In vedic penod the outline of dance was
based on the high & pious theory of. man’s life.r The term dance
for example means one of the most practical picturization of perfor-
ming arts. Such living depiction of hearterending effects is not
possible through statues and pictures,

The natya nritta and nritya depict the traditional evolution of
Natya Shastra (dramatics). Brahma having created the patya veda,
gave it for the first time to ‘acharya Bharata for performance.
Bharat gave its training to the Gandharva and the Apsaras (celestial
dancers) and with them, he produeed the Natyaveda in three forms
-of natya, nritta and nritya.*

Nritya can be classified into two kinds Tandava and Lasya.
According to Narada Samhita Pun-Nritya (male dancing) and Stri-
‘Nritya. (female dancing) are generally known as Tandava and Lasya
respectively. :

1. e 0T 1 ghwma, sAw s, g0 424

2. s qF a9 T qun afefa A )
A e qAT TIAT AW TLFATT 1)
G WATHL, AFATEq0q, 34, AATT ATLAA 4779, 1953
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" Nritta js the cosmic aspect of Bharat Natyam. Its essence is
Pure tila or rhythm.! Nritta has two expressions-the dance of Siva
or Tandava and the Dance of Parvati or Lasya. In this pure form
of dance, the natya does not enter.2 It is rather a dance for the
release of pure energy.

Sharadatanaya & Dhananjaya have termed Nritta as Desi,®
means local. The margi nritta and desi nritta, both with the diffe-
rence of being sweet and turbulent are of two kinds.¢ The actions
in both of them, in case sweet are termed as Lasya and if violent
they are Tandava.®

The dance that originated from Shiva and Parvati was called
Nritta Marga. Thus invented by Nataraja himself and introduced
by the great sage Tandu. this turbulent male Nritta (dance) has
been termed as Tandava. That originated by the Goddess Parvati
and adopted by the vraja women folk, the delicate and amorous
nritta has been termed as Lasya.! Generally every where dance

[y

T qIACATHAT | IFETE 1/9, LS FHWA, 1973
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(Nritta) is in natural liking? and between drama and dpncq! dance
(Nritta) is the oldest form. We find the word Nritta . (dance) men-
tioned even in the vedic era.® -

Musicians describing Tandava have mentioned it to be such
wherein Vira and Randra rasas are predominant. Its body move-
ments are stiff and energetic. In it mood expressions are 'depicted
through four types of waist (Kati) poses called Abbanga  (8Still),
samabhanga, (equally curved Tribhanga (tri curved) and Atibbanga
(very curved). This dance is suitable for men? Sharadatanaya
léas quoted lasya nritta as sweet and the tandava as turbulent.®

Bharata describing the evolution of Tandava has said in his
dramatics (Natyashastra) that Nataraja, having destroyed the yajna
&f Daksha Prajapati, danced tandava in that very evening with
different poses of body movements (Angahira) their * withdrawals
(Rechaka) and muscle’s controls (Pindibandha) and then Goddess
Parvati joined him in this dance with her project of Lasya uritta,
In this couple dance mridanga, bheri, patah, bhanda, dindibha,
gomukha, panava, durdaraetc. musical instruments, were played

with rhythm and harmony.

1. 0T THe, TOWTRRR, 28+30
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[,’,'h“s the dance that Siva evolved in this way combining, body
movement (Angahara) 1 with their withdrawals (Rechaka) and
muscle control (Pindibandha) 2, he taught it to Tandu muni w:th
ajl its rules. and regulations. Tandu muni thereafter propagatcd
thls, dancqiby the name of Tandava® combining it with songs and:.
muslcal mstruments

' qgat WA gl g e |
Fd AW g - q: qoeT gfa @A

Thus bestowmg this (natya veda) dance knowledge to Bharata
by Tandu the desciple of Siva the siges propagated it among
humamty ' :

ga;satsvx Aqed a@ﬁw‘r gaé}saﬁn

Bharata his described its use for occasions of worshlp of deties-
aqd for the dehcate expressions of amorous moods,® In this Var-
dhamanka tﬁla is included? and the use of suchxchan with bhinda
musncal mstrument is requlred to accompany s

1. srgert feavgariefvss | @i wwee, aammzwﬁﬂa‘ﬁﬂmw'
C Amtu
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 According to existing literature we come across Siva’s Taddava
nritta in seven different forms™, (i) Ananda’ tandava or the
Joyous dance (ii) SandHya tandava is the evening (iii) Kalika
Tandava is the slaying of demons of evil and i ignorance (iv) Tnpura
tandava is the slaying of demon of Tripura (v) Samhara tandava is
the dance of destruction. There are two ather dances which are
not the solo ones of Siva but with his consort Parvati. There are
{vi) Gauri tandava dance with Gauriand (vii) Uma tandava' dance
with Uma.

According to other classifications tandava is of two Kkinds
Pelabi and Vahurupa. Pelabi consists of movements of the limbs
-alone and is bereft of any dramatic element. Vahurupa has d;ama-'
tic elements such as frequently changing of dress. In Vahurupa
‘the dancer usually sings a song called Telena which is composed of
-a certain meaningless conventional words such as Ta, Na, Dir etc.

These dance forms have this significance that a singer just as,
shows his skill with the use of different musical notes, sothe dancer
displays in them the use of his body movements. In the angahdra
of dance the show of the feelings of emotion is very essential. *

Shiva’s dance is tandava, energeticand virile.2 The dance
represents the God’s fine activities viz srishty sthiti, sambhara,
tirobhava and anugraha. One aspect of Hinduism sees in him the
supreme divinity, who reveals himself through the world, the human

speech and the starry firmanent.?

aifg® gId g qfa® adqrgaay)
wigd Segaly & ga: afaw fag o

In this sloka Siva has bean compared with an actor whose
mz2ans of expression or movement is gesture and posture as well as
voice and costumes.

1. a9 & ®aei #1 fagra, ssizam Nad, Jo 46
2. Dance of India, Projesh Banerji, P. 1l
3. wfwag gdar 1, d0a @EHT 7)1
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Accordmg to Saiva texts, Siva is conceived as the source for
other principal deities. In the Siva Purana we read many times.
'such refrains as “The three deities Brahma, Vishnu and Mahesa.
‘are born as parts of Sival Siva is the deity of destruction and
regeneration, sakti of power.

- The images of Siva are divided into  four classes (i) The
.Samhara Murti (destructive aspect) (ii) Dakshina Murti (Yogic
aspect) (iii) Anugraha Murti (boon giving aspect) . and (iv) Nritta
Murti (Dancing aspect). It has been attributed by some that
Nataraja (Siva) gave expositions or one hundred and eight modes
of dances covering the Angika. Vachika, Abharya and Sattvika,

Siva danced and the very first rhythm of his dance produced
this universe., A most important formal and stylistic element in
{ndian art is the linear rhythm that characterizes practically every
composition.? Dancing is the rthythmic physical movement promp-
ted by feelings and emotions. By its rhythm the equilibrium of the
universe is preserved.

Siva is the arch dancer of the pantheon and he is often worship-
ped by his followers as Nataraja or Lord of Dancers. The dance
of Siva and Kali symbolizes the rhythm in the universe or the terror
inspiring the whirl of the worlds.!

Tandava dance represents a direct cosmic activity. The eternal

Becoming, informed by all pervading energy, is marvellously repre-
sented in the dance of Siva.

1. fara qeor, == «fgar 16:8

2. An approach to Indian art, Niharranjan Ray, Punjab
University, Chandigarh, 1574. P. 168.

1. Kama Kalpa, the Hindu ritual of love, P. Thomas, lInd ed.
Bombay. P. 129,



‘64 THE JOURNAL GF THE MADRAS ‘MUSIC ACADEMY [Vol. LIX

The conception of Shiva as a cosmic dancer and actor (Nata-
‘raja.) is often to be met which in Hindu Literatiire. Nataraja is an
exquisite study of balance and symmetry, of movement and at the
‘same time of stillness. To Rodin it represented the hlghest sculp—
tural concept of body movement known to the world.! The cosmic
process of creation and destruction, manifestation and fion-mani-
‘festation the worldy evolution and change are fundamentals in
Hindu theology and Siva’s dance is its depiction. In Siva whois
pictured as dancing within & circle of flame, the whole world,
completely caught up, dances to the same compelling rhythm of life
and death.

Siva is the first dancer according to Hindu conception. A
great motif in religion or art any great symbol becomes all things to
all men, age after age it yields to men such treasure as they find in
their own hearts,

~ The tandava dance of Siva with Gauri or Uma belongs to  His
Tamasic aspect as Bhairava or Vira Bhadra. In saiva and sakta
literature this dance sometimes of Siva and others of Parvati is
interpreted in a most profound and touching sense.

The male youth is by nature less capable of pouring his entire
soul into rhythmical movements of his body. But one can see on
‘the faces of even quite simple couples that a deep seriousaess and a
holy unawareness of self is effected among both sexes by the dance.
1t is really God who leads the chorus,

If the sound of ‘i’ is removed from Siva then it becomes ‘Sava,
meaning the corpse. The idea behind it is this that without energy
there would be no pulsation of life in sava. Henerich Ziger has also
dealt with it:? S

2. Indian Dances, Their History and Growth, Rina Singba
Reginald Massey, Faber and Faber, London, 1967, P. 32.

1. Myths and symbols in Indian Art & Civilization, ed. Josef
compbell, New York 1953, p. 206. ‘
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Fhe Indian artist bas revealed'the continuous company and
oneness: of Siva and:Sakti (energy) through the:media ' of  Uma-
Maheshwara, Gaurisvara, Ardhanarisvara  etc.!

This is the reason why the place that woman occupies in this
world is derived from man. She is capable of enveloping the whole
stige with melody giving the audience a feeling of untold ecstasy
and appreciation of the meaning of life.

-

_ This delicate and amorous dance evolved by the. Goddess
Parvati was termed as Lasya.? Its main melody is the love senti-
ment. In the lasya of the sensuous damsel love actions and body
movements of its parts along with graceful foot work, are predomi-
nently displayed. as described in Nritya Parijaata :

gl Refara smaEisg
YEAEIAgEAIg FYTERATRE 1

Shivram Apte has described the lasya as that very dance
wherein, love sentiments with different gestures and body move-

ments are depicted.®

1. =oaAArsqsaawt A favsd four | aefawifafesy 14
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Universal mother Parvati, due to an attachment with Bharata
remembered lasya and’ gave its performance.! It is alleged that
Goddess Parvati taught this dance to Usha, the daughter of  Bana
Usha thereafter taught this to the gopies of Dvarakapuri and they
after learning it taught to the women of other places. Thus its
tradition continued. 2 It is therefore evident that the Dancé that
Lord Krishna performed with Gopies was the lasya form. This is
a delicate dance dominant with love sentiments.® 1Is performance
comprises three forms Vishama, Vikata and Laghu,* 1n it body
movements are delicate and the hand gestures are performed from
right to left. lts music is sweet.” Thus Lasya is that element of
dance which is graceful and delicate and fexpresses emotions at a
gentle level.

Bharata, Sardatanaya & Visvanatha have deciphered the follo-
wing ten parts of lasya, Gayapada. Sthitapadya. Pushpagandika,
Aaseena, Prachedaka, Sendhava, Trigunaka, Dvigudhaka, Uttamo-
taka, Uktaprayukta.! But Asokamalla has quoted twelve partsin

his Nrityadhyaya.? They are generally based on the moods of the
heros, heroine and are usually of the use of love sentiments.

1. WTH@EG qAd A1 WHT |
IEATCIERO J@A 99 qEdq 0 qreaared 4/57

2. T @AF 7[8
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' Layais divided into two parts chhurita and yauvata. The
dance of the hero and heroine in a representation exciting love,..
including sentiment, passion etc bears the appellation” of shurita or.
chhurita. The extremely graceful dance of dancing girls accompa-
nied with various games, some movemects the magic to charm and

bewitch is entitled yauvata.®

~ Bharata has elaborated the difference between lasya and '
tandava that the part of acting that is concerned with the prayers
of deities should be used with turbulent body movements of Mghe- -
shvara. In lasya the songs connected with the love sentiments of
man and woman should be with the dance propounded by Devi with
delicate & sweet body movements.* Abhinavagupta explainingit;”
has said that Parvati got satisfaction with lasya and Siva was
pleased by tandava along with his disciples. Hence tandava was a
male dance and lasya was female.

The author of Bhiava Prakasana says thatin sweet melody and
form delicate body movements, lasya danceis produced in Kaishiki
Vritti with songs. Tandava is composed from violent or turbulent
body rhythm. Its vritti is Aarabhati.?

Siva is the symbol of universal consciousness of vibrating life
in atoms. Thisis the sole basic encouraging Siva divinity of the
universe composed of the five elements : witer, air, earth, space
and the fire.

Tandava and Lasya, the symbols of Shiva and Shiva are mani-
féstations of Matter and Energy. Ta of tandav and La of lasya,

together form the world Tala® meaning the thythm. Therefore Siva

3. Dance of India, Projesh Banerji, Allahabad 1956 p, 20.
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and Siva, together with theic symbols of .tandav and -lasya, infuse
all pervading movement in this world. They are the embodiment, of
music also specially of Tala ‘or timing in music. :

* The great movement of death and life is imitated and’ made
dependable in the tandav and lasya.” Thus one attains the ‘power
that resides in the surrounding world by dancing.! Every move-
ment of the world is rhythmlcally ordered The same principle
reigos in the dance as in the cosmos : ‘

The cosmic meaning of the dance is not a secondary Speculation
but has existed from the beginning. For this reason the psychology
of the dance ,brings us with no abrupt transition. to its metaphysicse

Rhythm literary sweeps everything along and transfers itself 'to
everything that comes under its influence.

In dance, rhythm of life and Labour & Machinery are well
balanced novel and carry the modern atmosphere at the same time
full of aesthetical beauty. This tandav and lasya are not only aspect
of life they are the harmony of both beauty & truth which expresses
the totahty of life and religion.

‘Dance is indeed the ordered movement. The ordered move-
ments awaken the awareness of a background to life, generates a
certain power which is fixed, controlled and concentrated by the
rhythm. Therein lies the religious significance of the art of dances,

In the dance shines the recognition of God, himself moving
and thereby moving the world. The movement of the body is here
so spiritulized every nuance of spreading fingers and moving the
arms becomes so much an expression of the movement of the soul
and every movement of the soul is so much a step in the great pro-
gress of man to, from and in God, we must speak of a complete
harmony.

1. Sacred & Profane beauty, Gerardus Van Ier
Leeuw, London 1963, p-20.
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- It is godlike ecstasy of liberation from the restless activity of
the mind and the senses which arc the veils of all reality transparent
only when we are at peace with ourselves.!* The art of dance posse-
sses the quality of uniting mankind, establishes a bond of friend-
ship, cordiality and brotherhood and probably international intergra
tion.?

Identifying this dance with Lord Siva, the bestower of all bles-
sings, the flame of Truth, Beauty and Goodness has lustred. The
primitive form of dance has flourished in the tandava of Shiva-
From the sound of Sankara’s damaru, Sankrit alphabet emerged and
they in fourteen sutras® are the result of living imagination of his
dance. The echo of his damaru’s sound established the utility of
speech that ultimately created all sastras (literature).!

1. Mirror of Gesture, A.K. Coomarswamy, New Delhi 1977
P.9. :
2, Erotica in Indian Dance, Projesh Banerji, Cosmo Publica-

tions, New Delhi 1983. p. 7.
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" Folk Songs in Karnataka

Dr. JOSEF KUCKERTZ

Some of you may remember that I attended the 55th Con-
ference of the Music Academy, December 1981. to introduce six
students of Comparative Musicology at the Free University of
Berlin as far as I could into the musical life of South India. When
the Conference was over, we proceeded via Kanchipuram
Kumbakonam, Tiruchchi and Pudukkottai to Madurai. Mysore and
Bangalore visiting temples and others places where we saw
sculptures and paintings related to music as well as musical instru-
ments of the past. From Bangalore, we made excursions to the
area of Hassan in the West and Hospet in the North of Karnajaka’s
capital where we collected folk music at several villages. The
Kannada sahitya Parishat Bangalore kindly provided us with a
guide for each tour, and by their help, our work became quite
successful, At the villages Nalliru and Anekere near Hassan, we
recorded koldta and other songs for the samkrdnti festival, narrative
songs called tambiri-pada with respect to the string instrument used
for accompaniment, bhajans sung by a group of devotees, and
instrumental music played in a procession with huge mask
characters. The villages Amaravati, Hadigalli and Bachigondana-
balli in the vicinity of Hospet offered us old and modern gi-pada
songs, women’s songs called sabine, bayaldata music for dances in
the open air, songs of mohammedans known as aledahejji, religious
songs named chaudikimela, again bhajans, and children’s songs. I
‘would like to show you a few examples from this collection and to
tell you what we learnt from them.

Let me start with kolata and other songs for samkranti, the first
folk songs recorded during our excursion. Of all pieces. they have
the most simple melodies. Our guide had informed the head of
the village Nalliiru in advance, and thus the people were prepared
to perform several of the respective songs and dances during
‘daytime. This performance took place-a. usual-in front of the
village-temple. At the beginning, eight men with sticks in their
hands formed a single line. Four of them worc gejjai anklebells,



_FOLK SONGS IN KARNATAKA 1m

Soon two musicians came to the spot, one playing the ramadi drum.
theé 'Othier one beatiig small cymbals. At this moment, the men
started singing, and they walked about in' small steps, forming
ciréles ‘and other choreographic figures. Unfortunately we could
not ‘get the words of the songs, but our guide caught the first line of
edch piece, and these lines suggest that the songs refer main'y to
the fate of ‘the village, sometimes using mythological stories as
allegories.” - '

There are songs which speak without much ado about the wants
of the people, and one of them sdys in its first line : **This vi]l?'ge,
that village, all villages do not ha}ve water., Please listen to the
music; the pictures show snapshots of the dance.

EXAMPLE la - aviiru Iviru X

Situation and music may be familiar to many of you, but for
us- as foreigners it is remarkable that even today any lack of vital
necessities does riot lead to an outery but to songs with poetic words
and fine - if even simple <melodic lines. ' The melody just presen-
ted is based on'a formula within the rang= of ‘& forth, repeated
many times with little variation.' Several other songs dre built upon
the same formula, and s0 it will be the words whlch give each song
1ts xdentlty Only one of the recorded ,songs devxates from thls
formula by adding one ¢ ‘egree below its bas:c tone. The first line
of thls song may be translated as,: _“The stxcks for koldta are not
ordmary wooden ones, but they are adorned with jewels.”

EXAMPLE 16 - kolukole

The series of dance songs performed for us at Nallﬁru was
closed with three pieces of a type called rasigana-kupita or suggi-
kupita. If we understand nariga -as dancing, actingand singing,
kupita or kunaga likewise as dancing, but suggi as plenty or harvest,
it becomes evident that these songs are understood as a praise of the
gods and a prayer for a good harvest in the year to come. We were
told at Nallaru that suggikunita is danced by men of several villages
assembling at one place. The day for this celebration is fixed by
the villagers themselves, usually in April, and the dance is perfor-
med at night around a fire. '
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It is a pity that we do againnot have the words of the song:
but I will briefly mention what we saw on the spot : The same eight
men as before acted as dancers, and their steps were in exact accor-
dance with the rhythm of the drum. But they turned about their
own axis, went now ahead now back. Sometimes they uttered loud
cries, bent their upper body, righted themselves again at!d raised
the hands above their head. They held a cloth in their right bands
and we were told, that they should have worn dhotis.

The cries can well be heard from the recording, already in the
beginning when the drum is still silent. These cries sound as praise
and prayer at once - even in the demonstration for our recording:
They shall be more expressive at the festival itself.

EXAMPLE lc - rijamudia belakalli.

This strong melody is based on another formula than the first
two pieces, and it moves in the frame of one fifth. Words and
meaning as well as the atmosphere of the festival give the danc,
and song its power, and the final result of it, blessing of men by the
gods, should serve the whole community.

Being only one day in this village, we did not have time enough
to search for folk songs alive in families or small groups. "But the
day of our visit. January 14th 1982, apparently belonged to a
festive time. A stage was erected in the middle of the street where
scenes of the Mahabhirata were performed at night. The picture
shows the stage, in front of which all inhabitants may have gathered.
In the carly evening, when the stage was still under coostructicn
two singers from the near-by village Kavalahosiru came to Nallgru,
They called themselves tamburidasaru, one playing the siring instru-
ment famburi and the hand clapper cittika, the other one beating
the frame drum kaniiri to accompany their songs. Usually
peasants, they chose music as an additional profession. They learnt
the music from their father, who was already a professional singer
in the rural area. At present, the tamburidasaru-brothers are
frequently invited by families in the villages near Hassan to entc:;ta'm
their audiences by songs end narrations. We recorded threc songs
of this group in a bigger room of a private house which was pasked
full during performance. The words which were kindly written
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down and translated for us by Mrs Gauri Manohar from Bangalorc
reveal the first song as .a story. from Hindu mythology narrated
according to village customs. It says at the outset that the abode
of Siva is heaven, the place of his chariot, the bull, is earth, and
that Gauri was born on earth as the daughter of Dhanvantari, the
god’s physician. When Gauri attains puberty in her twelfth year-
she has a conversation with her father about selecting a bridegroom.
Father explains the boys one by one with respect to their castes, but
Gauri rejects all of them, The castes mentioned in the song are
divabhakta or Lingayat, the merchant caste, the Brahmins, and the
farmers caste. Sinee Gauri does not accept, father asks her whom
she would like to join, and she replies: ‘There is a city called
Siddapattana towards the West. A monastery in this town is called
Sivagange, and it encloses another monastery named Lingasrimatha,
There is a monk in that monastery. Oh my father, please perform
my wedding with him.”” Father warns her, that the monk is old,
has no plate to eat but only mud vessels; no bed to sleep but only
tiger skin; no niceties like a good house and clothing except vibhiiti,
the sacred powder. Gauri, however, remains with her intention and
thus father leaves her free to go anywhere she pleases. After that
Gauri went to the forest, did severe penance standing on sharp.
edged stones and prayed for Lord Siva. He appeared at last
blessed her and took her hand in marriage.

EXAMPLE 2a - dévendraniruvuda

It will hardly be possible to regard this song as being akin to
Carnatic music as we hearit in concerts today; the singers do surely
not realize raga or tila. However, the melody has a shape like
that of many pieces in gi-pada or /dvapi and similar types of rural
songs in Karndtaka. Musical form, metrical organization and drum
accompaniment fit also in this repertory. The same passes for the
two other songs of the ramburidasaru. 1n one of them, the singers

call upon a man to inwite his married sister for celebrating Dipavai
in the house of her parents, while the other one accuses Kaliyuga®
the present time, for ’%ecoming more and more bad. It then
narrates the story of a lady who got children and raised them well-
While her last child was still young, her husband who was a soldier
received a letter that he had to go to the battleficld. Soon as the
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man had left tho housc. his wife put on styhsh clothes. dressed her
hair, started dancing and singing. - She met her lover, who also was

a soldier, and asked him to come to her in the evening.

The music to these words is not far from the previous example..
But this piece reminds me in a way to povidd, the folk ballad abous.
heroes, sordiers and wise men, sometimes linking their deeds with
present political situaticns. As far as we konow, povddd ‘spread,.
perhaps with the army-in the West and North of India, particularly
in Maharashtra, and the story just mentioned belongs to the sphere
of soldiers. Like the story, the melody with its many tome repeti~
tions and glides brings the piece closer to povddd too. Now let us.

listen to the music for a while.

EXAMPLE 2b - kaliyuga

Quite another corner of folk music in Karndtaka is found in-
sobane songs as performed by small groups of women. The word
sobdne, derived from Sanskrit Sobhona meaning brilliant or splendid
as well as anything auspicious. is, uttered in many of these songs,
and in their contexts, singers and local audlcnces uynderstand it as
“let good prevail”. So we may expect songs with polished words

" and smooth melodies, but the singers have sometimes harsh voices.
and convey a feeling of tension. This is the cags with the pieces
which we recorded at Hagigalli near Hospet from a group of four
Barijan women at the age of 50 to 60 years. Two of them sang
the melody line by line; the other two added a drone with the word.
sobdne at the end of each line to support the melody. One of their

songs was addressed to Hanuman,

EXAMPLE 3 - bandimela, sobane

Apparently this is only one way of singing sobdne, perhaps the
most genuine one with respect to the drone. The melody baving
the range of one third in the first part of the song goes later on up
to a fifth, but it is all the time performed line by line. Another
group of sobdne singers recorded at Amaravati near Hospet differed
from that at Hagigalli to some extent. The group was formed by
five women at the age of 40 to 50 years. Their voices gave fresh
sounds, and their melodies went to the range of a sixth. When we
came for recording, they sang first some lines of a piece addressed.
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‘to Hanuman followed by ome song for a festivity when a girl
-attains her age of puberty, another one speaking to an astrologer
who is asked by a mother about the prospective bridegroom of her
daughter, At the end, the group sanga ko/u-pada, and since kalu
means “stick”, we may assume that this piece is an adaptation of a
stick dance. The words refer to a king named Sivappa who was
-stauding on his terrace and saw the beautiful girl Rukmini-ramakka
He called her through someone else and made arrangements to keep
-(or marry) her. Since the song is not complete, the context is
doubtful, but its performance at marriages can well be realized.
‘Right from the beginning, one gets a good impression of the mﬁsic.

‘EXAMPLE 4 - rogigésvarana, sobane

Here the chorus is divided into two parts singing always the
-same melody alternately. We do not hear a drone with the word
sobdne, and this may once again indicate that the song was taken
over from a repertory of stick dances, similar perhaps to the first
examples of my series. But the piece fits well into sobdne style-or it
marks the point of transition into another way of singing by these
women, be it in other groups or alone at home.

This assumption is supported by the fact that the main singer
of the sobdne group joined in a chorus of two men and two women
who performed chaudiki mela later on. ““Chaudiki” is the name of

‘the plucked drum played by the soloist, as shown in the picture.
Each of the other singers held an Ektar in hands, but only one of
them was plucked. While the soloist exposed each melodic portion,
‘the second singer supported or continued his part, and the women
_joined in the dhruva repeated each time when a series of lines came
to an end.

Only songs to Ellamma were sung by this group, and the
singers were called jogatis. Perhaps the word refers to the women
only, since jogatis are female devotees of the mother goddesses
‘Huligayamma and Fllamma, who celebrate ceremonies on Friday
and Tuesday. Surely the songs we recorded are performed during
these ceremonies. Let us listen to one of them, translated by the
word : ‘Oh compassionate Ellammi, I don‘t see any equal to you
on this earth. You have filled the whole cosmos as one soul-how
can I tell about your wcnders?” And the hymn ends by saying:
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“You have been born on’ earth in the form of SIta and destroyed
all demon families in war having built the great bridge with monkey
friends™. ' " o

EXAMPLE 5 - sariyagigenu, chaudiki-mela

Since the melody moves mainly within a sixth, redéced to a
fifth in the dhruvas, it may be compared to the tambiiri-pada as
given earlier. Its shape may rather have some similarities to gi-pada
or lgvani, and the participation iof women in the group seems to
reflect an element otherwise found in vaghya-murali and gondhal of
Maharashtra. But if we return to the words, we have to be careful
with our view to music alone : Chaudiki-mela is not meant for god
. Khandobi, but for goddess Ellamma, and the identity of the song
ests perhaps more on the words than on the music.

This statement may also be valid for the next two types of song
bayaldta and aledahejji. We recorded them at Hagdigalli, just after
presentation of sobdne, when the women had gone home. Here we
met with another type of music, which may remind youto terukka ttn
the street play of Tamilnadu. In fact, bayaldta is a dance with
music in the open air where the 24 dancers move in a circle round
an elevated centre resting on four poles. Strings are fastened at the
top, and each dancer takes one string in his hands. While dancing
the strings entangle and reentangle again.

We did not see the dance but recorded the music at the inspec-
tion bungalow of Hagigalli. Eight men formed the group. one
being the main singer, four chorus singers with cymbals in their
hands and three musicians playing Harmonium, Shahnai and
Maddalam respectively. All members of the group are non-pro-
fessionals, working normally as shepherds, goldsmith, carpenter etc
The contents of their songs include religious as well as mundane or
personal topics. When they sang for us, they recited first a piece
on Siva. The third one was a love song which says : “My lady
has come from her town. Come and receive her without talking
anything bad. ‘Perbaps there are words of a man to his first wife
about the sccond wife.
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"EXAMPLE 6a - tande-—ﬁrmda, bayalnta

‘ Whﬂe talkmg with musicians and hsteners at Hadigalli we: leam
that bayalata m¢1odles are sometimes ‘in a raga They mentioned
Anandabhairavi frr one piece, BhImpalasi for another one. Accor-
ding to the words it seems to be incomplete, saying only : “Ch
peautiful woman, have you been cheated in this world by someone?
Hav: you got disappointed ?” '

EXAMPLE 6b - mosavayte, bayaldta

The're is ‘not much variation in this melody, but the tona
arrangement of the Hindustani-riga BhImpalasi can be discovered
from its shape. So we should take this music as intermediate
between folk theatre and the artistic repertory in the North or South
of India. The metrical organization-like riipaka—tdla in the last.
mi.(ra—cdpu-tala in'the’ previous piece-may be an additional #rgu-
ment, but chaudiki-mela had alréady such arrangemetits. ' Thus we
‘tealize that there is generally a more extended interchange - ‘between
“hrtistic’ and foik music in thl-! realm df measure and drumming than
in mélodles : gRRE

BLEERE Y

- While bayaldta reflects artistic music, aledahejji sung by muslim
groups is far from it. A connection between ‘Both the types is
given by the fact that the instrumentalists who first played with the
bqyalata group joined 3 at‘terwards the singers’ ‘of aledahejjz However,
thcy only aceompany.- their melodles which dlffer conslderably from
‘bayalafa ‘ C e N

. Usually, aIedaherﬂ is performed in the month of Mohararm
when mushms of Shiate confessnon mourn for “the’ dead of ‘All
thexr first Imam in the plams of Karbela near Bagdad. The words
spcak about heéroes and saints, wamors and warfare, and-perhaps
dlsapprovmgly-about Hindu gods Accordmg to the naie aIedaher
lit, “steps for makmg flre s the songs may unit and posslbly excite
‘the assembly of devotees.* One eXathple’ to get'afi i impression of the
'music may be suﬁielent The words read as follows C“A prom;.
[Merit pérson-god ‘or king-is gding évely ‘ddy om the Street in his
chatiof &Tfiﬁg #ith hls t‘on’owers, and there w:il e’ a diffeténn

i 23 o t A1 uml‘ 8
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instrumental music along with the procession every day. That
prominent personis going on an elephant in the procession on
Friday. The sounds of drums and string instruments have become
more. Anklets on the feet of dancers make sound at every step.”

EXAMPLE 7 - horatitu, aledahejji

The way ot performance in a chorus led by soloists remind
us of bhajan songs known from all over India. I shall bringa
bhajan at the end of my paper, but before that | have to mention
two other types of our collection, and these on gi-pada and
children’s' songs Gi-padd was performed for us by a group from
Belgaum engaged to visit Amaridvati near Hospe{ by one of our
local guides. The group was registered at the Government, and is
went round one week per month to sing about family planning
agriculture and politics in addition to traditional songs. The music
was fine; it is skipped over here only since it was in a style widely
known in Karndfaka and Maharashtra. We dit not learn mucht
from it about the local folk music of Hassan or Hospeg. Likewise
children’s songs which we collected at the school of Bachigondana.
halli : they were sung from books, and thus we should also expect
them to be commonly known in Karnitaka,

With respect to the examples presented we can say that koldta
and sobdne belong to special occasiens and festivities of village
communities, while the tambiiridasaru are invited by families to per-
form their songs for entertainment and perhaps edification, Bayaldta
is a theatrical type of music reflecting high artistic clements
while chaudiki-mela, aledahcjji and bhajan are practised by differeng
groups of religious devotees. Everywhere the words are important,
and the music has to support and adorn them. sometimes to deepen
the emotion in accordance with the content of a song. While doing
research, the position of siagle songs and song typas within the
repertory of an arca should first beccme clear. if we now look at
these songs or types of songs from outside, in a comparative way so

Yo spcak the differences diminish and the similarities become more
_evident. From this point of view w= should first mention that all
this music is based on one single melodic line even if a chorus joins
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in and instruments are added for accompaniment; second, that all
melodlc lines rest upon one basic tone whether they go up to a fifth,

a sixth, or an octave, or move freely around it in unlimited arches;
third, that in pieces regulated by musical metre the beats are clearly
counted or perceived if not kept present by hand clapping or a
stroke on instruments; and fourth, that drumming is highly
appreciated as an accompaniment respecting always the pulse of a
piece but frequently crossing the counted beats, These criteria may
also be applicable to the artistic music in the South and North of
Tndia but - kept together - hardly to the music of the Middie East,

South East or East Asia, not to speak of Africa or Europe. So we
see Indian music as a unit, divided, however, into many styles or
types to serve all human beings and occasions requiring them.
Bhajan singing is one - or perhaps a whole bunch - of these types; it
conveys religious ideas to many devotees while musically being a
common property of India. In this way we may listen to the last
piece, a bhajan appealing to a devotee to serve the ‘Guru’ and achieve
liberation since life is not permanent and worldly goods are frall
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THE POETRY OF TYAGARAJA

TYAGARAJU KAVITVAMU : (A critical estimaté¢ of
Tyagaraja’s Poetry). By Dr. S. Samantakam:ni. Published by
the Author. Copies from Mrs. G. Suseela. 52, Perianna Mudali
Street, Seven Wells, Madras-600 001. 344 pages. Price Rs. 45/-

If Tyagaraja had not been the versatile musical genius he was, but
had presented his compositions to the world purely as devotional or
didactic songs, would he still enjoy the same reputation he does to-
day in the realm of Karnatic music ? Had his pieces not been such
marvels of coalescence of art music and melodic richness but were
mere hymns clothed in simple but lilting melodies (like his Utsava
Sampradaya kritis and Divya Nama kirtanas), would he yet be
deemed eligible for the plaee of honour he occupies in the music
world? The answer to both these questions isin the affirmative
Tyagaraja was first and foremost a music composer and a creator
of new expressions and forms in art music but the fact that he was
also a competent poet and a master of felicitous expression has
added great charm to his compositions and made them virtually
‘poems set to music’. He is often referred to as the ‘tone poet of
Tiruvaiyaru’. Tyagaraja’s kritis are rightly renowned for their
poetic excellence, sublimity of thought and unsurpassed Yati and
prasa (caesura and alliteration) beauties not found in the musical
compositions of any other Indian composer.

But, as Dr. Ramachandra Choudari has pointed out in his
felicitation, there are many who ask ‘“Was Tyagaraja a poet? We
thought he was only a composer of kritis”. Most musicians who
learn the kritis from Tyagaraja’s two musical plays ‘Prahlada
Bhakti Vijayam’ and ‘Nowka Charitram’ do not bother to read or

. sing the padyams which really show the merit of his poetry. It
was, therefore, a happy idea that Ms. Samanthakamani deeided to
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do "res’earch on the poetry of Tyagaraja and her Doctoral Thesis
now published has come as a boon to devotees and admirers of
the saint composer. '

The book starts with a brief biography of Tyagaraja, the am-
bience of his period and his contemporaries. From the next cha-
pter onwards a regular appraisal of Tyagaraja's two musical dramas
is made with a fund of information. While dealing with the
>Nowka Charitram’ the author quotes from the Yoga Sastra and
Hathayoga Dipika and also Teievant slokas from the Bhagavadgi}a.
She has rightly pointed out that the.language of musical composi-
tions like the kriti differs widely from the idiom used in praband.-
has and this is evident from a study of the kritis and the padyams
of Tyagaraja side by side. Tyagaraja himself has speit out the,
grammar of the kriti style in his ‘Sogasuga’ as consisting of ‘yati
visrama, sadbhakti, virati, draksha rasa, nava rasa yuta’.

From the existing scanty biographies of  Tyagaraja we are
unable to decide how much of Telugu literature he had studied in
his youth, He lived in a Tamil area and is stated to have studied
Sanskrit in the local Raja Pathasala at Tiruvaiyaru. His only
source of knowledge of Telugu literature was his father Rama '
Brahmam who was a Ramayana scholar. One cannot, therefore;
clearly say whether Tyagaraja was, exposed to Telugu classics like
the Amuktamalyada, Sringara Naishadamu. Vasu Charitra, Maou
Charitra etc. But he had Potana Bhagavatamu as his parayana
grantha and there is ample evidence to show that he was greatly
influenced by the style of Potana. He had as his model Bhadra-

_ chala Ramadasa for whom he had somuch respect that he men-
tions him in noless than four kritis,. 1t is also doubtful if the
kritis of Tallapakkam Annamacharya were known in the Tanjore
area during Tyagaraja’s time. Only one kriti of Chinnayya ‘Namo-
jalakimpa’ (Yadukulakambhoji-Jhampa) was being sung by bhajana -
goshtis basides the Todaya mangalam attributed to Annamacharya.,

But the songs of Purandara Dasa were popular at that time
and Tulaja cites some suladis in his ‘Sangita Saramrita’ for raga
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lakshana., Tyagaraja was deeply influenced by Purandara Dasa on
the sahitya side and nearly twenty of hls kritis sound like  Telugu’
translations of the Kannada original. He was no doubt influenced -
by Narayana Tirtha and his *Krishna Lila Tarangini’. These facts
are discussed by Samanthakamani in detail at the appropriate
places.

‘The ‘Prahlada bhakti vijayamu’ has = beea taken up for a
detailed examination and Tyagaraja's mastery over the Yakshagana
format established with suitable examples. His depiction of
characters, his command over Telugu metres like Sisa padyam,
Kanda padyam, Utpala mala, Champaka mala etc., dhvani mar- -
yada and the deities figuring in the story have been discussed in
full. A similar presentation has been made of his kritis in general
and the Utsava Sampradaya and Divya Nama kritis in particular.

. Discussing the ‘Bhasha svarupamu’ of the kritis of Tyagaraja,
the author has rightly pointed out that the vyavahari bhasha used by
him bears the influence of his stayin a Tamil area and some phra--
ses uled by him may sound strange to Telugu ears. She has~ glven
m_b‘,r.e than a hundred examples of such expressions. .

- Later chapters on Chhando-vyakarana viseshamulu, kirtana- -
mula lakshanamulu, vaggeyakara lakshanamu, Tyagaraja’snada yOga
siddhi, and the place of. Tyagaraja in the sphere of Telugu literature ,
contain a wealth of material placed before the music world for 'the :
first time. The author has. spared no pams to study each and every -
facet of Tyagaraja and present. it in a most scholarl) manner. The
music world should be grateful to her for her labour of love and
the enormaus eﬁ'ort put in by her to study all the avallable literature
on her, subject and present it in the prpsent form, thus makmg her
bpok a treasure to cherish.

T.S. PARTHASARATHY
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- Sanskrit

SRIKRISHNA LELLA TARANGINI: By Narayana Tirtha
Volume I. Sanskrit text with transliteration, translation and notes
in English. By B. Natarajan, Pp. 538, Rs. 360. Copies from
Mudgala Trust. ‘Kaveri,” 12. Fourth Cross Street, Ramakrishna
Nagar, Madras 600 028,

About three centuries ago-a lonely ascetic from the Andhra
country walked into the heart of Chola Desa and settled down at
Varahur, one of the most cultured villages in the Thanjavur
District, His saintliness and erudition made the local Brahmins
accept him as their preceptor. Although a staunch Advaitin by birth,
Narayana Tirtha soon established a bhajana sampradaya. organised
festivals, wrote a monumental and evergreen lyric sequence, the
‘Krishna Leela Tarangini® and had it staged by the residents. He
blazed a trail of devotional activitv which spread throughout the
Kaveri delta and came to be known as the Nama siddhanta cult.

It is really surprising that no translation of this classic, com-
parable to Jayadeva's Gita Govindam from all angles, had been
attempted in either Tamil or English so far. Only recently an
edition with an excellent Tamil commentary by Sri V. S. V. Guru-
swamy Sastrigal of Varahur was published by a Trust,

B. Natarajan, the author of the volume under notice, comes
from a scholarly family known for its wholehearted dedication to
scientific and systematic historical research. The patriarch of the
family was S. R.Balasubrahmanyam, an internationally known
authority on Chola art and architecture. He and his three sons
have through their family concern, the Mudgala Trust been publi-
shing works of lasting value,

There is a plethora of literature on the life and times of
Narayana Tirtha written by more than a dozen eminent scholars.
As the saint spent the earlier part of his life in the Andhra country
and the second half in the Tamil Nadu area, there are conflicting
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views regarding his place of birih his orginal name, his date and his
guru, Mr. Natarajan appears to have studied every work written on
the subject in English, Tamil and Telugu and has cogently presented
the views of those writers with illuminating notes of his own. The
infroduction, which runs to )45 pages, is itself a thesis qf great
research value. As Natrayana Tirtha lived in Tamilnadu during the
time of a fusion of three cultures, Tamil. Telugu and Marathi, the
author has done well in devoting the whole of the fitst chapter to
this subject- before taking up the life and works of the Tirtha.

The fact that a number of works other than the ‘Krishna Leela
Tarangini’ are attributed to Narayana Tirtha has made some scho-
lars venture a suoggestion that there were perhaps more than one
author of that name. The works include a Telugu drama called
Parija tapaharana Nataka, another work on Purva Mimamsa,
Haribhakti Sudharnava and Sandilya Sutra Viitti. In fact, Guru-
swamy Sastrigal of Varahur has published a work ¢alled Panchikar-
ana Vartika Vivarana Deepika attributed to Narayana Tirtha, The
author has discussed these and other relevant subjects in great detail
thus making the work complete in. itself.

_ Narayana Tirtha was also closely associated W1th the Bbaga-
vata Mela tradition and Siddhendra Yogi, the trend—setter for
Kuchipudi dance, was one of his disciples. The Tirtha must have
visited Melattur which had already been gifted away to Andhra.
Brahmins during the reigin of Achyutappa Nayak (1577-1614).
Based on this and other references. the author has concluded that
Narayana Tirtha probably lived between 1675 and 1745 A.D.

The scholarly mtroductlonu foilowed by the orginal a.nd an
exeeedingly lucid English: translation of the first six - Tarangams of
the Tarangini. The Sanskrit text has begn printed in . elegany
Devanagari script and the translation is replete with explanatory

notes. The printing and get up of the ;, bogk . are of the highest
standard.

froeo o e

T.8; PARTHASARATHY
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PHILOSOPHY IN INDIAN MUSIC: by Hiren Bose. Rupa
& Co., 15 Bankim Chatterjee Street, Calcutta 700 072. Price Rs. 60.

Hiren Bose (1903-1987) was a multi-faceted personality having
been a Sanskrit scholar, researcher in music, lyric writer and poet.
He belonged to the Lucknow gharana of Hindustani music and
bad a profound knowledge of classical music. His approach to
music was philosophical and he believed that music was not a
mere art but a path to obtain salvation. With this objective in
mind-he bas written seven chapters entitled Sa, Ri, Ga, Mg, Pa,

Dha, Ni with two appendices one dealing with astrology in music
arll the other on medicine in music,

The theory that Nada or musical sound emanates from the
Brahma Granthi and is produced by a combination of Prana and
fire is expounded by Sarngadeva even in the very first sloka of his
magnum opus Sangita Ratnakara. This théofy is developed by
Tyagdraja in his kriti Swara Raga Sudha and others. Hiren Bose,
the author further expands the idea by quotations from the Yoga
Sastra, Sankhya philosophy and similar disciplines. The book
proceeds on these lines and deals with the Kundalini Sakti and
others mystic sources of coiled ¢nergy in the body. In the chapter
on Radha and Krishna the author states that Radha represents
the Kundalini and Krishna, the wisdom. This chapter also con-
tains a diagram to illustrate these facts. The author concludes
that only music can lead us to the path  of liberation which is a
statement :mphasized by Tyagaraja in many kritis as hc was also
brought up in this tradition. The first appendix deals with astro-
logy ip music in which the author quotes the views of Western
scientists. The author was also a Homoeopathic physician of
distinction and in the second appendix entitled ‘Medicine in music
he correlates the views of Dr. Schuessler of Germany regarding
the 12 notes of the gamut reverberating the 12 main tissues of the
homan body.

Many statements made in the book are abstruse in character
but as the author quotes relevant textual authority for his . conclu-
sions, the book will be found useful by readers who prefer the
philosophical approach to indian Music. The get up of the hook

is excellent.

T.S.P.
24
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MRIDANGA PATAMURALI by 'Mylattoor V. Swaniy Iyer.
Published by Annamalai University. Price Rs. 20.

For generations Carnatic music, both vocal and instrumental
used to be learnt in the Gurukula method and there was bardl& any
need for books. When courses were introduced in universities and
colleges. a need for text books arose to enable students to improve
their knowledge of thy art even after the completion of the courses.
In the mridangam field great masters like Mangudi Dorairaja Iyer

and Mylattoor Swami Iyer wrote excellent treatises to meet this
demand. B

Swami Iyer, a relative and disciple of Mylattoor Krishna lIyer,
served the Annamalai University as mridangam professor for nearly
three decades. The book under notice has been designed to suit a
four year course and takes the student step by step to the advanced
fevel. All important information about the mridangam and how

cach tala isto be played have been clearly explained and jatis have
been printed clearly.

Some knowiedge of theory is also expected from the students
and the author has explained full chapu, half chapu, gumkara, the
angas of ta'as and other technical details. Pada garbham is the

place where the tzla joins the kriti and the correct method of doing
so has been indicated.

The fourth year course is an advanced one and in one chapter
the author has dealt with tirmana jatis, tattakara, chitranatya jati

& simhanandana jati. Aksharas have been furnished for four, eight
and twelve avartanams.

Swami Iyer’s long experience as a teacher can be seen on every
page of the book. Short biographies of mridangam maestros of

t e part like Narayanaswami Appa, Tukaram, Azhaganambi Pillai
and Palani Krishna Iyer have been included. The book will be

found useful not only by students but also by laya vidwans,

T.S.P.
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. TIRU ARUTPA ISAI MALAI :» Music composed by T. M
Tyagarajan. Edited by Dr. N.Mahalingam, Published by Rama-
lingar Pani Manram, {01, Anng Salai, Guindy, Madras-600 €32
Price Rs, 30.

- Ramalinga Swamigal (1823-1874) was, like Tirumular and
Tayumanavar, one of the mystic poets in Tamil. Even as a boy he
became a master of Tamil literature without formal schooling. His
output of poems and prose works is prodigious and thousands of
verses written by him areﬂknown as Arutpa, a shining monument of
religious devotion, spiritual insight and poetic skill. X

From the early years of this century, his verses became popular
in Karnatic music and were being sung mostly as ragamalikas.
Strangely enough, the Swami himself appears to have realised that
songs had a better appeal to people than verses and composed
more than a dozen pieces in musical forms like Komnfi,
Kanni, Kirtana and Namavali in Carnatic ragas. In the publica-
tion under notice 25 verses and songs of the saint set to music by
Vidwan T. M. Thyagarajan, have been published with notation
Two of them are ragamalikas and the total number of raga
employed is 28. The tunes are attractive and the notation is
simple and clear. ‘

T.S.P.
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Tamil

TAMIL PADANGAL: Compiled by Gowri Kuppuswamy
and M. Hariharan. Published by the Karnatic Music Book Centre.
14, Sripuram (st Street, Royapettah, Madras-600 014. Rs. 15.

The term ¢ padam ’ was being used loosely for many centuries
to mean any musical composition including kritis. But from the
17th century it acquired a distincit connotation to mean a composi-
tion saturated with sringara rasa, with a nayaka-nayika motif to be
sung in the slow tempo preferably in the Chapu tala, The
precursors of this type of padams were Kshetrajna, Sarangapani,
Muvvalur Sabhapatayya and others. The sixty-odd padams of
Svati Tirunal in Sanskrit and Malayalam eminently qualify
themselves to be brought under this category.

Tamil composers of padams were slow in appearing on the
scene and only a few of them wrote compositions which can strictly
be called padams. The rest are merely kirtanas or ninda stutis
like those of Muthu Tandavar or Marimutha Pillai. Tamil padams
which come closer to their Telugu counterparts are those written by
Subbarama Iyer and Ghanam Krishna Iyer. These are couched in
colloquial Tamil and lack literary merit, a fact which has been
noted by Dr. U. V. Swaminatha lyer in his biography of Ghanam
Krishna Iyer. Dr. lyer also calls Krishna lyer’s compositions as
kirtanas and not as padams.

About 40 vears ago the late T. K. Chidambaranatha Mudaliar
(T.K.C.) published a small collection of padams in Tamil- with a
view to preserving them for posterity. With the unprecedented
boom in the field of Bharata Natyam, there is a keen demand for
books containing padams and it is commendable that Gowri
Kuppuswamy and Hariharan, who have already many useful
publications to their credit, have now come forward with this

compilation,
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The book contains 30 padams by different composers like
Subbaramayyar, Ghanam Krishna Iyer, “’Muthu, Tandayar,
Marimdtha Pillai and others, The most useful feature of the
book is that it furnishes the notation of the songs. There is an
interesting introduction on padams but the text is, unfortunately,
full of mistakes. The authors should have compared it with
available publications containing the songs of Krishna Iyer, ‘Muthu
Thandavar and others. It is hoped that the errors will be set right
jn the next edition. q

T. S. PARTHASARATHY
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MAHAKAVI  SUBRAHMANYA  BHARATHIYARIN
PADALGAL: Edited by Dr. S. Seetha with notation by Lalitha

Bharathi. Published by the Department of Musw University: of
Madras. Rs 3s.

e

Supreme among the Tamil poets of this century. Subrahmanya
Bharati (1882 - 1921) was on¢ of the major creative forces of the
modern renaissance in Tamil Nadu. Poet, prose-writer. polyglot,
patnot, Vedantin and humanist, he was also a lover of our fine
arts like music, dance and painting. The views expressed by him
on these subjects more than 70 years ago are refreshingly relevant
even today and bhis article - Sangita Vishayam ° (30 pages) deserves
to be reprinted as a separate booklet.

Ettayapuram, where Bharati was born, was a seat of music and
learning because of the munificence of its Telugu rajas who were
themselves musicians and composers. It is no wonder that Bharati
developed a taste for music from his boyhood. His idol was
Subbarama Dikshitar, who lived in a nearby house. and when the
latter died, Bharati wrote a moving elegy in which he lamented
that ¢ music will hereafter cease to exist in this world.’

When Bharati later wrote a long poem called ¢ Kuyil Pattu’
which is really a dream sequence, he chose the nightingale as the
principal character and made it sing with full-throated abandon
from the branch of a tree. In this poetic fantasy, there is a long
description of the enchanting power of music and addressing Lord
Brahma, the poet exclaimed “ of all your creations, music is the
most wonderful . When he was a student at Benares for two or
three years, he admired the voice culture of Hindustani musicians
and comments that * the male singers had voices like bronze bells
and the females had golden voices.

When Bharati plunged into the freedom struggle during the first
decade of this century, he discovered that patriotic songs set to
music had a greater appeal to the masses than long and dry
speeches. He wrote a large number of songs on patriotic themes
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and set them to simple tunes like Ananda kalippu, Nondi chindu
and Kanni-s. While these national songs later earned for him
the title of *Desiya Kavi ’, he continued to compose Tamil kirtanas,
with pallavi, anupallavi and charanams on ‘bhakti, love, fearlessness
mysticism etc. C. Viswanatha Iyer, younger‘ brother of Bharati.
V. V.S. lyer and others have. in their writings, vouched for the
fact that Bharati had a sound knowledge of Carnatic music and
could not only write songs. in. notation but also sing them most
tunefully. lyer wrote that those who heard Bharati sing with Nis
" majestic voice and the pride of a composer were indeed fortunate.-

Bharati has handled more than 30 ragas of Carnatic x{lusic
including rare ones like Manirangu, Saindhavi and Sarasvati
Manobari. One of his compositions is a ragamalika to ten ragas.
Two of his songs are in Sanskrit and while < Bhuloka Kumari’
reminds one of Tyagaraja’s < Bale balendu’, ¢Ehi mudam dehi,
is on the model of a tarangam by Narayana Tirtha. He had
unbounded admiration for Tyagaraja and called the composer as
* an ocean of rasas . '

The present definitive edition of 30 songs of Bharati with nota-
tion, compiled and edited with great devotion and competence by
Dr. S. Seetha and published by the Department of Munsic, University
of Madras, is bound to be welcomed by all lovers of Bharati's
songs. The 40 page introduction by the Editor is a masterly sum-
mingup of the subject Bharati as a composer and presents authen-
tic information collected from more than a dozen earlier publi-
cations. The tunes were supplied by Lalitha Bharati grand-daugh-
tzr of Bharati and her son Rajkumar Bharati as handed down in
their family. Singers need not hereafter sing Bharati’s songs in tunes
improvised by other. The Uaiversity of Madras deserves to be com-
plimented on its decision to publish the volume.

T.S. PARTHASARATHY
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The history of Carnatic music is studded with some monumen-
tal compositions which have earned immortality for their — auathors.
The 48 Raga-tala-malika of Ramaswami Dikshitar,; the Raga-malikas
of Muthuswami Dikshitar, the Swara-jatis of Syama Sastri and the
Pancharatna kritis of Tyagaraja are melodic edifices that will stand
as long as Carnatic music lives. They are comparable to the fugues
of Bach and the symphonies of Beethoven and Mozart.

The 72 Mela-karta scheme, propounded by ' Venkatamakhi in
the 17th centuty, opened up endless vistas to music composers after .
his time which even doyens like Tyagaraja and Dikshitar recognize‘d'
and chose to follow.

There was, however no single composition covering all the 72
Melas of Venkatamikhi. In the meanwhile, amusicologist known
as Govinda propounded a scheme of 72 Melas which were 'sampu-
rna scdles both in the ascent and in the descent and the arrangement
superseded the asampurna melas of Venkatamakhi. While Dikshi-
tar followed Venkatamakhl s scheme, Tyagaraja chose to compose
kritis in the Mela ragas and Janya ragas enumerated by Govinda in
his work ‘Sangraha Chudamani.’

Strangely enough, the idea to compose a fuli-length composition
covering all the melas of Govinda appears to have oecurred to Lav-
ani Venkata Rao, a Tanjore scholar in Marathi, Tamil and Telugu
and an expert in composing Lavanis. He lived during the reign of
Shivaji (1832-1855), the last ruler of Tanjore. ' Venkata Rao com-
posed in Marathi what he called Bahattara Melakarta’ in praise of
Sakharam Saheb, the son-in-law of the ruler, Maha Vaidyanatha
sivan (1844-1893), the legendary singer and savant of that period,
was persuaded to set Venkata Rao’s composition to music in the
mela ragas with the Kanakangi nomenclature. Sivan later composed
a Sanskrit version of the Mela-raga-malijka in praise of Lotd Prana-
artihara of Tiruvaiyaru. Although Subbarama Dikshitar composed
a Mela-raga-malika in Telugu with the Kanakambari nomenclature
about the same time, Vaidyanatha Sivan’s compasition became more
popular as it is in perfect accord with the present day concept of
sampurna melas.
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Sivan’s regamalika consists of: 12 ghakras each containing six-
ragas. Vidvans usudfly sihg any’ ‘two of thésé chakras in concerts
but there was no record containing all the 72 ragas, The Gramo-
phone Company ¢f India has now taken the credit-of r%cordmg the
entire Mela- raga-mahka on a single"LP rec:dr‘d a ‘cdsette anda
compact disc sung by M. S. Subbulakshmi.

Duriag her long careeras a singer, M.S. has scaled many
peaks but the present record, . made by her solely for the Music
Academy is perhaps the zenith. Prodigious effort must have gone
into the production to make it a treasure for posterity, faithful and
flawless as it is. The Pallavi is in Sriraga and it is followed by the
72 Mela-ragas the names of which have been ingeniously insertcd
into the sahitya. ln the svaras that follow, the last quarter is that of
the next mela raga so that the transition is smooth and melodic,
M. S. has been accompanied by T. S. Narayana Rao on the violin
and K. V. Prasad on the Mridangam while Kadayanallur Venkata-
raman has assisted in the recording. The Suddha madhyama ragas
appear on Side ‘A’ and the Prati madhyama ragas on Side ‘B’.

To commemorate this historic occasion. the  Music Academy
has'brought out a variorum edition of the Mela-raga-malika (110
pages) which includes an introduction in English, the text in Deva-
nagari and Tamil scripts, a Tamil commentary by V.S.V. Guruswami
Sastri, the Marathi version and an article on Lavani Venkata Rao
by B. M. Sundaram. Priced at Rs, 30. the H.M.V. record is worth
cherishing by musicians and music students.

T.S. PARTHASARATHY:
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