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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, Tr 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 
Iyer, Members of the Academy and the Experts Committee, dist­
inguished invitees, Vidwans and Vidushis, ladies and gentlemen :

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

At the outset, I extend a hearty welcome to Dr. Subbulakshmi 
who was gracious enough to accede to our request to inaugurate 
this Conference. As you are all 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



musicians to inaugurate our Conferences and last year, which 
marked our 60th Conference, the obvious choice was Sangita 
Kalanidhi Dr. Semmangudi Srinivasa Iyer, 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 excellence, 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 
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 1 st January 
1985 and this year we have the privilege of her inaugurating our 
61 st 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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THE 61ST MADRAS MUSIC CONFERENCE 3

I extend to Vidwan B. Rajam Iyer, the President-elect of this 
Conference, a warm and hearty welcome. Sri Rajam Iyer 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 
Iyengar, who was known as the 'complete musician' during his life 
time. Iyengar evolved a concert pattern of shorter duration but 
packed all the elements of traditional musical offerings into his 
new format. Sri Rajafn.lyer 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 Samoradaya 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.

I 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 Dance Week on 
on the 19th and 20th January 1987, as a tribute to Smt. Rukmini 
Devi, in which 15 prominent dance artistes of Madras performe^ 
on the stage. During the same month, the Department of Cultu­
ral Affairs of the Government of Uttar Pradesh arranged a series



of culural programmes at this auditorium in which renowned 
artistes Jike Ustad Bismiiiah 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.
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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, I, 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 Iyer 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 Iyer 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 cuttural 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.

I 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.



‘ •gi3 Jssugs <9F<58iug> <&d5o<suir (J# 6utr<sw-° 'jqQJiraGsrr! <&8ssnu 
iSifeuirQ&Gefrl tDiriBmLQ^ p fa  w in rm

jrtrggLDitiiuir ^jsuif^sGsfr! @3&Qjirdfr&G<5fT! Q9j£iofi&(o<sn!
jT§\&u Q uq^ ld<x ^G<3It! ^SsnrGuqijatgib <stw isû <sh)<srrjrfBi<as<3frl

f.

<fc/f/F/TL_« <5F/E/S£5<3)<53)£BLJ G um fl ®J<orrirUU&ji)ds!T& &_<SfT6fl
<sfo'£n-umtEi&<gn}<5fr Qfigoo 6rv&rr&sr@tss)<$u Q u jb j^ ( $ u u ^  
$jf5<5 g 3 $ w &  1927 <30 [S jp i& jlju lL Q  ^esrjp jiy)#® }
jSeBrgi ggjm&p Q@tr6mriq.<5b GLD<sfrGLD^]U)
4S6wr®, ^S5T jy  ^ e v  e^Q^^Lorr^ QJGfrrrrBjfri r8<5vrjp], Loessfiujfr&rr 
U68Bfl&(Gj LDmflefltfitr ^(sdjruf-m rfltmjnsmsua ^rrom SljD^}.
££j65>& a_CU04(^, '£l<5B)'$<9: (o&ITliijg <3s8oO(̂ lf<3isiT JT&I& LD<9»tT
ggmiEiaor ^©CSuj/r©dF0 iM & i @>(3> &?u ldG sit pswsuih. ggjrs# 
& iB & (ruup t5l&) i£x95(riBtrLL6S)i_'$ Q^5/ri_«©(53)<su«(^Lb urnsfl 
<ST<s$r<£(§ Qjrruj@$(rF,Liusz»^L] Quq^ld Guqrf&ai jdgst.

ggjLh LLmfieflipfr li& n jD sS ^G u rr^ ] <spq§ QurrGw^GtforQ
<xrr<zns;̂ / «g0  Gldgo/t<ss ^j&= <ss)uiLji_<5sr Q&fr(5@Lb Qds/rswr
®GfTGfT (oT&yr6B(<9), ^)^S5T ^IJDLjpU LKoSSfl&Gtr 6TUU11/_ dg£®35r(f>> 
G&ir£»ih @Srfi<3Lj &<5wr(J)<5fT<3fr<5$r s r m u ^  am L®  srrL.@lujira 
r§8sBT<aLi@ @<ss>iru96b ^Q S Ijd^ i . S /b jp ia  Q&<tl_i_ qt>^u3 ^ jld 
Qjn  L-6&>&& &L-U}-l—g>^§£}lh ISmi—QujDJD <3FS!T)LJ, &IT<sh)3ujj3 
G <sg3 u9<5st <s>i sr&GvGu G utrm jD  £§)is@ LnrsfflonastnLug &m<s 
Q a m u  Qujbj$QT)ULjr§ ) gjjtl&m <sĥ r<sOLB(r<5sr ®j<sfrtr&@le$)uj<£

sh'^ireo eum ir^^ l^s^ ss_u3 ^ lLQ<3u^ i 
& jbg)}U) l 9®5T @iii&rrLD<sb {gftsm&LDiuLoirs &<5tmj &mr®<sir<srr
en)-^)^LD sumir^&Lurr^Lb. g$li5& /£<sbbtl_ Qmiq.uj airso &lLl . &  
jUjsO €Tg>g)(foST <oTgjg>So$r ĵ3S)<3F <=9/ J$(<o$ fT&8ofT <£ Q dB/T <5&TT (J)
<or@&%5GT <3T@@8o5T ^ [T  ITIU&@I&$3(T ĵ<9= &SVU Q3U<3rfluSL1
Q m m £ i,  Grmueng, torm rm flu  u rr ir ^ ^ re o  lSjtlS u Gu  @rjb

u Q Q j d s i-
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fg)# & rs$ ituu& l£ i& ) $$<ssr (Lpmqsip&r &8so<sutr&<sfrir& 
$ } ib@ «sf«duc®0 ^  pfiiaerT'Sg] um fim tu , 2-u9iru umfi&nuj
<£l<3iR@'gi &<5tou<s6)\u$ p<skml&ifl®}eoir& <sfo<5r®n'&g$ia(9)<i
Qairem-Qeuisp QuifiGtwriraGrriresr y$LDrr<s$T&t5rr G&. o!3. 
SlQ^G^mr&oeufrijS s iiu tw r, gj,. jr iriL jriro j, aefogirifl
(jtfGsfleufr&m, t f .  if.. @(!S<fy<5<M'Lnir&'aFnrifltiJnrir, i f .  a7. & u u ir  
jrireij, i f .  <stsu. Qa/m«i_/r/rii)UJ(L//f, i f .  srau. jrirggiJb, G&. ^ / f .  
sbrB ĵTLDUJLUir !̂£GiLi[T<5V)jru-]Lb Q<au(§ i§mrL-&r<soih £jD&<ssr 
&[rifliu&[fl£)ujnr& *gjuirjr<£ Q &ir rnn-.tr jbjfiluj L-tr& i_ir (3a/. 
jriraGum 'gjeuir&dstrtLjLb G um rs& 'S 'g ii-.m  iSfasreq gh-irGsutnb.

«jy<aj/r<$6rr qSlI ® #  Q &m jD  ovgbtTmpmp ffijDULjjD £$lL®  
iSjtulS a /0 ©(75>/f ^GsrmjDUJ &&o<aujnr<ssr i f .  i f .  <sun sru-0 
<3l<au[r&m. Q&tujbgiiq-Ut-lLb* @jOi<sdhu ^jLuebqub
iL&&<£trm m ^tru ss r Q $ trm rm L -u  ueo oSpiii
SGtfl®) ueQ <5LDir<&@l &jQ$§lmjdggt. ^>i&iGjrfr® ^S sm ts^ j @ffiuu 
uesufitutrjbj^ euQtjib &.u&8so®Jir&<sir, &rrrflmp[fl@!&&rt ojBmiu 
iSirojirSldsm *q §Hiu luirGUQfj&tgii) &~eoSlm &titl3®>
ismjSiL]Lb, u tr jrtn LQ ib  Qg6tfi®8l@&i& Q&rrmSlGjD&r.

LD<x<sg>rr<ssr &<sg)u  & i5 $ jr (&>tfliuir &.m<sir<3fro^Lh fsiAgi 
fyuu jb jD  afaoatgj# Q^SfTL-irfs^j Q@rrmrL-rrjbj$ sl/0
®J<sjb(9) ‘ 'GrySsiD&ujiriLiLb ^ m & u  u iu ^ u - j ib "  &-<srr®ir isir&  
L9jrLi>L£>@<sis)@ G&umrQQGjDSsr-

o9g5<zu<5 &S8)U qSG&q}  Q&Gfrjr&iLLrrm ltewrsjSg5
a<sotrr8!£l”  eSq^^iBssr £§)<aisutrm r® oS&w trm  y$  B. jrirggLDULJiurr 
^i& jif&srr Q ujyQ Q tfir&dr. ££j&jb(3> y ir m r  Giutr&iu
jSirib&Lb Qujdjdsuit. LL&rroSJsQJirgyffiiu ^ r f iiu d ^ is j.
^ujiufEJdstrir <j*jGUir<£<orfl<53r pdso&jDihp ®<3q>iuir<3s<gn}>Hr <$Qfj<suir 
d5/a//r. y$guJ y $  j£<3i$l&ir ^Gutraeffi&r 8l(njj3&<orfi®) o9G&eq> 
tu trm  u ir i—ir i i^ j r  «jyuiutrervib Qujbjoeutr. u trem L^^tu ib  
i&LLQujSmjfil &65>u GLLsmi-aeffigyld G&tTL9&g£j su($ueuir.
@l!iBjb(3&9)90frLb Gilgoitg (gfieiD&mtij Gutr^uujBgyLb  <=9/eutr 
*3l<80irjSiuir6Br *QjbjD6b Q u jd jdo jit. pmmmefiGO tsm)eo $j68)*&



&8sv(t5}jjrir& Geujpj; aSscmiuu i3jD<&<x(gj<£
&jbjy&Q&ir®&(yjUi j3jD®nw Gqjj$j. p tnb  fflLui-iljm git g§}an&&
Q'9F®}*Jj56B)<5 u3<£& JsH/DGlf)LDlLjl S3T LDtT<5m®Jtra(&&(gjLb SL-lfiuj
■sir&S jrrrggLDiLiiuir. a 9 ^ a/^ &snuii3<m eS^iutr
&ir8sou9®) ^ojjrrreb uu3 jdsioSgguulL l^  o3@mtrgf<&l3&<srr 
^SssreuQ^GLD ggjdjeufr&m® (ip/ssb guqulSw G#ir&& Qujd  
jpieir&iGsrir <sr m  L ifted ($15 j$i <=®/®z/r ®r<aja/®r<a/ &(!$p'girmj£l 
^juumfiaDUJ ^ jb jy& q rfir ermjpi q(fii5g$iQ&rr<5rr<5fr<sorrub. 
efi$w&&6tou (§iL®ib &<sotn8$  6$<t$ /̂ isjbumfiu3&)
Gin spun $m:<x&{LpLL®QiD<oGr tBihqSGjDm. y $  pirggLDUJiuir 
QihQiii&msOLb sihoqofjjrrraGyLb, ^StfiiuptrGQ^Lb
QptrGssrL-irjb&iGu&fbtg) wir ̂ rr&neu GsuowQtSGjnm.

SL-esijresmj Qpuj-&<gxLp&r @q$ o3o^iuib SL-tEJ&eh Qpasr
gw itulSg g  'gfgipjLDtS G&trqjjSGjDoir. u<so QufflGiuinr&Gr 
uesr(LpesijD jfitiLjehm @8<sq>iLiibprrm errnqffgyLb, <sr®j<sum<sij 
QpGDjD weQujjyjBjBtiGipgyih ^trm ^ib  Grmu&ir®) gjfi&dbsr 
& iii8&  «jyuiuiretoib Q&iLJueuir&Grr, ^iSmtrosfiG&r
^SlG iuirtflesr G o j e s r i £ o m ® i b  Qairem®<&ijr oSg^Lbq 
S G jdgst. *2f@rr<su j£i, u&@  @>&rgygstr&sr rsm sji ggjm&uSissr
'Q &irjriLirm  G oj^w rr^ib; (Lpu^is^ u iu^orr uy>Qp
LDtT(&jLb <oT68rUSS)'£ 15mb GTlBfSlTQofJjLh LDJD<3><3>6\)fT<3>fT(BLD^J 
@$G5)& LD<M)<55fiuir&®T ^SosreuQ^Gui &tr<sk$iir&$<30

i?$u3<sb '3]<5fT(2yaL-r£<£ qeoomn Qujbj&q^rsGtr^iLb
$jf5@ Qfi(LQ(8U®D&lLjlb £  til&<ofT ggl iL.<Sfr<olT <£$00
&§BLjbQjD®&& u a @ u  iSpeutr^m ^^iGt^  o / i f  &(r<sotr<3>&&irasr 
uiuesr Q & tu^qs& S & ir& m  ermuoDgs^ Q&<sn<srr& Qpetfliud 
&rr6m'SG(JT?lb. gjfieinaojdili <8uiq-Q3gy<srr<ofr GirisirL-G 
'§]&(&) *£ijd<sy i?j3u3<sb ^ p u b u u  utn-tii&8orr&  piB&GfT&r 
LDgUDtrissr j$n eroirquit&<srr q p i i^ p  q B lL l-g o ^ g g itg  rfijrispp 
(Lpib £_©©, G^qjit fEtrLD'T'i&dsfr $ Gts^ immeittr ^eosoojtr! 
erveujr, eotu o9@®J<5$gyib Q in tr^ l SiipBstsru
H<so&>LDu9gyLb r5Lb(Lp6S)L—iLi @«d<5F &_<soSm ^eugBtrp qq^e^tr 
45®rms8T @[flqj>ir&{B&<srr e ru G u tru u iL i-  suiuiresyoju QujbjSq^ts
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&Mif*WT ?< 1 i ^m*WLnrr&&(FifiMir, G&q,£{r<&&rfi»)
Q&ri-miGk* isfrjnruj&tir & ir&pwt eh uir$<£ 
(o&rruir<so8lQf>Gfye5tfr uirjrjsliufrir, unruiBir&ib ®GU6$r ^euir&err 
ermj&uuui- eyw&Gqiy&sjiirqefr erp&S&r erppBssr
jrir& fSiEj&err @{$$&effieb erffiei> suz£.&//s/<S6rr/r<*
w u } ~ ^ ( s s j W  @$}jB@$5sr <a3&6u<$
^Lb&mjaSsfriLjii} Qarrem® ^(suirsetr Q&utjp 
serResr GsssaQfiui, ftrnQptb Q ^ uljgu u<x<$ c t w jd @ )s5r®>tf^ 
prrGesr ^(§ih$(§<&QjDgi? a 9@®j<ss erwrjD Quireer'*jijeuir& 
eifii—Lb LLLLQu^lmj& u&jB  st&stjd smajjTQpLb

u&]$ ®n<sujT̂ 68)<$ ^yo&trm<Qup<sminir&Q^@<ssr 
ggmedumu is<m(rr?<& airil(BQj@jb<35(r<S5r silist-i—
Lnrra ldlLQGld ^ j^trsorr^j Q u irm r^ m  g8@w$5 uium  
u il 1—tjgjy. ggjfB&u u[tld Ljssfl^Lntrm u n r j r i h u r f h u 1Firib 
&jbjpjib issBgl) arr(®H)£LiLii- Gum fls <3srr^^j^ gar Geumriq. 
iu ^ i isllqp&di ill 'SBStiir&irjra &L-<snLLiurr(&jLb.

U'SjBprreai ^m&u3<m P„u3q$ijb,uiuispjib c&(3>Lb erm  
u $d@ (BiLgi &iii@<s q3& gu@ &&d u  i5m<§ iL-mrtrisGp ^ ) ® « -  
Sij d s i* <$i)irirtL]&@i<£ <3k.il.i-.lii&erfl®) u& g ju  utrt—SOGSfT
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Dr. M. S. Subbulakshmi's Inaugural Address at the Madras 
Music Academy's 61st Annual Conference on Saturday the 18th 
December 1987 .

The Music Academy is the foremost among institutions foste­
ring 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 ras/kas alike. I deem 
myself singularly fortunate to open the Conference under such 
propitious circumstances.

Enjoying as I 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 panda!s and rented buildings. On the more important 
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 
Tilled up the place left by his illustrious predecessors. His bubb­
ling 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 algo 
due to the Vice-Presidents, Secretaries and the othar office-bearers, 
who are single-mindedly working in harmony with the President.

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 ta  
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 ll the students who have been 
trained by him in the Music Academy's Teachers College have 
passed in the f irst class this year. 1 am sure the Kalanidhi title will 
further enthuse him in his tasks. I pray to the Sangita Devata 
for his continued service for long as an artiste and teacher.

I 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, I 
draw the attention of both artistes and rasikas to this point. It is 
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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lessons right from the primary stage, was the one who wee always 
•dissolving himself in his devotionals of Devan-namaa 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, passing through Swati Tirunal and Gopala- 
krishna Bharati right upto Sri Papanasam Sivan of recent times in 
their kritis, in which they have distilled 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 had in 
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 
4s 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. In it the Lord 
proclaims : “ I dwell not in Vaikuntha, nor in the hearts of Yogins
nor in the Sun : (but) where my bhaktas sing, there be I, 
Narada!" I take leave of you after reciting the original sfoka :

Naaham vasaami Vaikunthe
no yogi -  hrudaye ravau 

Mad-bhakta yatra gaayanti
tatra tishthaami Naarada

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

ELECTION OF PRESIDENT
Vidwan B. Rajam Iyer was unanimously elected as the Presi­

dent of the Conference. He then delivered the following presi­
dential address :
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USSiffiiU L£ljrL]LDtr(Trf,LD&) X jbuQ £5GSr UGS> £5 0fV(il@$00«BF
Advanced study *$j<3b<sojpi $ Ijd u l]u  uu9jb8ajtrxx  <£($#- 
GajsmQih.

G#oS a-uirm)Ss5ru9&) ffljDri&i oSmiiiQiu Qujitldit xirew0ifi
X(Gflj®DL-UJ & ($ 0 X 6ir fSLDX(§& S « D L ^ ^ ® U U ^ / 6T0Wmsft<S«l& 
u3sb (^esiflw irx @ ($(5'$Gurr0g$iib, @&Gleuir(!$ &(f$0tLiib 
Qeutr($ srp m Q is m jy, ih 0 x x 0 ^ b x x  jrirxu ira ix
Q&jfiteyui, &ir®r u9®<$@lb QxrmrL-.6B>&i.

QpujoSsLDirm @Lb (yxaufim &(§0xi!l3iT$$®3jr ^ w i f  
xasrpx®# Q p m ^ ih  dmgsyiLfrx, u&jrirxeo jrtrw
girsroir, g trm ofruutrxxih  ^ m m i& tu iu tr G&fypjsljrxi&jjir, 
'3l®l>t-u0x8s(r iL]Q3<sff!tu gpuGpGuir, &rr<5STQJirmriLirirxx&(fl8r
m m uuQLb ux8h£i^ajw ^ >0iuuss)uiua'i iLfritxx&tfl& Gxopuj
lufijxfrrr 0&$&jr®Jirx<5rf}<5sr iSptroufrm jrirwehsuiruQ 
<srvĜ a>rr<sjrirx<sfTfr<m @hasrm srvsurriJI 04&fl@if, uir<so «ruGuiruS 
0 <9af<£ir, 0iurrxu(^LbiL^0&fT 8l<s ,̂iLiirx&Tirmr <s38sm (§u  
mutuir, QjrreOfrggirGutl Qsuiiixi-jnDmr uirxeii'Sir, u&eoofit 
GxTurrsoujiuif, ^ (^ m x  isrr&JojQjr&sjuuQib ffimSssrtuir, 
Qufr<ssr8ssroifr, famirmmpib; <suiq.G<sû i ^QQiuirir, 6roojr0  
0 Q$isir0t wpatrjrirggr, /sirjrmuaNr0ir&@itf mmmo^ir emptt



Sla jjrirtu ir, g & ^ s  ^ liijs s jrs s s fflm if, u lLl—Gsstll sugrwm ruu  
*9jujiuir, jn russirgLfjrib  ( j$  Gsfl<3us6n)ujiuiEJssif, miL&V'&fr 
eusGfO^Ggajssssif, (LpggufimsussGUgs, Gssuitgo Slq^GpGmr 
-uirjr@ , *91(tt><§iss)& 60£ se& jrsm s , GGugrssiusLbiBisrrSss, u tru  
w ssib  ®<su<5$r (Lpgtsfliu q js sGsuj s s jr ifs & r sld^ i srirs iiisG ifim  
ujdugq G ssm riiisG tfi^ jib  <9{y)ssmr gjjfiiujbjfl,
<9jGUSS(Gf$£(&} (LpGSTLJ GgSGtS jfllUGUS&GtflGST SlblSJTgSlUlEJs9sfT 
iSdsoQups Qsuj@(§s@<ssrgmif.

g if}^psg@ sG iflm  Q(j^@s8sfriLiLb, ldjdjd ffijDrsg gussGsiu  
<xirjrifs<sffl®rr SlQ^^sdssiLjib, u s l s  isg jr s g g g g i i —Gsr,
(Lpsm ssu um  ib Qsuj<au@<sogsmt &nb$gg@<sisr ffijD iig
<9jLh&iLirm jrss jpu .u iiis (g r$ ib , jrs@uTGU(ipLb <9ijfituuuL- 
QeuGssrupuBQ^sSlg^i.

orviiiSSg slgoSigo &-<5$r<5$rgLDir<55r m g irm g s m g  e u ^ g ^ j  
ajrsg GTGST'gj (&)Qfji5irgif gwiuSgjrgt5nr&ir ^ ifh u s ^ iq .  ggmiii 
^ssjrajifsGtr, ssGsrflsGiflGO usupGusg iSgsstl. ssgold (Lp(Lp<su 
&nhz jrs s ib  u s Q g u ^ I^ j i l ,  @l(T$@<&<5tfljs£iLb, ifljreu®), ervajjr 

u  sera s ir  s tiise rf Gpiih. 6WLbL9jrgiriug<ss)giLjih, Q sm grougm g  
iLfih rsm ®  s<sru n iB ups  s i G usgsQ ir<^su^i 6r®)(o60S(§ib 
*9ljf ltB g G g . ggj&jojirjpi u s ® ih , jrssg@ GOssL.Q ib ifijrsu<sb 
Gfo<aufrii]S6rflGQirsil®Lb, *̂ <sir<spi—^)jih , jr g@ sji—^ )]ib  u s  up, 
SSQsifl QsuhlLfLD <5T<S0<50S @9g<SUS6BTS(@[JjS(§Lb LDSSSS g lf£ )
m s s  eQ<sfTiii®aji5gsss<5fT. sif(GS)L.s 6ro iiiSgg@ jb(^ Gaimrupm  
SLDSS-ggib, Q sgssssgold, LDgiuLLsri gold, jg iiflg sn  gold 
(LpgeSlU GTGOGOS *9jlbsiEJS<^lb G&SGnUILjL-GSr Qu&llLjlh, 
iD isg jrib , LDgmib, g s jn b  gtg&tjd QpGsrjp] m gsS sG ifigp iih
*9fSirmS GTVLDS SU (oUffilLflb, £  GST IE LULL QSSGMTL- SSlfjTlL <9fGUlf 
<£<oS £1. 15SGBT ^a ilfS G lflL -lb  (§($(§Q<i<oUSG(Og@jb(Sj& QsGBT
jDmi—th g g i 1937 60. <9f u G u s ^ i  * ^ a is s m  msmsGsoGm
GfOGUJT g  'gJl—GVT GT(L£@LU @lfggfcSTsSsS U USL.IL QsiULLJlb 
USSLULL Q u jb jS (§ lsG g m u *9j<3U<SUSJp] USL.14 QsSGO^JLL
Q us(Lps i ^ gussgtt ssifjrg@GO, GLDajtribGusGO @>6rf}<s3@s 
Q s s s m Q  GfOmis@sar G u s ib  <9ty)(S gtgsts(§ grfiGisjpjLb 
&6Q,g&sQsirGifoup(Tt)sSljDgi. ^ a is u s jp i ffiGjrapi—LDsosr
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wy$u9®) m)rjb@&}si6B)&a ajbsGyLb. u/ri_<afii>,
G /s iris^ (§u u ^ j Grmjg} <sn)-T>®QjjpQLDmg)]<s<5^ jQGjd^
(sld^ j {gjsv&a&Zbomtu (Lpm>jDiuira<x a jb jp j, ^p jn & rra -
&-<sny)jg'§}, a&Co&ffl'Sm Q&i£i î<auqf>tib eS&GUtresr&m,
-QenGpu gst &jb'9SGU(§ib £5(&)$iLi®nL-tJL] Lnrrmrsuirds^ &(§<& &jj>, 
l3lju ^ j gpcg, ffijDikp &ir<5STW(T(janh,

/5S3T0 <$<£G&fi Q & iu jp Q atrm r® , is<&60 'Q@lrfliijjrtr&<aiju} 
oSsfriii^eu^] lA s #  ®JD(5$ ustmurra istrm a(njgi§)(ojD65r. 
*3t$g}iLb, iL@mp&ir<5sr &v&tru6sr<££]L-m rtkmi_^rr&>’
i&ir&& Q@rrL~irL]Gl&ir&for(£i, a&G&rflaGir, ffl&umrtii&Gir 
Q&i£]giMQf)W6s>&& poStr, mnbG&iserVLbujr&irtu ujrpirHdssf}' 
<oT<mjd &uujrnrLL Jg&fl&iflm  @)jdi5<& g£l<s6>& j£ir<so Q®j6tfhi3@Gu 
gfidb (LpaShuLntrsifr uiiiQ&jb& G ’s iris^ ^ ib , <£jb&LDiuib (Music 
Academy^ •sso^irfltiSm (ip&6b®jjrtr<x umfliufrjbjD Gfs&is^(§Lp 
u g iib , Quqjjih &\jDULi&<sfrtr<x& <S(^^]SlGjD^r.

ĵD<3SiT60pŝ l<5b srvriiS^il &jb&, Lnir6BsrQiir'X?bMesfti 
iQwmroSi&m <suQjj<aj<55)&& arsmffiGqifLh.
SSBl&'SQfiLb, &-60>y)ULILh, Qu<5mLD<^&(mj'&(&i *&lj3'95LDir'SEf
g$lQrjUU&ir&& G&iresrjpiQjDgi. ^emrdleirZtsrra^ib
ILjl 65T &JDJ£] 153060 8̂s0̂ ir<356fT[TdS &  JD(g) j£$IBp
Music Academy Gutr<ssrjD 6h) îru6srrii<aseir $l.<$gu(2<&j6im Q  
QlL<ssrjpi G'&LLQ&Q&reh'QGjDesr. j g f t i s AcademyuBesrjnreb' 
i$L -$puu(& ib  ^5S)&& aeo^rfliL/Lb, i5<asr(§y
oSiRQJir'X'SLJULi.®, eroLbujr&iriLi &jbas
GfIjdiS'S 'Seb'gifrrfhijir'X'S ^ ^ ifiG su m rQ Q L D m u ^ j <ot<sst ̂
qSigjuuLb.

(SLL'gi Q&<&r6$fli5@hu 6miii@'5&j36b, jrir&m&m p rrm  ifl&  
i£ &  (Lp'iSlujwtrm *3jLb&Lnrr@Lb. LDrrmrojir&Grr jrir&i£j&<offl«k 
jpLLu(ii&8ofrujj3Qj&jb(gjLb, &■($$ &&@@rgiL-.@pjLb,
(&jsiDp&GifisbeorrLixsb, uir®GU&jb(3)ib, Mn'^jSiuiiiaGrfl®) <auir@lu 
U'5jb(&u) <3itq.65rLDir65r ^m ^puLf G^65)6uun®QjD^J. 
ojrrjpi sz_6B)ifi'5&6uir'as6ir ffijDr5<$ ^Bso^nrsimfr^i^ @<&y)<aj[rir& 
Qm65TU@6b $QUJljSi<S08o0.
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Q<3hiLuuGajmrupuLJ@^r (LpdShug^gjQjg<sngu QuifiGturrirstfr 
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gjb&tr60g@&) *Q ffibu  9fLuuS6fOg@<so 9faiaJirj j /  
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tMjrir&esr GusGaanii&m tAsojib &-uQiu(rm(Lpmeir6smiiur 
&&JB6ST. ^ g & riS jD ®  @)j£ltu, Quifhu £($@£3>fT isebeo u irt-ir ii 
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uhtgbt ggjuiEiseffleb 6rvrrpj$gujg@68T <9frfggLJfr6ULb QpqgemW
MJirm&fib, 6f0iiiSg uraig@gpiLb sm<^ @9aogirpub QsuBoj 
Q&etrsiflujQpehor ggji—rii&srflggjLb Q giflisQ gQ g& iu  uirQ aigp  
ffig isggi. 6Tisg usen&puBeo Ljirup(§$)££] 14 <91 gas uireugemg 
iLfGssrifrEgtrasr uiTL-GeuemQib. eretaguuirup^^jib  <9{g 9sr 
utrmjg6B)giLiSBsririBgi girasr usL-G6U6tmQi4. eresiguusup 
(S&gpiib, <9j6rr®jL. apiLh. ^tg&Qjffituid&eoinogpiib uirQeugt 
-®jD&g (LpanjD-

U6B&T6SH UJ SS60g@60 L4(M)SaJSsGsiUSSjrfr£6trS£ G&6fTM
Qtuanfssn ew iiiS ggm g sluss^ssiussGgu QssmrupQStS 
gtrif&6rr. i9jb<ss60g@&), ervsiSg @9 g a is  assess, wasrasrif 
<£<$$14, L9jTLj££$nfLb *£g iftg tg i auigirirsar. gjb&lT60g@g$jlb 
G ^o)guGusm jd Quriliu i8j9im€sriii£$g>ui, Q u trg i LDSS$r$L4,
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id ^ iu LDfrtS&i aK&Sljixrttam. J i &Igo
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Condensed Version of the Presidential 
address by

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

At the outset I 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 lovers present here.

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

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

On this occasion, I also remember with gratitude the late 
Sangita Kalanidhi Justice T. L. Venkatarama Iyer who in 1947 
called me to Madras and taught me a large number of Dikshitar's 
compositions. I also had the privilege of singing with him during 
his lecture-demonstrations at this Academy. It is well-known that 
Justice Iyer 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 
jnaugurata^the Conference over which I have been chosen to 
preside

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. t 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 large 
number of preliminary exercises, Kirtanas, Suladis arid 
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



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 Jayadeva, Annamacharya, Kshetrajna and 
Bhadiachala Ramadasa. Tamil Nadu also had excellent composers 
like Margadarsi Sesha Iyengar, 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 like Ppochi Iyengar, Vasudevacharya, and Papanasam Si van.

i

The correct method of mastering classical Kamatic 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 
Iyengar 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. I 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, I was closely associated with the pre­
paration of the Tamil edition of the Sangita Sampradaya Pradarsinr 
of Subbarama Dikshitar. My present assignment as the Principal 
of the Academy's Teachejs College of Music is yet another phasa 
of my continued association with this great institution.
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As the present time, I find that more girls come forward ta 
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 offej 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, I 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 handled 
by Tyagaraja ” by T. S. Parthasarathy; "Vidwan B. Rajam Iyer” by 
R. Tirumalai; condensed version of the Presidential address by 
Vidwan B. Rajam Iyer; "An unhealthy trend" by K. Chandra­
sekaran; 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.
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61st Annual Conference, 1987-88 
Experts' Committee Meetings

FROM 1 9 -1 2 -1 9 8 7  TO 4 - 1 — 1988 (DAILY FROM 8 a.m. to 11a.m.) 
President: VIDWAN SRI B. RAJAM IYER

Oate Programme Names of Participants Details of discussion, Talks, Papers
Lectures & Recitals.

19-12-87 Devotional Music Ganasmriti Group

Lecture-demonstration Smt. Malathi Janardhanan

Talk

Lecture-demonstration

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

RamaswamiSivan 
as music composer

Ragas Kharaharapriya and Harikambhoji 
as handled by Tyagaraja



20-12-87 Devotional Music 

Reading a paper

Music Recital

21*12-87 Devotional Music

Lecture

Talk

Talk
22-12-87 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 composer's response
Music, Amherst University, USA to Karnatic Music 

Sri S. R. Janakiraman Infringement of JDesya 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

Mr. Gordon 
Korstange, USA

Dance Demonstration Ms. Lakshmi Viswanathan

Devotional Music Abhirami Group

Talk Sri Titte Krishna Iyengar

Lecture-demonstration Sri B. Rajam Iyer

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 Iyengar

Talk Sri Umayalpuram Sivaraman 'Mridangam-Sadhaka methods,
potentialities and greatness'



talk

24-12-87
to

26-12-87
27-12-87

I
Programmes

Cancelled 
Devotional Music

Tribute

Miss. Takako Inoue, South 
Indian Music Appreciation 
Circle, Tokyo, Japan

Saptaswara Group 

Sri T. T. Vasu

Lacture-demonstration Dr. S. Seetha

Birth Centenery of 
Kasturi Srinivasan 

Music recital

Sri T. T. Vasu 
Sri S. Parthasarathy

Sangita Kalanidhi Smt. D.K. 
Pattammal accompanied by 
Smt. T. Rukmini (violin), Sri 
J. Vaidyanathan (mridangam) 
and Sri K. Narayanaswami 
(ghatam).

Catalogue of musical instruments kept at 
the Koizumi Fumio Memorial Archives

Kamakshi Ngvavaranams of Uttukadu
Venkatasubba Iyer
Tribute to late Sri M.G.R., Chief

r
Minister of Tamil Nadu.

Prathama Abhyasa Pustakamu (1905) 
of Subbarama Dikshitar

Tribute to Kasturi Srinivasan 
Unveiling of Portrait



28-12-87 Devotional Music The Soundarya Ladies' Assn. Utsava Sampradaya kritis of Tyagaraja

29-12-87

30-12-87

Talk

Music Recital

Devotional Music 

Talk
Harikatha 
Devotional Music

Desamangalam Sri Rama- 
narayanan and Umayalpuram 
Sri K. Sivaraman

Sri Nookala Chinna
Sathyanarayana

Sri B. Rajam Iyer 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

Unvoting of portriats of Desamangalam 
Subramania Iyer (vina), Umayalpuram 
Narayanaswamy Iyer (ghatam) and 
Kothandarama Iyer (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 ~



talk Sri T. S. Parthasarathy
Demonstration Dr. M. Prameela

Lecture-demonstration 
Reading a paper

Dance feature

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

Ms. Avanti Meduri

31-12-87 Devotional Music 

Reading of paper

Talk
Lecture-demonstration

Ganavarshini Group 

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

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

01-01-88 Devotional Music Sivaranjani Group

Introductory talk on Marikathd 
Singing of traditional compositions 
used in Harikathas, explaining 
their features.

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

'Matsya' which 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

Talk

Talk

Talk

Devotional Music

Dr. Raghavan 
Shashtyabdapurti 
Endowment lecture

Smt. Rita Rajan

Dr. Joseph Kuckertz, Profes­
sor of comparative music, 
University of Berlin

Sri Mokkapati Nageswara 
Rao

Dr. Saskia Kersenboom Story, 
Holland

Sri P. S. Narayanaswamy & 
Sri V. R. Krishnan 
Sri V. S. V. Guruswami 
Sastrigal

M. Ganesa Iyer Birth Centenary Endowment 
lecture on Arunagirinatha & 
his Tiruppugazh

Folk songs of Karnataka

Teaching of Karnatic music to foreigners 
belonging to a different culture 

Temple traditions in Tiruttani Temple

Selection of verses from the Tiruvembavai 
of Manikkavachakar
Sanskrit compositions of Narayana Tirtha 
and Swati Tirunal

Sanskrit Play Samskrita Ranga (founded by Enactment of Sanskrit play 'Kundamala' 
Dr. V. Raghavan) written byJJhiranaga



03-01-88 Devotional Music Kum. Dwaram V. J. Lakshmi

Demonstration

Harikatha in Sanskrit 
04-01 -88 Singing

Lecture-demonstration 

Reading of paper 

Demonstration

Sri Dwaram Sathyanarayana 
& Kum. Mangathayaru

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

Sri Srivanchiyam Ramachan- 
dra Iyer

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 Iyer 
presented by Sri Dwaram Bhavanarayana Rao 
and other members of the late violin maes­
tro's family '

Ragam, Tanam & Pailavi

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

Triloma Pailavi

Dhruva songs in ancient Dramas 

Pancha ratna Haripath



Meetings of the Experts' Committee
19th DECEMBER 1987

The first meeting of the Experts Committee of tlfe Music 
Academy, convened in connection with its 61 st annua! conference, 
was held on Saturday at the T. T. Krishnamachari auditorium. 
Vidwan B. Rajam Iyer, president of the conference, was in the 
chair.

The Ganasrrjpti group rendered a selection from the Nava 
Graha kritis of Muthuswami Dikshitar. The kritis sung were 
'Suryamurte' (Saurashtram), 'Chandran! 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 that the Bhagavatar was one of the prominent disci­
ples of Tyagaraja and was a composer in his own right with a 
variety 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 Iyer, 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.
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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 oh 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 chitta swaras.

*' .»
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 f irst to compose in 
these ragas and wrote a number of pieces which brought out tho 
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', (Sipdhu 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 hav*



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 exhibited1 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 musical 
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
portant 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 
measure. There were anecdotes about ragas like Dipak producing
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miracles. It was dear, the speaker said that certain ragas created 
d̂iverse 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- 
matic 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 
Illustrate his points.

22nd DECEMBER 1987

The meeting was preceded by the singing of devotional 
^ongs 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- 
shitar". The speaker said that among the Music Trinity it was 
Tyagaraja and Dikshitar who composed in the largest number of 
<ipurva ragas although they followed different systems of raga 
classification. While Tyagaraja followed the 'Sangraha chuda-



mani' of Govinda, Dikshitar followed the 'Chaturdandi PrakasikO’ 
of Venkatamakhi and gave body and shape to many raganga ragas 
envisaged by that celebrated inventor of the 72 Melakarta 
scheme.

In major ragas the differences between Dikshitar aihd 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 iang and played on the vina 'Marakoti' 
(Arabhi), 'Sarasvati' (Chhaya Tarangini), 'Pahimam' (Mukhari), 
Sri Guruguha' f (Devakriya) and 'Saraswatl 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 'Veilanir sadayanar' from Appar's "Tirtr 
Tandagam'.
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23rd DECEMBER 1987

At th? 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 lyehgar> 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 III 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 compositions 
written during their reigns.

B. Rajam Iyer, president of the conference, presented a 
lecture demonstration on the Rama Nataka kirtanas of Arunachala 
Kavi as popularized by his Guru Ariyakudi Ramanuja Iyengar. 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 Iyer and Kodandarama 
Iyer, two of his pupils who studied Tamil under him.

Ariyakudi Ramanuja Iyengar was the first musician to include 
these kirtanas in the pre-pallavi part of his concerts and thus 
popularize them, the speaker said. Rajam Iyer first sang 'En palli 
kondir' 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 Ghatam 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 a mark 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 Iyer. 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
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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 a 
prize to 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 Ettayapurdm, 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 saraH varisai, alankaras, gitasetc., 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. Pattamma! accompanied by T. Rukmini (Violin) 
J. Vaidyanathan (Mridangam) and K. Narayanaswami (Ghatam).

6



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 Iyer (Vina), 
Umayalpuram Narayanaswami Iyer ;,Ghatamj and Kodandarama 
Iyer (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' 
Committee, 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 
^Iso 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. 
It contained different combinations of Chaturasra and one found 
Tisra and Khanda also here and therel The speaker sang the kriti 
in full and explained the meaning of the charanas, emphasizing 
their musical structure at each place.

B. Rajam Iyer, 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 on 
"capturing 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- tbe enrichment the instrument provided, the 
speaker said. Swaras should be forgotten and the lilt ofthe 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—ira 
praise of the Devi.

T. S. 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 tho



Panchapadi, Sake, Dindi, Ovi, Ghanakshari, Abhang, Mattakokilam, 
Savai and Parsi tunes. Many of these were metres in Marathj 
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 
jale' 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 
Cantillation". The speaker said that schofars have traced Chan­
ting to the earliest stages of human development when speech 
was not differentiated from chant. Later, many systems of music 
had their origin in chants. For instance, Indian music was traced 
back to the Saman chants. Each country had its own system of 
chants tike the Samaritan chant, Armenian chant and Byzantine 
chant. Accent played an important part in chants. Parpni, the
Sanskrit grammarian wrote, tjhat 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.

Gomethi 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 NatayaiVi 
She said that records in the family of the Tanjore quartette 
showed 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 
Bharata 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 Narays|pagaula 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 Sivaranjani 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 Iyer 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 
tie 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) an#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 Iyer 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 
Tormer was a miniature Bhagavatam and Narayana Tirtha was the



pioneer in South 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 composer who, in addition to 
numerous kritis, padams, til tanas and raga malikas, wrote 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 
° f  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.S. Janaki assisted by Dr. C. S. Sundaram. Music direction 
was by B. Krishnamurthi and R. VedavaHi and dance choreogre- 
phy by Nandini Ramani. The play, basad on the Uttararamayana, 
was in six acts, and the actors employed all the four abhiniyas 
viz. Angika (physical gastures), Vachika (dialogue), Aharya 
(costumes) and Sattyika (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 
Sivaranjeni and Misra Pahadi-

An oil painting of Sangita Kalanidhi Dwaram Venkataswami 
Naidu was presented to the Academy by Mr. Dwaram Bhaua 
Narayana Rao and other members of the late violin maestFo's 
family. The portrait was unveiled by conferance president Sri B. 
Rajam Iyer 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.
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Sri Dwaram Satyanarayana and Kum. Mangathayaru, son and 
daughter of the renowned violinist, presented a demonstration of 
ragam, tanam and pailavi as a tribute to their father. The raga 
chosen was Sankarabharanam and the pailavi was in Tisra Jati 
Jhampa. Umayalpuram Mali provided mridangam accompaniment.

Kumari Umamaheswari from the Sjarvaraya Harikatha Pathasala 
of Kapileswarapuram gave a Harikatha recital in Sanskrit, the 
subject being 'Abh'ijnana Sakuntalam' of Kalidasa. Musjpal forms 
for the Harikatha had been specially composed by Peddintf 
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 Iyer, Asthana vidwan of Kanchi 
Kamakoti Math, presented a lecture demonstration on 'Triloma 
Pailavi'. The speaker said that a Triloma Pailavi 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 pailavi 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 Universityr 
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 
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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 4-00 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. Rajeswari 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.

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

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

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

We are greatly indebted to our revered Pandit Ravi Shankarjt 
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



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 discipline coupled with a 
high degree of artistic skill reflects itself in its overall design.

In treating a major raga Panditji lays emphasis on̂  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 
resides 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 presidfe 
over this Sadas today.

I also welcome Vidwan B. Rajam Iyer, who will be shortly 
receiving the title of 'Sangita Kalanidhi', Vidwan S. R. Janakiraman 
and Vidwan Rajappa Iyer who will be teceiving the certificates of 
merit and the T. T. K. Endowment awards. I referred in my wel­
come address on the inauguration day to the many qualities or 
Vidwan Rajam Iyer which make him eminently qualified to 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. I 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.

I 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 meeting, brie i bf the 
many groups in Madras rendered bhakti music and createda 
devotional atmostphere in this hall. 1 thank them all on this 
occasion.

The two experts chosen by us for receiving certificates of 
merit and the T.T.K. award have teen rendering great services in 
the cause of music and I thank them for agreeing to be honoured 
by us.

The conference and tire festival this year lasted for 17 days 
and this put an enormous strain on our Secretaries, office staff and 
others and I 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.

I once again extend a warm welcome to all of you and 
request Pandit Ravi Shankar to preside over this Sadas and 
conduct the proceedings.

■ p ^ l S T  MADRAS MUSIC G©NFSR0M€» %
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Sri T. S. Parthasarathy, Secretary of the Academy, presented 
Vidwan Sri B. Rajam Iyer, President of the Conference.

CONFERENCE PRESIDENT

VIDWAN B. RAJAM IYER

Born in 1922 in a village near Karaikudi, son of Sri S. Bala- 
subramania Iyer; had his preliminary [musical training under Vid­
wan Ganapathy Iyer of Kunnakudi for five years; joined the Guru- 
kulam of Sri Ariyakudi Ramanuja Iyengar 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 Iyer 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, the^Union 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 PresidEnt of the Sadas, Pandit Ravi Shankar, conferred 
the title of ''Sangita Kalanidhi' on Sri B. Rajam Iyer 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 Iyer, 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 Iyer, to be awarded to 
the President of each year's Conference of the Music 
Academy. *

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, Secretary of the Academy, presented Vidwan 
Sri S. R. Janakiraman.

CERTIFICATE OF MERIT 

AND

T.T.K. MEMORIAL AWARD

l^ lE  61 S t MADRAS MUSIC CONFERENCE 55

VIDWAN S R. JANAKIRAMAN
Born in 1928; son of Sri D. Rangaswamy Iyer; after gradua­

tion from Sri Venkatesvara University, Tirupati, secured the
degrees of Sangita Siromani fro m  the Madras University and
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Sangita Vidwan from the Tamil Nadu Music College, obtaining 
distinction in musicqlogy; had training in vocal music and Vina 
from many stalvyarts in the respective fields; taught music at the 
Besant Theosophical College, Madanapalle; later joined the Sri 
Venkareswara College of Music and Dance at Tirupati and is pre­
sently head of the department of musicology; one of |the noted 
musicologists of the country and an active member Of the Music 
Academy's Experts' Committee; author of numerous paperS and 
artiples on music and recently the book 'Sangita Sastra SaramuV 
in Telugu; honoured twice 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 Iyer.

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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Pfl^njWtea -c a r ^  hais («rQyW<wlf *a»mpanimeiWatOi 
«*W$¥i N^njBl Vid^raps 4b tta  music?fields > bpthevocal k and instru­
mental; kbpyvn for his attractive style and solid contributionto the 
concerts in which tbe participated; has been conducting a 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. Rajappa Iyer, the 
Certificate of Merit and a cash award of Rs. 500.

Pandit Ravi Shankar then delivered hjs address, a summary of 
which is reproduced below :

Esteemed fellow musicians and friends,

lt is indeed a great honour for me to preside over this yearns 
Sadas at the:Music Academy. I missed being here last year as 1 
went through a by-passheart surgery exactly at this period m New 
York. So, now with the new heart I wish you all a very happy 
musical year!

The whole world at present is going through a great period of 
' Apaswaram '. It is the responsibility of we, the musicians and 
the m usic lover to counter1 it with as much possible with Swara 
Leya, Bhava 8- love!

My love with Madras and its people, particularly the Carnatic 
system pf Indian music, started when I was 12 years only, mainly, 
after hearing the Veena and singing of Veena Dhanam and her 
family. I remember vividly that evening at her house - 1 had tears 
in my eyes after hearing her playing Raga 'Pantuvarali' on the 
Veena. Since then I became very attached to Bala Saraswathi and 
her whole family including her Guru Kandappa Pillai, who taught 
rr*e a few Jatis & rhythmic exercises.

8



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

I 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 Tabia, Pakhavaj, Dhol, Oholak, 
Shahnai, Cornet, Clationet, Violin, Chand Sarang, Sarod, Sursingar 
& 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 8- main Guru was the great Beenkar Md. Wazir 
Khan Sahib of Rampur, who was a direct descendant of Mian 
Tan sen—who were known as the Senia Beenkar Gharana.

Baba, my Guru, was like an ocean, I 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. I 
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 saying with tears 
in his eyes 1 have not achieved anything in music after all these 
years; may be next ..... ••!

I was lucky to have been like a son to this great but such a 
humble man.

Our music, in North as well as in South is alive and well, 
and will continue tabs so for many years. It is rewarding to see 
that there are so many performing artistes of such high standard 
and many of the younger groups coming up. My only request 
particularly to the younger generation is that along with ail 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 you!"

Sangita Kalanidhi Sri T. M. Thyagarajan, offered felicitations 
to the President of the Conference Sri B. Rajam Iyer, Sri S.ft 
Janakiraman and Sri M. Rajappa Iyer, 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.



Music in the , Natya, Sastra

(With ‘SANJIVANAM*, a Sanskrit coittmfehtaf^ Iby Adharya 
Kaiiash Chandra Brhaspati and English translation by Bharat Gupt, 
continued from page 109 of Vol. LVIIF).

M .  3w y w * !  k - jf r fo ^ g ^
••• -f'./; ;f. v’ . ' rtb i

s w raF ar swr s g t * ? w  * g [ $ q p $ , ,  i 

i f ?  w m fa a r  war a
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Trans : Adau syat (In the beginning there is), uttaramandra 
(Uttaramandra), rajanl uttarayata ca (and then Rajarif, Uttarayata), 
caturthl suddhashadja tu < Suddhashadja is the fourth), pancaml 
mat sari krita (and the fifth isMatsarikri la), tathashash(:hl ashva- 
kraqta (and the sixth is Ashvakranta), saptam! cabhicudgata (and 
Abhirudgata is the seventh), etah ho shadjagrima§ritah (To the 
Shadjagrama belong), sapta murccban&h (seven murccbanas).

SANJIVANAM ; These denominations o f the mOrcchanSs arc 
taken from certain Vedic rituals. “Three Gfifhas should be collected 
together and sung in the uttaramandra ”

45 3U€rt h w w i w  qP S H W  3 II3 v d
an w  r w  i

Trans: Asam (of these murcchanas, mentioned above), shadja, 
nishada, dhaivata, pancama, madhyama, gandhara and rshabha 
adyah svarah (are the initial notes), anupurvyah (in the given order).

SANJIVANAM: Here the descending order of notes is 
adopted. From sa to ni is the first .marcchand and the rest in the 
sequence as shown above.
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A tm ^1 bF( x»fiAA
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Trans; Sha^je urtarmandra ^syiiq (BieiguihlhgwtfhShadja, ie 
making shadja as sthayi. vadl, ania or tonic, the morcchana is 
named Uttaramandra), rshahhe abhirudgata (similarly from rshabha 
asl ania thC mfitechanh f i  Balled gandbarfr tu aishva-
kr&nta (from G&ndhara it is Ashvakranta), madhyame matsarTkrita 
(from madhyama it is Matsarlkrita), pancame suddhasbadja (the 
murcchana beginning with shadja is named Suddhasha^ja), dhaivate 
ca1 -rittarayata (taking dhaiVata as tfiii*itiitia!! arid tohic Bote thftf iidrc- 
cbana ik called 0ttatiyattfji riiihddC jfajlthT (jffdm 
Rajani), shadja murechariih iti Ctih (these hrh'the tot'CChahii 
of Shadjagrama).

-i > SANJIVANAM i By ‘shadje’ in the seventh case or 'saptamF, 
we should take it to mean shadja being the tonic or anSa and hot 
only> shadja being the first nbtei The same1 applies to rshhbha, glii* 
dhira and others as well. n . : u ! ! ( ( r

In the above verses the murcchanas are shown in the order 
ofipjHl&to tht'M^hicficatBdH&'tiib' 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 shadja, 
rshabha or gandhara or any other note as desired. The aote o the 
first string is fixed as tonic.

MORGCMANAS OF MADHYaMAGRAMA 

4 7 . 3flj

f f a r W  =3 W r*55t<W W  I
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Trans: Atba madhyamagrfime (Now ip the Madbyamagr5ma),. 
sauvlrl ca haripashva (Sauvlrl and Harip£shv&). syat tathi kalopa- 
natfi (and Kalopanata), 6uddhamadhya tathfi msrgl (guddhamadhya 
and MargI), pauravl hrshyaka tatha (Pauravi and Hf shy aka), eta hi 
madhyamagramaja sapta marccbana (these are seven murcchanas of 
the Madhyamagrama).

SANJIVANAM: The passage is dear in its meaning.

48. srmf 
a r a iH S W  i

Trans : Asam (of these murcchanas), madhyama, gandhara, 
rshabha, shadja, nishada, dhaivata and pancama are anuporvyalk 
(respectively), adyah svarah (the initial notes).

SANJIVANAM: From ma to ga is Sauvlrl; ga to ri is Hari- 
Miva; ri to sa is Kalopanata; sa to ni is guddhamadhya; nishada to- 
dhaivata is MargI and the sixth from dhaivata to pancama is Pau­
ravl and from pancama to madhyama is called Hrshyaka.

49. rrfcftft, «n«nt«r rfa tw ,

v a rtfra r , m jf f ,

Trans: Madhyamena sauviri (From madhyama begins the first 
murcchana named Sauviri), gandharepa haripasva (from gandhara 
it is Haripasva), rshabhena kalopanata (from rshabha it is Kalopa­
nata), sha^jena Suddhamadhyama (from shadja it is guddhamadh- 
yama), nishadena margl (from nishada it isMargi), dhaivatena 
pauravi (from dhaivata it is Pauravi), pancamena hrshyaka (from 
pancama it is Hrshyaka), iti (thus).
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SANJIVANAM: The text is ctear.

so* kW it ftm fffran ^ ip ii v w it iw  i 
wrorow v*®:n*3&r **far 11

Trans: Evam etah (In this manner), caturdasha mfircchanah 
\th e  fourteen milrcchanas), svara krama yuktah (in the requisite 
-order o f notes), bhavanti (are), sampurnah (either complete, is septa- 
tonic), shadava audhvi kritah (or hexatonic or pentatenic), svara 
sidharapa kritaica (or those containing sadhara$a notes).

SANJIVANAM : Each of the fourteen murcchanas is of four 
kinds. The sequence containing all seven notes is called Par^a. Thar 
which sustains six notes is called Shadava 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 aka4a (space), the other four 
being the earth, water, fire and air. As ‘udava’ (stars) move in 
akaia (space) this element is called 'audava*. Thus the five notes 
jnurcchana is named audava.

51. V
j ,u i i i J T' zan* anr nsRafsirfhzfsiiT* i Vl\l* Tfti I

sm liftm w r: ii

_______ .*_____ - ..- •v ..^§5^ awn: ii

Tran : Api ca (that is to say), sapta svarah (the seven notes) 
Icrama yuktah (in the natural sequence), abhisanjnitah (are known 
as), mQrcchana iti (murcchana). Tanah (Tanah are) shadava auda- 
vita ashrayah (dependent on five or six notes), shatpancasvarakah 
(that is containing five or six notes). Dvayoh gramayoh (In the two 
Gramas), sadh&rapakr^taicaiva (containing the sadharaija notes) 
kakali samalankftah (and also the kakal notes), antarasvarasamy- 
ukta (and using antara notes as well), mQrcchanah (The murccbanat 
are thus used).
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SANJIVANAM: W hf^j:̂ isb ^ a  i^nd uscd
minutely, kakali and antara notes are added to make the sadharaga
wriety th^  W f » ^ l« f T«fyificon?);J'erse-
The word mfirccnana means to shine forth. For example, Sa, ri, ga, 
ma, pa, dhii Ai; &f'n!, &tta, pajih l, jjh)*ri, si£%\iclfillle ascent and 
descent of Uttaramandra. Here sa being present in tie  beginning 
; abS to' ibis' end,Shlhes obPnfc cShiplard !tb Sitter hoteS. Ttthsyttara- 
mandra is ] the ibttrS£haiia of sa. In the sattie dihSit iiSiis
also malie tB^ir murcchanas, or shme o u t ' ‘ ^hV <Jbe

■ ‘ ; ■■'i J. .’ilbWfin 's° •• > jn-ui^ , = v h J * j; rvjdsufl? ,p ino 1order m which notes ascend and descend. , . ,, h' > *1 f.-i i ‘ #./; .Of r> !'/;?•
Murcchanas are thus notes in tbe due ‘Krama*. When further 

variety is introduced into murccbanas tbe result is known: m  tana. 
The three, SM^ava, au^ava and pur^a lcinds bemg eniimeratod the 
fourth sadhsranikrita is also named. By ‘ca eva’ hypotbetically an 
infinite variety is indicated, even though such combinations; may fee 
vikrita, ie«Ot*mthe)p«re’sequence o r ‘Kratnn?. Kakali and 'antara 
note^'Sre fhehideid^n sgdharhha Sajegory. ■*•-> *»iii yat ui

rioWeWf, ittS iise Sfkikali nbfe iu U kSkali mttrcciyri& ̂  ttottt in 
ascent and descent is not to be made ih Jatis but in Jatirg^Ss Snfy. 
The same is true antara gandhara. The ramifications of sadharapa 
murcchanas ate meant for Jatiragas. The shadava-a^d, audaVja tanas 
as well are to be made out of pure murcchanas and not only of tho 
vikrita sadhSratfi 'ffrrTbe pdfposei<>§ Jatisp

t h e  T ^ H 'h f tT r io r is  W
: THE SAMEMORCGHANAf f  n

* # 1 % » iT r ^  i . gssrpi

* * r t  srR nw lr i agg
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%aisiTft ^ w H T O w ^ R & s w i p l i i  s n w ^ i r -  
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Trans EkamSrechanfi siddhih (A single murcchana can be 
obtained), dvividha (in two ways). Tatra sha^jagrame (In tbe 
Shadjagrama), dvi Irati utkarshdt (by raising of two rfrutis), dhaiva- 
tikrite gandhare (gandhara is changed into dhaivata), murcchana 
gnimayoh (thus making in murcchana and grama), anyatvam (a 
change of kind, ie changing from Shadjagr&ma into Madhyama- 
grama), Tadvatfdt (As a resuit of this raising by two drutis), madhya- 
madayo (madhyama and the consecutive notes in the Shadjagrama), 
yathasankhyena (respectively), Dishaditvam pratipadyante (become 
nishada and its consecutive notes of the Madhyamagrama). Tadvan 
madhyamgrame (Sim ilarlyin the Madjiyamagrama), dhaivata 
xnardavat (as a result of lowering of dhaivata, ie making it gandhara 
fit for Shadjagrama), dvaividhyam (two kinds of), sajsanyatvam (a 
change of name takes place), tulya^ruti antaratvat (although the 
notes have the same number of 4rutis). Madhyamagrame (In the 
Madhyamagrama), pancama dhaivntayoh (between pancama and 
dhaivata), catuhdrittikam atrtaram (the interval is of four srutis). 
Tadgandhara utkarshat (The gandhara of Shadjagrama, being 
raised), bhavati catubSrutikam (becomes a four-sruti note, and 
can be named asdbaivata of Madhyamagrama).

Seshascapi (The other notes), madhyama, pancama, dhaivata, 
nishada, shadja, rshabha (ma to ri of Shadjagrama), prapnuvanti 
(become), nishada, rshabha, gandhara* madhyama, pancama 
(nishada to pancama of the Madhyamagrama respectively), tulya 
Sruti antaratvat (on account of having the same number of srutis aa 
ma to ri of Shadjagrama).

SANJIVANAM: For the benefit of viga-players, the method 
of converting a given murcchana of one Grama into that of another 
Grama, is shown here. In the Shadjagrama the gandhsra is raised 
by two Srutis, so that it is at a consonance of fourth with the 
dhaivata, and is now named antara-gandhara. Thus the shadja, 
rshabha, antara gandhara, madhyama, pancama, dhaivata and 
nishada o f die Shadjagrama, can be known as madhyama, pancama, 
dhaivata, nishada, shadja, rshabha and gandhara respectively, of the

9



Madhyamagrama. In the above mentioned note sequence the tfrutf 
intervals are the same, but the murcchana can be classified in two 
ways. Similarly the dhaivata in the Madhyamagrama is lowered by 
two 6rutis, to be at a consonance of fifth with the gandhara, as a 
result of which the madhyama, pancama, lowered dhaivata, nishada, 
shadja, rshabha, become Shadja, or rishabha gandharsti, 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.”
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53. gfofta&k Sfca* t

Trans: Antara nidartfanam api (demonstration of antara 
gandhara and kakali nishada), proktam (have been given), Sruti 
nidarshane (at the time of demonstration of 4rutis).

SANJIVANAM: The second lowering having been completed 
the new madhyama and shadja are two  ̂rut is lower than their 
original position on the former and unlowered vipa. These new 
positions if  transfered on to the original vipa would be known as 
antara gandhara and kakali nishada. In terms of Madhyamagrama 
they are dhaivata and gandhara respectively. The madhyamagramic 
dhaivata and antara gandhara and the shadjagramic antara gandhara 
and kakali nishada are all four ^ruti notes.

TANAS AND THEIR FORMS
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Trans: Tatra (In the two Gramas), murccbanairitah (based on 
he tnurcchanas), caturaiiti (there are eighty four), ta» a (tanas, or 
pentatonic or hex atonic sequences). Tatra ekonapancaiat iatsvarah 
(The hexatonic are forty nine), pancatri^iat pancasvarah (and the 
pentatonic are thirty five).

SANJIVANAM: Murcchanas when made pentatonic d r  
hexatonic are known as tanas.

55- 3  i s w i W s n n q w -

qsauiit i irsq«niiit g qTsiWtT^rc- 
sfewsw i *r*?g g ^ ig  fsRwr: u n d i-

Trans: Lakshaoam tu (characteristics), shaf svara? am (of the 
the hexatonic tanas), saptavidham (are seven in number). Shadja- 
grame (In the Shadjagrama), sbadjarshabha nishada pancamahinab 
(omitting shadja, rshabha, nishada and pancama, one at a time),, 
catvarah (are the four kinds of tanas). Madhyamagrame (In the 
Madhyamagrama), shadja rshabha gandhara hinastrayah (omitting 
shadja, rshabha, gandhara are three kinds of tanas). Evamete (By 
such), kriyamaga (a method of omission), sarvasu murcchanasu (in 
all the murcchanas of both Gramas), tanah (the tanas), ekonapan­
caiat bhavanti (are forty nine in number).

SANJIVANAM : The text is clear.

56- is w w u rt a  i h* ih h % T f t -

snr: i K w m n %  a

s i i *rc?g

A n m s m n a ra r  w P a  i

Trans : Pancasvaraijam (of the pentatonic tanas), tu pancavi- 
dham eva lakshapnm (the kinds are five in number). Shadjagrame



(In shadjagrama the tanas are made by), sha&japancamahinah 
(omitting shadja and pancama), rshabhapancamahinah (omitting 
rshabha and pancama), nishadvadgandharahinah (omitting nishada 
and gandhara), iti trayah (these are the three kinds.)

Madhyamagrame (In the madhyamagcama the tanls are made 
by), gandharanishadvadhinah (omitting gandhara and nishada), 
rshabhadhaivatahinah (omitting rshabha and dbaivgta), dvau (these 
are the two kinds).

Evamete kriyamaija (thus by this method, of omission), sarvasu 
murcchanasu (in all the murcchanas), pancasvarah tan ah (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 
murcchana of sa and is also the first note in the chanting of Sama- 
veda, is never omitted.

In Shadjagrama, dhaivata is never omitted. Similarly, dhai- 
vata has a  cardinal role to play ia  Sba^ji- Jati wtacrr thr consonance 
o f sa and dha is amply used to make varpis (note combinations).

As the three tfruti pancama is the basis for Madhyamagrama, 
this note is never left out while using the Grama.

In the pentatonic tanas, the omitted notes need not be con­
sonant mutually. In the Shadjagrlma, rshabha with pancama is 
allowed for omission; in Madhyamagrama rshabha and dhaivata 
though mutually consonant but each having different number of 
Sruti intervals may be omitted.

PRaVESA a n d  n ig r a h

57. fsftwr arafspn sflraig Onrem i a* 

3  JKfcqirt i
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Ti aos Tantryam (In the stringed instrument), tanakriya (the 
method of obtaining a tana, that is reducing & murcchana to 
pentatomc or heptatonic note sequence), dvividha (is o f two kinds), 
pravedat nigrahat ca (by using praveda or nigrah). Tatra praveda- 
nam (Here preveda is), adhara svara viprakarshst (obtained by 
raising the lower note which is to be omitted), uttarasvara mardavat 
ca (or by lowering the higher note which is to be eliminated)- 
Nigrah (the term nigrah means), tu asanspardah not striking at tbe 
the string of the note to be omitted).

SANJIVANAM: Thc^methods of praveda and nigrah are 
meant for instruments where one string producees a single note by 
Plucking 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 tightening the string to merge 
with the next higher note, the method is called praveda, or if the 
omittable note string is lowered to merge with the preceding note. 
Where the dtring of the omittable note is left unstruck while playing 
the method is called nigrah. For example, if rshabha is omittable, 
the string can either be loosened to merge with shadja or it can be 
tightened to merge with gandhara. Thus pr’avesha is merging and 
«ugsa& is not touching.

TUNING A VltfATO A GIVEN MORCCHANA

58- q w w w tfa  a  t i w  W*«if I w fil

■ *R f|W  I W W w p  \

Trans Mflrcchana nirdedah (The fsetting of a morcchans) 
karye bhavati (is to be done), madhyama fsvareua (by the middle 
note), tu’vaiuena (of the vina). 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 note called madhyama but the middle note of the vipa 
of harp variety. In the mattakokila, the eighth string denotes the 
atonic or the anda note, and according to the murcchana required it



may be the shadja, rshabha, madhyam and so on. The successive 
strings denote the succeeding notes according to the required Sruti 
order. Thus in the vina the first, eighth, and the fifteenth strings 
respectively, the initial notes of the three sthanas, and are named 
mandrasvara, madhyama svara, and tara-svara. It is according to  
the pitch of the madhyama svara that the three septettes, are 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 sthanas consists of seven notes. Out of 
these three, asks Abhinava, which will be the first to to be tuned? 
It is 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; “Hasya IringSrayoh 
ksryo svarau madhyama-pancamau”, ie at the time of hasya o r 
tf ringsra jrasa, [madhyama or pancama are to be made svara or tonic.

59- «rr i

Trans: Nigrah (is use of all three sthanas), paryagraho va 
(paryagrah is leaving out some of the extremities of tara and 
mandra sthana).

SANJIVANAM: When all the three sthanas are not fully 
used, the practise is called paryagrah. While the middle note is 
cardinal for obtaining the three sthanss, it also the basis for 

making a partial use of them. Non use (agrah) of total (pari„ 
paritah, samantat), is parryagrah.

60 . ^  sit? g vo i n  5 R  h ^ r r r * ^  i

Trans: Idam ca (And this), sukhirtham (is for the conveni­
ence of), prayoktrl (the player), <rotri (and the listener), ca (and 
for), Unamurcchansnanftfvam (producing a variety of tfina and 
murcchana.
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SANJIVANAM.* The purpose of 'nigrah* and parryagrah is to 
create variety in tanas and murcchanas and to facilitate pentatonic 
add heptatonic use of notes. The same sound of a given string can 
he given different names at the time of changing from one murc­
chana to another and the successive notes are retuned to the new 
sequence. This overcomes the problem of retuning the drums 
every time the murcchana is changed. It is also pleasant to the 
listener for whom the pitch of the tonic is’not ‘'altered with every 
song. . %

In the Jfttis, the shadava and audava use is well defined and 
•classified but in the Ragabhsshas the rules are relaxed and omission 
of notes can be much variegated Xoarya Abhinavgupta is of the 
view that in the case of Gramaragss even the madhyama note can 
be omitted to create variety, although such a thing is jarring §to the 
finer taste. In the Gramaragas each murcchana can have very 
■many forms.

6 i-  w w i ' w f a  i

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

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

62. W *  ^  I

Trans: Sthanam ca [(And the sthanas), trividham (of three 
kinds), purva ukta lakshanam (have been defined enrlier), 
(kakuvidhanena (at the time of giving tbe 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 and also the 
tonic of the madhya sthana; or the middle septette. It is also the 
first note of the murcchana. From here the singer raises his voice 
to cover the middle septette and then the higher or the tara septette 
from here he lowers it as well. If a pitch natural to the throat is 
not taken as tonic, then the higher and lower ranges woild be impo­
ssible. For the vigia player, especially the mattakokila player, the 
strings are provided in sufficient number to cover the entire three 
sthanas. Thus, mUrcchana establishes the sthanas as well.

DEFINITION OF SADHARANA

6 i.  w r e s i w w M  a s  g n f lW J W

Trans : Idfinim (Now)* sadharana vidhim (rules relating to  
sidharana), vyakhyasyamch (will be enunciated). Tatra (there, in 
the various murcchanas), fsadharana nama (the term sadharana 
denotes), antara svaratS (the statS of being in betweerr two notes, 
kasmat (how), dyayoh antare bhavati (that which is located in the 
space between the two), yattat (that is), sadhSranam (sadhSranam).

SANJIVANAM: The ru ltt'o f sadharana^are given having 
sfiown the murcchanas and tanas of the three sthanas. Thus
sadharana is the fourth distinction, for the purpose of murcchanas
and tanas.

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 such a position 
is called sadharana. Not any given position located in the interval 
between two notes can be called sadharana, but only a pleasing one* 
Because the new position is located in the interval of another note, 
it can be called ‘antara’, and its quality is called ‘sadharana’, ie, 
having common characteristics of the preceding and succeeding 
notes.

So much for sadharana note. With respect to Jatis, where 
characteristics of different Jatis combine and the common notes are 
used, the result is also called ‘Jati sadharana’. An illustration is 
provided.
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AN EXAMPLE

64. W
s w g  w f t  sM  uraffi s«<n « i*4  i 

3  ^  4<i;m *  =4 fts% 1: MsfKW fS: II

? ft $ !«  flIW O im  I

Trans : Yatha (for example), chayasu (in the shade), bhavas 
rfitam (one feels cold), atapasthasya ca (but in the sun), prasvedo 
bhavati (one perspires), na ca vasanta na agatah (nor is the spring 
not cotne), na ca (and neither), 4i6irakala (is the winter season)- 
nteeshah (all over). It (This is), kala sadhara^ata (sadharaga 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 sadbaragam, which is 
likewise, a note located in the interval between two notes.

SVARA AND JATI SADHARANA

65. wr s awRflr, stifa m s w  m  s u n N  ^  i

Trans : Tatra (there, in Gandharva) dve sadhara^e (there are 
two kinds of sadharanam), Jati sadharanam (sadharanam of Jati), ca 
(and), svara sadharanam (sadharanam of notes).

KAKALI a n d  ANTARA SADHARAVA

66- w  w i  i a«r f e p p g f f e i

f tq ^ :  n u ft t *n « in h » tfr

w ria  I

srift . aRtof 5 «w-
^  rft. I  W w H  I

10
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Trans: Svara sadhsranam (In the case of svara sadharana, 
kakali antara (kakali and antara), svarau (are the two notes). Tatra 
(Here), dvirfruti utkfshto (when raised by two grutis) nishada 
(nishada), sanj&o bhavati (takes the name), kakali (kakali). Tadvad 
(similarly, raised by two grutis), gandhara (gandhara). antara sanjno 
bhavati (takes the name of antara).

Jatinam (In the Jatis), ekandanam (having the same note as 
an6a), aviSeshat (due to use of non-distinctive note combinations), 
jatisadharanam (there is jatisadharana).

Samavayat (out of the collection of the ten characteristics), 
pratyan$ara (each of the part or characteristic), lakshana sanjnanam 
iti (is distinctly recognized), nyasantara bhagau (because the nyasa 
note and the antara portion), tu videshakau (help in distinguishing 
the jatis from each other).

SANJIVANAM : Of the Jatis that have the same note asantfa
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 Jatisadharana. 
But there are other portions of Jatis as well, which are distinctive- 
Taking into account the samavaya, or the collection of the ten 
■characteristics such as an£a, graha, nyasa etc., the distinctive featur­
es of a Jati are clearly known. As opposed to the sadharana portion, 
there is nyasa note and antara (the distinctive note combination of a 
jati) which make up the distinctive portion,

KAIglKA SADHARANA

67 . w  f e f N  t m f w i .  a is m o fts *

W  f R t  i

(N W  R«r i
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Trans Svarasadharanam (sadharana of the note), dividham 
(isof two kinds), dvaigramikyam (and oceurs in two Gramas, 
kasmat (Howso?), sadharana atra (In this context, sadharana 
means), svara vi^eshah (a particu'ar note), iti kritva (taking into 
accoant this particular note), shadjasadharanam ueyate (the tesult 
is called shadjasadharana). Evarn (similarly), madhyame api 
(there is madhyama sadharana in ihe Madhyamagrama). Asya tu 
(To ihis kind of sadharana) dvitiyam nama (a secopd name) 
kaiSikam (kaiSika), sarppadyate (has been given), prayoga saukshm* 
yat (on account of " the fine difference in the position of thc 
note).

SANJIVANAM Kakali and antara are the two kinds of 
svara sadharana enanciated earlier As distinct from them, the 
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 shadja sadharana and when in Madhyamagrama, 
the name given is Madhyama sadharana. 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 shadja by the 
same interval, The shadja, which is thus closer to nishada and 
rshabha to which it has added a sruti by moving a hair’s 
breadth or kaisiki sruti, is called shadja sadharana.

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

MODIFICATIONS OF NOTES

In Gandharva, kakali and antara notes are never made ansa. 
But in Ragabhahsa they are made ansa. Not oniy they, four, three 
two and even one sruti notes are used. The seven pure, utkrishfa 
pancnma, anyadhaivata, kakali nishada, antara gandhara. cyuta 
shadja, sadharana gandhara, cyuta madhyama and kai§ikl nishada 
are the fifteen notes or note positions that may be used in Ragabha- 
sha. Vriddha Kafyapa has recommended their application not only 
in the Ragabhasha but also in the Jatis.
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Utri§hiapancama or raised pancama is not actually a new note» 
i t is the same as Madhyamagramic pancama which acquires the 
kaisikl Sruti at the time of madhyamasadharana. Similarly, any- 
a dhaivata is none other than madhyamagramic four-Sruti dhaivata.

The Shadja note in its original position is four Sruti, blit preced­
ed by kakali, it is two Sruti; at the time of sha&jasadharana it is 
again two Sruti but of a different interval this time as it has lost not 
its first two but first and last Srutis to nishada and rshabha.

As pure note rshabha is three Sruti; in shadjasadharana situation 
although being its own self it gains the Sruti lost by shadja; when 
gandhara is made anSa, rshabha is raised by a kaiSiki Sruti, if used 
before gandhara to eliminate the two Sruti vivada or dissonance- 
This rule is accepted in our school.

About gandhara, sage Bharata himself has said in the chapter 
on alankara vidhi, embellishment of notes on instruments (NS 31 * 
37) that gsndhara 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 Srutis, third when it is lowered by one Sruti. “firutayohya 
dvitiyasya mrdumadhyatah smrtah/ayatatvam tu bha\ennice mrdut- 
vam tu viparyaye/svasvare madhyatvam... ” (The Srutis of dvitiya 
or the second note, gandhara, because madhyama is the first note 
according to the Vedic system of counting in descending order, are 
ayata, madhya and mj$u. Ayata occurs when gandhara is followed 
by nicha (rshabha), and mfdu happens when gandhara is followed 
by madhyama. When gandhara is followed by gandhara in other 
words is repeated in usage, the Sruti is madhya). This interpretation 
is offered by the venerable Acarya Abhinavagupta. Gandhara thus 
has four positions; lowered, natural, raised and antara.

Madhyama when normal, is four sruti. If preceded by antara- 
TagandhSta it becomes a two Sruti note; in the event of Madhyama 
sidharana it is again a two Sruti note but with a different intervals 
as the two Srutis lost are its first and fast srutis, both kaiSiki, to 
gindhira 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 Sruti. In the event of madhyamasadharana, although 
unmoved pancama is called utkrishfa or raised.

In its natural Shadjagrimic position dhaivata is a three Srutf 
note. If nishfida is made anSa, dhaivata undergoes a raise of one 
Sruti to eliminate the two Sruti dissonance or vivada, as postulated 
in our school of NatyaSastric interpretation. Of the last not least 
nishada, which is a two Sruti note in its natural position, its modi­
fications are like those of gandhara. It raises and lowers itself when 
foUewed by dhaivata and shadja 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 (kaiSika 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 shadja gets raised by a tfruti 
to make the interval between shadja and gandhara a six Sruti distance. 
Similarly nishada when used after panaama undergoes a raise. Nor 
is an eight sruti interval desirable or ishta. Thus we find that 
when pancama is used after gandhara, the gandhara undergoes a 
raise of one sruti to I make the gandhara-pancama interval a seven 
sruti consonance.

Another modification u  trat of gandhara in the event of rshabha 
as ansa. Gandhara 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 anishta 
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 madhyamahfi pancamastath. ish/ascani- 
shtasabdasca samhatah pravibh Sgvan, evam dashavidho jnyeyah 
shabda Skashasambhavah.” (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. Acarya Abhinavagupta says, ‘'All the two sruti notes 
can be made to have intervals of more than two sruti by racing 
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 ivaishabh&ti 
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 bot h, preceding and succeding notes” The 
four sruti note goes through maximum modification by giving 
place to antara and kakali and to shadjasadha The modificatians 
o f rshabha and dhaivata have been described earlier 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.

*

While reciting the Vedas srotryas produce kaitipaha {shale) or 
a modification of svarita which is a three sruti note: 1 Bh&rata Muni 
has mentioned kampana of three sruti note in the chapter on svara- 
lankara. The four sruti never changes into 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’^o 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 dhaivata should be used 
sparingly/’ As it has been classified as a Shadjagrama Jati, its pane-
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am a is four srutii Because of shadjasadharana there is the use of 
ktaisika note, hence the name Shadjakaisiki. On the other hand 
the Kaisiki Jati, a different one, is classified under Madhyama- 
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 is 
four srutic, the kaisika usage can be employed for both Madhyama- 
and Shad/j^;1̂ 4 ^ rana as *s c êar ŷ seen in the case of some Grama- 
ragas sue#. ag Kaisika Raga and Bbinna 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. I
Trans ; Kalatvat 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. aiw t fe u *-
i



1

Trans * Vikrtatvat(due to its  being a modified ndte),iahansab 
c£t (and being never ansa f a  tonic) aptopadesat (accerdm^ tb- 
ancient injunctions), saptabhyoh (ontsof the seven ‘botes), any&b 
na {it Is none other than); nishadavaneva (the note nishada).

t f SAI^JIVANAM : Th^ kakali note being ft modificationof 
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 
Kasyapa. The term kakali is Oseb for raised nishada Only and for 
no other modified note. *

70. >*ti w r t c js s s : sjrerffasaqt ftsrcit
HSfs I

’ ■' l

Trans : Yatha (Just as), shannam (out of six), rasanam (tastes 
or flavours), anyatamah (only one out of all), samjnitah (is called> 
kshara (salty), taths (similarly), nishadah (nishada only), samjno 
is called), kakali (kakali). Ca (and) gandharah (gandhara) saixgnp 
bhavati (is named), antara (antara), (both eaving become pungent 
or raised).

SANJIVANAM : The text here clarifies that kakali and antara. 
are not new notes, that is no addition to the seven, but only modifi­
cations of nishada and gandhara 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 kakali. Gandhara when modified is given, 
the name antara beingin the interval between rshabha and madh­
yama.

RULE FOR ANTARA SVARA

71. ^i5r,
s ? s « s « N W i f t w m h f d w  i 

w q f  w v i  h

fo q w n if ts R t f i  f? s i s $  i

a i f t r n i  g f t  t s  ss^i ^ t ^ s r : «

i i
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Trans : Bhavati ca atra (and it may be seen), antara svara 
tamyogo (use of antara gandhara note), nityam (is always prescri- 
.bed), arohisansrayah (in ascending note combinations), kftryo (it is 
used), hi viseshena alpo (sparingly for sure), na kadacana (never), 
avarohi (in descent combinations). Yadi kriyamano (if employed) 
bavarobitsyat. (in descent), alpo v l bahu va whether or sparingly ? 
abundantly), antara svarah (antara gandhara), nayate (puti to end), 
jatirigam (the spiritual benefit and pleasure of the Jatis>, ca eva 
(and also), 4rutim (the sweetness and correctness o f srutis).

SANJIVANAM: The antara not: shouldbe used in the 
sequence like ma, ga, ri, ga, ma, or ma, ga, ma. and should be 
followed by the higher note of the relevant murcchana. Similarly, 
sa, ni, dha, ni, sa or sa, ri. sa is to to be used for employing 
kakali 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.

(to be continued)



T. &l 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 iu the  list of ancient instruments, uiz. Vina (lute), Venn 
(flute) and Mridanga (drum). It is interesting to note that the 
shape of the primitive Ving. was curved like the body of the bpmboa 
bow. In the Rgveda we find mention of the Vina, Vaana, with 
hundred strings. The saptatantri Vina is one of the types of the 
lute clas? o f ancient India.

In tbe 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 Samgadeva (earijr 
13th century) as well as most of the post-Sangita Ratnakara writers 
on music have described the characteristics of different kinds o f  
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 
ot them are mentioned below to whet the readers’ interest.

Achala (or Dhruva) Chala Vaana Saptatantri
Kacchapi Parivadini Picchola Ksbauni
Daravi Gatra Chitra Vipanchi :
Raudri Kurtni Brahmi Katyayani
Music lovers in South India will be interested to know (hat the

Kudumiyanmalai inscription near Pudukotta mentions tbe 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 i
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Name of the Vina Tivatad Period
Dhruva Natyasastra Bharata 1st century B.C.
*Chala do. do. do.
Vipanchi do. do. do.l;.;
Paudri Saogita Sarngadeva 13th centsry A.D,

Ratnakara !;

Kacchapi do. do. do.
Brahmi Narad iyam Narada 2nd century B.C.
Naissanki 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
Raghunatha Venkatamakhi 1630 A.D.
Bhupamela <
Tulajendra Tulajaji Maharaja 1780 A.D .
Melavina
ISriman Nalvadi Krishnarya 1938 A.D.
Krishna Rajendramela

SARASWATI VINA

The Indian Vina has always been considered as an instrument 
o f  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 name of our Vina*, is 
^Saraswati Vina*. The Vina handled by Goddess Saraswati in 
known as ‘Kacchapi’. In the sloka ‘Vipanchya gay anti* in the 
Saundarya Lahari, Adi Sankara portrays a beautiful seene in which 
Saraswati plays th e ‘Vipanchi*. Matangi Devi, the goddess o'f 
music, is always depicted as holding the Vina in her hands ‘Vina 
sankranta charu hastaam’. The ‘Matangi shatkam* is full of refe­
rences to the Vina and we get phrases like ‘Vina vadanayela 
kampita sirasam’, ‘Vina rasanushangam’ and * Varna kucha nihita
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Vinam*. Thesloka ‘ Mamie ya vinam upalalayantfm’ is found* as the 
last sioka o f the Matahgi Shatkam and the first sloka of ‘Syamala 
Dandakam’. K’

Lord Siva is also depicted as being fond of Vina music, file is 
•described as ‘Vina vadaua loludu’ by Tvagaraja in his song *Mok‘ 
shamii galada’. In this aspect Siva is known as *Vina Dakshina* 
.nmttiV Apart from Gods, many sages are depicted as Vina players 
the moat notable being the divine sage Narada. His Vina was 
known as ‘Mahati’ and if was his inseparable companion. Tyagaraja 
describes this beautifully in hi^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 res* 
ponds to a devoted votary, It can even make him reach Moksha or 
final beatitude and the sloka from tbe Yajnavalkya Sruti proclai­
ming this is a frequent quote by writers on music:

“Vina vadana tatvajnah sruti jati visaradah
Talajuascha 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, therefore, that this ‘Queen of Instruments' 
finds a prominent place in Indian literature in Sanskrit and other 
provincial languages. Kalidasa, the (Kavi kulapati, of Sanskrit 
mentions it in many places 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 fontl of allotting names to the various 
weapons of gods, their conches, musical instruments.$$&. Tbe ? .bpw 
of Vishnu is called Sarnga, that of Siva as Pinaka, and. Aqupa^ 
bow is known as Gandiva. Similarly Vishnu’s conch is known as 
Panchajanya and the Bhagavad Gita mentions the names o f con- 
ches blown by the Pandavas during the Mababharata war: a# Deva- 
datta (Arjuoa), Paundra (Bhima), Aoantavijaya (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), Brihati (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 t he Vina in a si oka in the Yuddha Ksnda.

“Mama chapamayim v/nam sarakonaih pravaditam 1
Jyasabdastumulam g’noram artabhita mahasvanam II
Avagahya raaharangarn vadayishyamyaham rane ” II.

(I shall enter the stage of the field; with my arrows as the 
striking sticks and play with my bow as 1 would play on a Vina). 
When Hanuman entered the seraglio of Ravana at mid-night, he 
saw a woman sleeping embracing a Vina :

“ Kachid vinam peri?hvajayaprasupta samprakasate

Ravana is stated to have played a Vina called Ravanahastaka. 
Legends mention how Udayana, with the Vina Ghoshavati in his 
hands, captivated not only the heart of Vasavadatta but tamed wild 
elephants.



VINA-SYMBOL OF INDIAN MUSIC

MENTION BY MANICKAVACHAKAR

Tamilliterarure is also full of references to Vma and the Yazh' 
which were two different instruments* M anickavacnafcar: speaks of 
Vina players and Yazh players sitting on different sides of a half 
A verse starts with the words ‘Masil vinaiyum malai madiyamum’. 
The Silappadikaram, however, concentrates on the Yazh which wa,s 
the instrument played by Madbavi. The Jivaka Cbintamani men­
tions that its hero, Jivaka, was an adept in playing the Yazh when 
he Was only 15 and Inter*Won over Gandbarva Datta, a*Vidya- 
dhara maiden, in a music content.

The Hindustani tradition mentions a number of Vinas not 
found in the SDuth Indian tradition. These include Analambi 
(Siva). Vipanchi (Svati). Kinnari (Matanga), Brahma Vina (Soma- 
rajadevaj and others.

The longest list o f Vina names f41) is to be found in the 
Panditaradhya charitam’ o f Palkuriki Somanatha, a Telugu poet 
who lived around 1270 A.D. The list contains the names of Vinas 
likeJCailasavma, Akasavina, Vinottama etc., not found in repulsr 
woifcs on music. Other Telugu poets like Peddana also speak of the 
Vinas o f their time. The Vina came to dominatemusical thought 
so much that the human voice came to be described as‘ Gatra Vina*.

RAMA YANA SET TO VINA MUSIC 
BY KUSA — LAVA

Vina music was considered to be indispensable means of yoga 
practice and many saint-singers are depicted as playing the Vina 
while singing the praises of the Lord. Even Ravana is stated to 
have played the Vina while singing the Saman to propitiate Siva. It 
was to Vina music that Valmiki set his immortal epic Ramayana to 
be sung by Kusaand Lava during Rama’s \svamedha. Tiruppanal- 
var sang the praises of Lord Ranganatha at Srirangam with a Vina 
in his hand*. Tirunilakanta Yazhpanar accompanied Tirujnanasam- 
bandha when the latter sang padikams before deities. The devotee 
Banabhadra played the Vina before God Somasuodara at Madurai
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Instances like these dan be multiplied. Tbe KoyilOltigu, a chroni­
cle of the Srirangam temple, mentions the spots and festivals at 
which the deity used to be offered the service of Vina music. Talla- 
pakkam Annamacharya is depicted in sculpture as holding a small 
Vina resting on his shoulder.

ROYAL PATRONAGE

Many kings were votaries of the Vina. Samudragupta,{. the* 
Gupta monarch, was shown on his coins playing a Vina. The 
Pallava king, who had the Kudinnyamalai inscription carved ou t  
rock, described himself as a Vina player. It was the encouragement 
given by rulers to Vina players that resulted in research being: 
conducted in the fretting of the Vina in different periods and the 
present Vina being named after Raghunatha Nayak.

From Bharata Muni down to Subbarama Dikshitar, music 
theory is explained with the aid of a Vina. It [is hot possible to 
explain musical phenomena like Sruti*s, Gamaka-s etc. with the helfl 
ef;:Wind instrument like the flute or the Nagasvaram. This is the 
reason why most Sanskrit works on music theroy contain a chapter 
palled the ‘Vina prakaranam’. One Kavisardula Paramesvara 
(l;8th century) of Chidambaram wrote an exclusive treatise op the 
Vina called ‘Vinalakshanam’. Although short, tWs work explains 
dl the important aspects of Carnatic music like svarasthanas, the 
pecial features of svaras, tala nirnaya, playing technique, melakahas 

and raga laksharia, solely through the medium of the Vina alone. 
Ahobata, in his Sangita Parijaia’, written in the latter half of the 
17th century, gives the lengths and intervals of frets on a Vina- 
which he describes.

NOTED VIDWANS

une should read the ‘Vaggeyakara Charitram’ in the ‘Sangita 
Sampradaya Pradar»ini5 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*. 
VinaSubbukutti 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 
in the Vina sphere. He w

wa^ another legendary figure 
iM ri at Tanjavur and was

unequalled in playing ghana raga tanam. He could play a single 
raga for days without repeating the sangatis. Vina Kalahasti Ayy^ 
was another noted Vina artiste. >

It is well-known that Muthuswami Dikshitar was a great votary 
oF the Vina and declared himself as ‘Vainika-Gayaka’. His two 
brothers, Chinnaswami and Balaswami were also great exponents of 
the instrument. Subbarama Dikshitar describes how, when ChinnUt 
swarai Dikshitar was paying hn alapana of the raga ‘Nagavarali’ 
at night, a cobra appeared and Started swaying its hood to the music. 
Naturally, 8ome of Muthuswami Dikshitar’s disciples were Vina 
players, prominent among them being Avudayarkoil Vina Venkatd- 
ramayya. Subbarama Dikshitar himself was a talented playerubltt 
the Vina and explains all the technical details about Carnatic music 
through illustrations on the Vina frets.

The twentieth century produced many illustrious V in a  maestro* 
front different parts Of South India like Vizianagaram, Mysore 
Tanjavur and Travancore who developed their own individual styles 
of play. As their number is very large, it would be invidious to 
mention only some of them.

The Vina is thus a unique musical instrument the t&istory o 
which traverses many centuries from the Rgvedic period to the 
present day. It is as perennial and celestial as the river Danga 
the ‘vibudba sindhu’ of India. The Vina is the instrument par 
excellence of Indian music and a true symbol of Indian culture,

12



Kathakali
BR1NDA VARADARAJAN

The history of an art-form is difficult to trace. Art is a dynamic 
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 
o f 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 ol 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 o f 
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 tbe attention of foreign travellers, nomads, and 
'entrepreneurs in the field of trade 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 arrangement for stage or auditorium. A  
small temporary shed, built of bamboos and cocoanut leaves, with a 
lamp posted in front of it, serves tbe purpose of the stage. The- 
village folk squat around the shed to witness the performance, A  
few instruments like Chenda (Drum), Uattalam (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 represents the 
curtain. s

A musician narrates the1- episodes 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 o f the beat­
ing of the instruments is heightened and there ensues 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;; 
narrating 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, however, that this description o f  
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.

.. ;  . * t- . > . .
This ritualistic folk-drama is the earliest type that could be 

traced and the later ones have profusely borrowed their main features 
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 performed by a privi­
leged class of actors in Kerala called Chakkiyais, an intermediary 
community (Antarala Varga). Under the broad division of Kottii- 
there are various types of dances and dance*dramas like Prabandham
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Kuttu, Nangyar Kuttu and Kudiyattam. Originally the term Kuttu 
signified all these types of dances and‘dance-dramas; lately tlie ' solo 
petfoiraa&cee of Chakkiyars alone came to be known at Kuttil, a id  
Kudiyattam, whibh merits literally the joint-acting tfidugVit formed 
ar part of Kttttu, began to connote only Full-fledged dramatic’̂ per­
formances; It is the staging o f Sahskrh play In a pfecifli^rinannei* 
.Hit befits the customs and tfaditionkBf Kerat& It desferveS special 
mention that in those plays womeh alscTparticipated. Perhaps Kudi- 
yattam is the only drama whicb extended this privilege to the women 
o f ancient Kerala. The mode of putting a play on the board ’ was 
quite different from what is now followed in present day; theatres. 
For instance* a character in Kudiyattam, say (he bese; recites a 
stanza first and depicts the idea contained in it by employing the 
f^ur types of Abhinayas, viz Aharya (make-op), Atigika (gestural), 
Vachika (verbal), and Satvika (facial expression Of innate feelings) 
propounded by Bharata in: his Natya Sastra. Of the four the actor 
gives special emphasis to Angika andi Satvika types of Abbinayas. 
Thus, to enact Stama of the jtaf^s he may tak^two ©f^three 
hours, making hjs audience focus 'their attention on his face and 
bands.

In Kudiyattam one can see the makeup and costume of the 
actor being more attractively planned than lit tbe Older ritualistic 
plays like Tiyyattu and Tiraiyattam. This- is evidently a forward 
step in the development of the histrionic arts of Kerala from the 
ritualistic to the classical type.

It might also be noted here that in tbjs ritualistic type there wgs 
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 finds infiltrations o f 
Aryan modes of acting.

a s h t a p a d iv At t a m

Jayadeva’s Gitagovindam became very popular in  Kerala, and 
it was a regular feature in the temples of K eralato recite the4 
PADAMS or, songs q f the Gitagovindam in the Sopana or Mai*
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m isooiier had tbe system gained popularity then, 
there'hrrise another classical drama known as Ashtapadiyatfam.

There are only three characters in the drama, Krishna, Radha 
aild her Sakfif. The musicians recite the padams from behind the 
actors who dance 6ht the entire story representing the meaning oT 
thes^ngsin&ymbols of gestures.

to  h ’ J"1' ’ : ?’ ’i ' \  >:■ .* v-K'il
K R tS fh N A m jA M r ( i6 6 0 A .D . )  J f

• *K 'i j§ **fn imitation of Ashtapadiyattam another classical drama was 
pifHWdffey* 4;;Zai»orii*;©f Kozhikode (Calicut). This islcneWfe as 
Krishnattmn^ the'story of which id taken frdin the Ibagavatam. The* 
songs for Krishnattam are composed exactly on the model os 
J w d tva ’sGitagowdam. ; , 1

Krjshnattami# a more elaborate and attractive drama thap h* 
predecessor; the characters are many in this; the story" element i®; 
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 conducted only in temples o r ip the palace of 
the Zamorin of Kozhikode* Sacfedness and sanctity are associated 
with this classical drama as a result of which it became the exclusive 
source of enjoyment for the privileged few.

r a m a n a t^ tam

In these circumstances it became an absolute necessity to have 
another popular entertainment along the same lines which will be 
open to all. This paved the way to the birth Ofa new histrionic 
fbature.

There is an interesting legend which bespeaks the origin of i  
new classical art out of Krishnattam. The Raja of Kottarakkara i t j  
Travancore, a contemporary of tbe Zamorin who invented Krish­
nattam, requested the latter to send his Krishnattam troupe to hip 
place for a performance. The conservative Z an ^m  refused th^ 
request 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 compositiofi* 
were not exclusively in Sanskrit as was the case with his forerunner 
in the field. Ramanattam was in a mixed language of Sanskrit and 
Malayalam, giving more importance to the latter. The method o f 
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 o f  
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. “ASaafi** or the instructor receives his 
‘‘Dakshina” or fee from the aspirants first at an auspicious hour o f 
the day, and in turn he gives everyone of them a piece 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 to lie flat on the ground 
upon their back when the instructor applies a specially made medi­
cated oil mixture on their bodies. Tbe instructor then messages 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 stretch. 
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, tbe boys take a b^th and tbe routine nieals 
they again come to the cla& to learn tbe Madras or hand pb.«eS 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; forthe rest of the year the students travel 
around with the experienced troupes of artistes to gather firsthand 
knowledge of acting. The physical 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.
THJB 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-up in time. 
The artiste first washes his face with water, and himself darkens hisf
eyebrows and eyes with collyrium. Then he makes a small line 
around his face along his cheeks to touch tbe chin just below the 
lower 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



of a femalecharacter. Afterfinishing the Cfiutti, the artiste is left 
to himself to complete, his face make-up and dressing which is not 
a difficult task.

THE CHARACTERS
According to the difference in the face make-up, th | character 

in Kathakali fall into the following types :

EACHCHA (Green): Good natured people, usually kings and 
lords, are represented in ‘pachcha’ which derives its name from the 
green paint given to the face. Krishna, Rama, Arjuna, Bhima, 
Yudhishthira, Nala are some of the characters who come' under 
Pachcha.

KATTI (Knife-shaped) : Crooked and wicked characters, even 
if they be kings and lords, are differentiated from Pachcha by a 
knife-shaped reddish marking on both sides of the nose, stretching 
to the cheeks; Duryodhana, Sisupala and Ravana Come under this 
category.

TAD I : (Bearded) More wicked persons are presented with a 
beard which gives them the name Tadi. There are two types of 
Tad is, the white bearded ones called VeUattadi and die red bearded 
ones called Chuvanna Tadi. Hanuman is an example for the former 
and Dussasana of the latter.

KAR1 (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 mitst be specially mentioned that make-up in Kathakal 
devised in such a manner as not tol>etray the facercut of any artiste. 
This speciality in the make-up helps the audience to have a constant 
and consistent conception of a particular character notwithstanding 
the peculiarities of the face-cut each artiste possesses.

The dressing below the waist is done in a manner facilitating 
free movetnent of the legs while dancing. This aspect of dressing 
will be invariably the same |for ^almost £a1I characters with the 
exception of the minor and less ^significant ones.

INSTRUMENTS AND MUSIC

Four types of instruments are used in Kathakali. They are,. 
Chenda (drum), Chengila (gongs), Ilattalam (cymbals) and Madda- 
lam (a bigger variety of Mridangam). The first three are known all 
over India. But the fourth one, Maddalam, more correctly known 
hs Vira? Mhddalarii, is ah indigenous instrument of Kerala. And the 
Combination of these four instiruments is something very peculiar, 
the rdtblteifiiig  sound they produce having hardly anything equal 
to it oufsi&? Kerala. 1 ‘

Of these four instruments, Chengila and Ilattalam are handled 
by two musicians. They regular the timing or tala which according 
to Kathakali, are : *s||y

Ekam (1) Cempata Adi (8), Jhampa (10), Triputa (7). Atanta 
Ata (14), Pancari-Rupaka (6), Muriyatanta-Caypu (3£). Figures in 
brackets indicate aksharakala or beatings. The Kavittam or the 
Vaytari of the above Talas goes thus: Ekam : TEL.

Cempata (Ad.): TEl-YYAH-TA-TA. DHI-H1-DHI-HI.
Jhampa: TEI-HITA-TI-NTA-TA-KITA-DHI, DHf,

KITA.

Triputa: DHIYAM-TA-DHIYAM-DHI-YAM.
ATANTA : TAT-Hl-TA-TA-TA, DHI, HI, TA-TA

TA-DHI-HI-DHI-H1.
13



The chief musician known as Ponnani or Munijai,j*ecites the 
padam first and his assistant (Sankiti) repeats the same thus giving 
the actors scope for presenting the idea through gestures.

‘Music for acting’ is the dictum followed in Kathakali. Katha- 
kali music, therefore, has never developed into higher technicalities 
reached by the Desi style of Carnatic music. No Kathakali 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 
learning the Svarasthanas. v

The Sopana style of music peculiar to Kerala is not anything 
different from Karnataka music; only the mode of rendering is 
distinctive. Generally sopana music uses slow tempo, long pauses 
and plenty of accentuated gamakas or graces, .particularly tbe 
andolita gamakas. This gives a characteristic aesthetic effect.
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Tyagaraja's View of the Divine (Rama)
WILLIAM JACKSON

tyagaraja celebrates various aspects of Rama, from the excel 
lences of Rlma, the royal person and prbtector, to the transcendenta- 
qualities Of Rama the supreme being. We may look upon these 
aspects as reflective of sources such as Valmlki's Eam&yaQa and the 
Adhyatmn R&nayapa.

(A ) Rama as Depicted by Valm lki #

Many of Tyagaraja’s songs delight in the form of Rtfma 
characterized by Valmlki, as we have seen. In some the saint 
extrapolates from scenes of the epic and creates a vivid picture itf 
song. For example, in Alakalalial&4aga (“Seeing Rama’s swaying 
locks”) we are given a sound-picture of ViSvamitra’s ecstasy at 
seeing tbe motion of Rama’s long hair:

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

A, With unbound charm,
when Mdrlca’s pride was downed,
(Rama’s hair swayed, and)

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

C. (And when Rama,) understanding
the e^e-signal of the sage 
thunderously cracked Jliva’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 ViSvamitra’s names. There are sangatis of expanding:
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range paralleling the increase of the sage’s rapture, and in a kind of 
musical pun when Rama’s wavy hair is mentioned there is an oscil­
lating embellishment which aurally suggests curls.2 The Telugu 
words for “curls” or “dangling ringlets” which Tyagaraja uses are 
also wavelike (alakalalialatfaga). Thus, the youthful Rt*na of the 
Valmlki Ramayaua is imaginatively evoked in rippling 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 Oka mu fa? the saint praises Rlma’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 present in the world,
The Lord adored by Tyagaraja! (Mind the man....)

Again, Tyagaraja 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 Rama 
as righteousness incarnate, dharmatma,—the very self or soul of 
dharma—law, piety, propriety.4 Quite early in the ValmlkiRamayaria 
there are lists of Rama’s good qualities.5 and many of these are 
found in the songs of Tyagaraja.6 In these descriptions Rama is the 
ideal person replete with many virtues and talents.

For example, Rama’s sweet speech is well known in the 
Ramayapa; Tyagaraja also sings of this quality of Rama in 
Palukukaitda:



' Listen, Oladics! His speoch i« sweeter
Than chunks of candy made of pare sugar!
In the; durbar ball, Raja Rama calls his servant 
And he speaks with love overflowing,
Speech much sweeter than sugar candy, ladies—listen!
Listening graciously to the music of
The ehoiccst jewels among celestial damsels
And w atch in g the excellent dancers depicting pangs
Of love in Reparation, full of tasteful enjoyment .
He pfaisesfthem to Jyagarija, and his speech 
Is much sweeter than chunks Of sugar candy—Listen, O 

ladies...9

In some songs Tyftgaraja sings of Rama as an ideal king; for 
example, Sirasasamadana• (‘‘You are the artful expert"). In this 
song it is said that R&ma was very skillful in the use of the ruler’s 
traditional strategies^ but the Ravaga, who called himself diva's 
greatest votary, was ignorant of this fact. Tbe four skills of the 
ruler a re : 1. Friendly persuasion, the use of conciliatory words. 
2. Gifting or conceding. The carayam says that Rama offered to 
give tlie permanent gift of Ayodhya. (This proposition is n ot found 
in the Valmlki Rfimayaga.) 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 Ravaga’s death, as a result of the 
titan’s ignorance.9 Rama, as the skillful ruler, has done the 
needful.

Vinayamunanu,10 (“How humbly trailing behind Vi^vamitra”) 
reconstructs the Ramayaga in condensed form by deftly mentioning 
episodes in the context of an impatient mood in which the devotee 
is desirous of seeing Rama and his various aspects. This lively song 
is based on a folk melody and rhythm, and also on a sang-pattern 
established by Bhadracala Ramadas. One of its unique features is 
the use of four synonyms in each carapatn to mention some aspect 
of Rama at different times in his career. In the first carbarn four
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different words for feet are-used, and four inStanctes in the Ramayaoa 
in which the feet figure: when Rama trod the path behind 
ViSvfimitra, when he revived Ahalyfi, When he shatteredSiva’s bow, 
when his feet were washed by King Janakaw ith milk; Tyagaraja 
asks when he will see those feet. Next, Rama’s hands oremegtioned; 
the fingers which lovingly^ tied Sltt% wedding necklace, which 
appropriated the partial avatara Paraiurama’s prowess With a bow  ̂
which slew Viradha the dempp, and which protected sages. Then 
come four names for Rama’s arrows, and the feats they accomplished * 
The fourth carapam concerns Rama’s eyes, and uses four different 
names for them in allusions to four different occasions. Then in 
the fifth carpam the glories of Rama are briefly 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 Rama seated on the golden Lion Throne; dnd Rama being 
adored by alljthe great sages aad kings. The sixth carapam is 
composed of epithets of Rama, including “ the Changeless, beloved 
by the greatest devotees.” A song like this is more easily written 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.11

Other Ramfiyapa-epitome songs, such as l^rlrSmajayarcima1* 
express the feelings of a devotee for whom the story of Rama is 
salvific. Jagadanandaka raka1*, (“Cause of the cosmos’ bliss” ) which 
is a paftcaratna masterpiece of Tyagaraja, 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, Visnu incarnate” in Jagadanandakaraka, or 
when Tyagaraja sings ; ‘‘Lord, you are Rama, Rama you are Siva,”  
as he does in Deva rama rdma mahadeva,14 there is no contradiction 
sensed by most Hindu listeners, who realize that Tyagaraja sang in 
exultant moods and did not write philosophical tracts or treatises 
< a mythology.



i ni  m

la* fact,seeawn£ cohtradictions Gitjp ap-ooty wheft one compare 
«mgc written in differentmoods in praise of different facets of Rama* 
For example, in one song it is said that the work .of creating, maink

#^roy ipg  thevi |p |^ ^ i¥ f ts  unworthy of Rama, and os 
he delegated^ the trinity to do it, leaving him free to “give devotees 
their hearts’ desires,?’1* But .in another song* Tyagaraja asks Ranw- 
about his activities as creatar of thedrama of creation , which includes 
the Story of Rama and Sita, and the preserving of the universe :

In which plate did you learn this, O Rama? # 
and why go to sudh a bother? '

With Sltjji Lak^paana, Bharata, Ripughna,
, Hanuman and others—to play out this drama—

Wherein the world did you team this 
and why go to such a bother?

Did ladies ask for diamonds and jewelry?
1 Did brothers and parents ask for food?

Did the best of devotees with good character call?
This long-running jd^y, O Lord adored

r - , u a . .  ■ i1, :  j = : . . ;  *

By Tyagarlja, where did you learn to stage it 
and why, O Rama, go to such a bother?1*

Some of the songs depict Mamayana incidents, such as the 
twanging of Rfima’s bow during the battle.17 In other songs of 
Tyagaraja, Rama is tbe hero pf the Ramlyana, and yet transcends 
that depiction: Rama. is more than the ideal, king—he is the all- 
pervading supreme being. Tyagaraja seems to have known the 
Valmlki Rtmayana well, but be was not limited to that understand; 
ing of Rama, because he was familiar with other traditions.18 Rama 
is a divine figure in all the songs.1* In some songs Tyagaraja seems 
to play on seeming contradictions; in one2* it is said thatj Tyagaraja 
is not a protectorless person, but that according to seers who know 
the Vedas, Rarha is without a protector (i.e., the Lord is the eternal 
protector); while in another song21 be says that great sages have said 
that Rama is one who is “dependent on the devotee.** Thus 
Tyigarija uses various facets of Rama’s character as his moods 
necessitate.
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 ̂Yet it is Rama asdapieted in the Vaimlki Ramayanawho can 
lake a personal interest in TySgarija—hecan be vividly imagines* fn
the form of a divine image, and; lie can appear hta dream <er trance. 
And as one song {R3ma rBma r9ma ctiHdrd) asserts, Rgrnhcafi ldbk 
into TyigarijVs eyes and reassuringly advis© Mm: ^nThisIttli© wise 
way.* Without this guidance, Tyigartja feels like “an unbetsrothed 
Jady whose marriage necklace has not been tied/* Thin personal 
relationship is possible, based on the image of Rama presented by 
Valmlki, and Tyagaraja’s gift to South India is to take the possibi­
lity even further, making Rama more imaginable with evocative 
kritis which have a strong appeal. For example, the faith in Rama 
as one who takes personal interest in the care of his devotees is 
touchingly sung in Narni pSlimpa nadaci 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 Rama is perceived' a& concerned, 
involved in Tyagaraja’s destiny. ; 11

Because Rama has power over theplanets^which are thought
to rule destiny, he may be appealed to, relied upon, and loved!

' . .. f\;iv/ ! o  ; r l j  OrC!

The strength of firl Rama’s blessing
si ; ft - .•‘sT voy  i v H

* - 'f , ... —that’s.the realforqj! K,,■nsoj m •, ■ rr ■■■ a;| o s  '■ .■t.y. CT „vn •/ £KfB
For people meditating

"iicatthe fonsvofthe Locdfublofcspltadcr 
i o i i wbatete thfenpfiiplanate’jpnwiar^^ 10

3%feb(’:dbsftk? th© tffbei* foes'*1 • hf
• - '  "•Iaf&‘8estr»^«W  lhe tWra1 '“ O '.  ,

nectaiib'ifififtW 9’tfeJf^J
' J' ;sc «Sar

< ! -• w; smoi8,n! 7 v > . is j Hb t»< snivis., Being blessed by Sri Rama—
< Si o  -i'-'-o .in f r u>-<: mthat alone is the real forcer8

ibiil ma .no^tw: f^nOt'juiov: J«u
Rsnm’s blessing is ifrtwKft m ^ ^ m a f f g m r > £  £p|4§alv$p
sign:to,his'he^)fir|iand,devQ^| -  nl ro  Vvoooc,

Tytgarajd ’ also prais©3*>*Sit& as she appears Tn the JVaknlki 
Rdteayana, dwbWmg her fold during-Hie first years of exited ;pfc©n
she was Prince Rama’s helpmate :
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O Sita, who Is your equal9 
Alwftys together with the Supreme Lord 
You stayed near and served 
To provide wealth's comforts;
O Sita 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 Tyagaraja,
Sita, who is your equal?24

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

(B) RSma as Transcendent 

THE ADHYATMA RAMAYANA, AND OTHERS

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

‘ * : ' I • .'V- -|
The Rama of the AdhyS ima RSmsyd^a is quite obviously a  

transcendental being;

Rama is the supreme self of the universe; beginning- 
less, he is bliss itself and is the one supreme, person, 
Having created the eritire universe via his own power of
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illusion, he pervades it within and without, as space does; 
although he dwells within all, his nature is hidden from 
all...2*

Tyagaraja sometimes speaks of Rama in similar teims. For 
example, in Mari mari ninne, Tyagaraja addresses the Lord as 
jarvantaryami—“the inner soul of everything.”2®

In another passage of the Adhyatma Ramayaiia, Sita is explain­
ing to Hanuman ;

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. 
Rama never moves...or grieves, or does anything.27

Thus we see that not only is Rama spiritualized in this literature: 
Sita is as well. She has a more dynamic role than the one usually 
associated with her part in the Valmiki Ra may an a, and this i: 
reflected in at least one Tyagaraja soug Ma janaki28, seems to play 
on the idea of Sita as Sfakti, or divine power. The unusual poin; 
o f  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 Maharaja!

A. Emperor! fine lotus-eyed
Lord, listen; you won 

shining fame as Ravana’s slayer (Because...)

C. She, when she went with you
to the forest, not overstepping your command29
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made an illusory form, remaining 
herself there in the fire—

(the illusory (form) 
went along with the demon;80

seated under the Atoka tree, 
she did not kill him *

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

V
One scholar, T, V, Stihba Rao,81 has written that Tyagaraja 

composed this song from the point of view of Goddess worshippers 
who “read and interpret the Ramaya^a of Valmlki as if SItft were 
Maha 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 uotes of a raga which is a 
very old Tavourite of the SdivSsis (original inhabitants of the region> 
who were members of the goddess cult may be correct82 In Karupa 
judavamma,83 (“Look on me with compassion, Mother”) Tyagaraja 
says that he reveres the goddess, seeing her as not being different 
from Rama and Siva. In another song Tyagaraja says that other 
faiths (than devotion to Rama) foster lust and arrogance, but the 
reference is vague.84 And in another song Tyagaraja asserts that 
Rama is unique:

Rama 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 tbe one free of dark inertia 

and other strands 
He is the soul of virtue, he 

is the same to all 
He is the Giver of well-being,
Rama is the one who is kind to the heart 

of Tyagaraja, tbe only one 
there is who pervades the universe, so don’t 

be ruined vainly, O my mind!36
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THE ISSUE OF SUPREMACY

Though he was a lifelong devotee of Rama, TySgarSja some, 
times composed songs to the Goddess,36 to Siva, and to other 
deities.37 In some songs the saint says that Rfima and Siva and the 
Goddess are the same.38 In othef songs/9 Rama is said to be the 
best of Vignu's ten avataras, or that R&mft is superior alpong the 
trinity.40 In Mummurtuhi {(tThe three forms'*) Tyagaraja says that 
Brahms, Vis?u,and 6iva jointly praisedRama when they found that 
his virtues out-weighed theirs; at first they had not known who he 
'•Was, but then, convinced of his supremacy, they worshipped him.41

The issue of polytheism has been a troublesome one for gene, 
rations of Indologists. Over a century ago Max Muller offered a 
variation 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 inconsistencies in statements about deities are not as 
contradictory as they first seem to be.43 In Tyagaraja’s songs 
passages are found where Brahma, Viggu, and Siva are said to 
worship Rama. This sort of scheme is common is Vaignavism. 
Ramanuja, in the Vedartha Sangraha, for example, depicts the 
Viggu of the trimurti as at a lower stage of creation than the full 
cosmic incarnation of Vignu/4

Perhaps the pandits are right in not placing 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 places dedicated to her, she may be mentioned as 
equal to Rama, and as an unequalled source of mercy. For Tyaga­
raja, 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” {Daya rfyit day a rani44 (‘'Take pity”) 
emanates the other forms, and so they should likewise f»e honoured. 
Intimately,, Ty&garaja sees Rama as “Destroyer of thedlffferences o f 
creed among people, t^e “Lord free from delusion.”*8 It Is true 
that devotion to Rama and his name was acceptable to Vaijoavites 
and gaivites alike.

OTHER TRAOJTIPNS AND SONGS OF RAMA

Other traditions to which Tyagaraja was heir also provide a 
context for Tyagaraja’S view of Rama. Tor example, TulsLDas in 
the Rdma Carit Manas states t^at “He who does not love Shiva’s 
lotus feet cannot please Rama even in dream.”47 And Siva, for his 
part, wanders with his heart fixed upon Hari, who is tfthe joy of the 
whole world.”48 *‘And whom does Rama hold more dear than 
Shiva?”49 In the same work, the goddess Satl, diva’s consort sees 
“Innumerable Shivas and Brahmas and Vishnus, each excelling in 
majesty, bowing at his [Rama’s] feet and doing homage; all the host 
of heaven,” in fact, is worshipping Rama.50 Obviously we are in a 
realm intended to hoggle the mind which constructs neat categories. 
The gods are mentioned to indicate ineffable glory, not to delineate 
an organization chart of the universe. Tyagaraja admits that even 
the Rama of the RSraayaija is indescribable—in Vacamagocarame,51 
the first line raises the question,

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

In other songs too, he despairs of ever depicting Rama’s beauty, 
and might, and glorious reality.32 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 Tyagaraja sing your praises?”38 
Rama is “ the incarnation of |Tyagaraja’s love,” it is said in one 
song, while in another song the saint insists that Rama realized that 
the very reason for his (Tyagaraja’s) birth was to satisfy his yearning 
to praise the Lord.54 In yet another song he asks why the Lord was 
born, and suggests that the reason was to grant boons to Ty&garaja. 
who made a garland of kirtanas for him, with various ragas.5*
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C, R&ma inSongs of Duality and Unity J - 1•/ '' t . , * t * " ,
The songs of Tyagaraja depict Rama as both divine power and 

divine beauty. Because Rama is powerful, he can protect dharma 
and shelter the devotee who takes refuge. Because lie is beautiful 
he pleases:

■ %
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 Tyagaraja different (from his personal Lord)?

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

An ocean of virtues with no trace of darkness!66 As in so many 
songs, Tyagaraja leaves his thoughts in the form of a suggestive 
question, rather than a pat answer. His i$fadevata is a charming, 
powerful and mysterious form of the formless ultimate reality, and 
hence Tyagaraja, as an advaitin, ultimately is not separate from that. 
Tat tvam asi, the Upanisads declare; “Thou art that.*’ Yet, it was 
not a philosopher that Tyagaraja 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 nirguna 
bhakti traditions like that of Kabir, yet he does sing in praise o f 
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 as it is a 
problem of having a separate will, if  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 Teiikalai 3rivai§$avism in tbe



doctrine emphasizing the Lord’sactive part and the devoted person’s 
surrender and ultimate nonresponsibility.*7 Tyagaraja sings of this 
dilemma more than once.

In such songs as E dari saficarintura Tyagaraja displays an 
honest and goodnatured bewilderment at the situation :

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

A. Giver of a ll-  that's auspicious, unbegun, middleless,
endless Lord, with vyour lady Sita, ^vast virtue-mine 
(Which way...)

C. If I proceed on the path of saying “I 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 duality!”

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

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

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 : 
is Divine Unity the supreme happiness 
Or is the soul-and-the-Divine-Beloved’s 

togetherness?
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W hichof thrse wmlitieaistbe happieit?
Throughout sky, and w ad  and sun and earth 
And the other parts of the universe; .
Amongst Vi$$u, Brahma, diva, and Indra 

and the other celestials,
Amidst the very best of the lovers of the Lord,
You play and pervade, and prevail—
You are the one Tyagaraja adores;
Is Divine Unity supreme happiness 
Or is the soul’s and the Divine Beloved's 

togetherness?
Which reality is the happiest?68

In other moods Tyagaraja is more certain, and rests in the 
security of surrender. In Ni cittamu59 (“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 no reason 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 my fellows in this world
O Lord adored by Tyagaraja (Your will...)

This song still expresses duality, though the saiiit sees only the Lord 
in the various forms, and asks forbiessings. ParamatmuduM (“The 
supreme being”), said to be (me of Tyagaraja's last songs, seems to 
be a song of advaita realization, wfiich holds a blcssing for listeners:

The supreme being gloriously glows 
May thiS dawn hkppify; y
Calling him ckiimg him SM,
They say he’s in people and celesti£fs
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In absolutely every 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 . . . rn another 
ong, Tyagaraja pleads for the experience of non-duality” Mediating 
deep within, let me become one jvith you.”61 But it is actually in the 
ealm of music that Tyagaraja most often seeks both happiness and 
ultimate reality. Thus, in one song the saint tells Rama. “You 
nspired me to sing Kirtanas known to give delight and release.”

Key to abbreviations :

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

SHT The Spiritual Heritage o f 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.
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1Alakalallaladaga, SHT p. 180; KVS 1 p. 258.
2 T. V Subba Rao, SIM p. 73.

3 Oka mafa. SHT p. 202; KVS. Ip . 351. There is a tradition 
that this sung in reply io a nephew’s request that the ccmposer 
m a rry  a  third time. Sambamoorthv. GC 11 p. 268. For Ananda 
Ramayana iufluences, see V. Raghavan, “Tyagaraja and the Rama 
yanas other that Valmiki’s” Music Academy Souvenir (Madras- 
1974).
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4E g., Dharmatma, SHT p. 354. Cf. Valmiki Ramayana 1-1-17 
In Aranyakaft^a. Chapter 37, and elsewhere, Rima is spoken of as 
“duty personified.”

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

h
“Belonging to the Ik§vaku line . . .  self-restrained, majestic* 

firm, the Lord (I. 1.8.)

“ Wise, having correct behaviour, eloquent, charming, destroy­
ing his foes, broad-shouldered, long-armed (1 .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, holy, radiant, dutiful, whose meditation is 
deep (1.1.12).

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

“Knower of the nature of the meaning of all Sastras, havin 
tradition (sm jti) brilliant, beloved of all the world, of undepressed 
spirit (2.1.14].

“ Approached as the alb bestowing by the good, one who is same 
to all, waose sight (darian) is beloved (1.1.15).

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

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

“ . . .  rn truth 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' rirdmapujavidhi—Ndmdrtha- 
Sdhita (Madras, 1969), This book is a compilation
of the epithets of Rama found in Tyagaraja songs printed in Deva- 
nagari and Tamil scripts for use in worship. In TanjavBr. during 
1982, I witnessed a puia in which these 1008 names were recited 
a flower for each one being placed on the image of Rama which had 
been worshipped by Tyagaraja.

7 Paluku ka$da. SHTj)p. 185.487.

8 Sarasa samadana SHT pp. £02-203; KVS 11 p, 213.

9The Arthasdstra and Paficatantra outline these stratagem. 
T. V. Subba Rao interestingly compares the structure of this chara­
cteristic kriii to a Euclidian theorem : The pailavi is an abstract 
of Rama's skills in four areas; the onupallavi relates these powers to 
Rava^a especially; the carapam 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 Ramayana was 
a possible influence on concepts in this song. See Book 111 for the 
offer of Ayodhya as a gift.

10 Vinayamunanu, SHT p. 246; KVS 1 p. 189.
11 The multiple words used in the carapams are ;

feet: anghrulu, caranamulu, padamu, kdllu:
hands: karamu; bahulu, cetulu, hastamu; 
arrow; iardmu, astramu, banamu, sayakamu; 
eyes : kannulu, netramu, locanamu;
beauty: sogasu, vetfuka, thivi, alankara.

A Bhadracala Ramadas song is similarly patterned (Tdvanard 
mandma, BR p. 268), as is a verse by KulaSekhara.



S’rr rdma jay a rdma, KVS 1 p. 174. Sambamoorthy discusses 
this and other Ramayana epitome songs in G C 11, pp. 43, 149, 259, 
332.

18 Jagadanandakaraka, KVS 1 p. 225
14 Deva rdma rdma mahadeva KVS 1 p. 434.
15 Mdnasa & ri rdmachandruni, J>HT p. 228,

16 Etavuna nercitivn. SHT p: 418.

17 Rdma bdna, SHT p. 295, KVS 11 p. 121. This episode 
ocurs in the Valmiki Ramayana, Yuddhakanda, Snrga 56.

33 V. Raghavan, “Tyagaraja and the Ramayajias other than 
Valmiki’s” . Valmiki Ramayana, the Mahabharata, and the Puranas 
speak in separate verses of Rama’s “one word,” and “ one vow,” 
but the Ananda Ramayana adds the “one arrow,/ and mentions the 
hree together in five different places. Tulsidas also, in a song 
(Dirtako deval) also speaks of the three.

3* It is especially non-Indian scholars who hold that Rama was 
not always a divine figure in the Ramayana, See eg., D.H.H 
ngalls “The Apotheosis of Rama. “Contra, J.L. Mehta, CSWR 
Bulletin 1979.

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

21 Evarimata, SHT p. 276; KVS 1 p. 323.

22 Rdma rdma ramachandra, SHT p. 487. Nanupalimpa nadici, 
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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. a* Grahabalamemi, SHT p. 158-159.
24 Sariyavvare, SHT p. 123.
25 Adhyatma Ramdyapa, 1. 17-18.
28 Mari mari ninne, SHT p. 363; KVS l i p .  70.
27 Adhyatma Ramayana, 1. 32, 34, 43.
28 Ma jdnaki, SHT p. 123; KVS 11. 78-79.

29 T. V. Subba Rao disagrees with this reading (SIM p. 166. 
miraka means ‘‘not disobeying'5 while miraga means “disobeying” 
On the whole the Telugu construction in this kriti is sorhewhat 
elliptical.

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

31 T. V. Subba Rao, The Hindu, April 13, 1949 and SIM pp. 
164-166.

33 This view was condemned by some South Indians as too 
esoteric or far-fetebed when it appeared in The Hindu, perhaps 
showing that the song does not present Sita as she is generally 
thought o f in South India.

83 Karunajudavamma, SHT pp. 53-55

84 Kattu jesinavu, SHT p. 204, “The three strands ” are 
sattya (purity, harmony, order, goodness), rajas (passion, fiery 
qualities) tamas (ignorance, intertia, darkness) The Bhagavad G ita 
Ch, 13, ff.

35 Undedi, SHT p. 166.
86 Songs to the Goddess are found in SHT pp. 49-63.

37 Some Siva songs appear in SHT pp. 44-49; Subrahmanya 
songs appear in SHT on pp. 64-66. Gagapati songs are found in 
SHT on pp. 1-2.



38 Karuna judavamma, SHT pp. 53-54.

39 Madilona. SHT p. 172.

40 SiggulmSli, SHT pp. 265-266.

41 Mummurtulu, SHT p. 170-171: KVS 11 p. 92.

42 Max Mueller, A History o f Ancient Sanskrit Literature 
(London : Williams and Norgate, 1859); Introduction to thclScience 
o f  Religion (London: Royal Institution, 1873). Introduction to 
the Rig Veda: Ananda Commaraswamy, Selected papers Vols. 1 
and H. See also his A New Approach to the Vedas (London : 
1933)

43 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, sometimes specially with the name 
Rama, as being superior to the trinity. One of the trinity is 
Visiju, and the name Narayana is an epithet of Vi§iju No con­
tradiction is noticed in the statement that by implication Nara­
yana is superior to Vi§$u. Ayyangar doss not feel a need to ex­
plain that the treatment of the trimurtt found in these songs is 
common in Vai§ijavism. R. Rangaramanuja Ayyangar. History 
o f South Indian. Carnatic) Music (Madras R. Rangaramanuja 
Ayyangar, 1972), Appendix II pp. xx-xxi.

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

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

26 Gatamoha iritapala'

27 Tulsidas Rama Carit Mdnasa, Grouse, tr. (Bombay, Allaha­
bad, Benares: Ram Narain Lai. 1937) Bal. 113 (iii) 127.
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48 Ibid.. p. 51, Doha 85,
49 Ibid., p, 84; Cbaupai 138.

50 Ibid., p. 40.

51 Vacamagocarampe, SHT p. 187 KVS 11 p. 167: Discussed by 
TV. Subba Rao. SIM pp. 179-183.

52 E.g., Intanucu varnimpa, 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 Sogasujuda. SHT p, 181. K&ma’s 
might is praised as ineffable in Ramabana, SHT p. 295.

53 Nivu leka Tydgardjunee gunamula netubadunu.

51 Cesinadella, SHT p. 357 E paniko, SHT p. 247; KVS 1 331*
55 Eldvatdram, SHT p. 439; KVS 1 p. 349.

56 S'yamasundaranga. SHT p, 167; KVS 11 p, 189.

57 For a discussion of the issues of prapatti and bhakti see John 
Braisted Carman. The Theology o f Ramanuja, (New Haven and 
London: Yale University Press, 1974) pb. 214-237.

58 E c/dri sancarinturd, SHT p. 382; KVS p. 328. Dvaitamu- 
sukhamdy SHT p. 393.

59 Ni cittdmu na bhagyamu, SHT p. 452

60 Paramdtmutju. SHT p. 226 

Tanalone dhvnninci, SHT p .  2 -5 ;

62 Ddiarathi nt runamu, SHT p. 437.



The Parrot- 
Its Greatness and as a Messenger

SUDHARANI RAGHUPATHY

The various discussions on philosophy, art nnd literature 
that I have had over the years with eminent scholars from the 
Saraswathi Mahal library, iPulavar Chockalingam, Prof. Thanga- 
swami, Prof. Balakrishnayya, Mi.Pa.Somu, Dr. Nagaswamy. Mr
B.V.K. Shastry, Mr. T. S. Parthasarathy and others have led 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 as to who the 
messenger is and what his purpose. Dutah in Sanskrit and |Thoothan 
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 (.e. (a) love in separtion (b) the yearning of the 
lover for the beloved (c) expressing the wonderful times they had 
had Together, (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 
Kavyas. Not only 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 
background of the time and place.
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There are various types of messengers; In fact ’ there is no- 
end, Kalidasa in Meghasaadesa says :—

*T«tTi3? f |  fCfUJfJ |

ft is the nature o f one who is suffering from the pangs of tovfc 
to express his feelings to sensible and insensible things. The one in 
love may address a footprint, a tree, wind, rain oven a stone and 
what not, We find that both sentient (one with feeling) and non- 
sentient (without feeling)Jiave been used as messengers.

In the Azhagar Klilai ViduK Thoodu by Cho^kanathar, the 
messengers are divided into $ 8 m ru  Qurr^erraar i.e. persona 
as messengers and ^oojSSssaru Quirq^arsm  i.e. birds animals, 
bees and so on,

GREATNESS OF THE PARROT :

Among the hirds/tw o kinds-the Jklyna and the Parrot are said 
to  repeat what is said to them O f the two, the parrot is cons 
dered more beautiful visually.

fO In  Sanskrit literature Hari-Vishnu also means parrot 
and Tamil Uterature speaks of parrot as A ri. Since the parrct also 
bears the name o f  Vishnu, it acquires greatness.

(ii) Parrot is the mount of Manmatha, the God of Love
(iii) In the Panchavarna kili ail the colours are said to 

merge and so the parrot is unique.

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

(v) There is the idea that anything touched by Agni is 
purified, so also any fruit that is pecked by the 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



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

(vii) Goddess Meenakshi bolds tbe parrot as a symbol o f 
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 Hechcharikaga and Bhadrachala 
Raraadasa in his song ‘Ennaganu’ calls a parrot as ‘Rama chiluka*.

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

(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 - PAINK.ILI VANNAN - Nachiar Thirumozhi - Tilang 
ragam - Adi talam.

Another name for the parrot is Medhavi i.e. one
who has the capacity to grasp and retain. The red-beaked-Rakta- 
tundaka. One who repeats beautifully - Manju Pataka. Q fn m a r

QfirM'SgiLh Slefflu iSaiiar 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

SWOT 1 H : SRTOJ^ ^  !l



PARROT AS MESSENGER m

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 to have repeated the 
Bhagavata without any change and what he had learnt about the 
Vedas and Upanishads from his father Vyasa.

In Malayalam literature and generally in Indian literature# the 
mythological stories are said to be expressed through the parrot.

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

i

There is the Kili Pattu by Thunjathu Yezhuthachan 16th Cen, 
tury A.D,, a Suka Sandesa in 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 parrot as 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 inuchjof 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 ?

WHY THE PARROT MESSENGER
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TAMIL LITERATURE

Kili or the parrot has had a place of importance in Tamil 
literature since centuries. Nayanmar and faavc g»ven a
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 hdr Lord.

TEVARAM AND T1RUVA£HAKAM
Sambandha Desikar 1885-has written Kili Kanni.

Chitrambala Kavirayar wrote the Killai Vidu Thoodu.
Chockanathaih - Azhagar Killai Vidu Thoodu.

Madurai Meenakshi herself is said to have written a Kill PadaJ 
Here, through the parrot Meenakshi is said to expound philosophie- 
cal thoughts like creation o f the world, nature of Brahman, Divin- 
power and so on.

The contribution of Thayumanavnr 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 m,any 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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of Chintamani Bh atta 12 th  ccn 
70 moral stories narrated^ byra gtiraofci#

Keera Sandesa by Rarna Gopafa 
Keera Dutam by VaradaCharya.

Here we find th% p^Fipi playing am ajpr, iple in expounding 
philosophical thoughts, in sringara as a messenger and then as 
moral story teller.

' *  ;*>•' : !»V " ? !•■-' ■■■ < - i :i’ • ■ .

In Raghuvathsam chapter 17th verse 20 Kalidasa mentions the 
parrot.

May i hasten to add that there are a also Hamsa Sandes o f 
Vedanta Desika. K okka(K u>il) Sandesa;, Bhringa Sandes»
Mayura Sandesa and so on.

KANNADA LITERATURE

Suka or parrot has been a favourite subject for many author 
o f 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 »
f f f r i a  & £ $ } £  Q i B r r x Q #  Q l k & ®  -  u Q p i J b  i £ t r r i _ 9 ) f r t - .  ( S i t i r u u . ”

Literary works like Leelavati of Nemichandra (12th C), Dhar- 
mamrutea of Nayasena, 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 contemporary work of Dr.
D. V. Gundappa, one of the outstanding posts of Karnataka. This 
is one from his Antahputa 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 o f 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, he has 
left a legacy to posterity. One can never exaggerate his monu­
mental services to Music A c a d e m v , the infinite interest and care he 
bestowed to widen its activities not only to steengthen our own 
musical perception but also to project the essence of our classical 
music and dance to other parts of the world.

1 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. 
Tbe subject given to me is : *

‘The Msla-raga-malika of Mahavaidyanatha Sivan’- a profound 
subject which breathes the quintessence of our classical Carnatic 
Music. 1 hope 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 Iyer, who 
taught me the magnum opus creation of his guru. Also, my sincere 
thanks to Smt. Lalitha Subrahmanian who has learnt this composi* 
tion in her tender age from her father, for f co-operating with me 
wiih her vocal rendering during my demonstration when 1 would 
be plaving on the veena. Again, 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 daughter of my guru, With 
their assistance, 1 shall present my lecture demonstration.
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At the outset, I wish to deal with the origin and development
o f our mda-sysjtag^: r * ‘

Mela, in our present connotation corresponds to tbe concept o f 
scale. The word scale is derived from the Iatin 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 from a given note to its octave, both inclusive. TThis orderly 
arrangement o f the series wijl be - sa ri ga ma pa dha n i . and sa 
of the higher octave. The first seven notes are called, the sapta- 
svaras, technically ternjed ’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. Tbe Sangita Ratnakara 
of Sarngadeva o f the previous century deals with music of India as 
a whole* Although no edition o f the Sangita-Sara o f Vidyaranya is 
available, his piusical theory has been reconstructed from the refe­
rences to it in Sangita-Sudha, attributed to the ruler Raghunatha 
Nayak o f Tanjore of the seventeenth century, but actually written 
by his minister Govinda Dikshita. The author faithfully 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 o f 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 o f his patron, ruler Vijaya- 
Raghava Nayak (1635-1673), Venkatamakhin wrote his great work 
‘‘Chaturdandiprakasika.’ Its chapters deal with the topics on vina, 
£ruti, svara, raga, alapa, mela, thaya, glta 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 classification o f mfcla-s 
based on svara-s is 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 classification of Vidyaranya and Raraarnfitya hitherto 
mentioned is empirical, not based on any principle; but, Venkata 
makhin was a visionary; he has classified the msla-s under threee 
heads, namely, Kalpita.Kaipyamana and Kaipaishyam&na, 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 mela-s were formulated by him,for scientific comples 
teness. He explains clearly the methodical structure of the formula­
tion o f his seheme. In a supplement to his Chaturadantfi-prakasika 
his other treatise dealing with raga-lakshana Venkatamakin, has 
given a classification o f several janyas or derivative rsgas under the 
72 mela-s and has given a nomenclature of the mela-s, starting with 
Kanakambari, Phenadhyuti upto Rasamanjari.

Raga-s Naia and Varaii are ancient and existed long before 
the mela scheme was even thought of. Nata-raga was given great 
importance; it is considered auspicious. Even to-day, in temples the 
opening raga for any function, this raga is rendered. Musicians 
regard this raga as the foremost among Ghanarsga-s mainly taken 
for the exposition o f tanam 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 rsga is its rishabha svara which takes the 
position of sadharaija-gandhara and is called Shatusruti-rishabha. 
In Varaii raga, the gandhara is lowered much below the sadharana- 
gandhara 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-risbabha,

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

>
We know that the saptaka or the seven svara-s with the two 

varieties komal and teevra for the five 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 o f 
the vina-vina, the most coveted instrument which ; serves as a veri­
table visual aid for the understanding the science of our art.

/
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:—

*Later research has proved that this supplement is not a work o f 
Venkatamakhin.

r, U r3
1 2 3

gl 8a gs mi ms p da d8
4 5 6 7 8  9 10 11 12

na «8 §
13 14 15 16

The groupings of rishabha-gandhara and dhaivata-nishada form 
the basis utilized by Venkatamakhin in the scheme os the 72 
meia-s.
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I shall briefly demonstrate them, so that we havega clear idea 
o f the mela-s before we take up the meia-ragamalika :

Taking the first variety of rishabha, the possible groupings o f  
risbabha-gandhara will be ;

S r  r a Sat *1 St
altogether three groupings.

Taking the second variety o f rishabha, the number of groupings 
will be one less as ri, takes the same position of ga., The groupings 
will be r2—ga; r8—g8. Taking the third variety, obviously, there i« 
scope only for one grouping, namely r8—g8. this is because, the 
definition of a musical scale demands the ascending order o f  
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 the rishabha-gandhara-s, 
one by one, with each ot those of the dhaivata-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 pitch4 taking the same 
variety of the notes both in ascent and descent.

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

S r, g, uij p d, a, s
S r, g, m, p d, n a §
S r, g, m, p d, n8 §
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S ra g, m, p d1 n, §
S r2 g, m, p d9 n, §
S g, m, p dt n, §

These first six mela-s form the first chakra i.e. the fifst 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 successively. Continuing this proeess wirh the 
rest o f the groupings of rishabha. gandhara, as there ard altogether 
six groupings, we get a total of 6 x 6  or 36 mela-s. Roplacing the 
other variety o f madhyama, namely the pratimadhyama the place of 
suddhamadhyama or maa, we get thefsacond set of 39 mela-s. 
Thus we have the grand total o f 72 mela-s enblocked in twelve 
chakras of six each.

The pairs of rishabha-gandhara and dhaivata-nishadha, having 
adjacent svarasthana but one o f them occupying the position o f 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 corresponding 
pratimadhyama mela-s, and the first and last mela-s of the 
remaining eight chakra^, i.e. (6 x 4) +  (8 x  2) or 2 4 + 1 6 = 4 0 .

It is common experience that a prayoga or musical setting 
with vivadi - svara-s creates problems l o r ‘ranjakatva’ or pleasing 
presentation. 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 
o f handling with svarasya asparsanam i.e, not touching the svara 
but approaching it in the manner of langhan^m 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 Vfcnkatamakhin’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 o f 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 immortaj 
kriti-s in all the seventy-two mela-s, following the concept of 
‘Raganga’ as mentioned by Venkatamakhi with the nomenclature 
o f Kanakambari Phenadbyuti upto Rasamaojari 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 Singrahachudamani, gives two 
sets of nomenclatures of the seventytwo mela-s, fone starting with 
Kanakambari to Rasamanjari and the other starting with Kanakangi 
upto Rasikapriya. the authorship of both not being established to



date. Tyagaraja has followed the second nomenclature and 
naturally his line c f  disciples, to which Maha Vaidyanatha Sivan 
belongs. The nomenclature o f 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 
o f the Katapayadi sankhya. a formula devised by our ahcients 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, {ha, da, dha, pa, 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, §a, 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, 9 and 0. so the letters are enblocked in 
squares with numbers assigned 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. I shall 
give a brief explanation taking for example the mela Mayamala- 
vagaula.

The first two letters of the mela, here, ‘ma’ and ‘y a' 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 
o f  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. 14t 15 - 
starting in the 3rd chakra. Also we know the chakra decides the 
purvanga svara-s, Here, third chakra means the third grouping o f 
rishabha gandhara i.e. it is rT and g0 and 13 thirteen number is 
below 36, sot it is suddhamadhyama mela. The rank in the chakr- 
decidesthe uttaranga svara-s — so here it is given the third grou 
ping of dhaivata nishadha - So, we deduce that Mayamalavagowla 
is the 15th mela having the^ svara-s, suddha rishabha, antara 
gandhara, suddha madhyam^, panchama, suddha dhaivata, kakali 
nishadha and sadja.

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

Hanumatodi - for Tcdi
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 Netra, 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 seventy-two mela-s, after the 
propagation o f the scheme, there was no single composition con­
sisting of the lakshaija-s of all the 73 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-s a 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, under the name of Bahattar melakarta, bahattar 
meaning seventy-two in Marathi. This comprises verses in praise 
of Sakharam Sahib, son-in-law of Sivaji. Persuaded by Krishna



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 
o f Tanjore and received an honorarium Rs. 20C0/-

Maha Vaidyanatha Sivan (1844 1893), ( a short life-span o f 
not even fif.y years) was one o f 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 sound knowledge of Sanskrit, Tamil aud music he and his 
brother Ramaswami Sivan, a noted composer o f 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 o f 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 prabhs purare 
Pranava rupa-sam pade pade- 
Prapamami Sri Prakriti preraka 
Pramathaganapate pade pade

Maha Vaidyanatha Sivan invokes the almighty as ‘Prapava- 
rupa’ the manifestation of Parabrahman, the essence of the mystic 
syilable *Om’, which symbolizes the transcendental Nada, per­
vasive in the entire Universe. He then proceeds to emphasize its 
philosophical import as Prakritipreraka, the primordial stimulater 
o f the universe.

The sahitya or the 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 wUh 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 thia 
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 o f ‘Samasa* or the combining of words this aspect ia 
effectively brought about. For example in Dikshitar’s Bauliraga 
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. 
o f you, Bhava who plays the Dindima vadya-you grace him with, 
good form and mind.

Another instance -  to bring the word ‘Rupavati* a feminine 
gender noun with an elongation of the vowel at the end |

* Bahurupavateeha bhavaanmam ’ -  this can be split as : 
Bahurupa +  Avati +  iha +Bhavan — mam meaning 
Bahurupa—Lord who has manifiesteed in many forms, 
iha — in this world,

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

Sandhi: — Bahurupa +  avati4 bahururupavati ( a + a = a  
Avati +• iha — avateeha — ( i- f i= I)

Instances like this in the ragamalika are plentiful.

In the understanding of Stvan’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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Sarasftm gltim kTrtim diia me

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

“  Ko«alapastvap*jyagham h im  

Sabhapate mvtnnde W *9 

Mumude hi - 1 rejoice indeed 

Sabh&pate — Oh Siva, Sabhapati

Lord Siva Sabhapati transforms the devotees ' hearts into a 
Natanaranga • a platform whereon he performs His Ananda 
tandava and heartily responds to the bhaktas’ offering of water 
in (fee form o f * Arghya ’ and * Abhisheka 4 as he is an Abhisheka- 
priya. Thus wc see the culmination o f the bhakta pleading for 
* Ananda’ or Eternal Bliss bereft o f misery :—

“ Bhaktapadana rasikapriya 
Tyaktadapadanandam mama dehi ”

This is how Maha Vaidyanatha Sivan concludes his ragamalika.
Viewing the musical aspect o f his composition, we observe 

that supreme musicial excellence is retained throughtout the raga­
malika. Elegance in expression, aesthetic rendering, crispness and 
clarity in the handling of vivadi-svara prayoga-s bringing out the 
distinct individuality o f the raga-s are their hall marks. The 
composition set in Adjtala with a smooth flow of sarva laghu, 
is structured in six parts of two chakra-s each i.e. a group o f 
twelve mela-s. Each part is a whole by itself, thus evading 
monotony. The musical format explains this aspeet:

Each verse is set to music in the raga assigned to it in the 
beginning followed by an avarta o f svara pasasge, taking up the 
first line of the verse. Then comes the link passage o f an avarta 
o f  swara-s wherein, the first half is rendered in tbe same raga and
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the second half in the t;aga to follow, merging with *he nextrrerse.

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

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

g m g p  -md pd- ns nr sr ns - p D d p-p m g -  r S r - | s . « r  
T,he first half of the link-swara-passage is :—

N s r s  * r s r s N s -

following this, the second half which is in the next raga Ratna- 
hgi i s d n s r s - p  d n s  N - d n d p  pm- merging into verse set for 
that raga. Similarly the following raga-s are handled - - Gana- 
murti, Vanaspati, Manavfiti, Tanarupi etc. The musical setting o f  
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 pallayi 
Pranatartihara is taken up, thus forming the first set of two 
chakra-s as one section.

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



Rare Forms in Bharata Nat yam
VYJAYANTIMAL.A BALI

It is common knowledge that the present format 
fo r a Bharata Natyam recital was, to a large extent, evolve<| by th- 
Four brothers Chinoiah, Ponniah, Sivanandam and Vadivelu, colie 
etively known as the Tanjore Quartette. On the musical side they 
were the disciples o f 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 id 
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. They£were 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 Vamams, Pada Varnams, 
kritis in Tamil, Telugu and Sanskrit, Jatisvarams, Raga malikas and 
Tillanas. The Quartette not only re-arranged the Bharata Natyam 
format to the present Alarippu-Tillana pattern but also composed 
dozens of pieces suitable for this format. Thanks to the generosity 
add help ot their descendants Sri K. P. Kittappa and Sri K. P. Siva­
nandam, most of the dance compositions in their family repertory 
have been published. I 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 
^ung 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 performed 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 tlie Other types of composition* like ttfiS1 
varnamy padam and javali came into existence, prabandhas w^fe 
the only compositions that were being sung or performed, not to 
speak of the Tevaram music. Although Dhruvas and Gitis were 
tbe 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, aprabandha had six angas and 
four dhatus. The six angas were Svara, Biruda, Pada, Tenaka, 
Patam and Tala. Svara jwas the solfa passage, Biruda, words of 
praise addressed to the Nayaka. Pada was the Sahitya, Teaaka^ 
words like tena, Patam, the scrtkattu 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 o f these aspects o f 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 ^tbe development of 
later day musical compositions.

Thanks to Subbarama Dikshitar, we get in his ‘Sangita Sampra- 
daya Pradarsini’ a few prabandhas o f 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 
mnemonics 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. It is 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 Vagis'a
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lp« writteq a treatise on the grammar of this language aiacH is 
stated to have come into existence daring Lord Krishna's time.»

Prabandhas have all the elements required for a dance compo­
sition and even more; they are eminently suited for being choreo­
graphed.

Later, Ramaswami Dikshitar, father of Muthuswami Dikshitar, 
composed the prabandha ‘Chandasela’ in 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 
prabandha on Lord Nataraja and has been dedicated to Venkata- 
krishna Mudaliar o f  Manali, patron of Dikshitar.

The Adi Bharata Kala Manjari also contains six Thayams in 
the ragas Nata, Gaula, Varaii 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 o f Thayams were collected during the time o f  
Shahaji o f  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 Kavutams 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 Sriviiliputtur 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 had!’ meaning ‘easy path*. But 
Ihere were prabandhas known as Suda prabandhas and the Sangita 
Sudiwsdf KtgiuNrtifc Nayak mentions ‘Saltga Suda pfafeaodhas’. 
Purandara Dasa revelled in writing this composition and the San* 
gita Saramrita of Tnlaja cites prayogas from tbe Sol&dis of Puran­
dara Dasa as classic authority for lakshanas of ragas.

Ill the Sksladi the theme is the same of in the Kirtana but it has 
seven or eight distinct divisions with elobarate sahitya each of wjpch 
is set to one of the classical talas*. These seven talas known as the 
Suladi sapta talas are Dbruva, Mathya, Rwpska, Jhampa, Triputa, 
Ata and Eka. These in turn yield 35 talas and then give rise to 175 
varieties on account of gati bhedas. Some Suladis have different 
Tagas for the different divisions and in some others the raga is the 
same for all the divisions. The Suladi is a learned, 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 ancient days.



Sangita Raghavan! of Rama Kavi
GOWRI KUPPUSWAMY & M. HARIHARAN *

The different forms *of Bhakti have been listed by Prahlada in 
the Bhagavata in his answer‘to 'h is  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 tbeir minds purified by the intensity of their devotion towards 
Almighty through love.

“Snehat yatha bhaktygdvare manalj 

avasya tad ay am hitva bhagavastadgatim gatah7’

Among the different feelings or rasas, this aspect of love or 
Sringara later on came to be worked out into a distinct system o f 
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 imagination o f 
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 o f bhakti as being essentially o f the nature of love 
and Rupa Goswami has elaborated the same in his Bhakti Rasamrita 
Sindhu. This involves a vicarious contemplation, tbe devotee con­
sidering himself as a ladyfyearning for union with her lover, the 
deity. The aim is the attainment o f 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 o f absolute divinitv.



SANG ITA RAGHAVAM OF RAMA KAVI 145

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 1 and their Tirukkovai, Tiruvacha- 
kam, Tiruppavai and Nachiyar Tirtliictehi are earlier lakshyas of 
this mode of approach to God through the union of the individual 
soul with the universal soul. But the most outstanding work which 
gives prominence 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 lndik.

In the Gita Govinda we clearly see the divinersportive play of 
Radha and Krishna as a means of worship and devotional exercise
i.e. Sadhana and Upasana 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 aggressive 
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 
likewise can be equated with the 24 Aksharas of the Gayatri Maha- 
mantra. Ashtapadis derive their name from the fact that each com*

19



146 THE JOURNAL OF THE MADRAS MUSIC ACADEMY[VoL. LIX

position contains eight charanas. They are Dvidhatu Prabandhas 
comprising the two sections Udgraha and Dhruva corresponding to 
the present day Pailavi and Charana.

! The Gita Govinda Ashtapadi hymns are the earliest exafhples of 
regular music compositions with each song being set in specific raga 
and tala. However these precise ragas and talas are not present by 
adhered to in their rendition/ Round about the 19th century these 
Ashtapadis were set to South Indian ragas by Ramudu Bhagavatar 
o f Tirumalarajan Pattinam.

The Ashtapadi hymns are rich in description and contain vivid 
portrayals of diverse situations. The literary style of Gita Govinda 
was introduced into 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 
Oita 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.



r In the history of Bhakti HtePattire in Sahskrlt, thA Gitafcatvyai 
are to a  large extent e&potjsible for usheiing*M a hfcw8 ’deyelbpment. 
For the first time tbegdvent of the Gita Govrhda 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 literature, this novel method 
ofbiending eroticism in the speculative religious thought and aesthe­
tic  appeal against the highly intellectual dry dogmas and doctrines 
of the day attracted several poets to fwrite several new works on 
the lines of the Gita Govinda.

The innovative from which Jayadeva chose for bis 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 mapy as 126 
such imitations of the Gita Govinda in Sanskrit are presently avai­
lable, all of them being products of inspiration from the external 
aTtistic beauty and internal appeal 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 
tbe 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, however, 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 o f 
Nagpur too just relates the story of the Ramayana in Ashtapadis 
spread over six cantos. But it is thb Sangita Raghavam or Rama-
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shtapadi composed in the 18th century by Ramakavi of Sriranga- 
patna near Mysore that is based on Nayaka-Nayika bbava 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 tbe 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 Krishna and 
poth the depth and extent of such devotion was influenced by em­
phasis on the personal characteristics of the objects of worship. O f 
all the ten Avatai s of God it has been in those of Rama and Krishna 
that the establishment of righteousness was a visible purpose actually 
accomplished by the 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 exalted personality, who, 
despite tbe 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 Puma 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 Ma(a oka 
Bauamu 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 Raghavan! of Rama Kavi, otherwise known as Rama 
shtnpadi, has recently been edited and published by Sri Sankara 
Ganapati Pathak of the Oriental f  Research Institute, Mysore. The 
colophons in the manuscript bear the name Sangita Raghavan 
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 poet speaks of Peripura as the place of his birth 
and this probably refers,, to the modern Periyapatna in Mysore 
district. 4

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 skill.

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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for a moment. Her confidant, the Sakhi, then speaks to her about 
Rama who is away. She describes Rama’s conduct with thecreepers 
a£, though with women find she bewails thht being oVerpd tvered by 
Kama, Ramaseems tohaVe lost his mental balance

The gist of Sarga II is as follows : It appears as though the 
creepers too are responding to Rama’s overtures. Then, tormented 
by Kama, Sita expresses to the Sakhi her desirb for Rama’s 
company. She ponders how she could win over Rama engrossed 
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 tbe]heart to leave him'who was 
guiltless. On account of separation from her the cool southern 
breeze does not bring him pleasure and he looks upon even the 
jnoon 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 o f  
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 IV 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 tnore 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 it not the occasion 
for indictment and advises her to forget the matter and enjoy her
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husband's company ih  ̂ the spring sehldn. However Sita is not 
moved by the Sakbi’s pleadings. When Rama himself tries again to 
appease her, Sita does not relept but once more comes out with the 
apse on his part. Pacifying Sita with sweet words Rama enters the 
creeper bower. The Sakhi too prevails upon Sita t6 reciprocate her 
husband’s love. Making up her mind to patch up with Rama, Sita 
dresses herself up and goes into the bower. She looks at Rama with 
love and tears of joy roll-down her cheek. Her friends inside tlie 
bower go out on one pretext or other and Rama Sita are unflted 
once again *■

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 Jayalakshmi 
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).

It is interest ing to know that Gottuvadyam is a Tamil name 
The instrument is played with a Kodu meaning stick in Tamil. Kodu 
Hh Vacant 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'srule. Since the structure [of Gottuvadyam is 
very similar to vina, it might have been used at that time.



THB OOTTU VADYAM

The ideas of playing a stringed instrument by sliding a piece o f 
wood isfouwd not only in India but also outside. To cite an Indian 
example, Amaravati sculpture is an ancient evMence where a stick 
is shown to stop the strings. Thue the idea of playing an instru- 
mentby other than fingers is more than two thousand years old. As 
regards this type of sliding ̂ 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 slidirfg guitar was brought by Portuguese 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 COMPONENTS

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 than vina. Because of the openness o f the instrument, 
inherent harmonic properties of the sound can be displayed. Since 
Gottuvadyam technique is by sliding, not by pulling, it is possible 
to tune the instrument to  higher pitches thus matching the voice 
pitch.

Vina technique calls for pulling of strings by left ham* to 
produce ornaments and nuances of Carnatic music. But in Geftto- 
vadyam, left hand sliding, pressure and release of Gottu are teehni* 
ques essential to produce ornaments and nuances of Carnatic 
music. Gottuvadyam consists of eight strings, of which Five melody 
strings (tuned to two Sarani, (Sa) Panchama (Pa) Maodra (Sa) 
anumandra (Pa) three drone cum tala strings tuned to (Sa, Pa, Sa)

TYPES OF GOTTUVADYAM

there are two types of Gottuvadyam at present: onewi,th
sympathetic strings, 'twelve sympathetic strings are strung under­
neath the melody strings. The tuning of the sympathetic strings
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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 are’in 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 MODELS

One of the important features of Carnatic music is the Vocal 
music model whieh is essential for any instrumental playing. This 
model is 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 
essehtiai.to aVoid extra unnecessary sound. As vocal music mode* 
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 refined style o f 
Carnatic music.

My Guru late Sangita Kalanidhi Budalur Krishnamurthy Sastri­
gal devoted all his life time to discover the desired ‘nada’ be had 
in his mind to produce on Gottuvadyam. He experimented with 
<fiffeWnt sizes of Gottu and weights to give a desired pressure on
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strings to incorporate vina'mode! and vocal model to produce pure 
Carnatic music, fa addition, he devised a fine teaching method to 
teach students this difficult instrument.

UNIQUENESS OF GOTTUVADYAM

It is a question raised by musicians as well as music lovers - 
<4can?the instrument Gottuvadyam by played be many?” or put the 
same question another way ‘'why there are very few players qn this 
instrument ?” I have no answer .except some ideas as stated below. 
The reasons given for Gottuvadyam being rare are h  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 instruments 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. What I mean is, women 
performers have played a great role to the development of Carna­
tic music of Indian tradition.

XIST OF GOTTUVADYAM VIDVANS AND VIDUSHIS

1. Thiruvidaimaradur Srinivasa Rao whs an exponent of 
Gottuvadyam as well as expert in rendering Ghanam 
Krishna Iyer’s Padams. He was very much equal to late 
Smt. Vina Dhaoam in rendering Padams. !



2. Sakhararaa Rap was his son (Guru o f , Sri Semmaogudi, 
Srinivasa Iyer) was a great exponentof Gottuy^iygiu.

3. Mysore K. S. Narayana Iyengar, grandfather o f  Ravi- 
kiran, father of K. S. Narasimhan was a very well known 
Gottuvadyam playM. He has made 78 ¥pm In 193̂ >. He 
visited and learned Padams from Vina Dhanammal.

4. Doreyappa Bhagavatar, son of Paachapagesa Bhagavatar 
o f Vadakku Vidi of Tanjore was another exponent of this 
instrument.

5. Sangita Kalanidhi Budalar Krishnamurthy Sastrigal Was 
a great exponent of this instrument, fie was Principal of 
Kafakshetra. He sang while playing Gottuvadyam. life 
also contributed much to the development of this instru­
ment. His disciples are Raman of Kalakshetra, Oayathti 
Rajapur Kassebaum, Purushottam of Ahemadabad, K. S. 
Narasimhan son of Mysore Narayana lyeahgar and Usha 
who is at the AIR of Kozhikkodu.

. i

4. A. Narayana Iyer disciple of Muthaiah Bhagavatar was 
AIR artist. His father Appa Iyer was associated with the 
Academy college of music.

7. Narayana Iyer’s disciples Allam Koteswara Rao and his 
son Durga Prasad are competent players of this instru­
ment,

8. H. S. Madan is an All India Radio artist playing Gottuva­
dyam.

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

10. Befakavadi Srinivasa Iyengar is playing this instrument 
although mqy not be giving public concepts, because his 
main performance media is vocal music.

11. Kittappa is a  -concert player o f Umiitftniment.
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12. Manoargudi Savitri Ammal, disciple of Konukkol Vaidya- 
lingajn Pillai was a fine player of this instrument who sang

kesflttn# W i t t e r ,  Iffeiikai&swara 
Music College of Tirupati. Her disciple Usha works at 
AIR Koghjkkfdii. (kater Usha /W  learning from Sri 
Budalar Krishnamurthy Sastrigal.)

The above list indicates that the Yrkditlbk b f  Gottuvadyam 
playing has been continuing and there are men and women playetk 
who were and are practising-this unusual and rare instrument.

EPILOGUE

Regarding classifying instruments, onecan use logic or follow 
tradition. For example, in the west, in classifying instruments* 
ene would think that unfretted instruments would precede th4 
fretted ones. This kind of logical thinking would result in putting 
Gottuvadyam before vina. Following tradition, which is very essen­
tial for a culture, that too Indian culture, is very much tradition 
bound. According to Indian tradition, fretted vina would precede 
non-fretted Gottuvadyam. I like to make another observation, 
that hoR theory and practice of music did not always go hand but 
definitely 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 Gottuvadyam, sliding his snuff to play music, while his 
brother accompanying violin one octave below the principal instru­
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. SHAR MA

“ 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. 
It is all very human. In vedic period the outline of dance was 
based on the high & pious theory of. man’s life.1 The term dance 
for example means one of the most practical picturization of perfor­
ming arts. Such living depiction of heart-rending 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 natya 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 
o f  natya, nritta and nritya.1

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. WRcfcr tfnto m  424

2. jru cPtt •TtT £sjt afefb $>Er r  i

TTcZf CRT JRcnru SnRFcRTpT II
C 6 «  \

3-4, arfqrn; ?rr#ct u?T?r, 1953



fA^DAVA AND LASYA

Nritta is the cosmic aspect of.Bharat Natyam. Its essence. is 
ftere tala or rhythm.1 Nritta has two expressions-the .dance of Siva 
or Tandava and the Dance of Parvati or Lasya. In this pure form 
o f 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.4 The actions 
in both of them, in case sweet are termed as Lasya and if violent 
they are Tandava.4

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.1 Generally every where dance

1. 455 1 1/9, STT3 WDPT, 1973

2. *rr?rfa&iiTT# % i 27, i

3. 474 SWSWR, 4° 296 4® 10, 18-19 54T l/9 *TPlf
cT«TT I

4. anffpFfaT s r ^ T  4fT fcrfoft f4§: I
37*54 54 54T f?pr^r II 4 ° 454rS4T4 28

s 34 54 f5f44 44: i

STTC4 4F44 «newpWkq II 4WFT4> l/lO



(Nritta) is in natural liking* and between drama and dance
(Nritta) is the oldest form. Wie find the word Nritta (dance) men* 
fioned even in the vedic era.3

Musicians describing Tandava have mentioned it to be such 
wherein Vira and Raudra 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 (Still), 
samabhanga, (equally curved Tribhanga (tri curved) and Atibhanga 
(very curved). This dance is suitable for men4 Sharadataniya 
has quoted lasya nritta as sweet and the tandava as turbulent.*

Bharata describing the evolution of Tandava has said in his 
dramatics (Natyasbastra) that Nataraja, having destroyed the yajna 
&f Daksha Prajapati, danced tandava in that very evening with 
different poses of body movements (Angahara) their withdrawals 
(Rechaka) and muscle’s controls (Pindibandha) and then Goddess 
Parvati joined him in this dance With her project of Lasya nritta, 
In this couple dance mridanga, bheri, patah, bhanda, dindibha. 
gomukha, panava, durdara etc. musical instruments, were played 
with rhythm and harmony.
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ti^.dimce tljat Sivg evolved iq Ŝhis w«y qombiiviiig, j?ody
movement (Angahara)1 with thdir withdrawals (Recbaka) gnd  ̂
muscle control (Pindibandha)2, he taught it to Tandu muni with 
all its rules and regulations. Tandu muni thereafter propagated, 
this, dance|by the name of Tandava3 combining it with songs and , 
rpusical instruments. J

g w r t *www p t  a* i i

^  swim q st - «r: s : it

Thus bestowing this (natya veda) dance knowledge to Bharata^ 
by Tandu, the desciple o f Siva the sages propagated it among 
humanity.

Bharata his described its use for occasions of worship of deties 
ap,d for the delicate expressions of amorous moods," In this Var- 
dhamanka tala is included4 and the use of suchichari with bh3nda 
musical,instrument is required to accompany.5

1. i 29 ^
CfciT U

2. i dFf 5TTSW q5 sptr: I srffcr WPT— 1
So 170-71

3. d«4«ht^4qyww>i cTTJ  ̂ I tfdta 7/30

l. q t*ro  arte srfmre so rter spptspt,
*RPTfd nT̂ TF, 2° 82 VZ tfcf I 

2* arfmrmnter, a rrw  ^  5, ?nftcr 7/6

3. 'TT̂ T ITPW 4/317, 66.

4. Softer 7/29 :

5. rnfNdsm i snztwrcsr 4/324
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According to existing literature we come across Siva’s Tatfdava 
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 ignorance (iv) Tripura 
tandava is the slaying of demon of Tripura (v) Samhara tandava is 
the dance of destruction. There are two other dances which are 
not the solo ones of Siva but with his consort Parvati. There are 
<vi) Gauri tandava dance with Gauri and (vii) Uma tandava dance 
with Uma.

According to other classifications tandava is of two kinds 
Pelabi and Vahurupa. Pelabi consists of movements of the limbs 
alone and is bereft of any dramatic element. Vahurupa has drama­
tic elements such as frequently changing of dress. In Vahurupa 
the dancer usually sings a song called Telena which is composed o f 
a certain meaningless conventional words such as Ta, Naj Dir etc.

These dance forms have this significance that a singer just as, 
shows his skill with the use of different musical notes, so the dancer 
displays in them the use of his body movements. In the angahara 
o f dance the show of the feelings of emotion is very essential. 1

Shiva’s dance is tandava, energetic and virile.2 The dance
represents the God’s fine activities viz srishty sthiti, samhara, 
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.8

1 * 4  *** * t f a *
3ji5i4 4 3*: ftray n

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

1. i i  37t r  wErfTi, i R i i n  rEtr, 46

2. Dance of India, Projesh Banerji, P. II

3 . RfRRR 1, RRta 7 /l



TANDAVA AND LASYA

According to Saiva lexts, 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 Siva41 Siva is tbe 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, Aharya and Sattvika.

Siva danced and the very first rhythm of his dance produced 
this universe. A most important formal and stylistic element in. 
Indian art is the linear rhythm that characterizes practically every 
composition.2 Dancing is the rhythmic physical movement promp- 
tedby 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.1

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. «n:T«r, ^  sfticrT 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, Hnd ed» 
Bombay. P. 129.
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The conception of Shiva as a cosmic dancer and actor (Nata­
raja.) is often to be met which in Hindu Literature. Nataraja is an 
exquisite study of balance and symmetry, of movement and at the 
same time of stillness. To Rodin it represented the highest sculp^ 
tural concept of body movement known to the world.1 The cosmic 
process of creation and destruction, manifestation and non-mani­
festation the worldy evolution and change are fundamentals in 
Hindu theology and Siva’s dance is its depiction. In Siva who is 
pictured as dancing within a circle o f 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 
aft 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. 
It 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:1 -t ■

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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The Indian artist has revealed the continuous company and 
oneness of Siva and Sakti (energy) through the media of Uma* 
Maheshwara, Gaurisvara, Ardhanarisvara etc.1

This is the reason why the place that woman occupies in this 
world is derived from man. She is capable of enveloping the whole 
stage 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.2 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 :

Shivram Apte has described the lasya as that very dance 
wherein, love sentiments with different gestures and body move­
ments are depicted.3

2. (at) srrepremrer: tfterr qrecsr 1
^rraf>T 7/6, 3rf*H*r sfar 4

(s)  TOT 5TPFW, 4/265-266

3. 3TT̂ , 1973

l. s t̂pt f T O  fen  i T 1/4

S* 877
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Universal mother Parvati, due to an attachment with Bharata 
remembered lasya and gave its performance.1 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 Dancd* that 
Lord Krishna performed with, Gopies was the lasya form. This is 
a delicate dance dominant with love sentiments.3 Us performance 
comprises three forms Vishama, Vikata and Laghu,4 In it body 
movements are delicate and the hand gestures are performed from 
right to left. Its music is sweet.5 Thus Lasya is that element of 
dance which is graceful and delicate and [expresses emotions at a 
gentle level.

Bharata, Sardatanaya & Visvanatha have deciphered the follo­
wing ten parts of lasya, Gayapada. Sthitapadya. Pushpagandika, 
Aaseena, Prachedaka8 Sendhava, Trigunaka, Dvigudhaka, Uttamo- 
taka, Uktaprayukta.1 But Asokamalla has quoted twelve parts in 
his Nrityadhyaya.2 They are generally based on the moods of the 
heros, heroine and are usually of the use of love sentiments.

l. Sector i

4. ^  7/31

5. cT«TT 3RT ftsFST, %. 67.

1. (3T) TOT strrcST 20/136- 153-
(sr) srre 5FFT9FT 1© 297 <T° II

(*U 6/212-223

2. ScTOTFT, 1490 - 1512., artfopew srsta I

2. TPftcT 7/8

3. I ^  7/30



TANDAVA AND LASYA

Laya is- 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 movements the magic to charm and 
bewitch is entitled yauvata.8

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 M|he- 
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.4 Abhinavagupta explaining it; 
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 Bhava Prakasana says that in sweet melody and 
form delicate body movements, lasya dance is produced in Kaishiki 
Vritti with songs. Tandava is composed from violent or turbulent 
body rhythm. Its vritti is Aarabhati.2

Siva is the symbol of universal consciousness of vibrating life 
in atoms. This is the sole basic encouraging Siva divinity of the 
universe composed of the five elements : water, air, earth, space
and the fire.

Tandava and Lasya, the symbols of Shiva and Shiva are mani­
festations of Matter and Energy. Ta of tandav and La of lasya, 
together form the world Tala3 meaning the rhythm. Therefore Siva

3. Dance of India, Projesh Banerji, Allahabad 1956 p. 30.

4. ĉreZTTSPTfKT et I qTCTT 9TT*5T, 4/317-18.

1. 3Tf?Rq STRcft (q •  aft* tfto) S° 175.

2. SffiNR 2 ° 296 7 ° . 20 -  22

S° 297 <T° I, 45

3. fwqwfra so 8.
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and Siva-, togethir with their symbols oftandav and lasya, infuse 
all pervading movement in this world. They are the embodiment o f 
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.1 Every move­
ment of the world is rhythmically ordered. The same principle 
reigns 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 metaphysics*

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 totality 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 ter 
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 are the veils of all reality transparent 
only when we are at peace with ourselves.1! 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 sutras3 are the result of living imagination of his 
dance. The echo of his damaru’s sound established the utility o f 
speech that ultimately created all sastras (literature).1

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.

3. y r ra q r l i
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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 Karnataka’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 Nalluru and Anekere near Hassan, we 
recorded kolata and other songs for the samkrdnti festival, narrative 
songs called tamburi-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, Hatfigalli and Bachigondana- 
halli in the vicinity of Hospet offered us old and modern gi-pada 
■songs, women’s songs called sobane, bayala\a 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 ihem.

Let me start with kolata and other songs for samkrdnti, 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 Nalluru 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 wore gejjai anklebells.



Soon two musicians came to the spot, one playing the tamadi drunv 
fh£ other one bebtifig small cymbals. At this moment, the men 
smarted Singing, and they walked about in small steps, forming 
circles and other chbreographic figures. Unfortunately we could 
not get the words of the songs, but our guide caught the first line of 
eich 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 
o f the people, and one of them says in its first line : “ This village, 
that village, all villages do not have water. Please listen to the 
music; the pictures show snapshots of the dance.

EXAMPLE la - avuru Ivuru
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 outcry 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 range of a forth, repeated 
many times with little variation.' Several other sorig  ̂are W ilt upon 
the same formula, and so it will be the words which give each song 
its identity. Only one of the recorded , songs deviates from this 
forrauja by adding one cegree below its basic tone. The first line 
of this song may be translated as,: , “The sticks for kolata are not 
ordinary wooden ones, but they are adorned with jewels.” t

EXAMPLE lb - kolukole

The series of dance songs performed for us at Nalluru was 
closed with three pieces of a type called rangana-kunita Or suggi- 
kuQita. If  we understand ranga as dancing, acting and singing, 
kuiiita or kuna t a 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 Nalluru 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 again not 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 and raised 
the hands above their head. They held a cloth in their right hands 
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 - rajamudia 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 tbe atmosphere of the festival give the dance 
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 Mahabharata were performed at night. The picture 
shows the stage, in front of which all inhabitants may have gathered. 
In the early evening, when the stage was still under constructicn, 
two singers from the near-by village Kavalahosuru came to Nall fir u. 
They called themselves tamburidasaru, one playing the string instru­
ment tamburi 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 tambur idasaru-br other & are 
frequently invited by families in the villages near Hassan to entertain 
their audiences by songs end narrations. We recorded three songs 
o f  this group in a bigger room of a private house which was packed 
full during performance. The words which were kindly written
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down and translated for us by Mrs. Gauri Manohar from Bangalore 
reveal the first song as a story from Hindu mythology narrated 
according to village customs. It says at the outset that the abode 
o f 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 
givabhakta 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 
Siddapatfana towards the West. A monastery in this town is called 
givagange, 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 vibhdti, 
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 giva. He appeared at las* 
blessed her and took her hand in marriage.

EXAMPLE 2a - dsvendraniruvude

It will hardly be possible to regard this song as being akin to 
Carnatic music as we heat it in concerts today; the singers do surely 
not realize raga or tala. However, the melody has a shape like 
that of many pieces in gi-pada or Idvapi and similar types of rural 
songs in Karnataka. Musical form, metrical organization and drum 
accompaniment fit also in this repertory. The same passes for the 
two other songs of the tamburidasaru. In one of them, the singers 
call upon a man to invite his married sister for celebrating Dipavai 
in the house of her parents, while the other one accuses Kaliyuga» 
the present time, for 4>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 battlefield. Soon as the



man bad left tho house, his wife put on stylish clothes, dressed her 
hair, started dancing and singing. She met her lover, who also wa* 
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 povaga, the folk ballad about 
heroes, sordiers and wise men, sometimes linking their deeds with 
present political situations. As far as we know, povatfd 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 tone repeti­
tions and glides brings the piece closer to povatfd too. Now let us 
listen to the music for a while.

EXAMPLE 2b - kaliyuga

Quite another corner of folk music in Karnataka is found in 
sobane songs as performed by small groups of women. The word 
sbbpne, derived from Sanskrit sobhana meaning brilliant ox splendid 
as well as anything auspicious, is, uttered in many of these songs, 
and in their contexts, singers and local audiences understand 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 ease with the pieces 
which we recorded at Hadigalli near Hospet from a group of four 
Harijan 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 
sobane 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 tbe 
most genuine one with respect to the drone. The melody having 
the range of one third in the first part of the song goes later on uj> 
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 Ha^igalli 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 one 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 sang a kolu-pada, and since kolu 
means “stick”, we may assume that this piece is an adaptation of a 
stick dance. The words refer to a king named givappa who was 
standing on his terrace and saw the beautiful girl Rukmini-remakka 
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 music.

EXAMPLE 4 - rodigesvarana, sobane

Here the chorus is divided into two parts singing always the 
same melody alternately. We do not hear a drone with the word 
sobane, 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 sobane 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 Ellamma, 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 Ellamma, I don‘t see any equal to you
on this earth. You have filled the whole cosmos as one souLhow 
can I tell about your wonders?” 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” .

EXAMPLE 5 - sariyagapenu, chaudiki-mela

Since the melody moves mainly within a sixth, reduced to a 
fifth in the dhruvas, it may be compared to the tamburi-pada as 
given earlier. Its shape may rather have some similarities to gi-pada 
or lavani, and the participation fof 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 
Khapdoba, 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 Ha^igalli, just after 
presentation of sobane, when the women had gone home. Here we 
met with another type of music, which may remind you to terukkuttn 
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 
tbe strings entangle and reentangle again.

We did not see the dance but recorded the music at the inspec­
tion bungalow of Hadigalli. 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 fJiva. The third one was a love song which says : “My lady 
has come from her town. Come and receive her without talking 
anything bad. ‘Perhaps there are words of a man to his first wife 
about the second wife.
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EXAMPLE 6a - tande-firinda, bayalata

While talking with musicians and listeners at Hadigalli we learn 
that bayalSta melodies are sometimes ’in a raga. They mentioned 
Anandabhairavi frr one piece, Bhfffipalasi for another one. Accor­
ding to the words it seems to be incomplete, saying only : “Oh 
beautiful woman, have you been cheated in this world by someone? 
Hava you got disappointed ?”

EXAMPLE 6b - mosavayte, bayalStar *
* ' V

There is not much variation in this melody, but the toha 
arrangement of the Hindustan i-rjiga BhTmpalisi 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-likerUpaka-tala in the last. 
miira-capu-tdla inthe previous piece-may be an additional argu­
ment, but chaudiki-mela had already such arrangements. Thus we 
'realize that therb is generally a mdre extended interchange betwfeen 
irtistic and folk music in th& realm tif measure arid drumming than 
lA melodies. 1 f ? ’’ • ,j:"- ’ *'u 1

While bayalata reflects artistic music, aledahejji sung by mtiSilm 
groups is far from it, A connection between both the tyfies is 
given by the fact that the instrumentalists who first played vy,ith the 
bqyald\a group joined afterwards the singers of aledahejji. However, 
t^ey only a,ceompany their melodies which differ considerably from 
fiqyaldfg.

"JJ$usMy,aledaheiji is performed inthe month of Mohararm 
when muslims of Shiate confession mourn for the dead of ‘All 
their first Imam, in the plains of Karbels near Bagdad. The words 
speak about heroes and saints, warriors and warfare, arid-perhalps 
disapprovingly-about Hindu gods. According to the name aledahejji 
lit. “steps for making fire”, the songs may unit and possibly excite 
'the assembly of devotees.' One e&airijjie* to get hh imjiressioiio f the 
inrisic may be sufficient. The words read as follows : “A promi­
nent pferson-^od 6r king-is gdlrig bVefy driy on the Stireet in his 
chariot aldrig with his fbllCwers, rihd: thtre Wifi 1>e a different
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instrumental music along with the procession every day. That 
prominent person is 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 - horafitu, aledahejji

The way o ' performance in a chorus led by soloists remind 
us of bhajan songs known from all over India. I shall bring a 
bhajan at the end of my paper, but before that j have to mention 
two other types of our collection, and these on gi-pada and 
children’s* songs Gi-pada was performed for us by a group from 
Belgaum engaged to visit Amaravati near Hospet 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 Karnataka and Maharashtra. We dit not learn mucht 
from it about the local folk music of Hassan or Hospet. 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 KarnStaka.

With respect to the examples presented we can say that kolSja 
and sobane belong to special occasions and festivities of village 
communities, while the tamburidasaru are invited by families to per­
form their songs for entertainment and perhaps edification. Bayaldfa 
is a theatrical type of music reflecting high artistic elements 
while chaudiki-mela, aledahejji and bhajan are practised by different 
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 single songs and song types within the 
repertory of an area should first beccme clear, if  we now look at 
these songs or types of songs from outside, in a comparative way so 
to speak the differences diminish and the similarities become more 
^evident. From this point of view we should first mention that all 
this music is based on one single melodic line even if a chorus joins
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jn and instruments are added for accompaniment; second, that all 
melodic 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 archesi 
third, that in pieces regulated by musical metre tbe 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 tbe artistic music in the South and North of 
India but - kept together - hardly to the music of the Middle 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 frail.



Book Reviews

THE POETRY OF TYAGARAJA

TYAGARAJU KA VITYA MU : (A critical estimate of
Tyagaraja’s Poetry). By Dr. S. Samantakarm.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 wag, 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 is in 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. Tt 
was, therefore, a happy idea that Ms. Samanthakamani dceided to
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do research 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 Tvagaraja‘stwo 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 rdevantslokas from the Bhagavadgi|a. 
She has rightly pointed out that theJanguage 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 spelt 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. Ope cannot, therefore; 
clearly say whether Tyagaraja was, exposed to Telugu classics like 
the Amuktamalyada, Sringara Naishadamu. Vasu Charitra, Manu 
Charitra etc. But he had Potana Bhagavatatnu 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 so much respect that he men­
tions him in no less than four kritis. It 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



lakshaua. s Tyagaraja was deeply influenced by Purandara Dasa on 
the sahitya si^e and nearly twenty of his kritis sound like Telugu 
translations of the Kannada original. He was no doubt infTuenced 
by Narayana Tirtha and his ’Krishna Lila Tarangini4. These facts 
are discussed by Samanthakamani in detail, at the appropriate 
places.

T he‘Prahlada bhakti vijayamu’ has been taken up for a 
detailed examination and Tyagaraja’s mastery over the Yakshagana 
format established with suitable examples. His depiction o f 
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 th e ‘Bhasha svarupamu’ of the kritis of Tyagaraja, 
the author has rightly pointed out that the vyavahari bhasha used by 
him bears tbe influence of his stay in a Tamil area and some phra­
ses used by him may sound strange to Telugu ears. She has given 
more than a hundred examples of such expressions.

Later chapters,on Chhando-vyakarana viseshamulu, kirtana- 
mula lakshanamulu, vaggeyakara lakshanamu, Tyagaraja’s nada 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 pains to study each and every ' 
facet of Tyagaraja an.d present; it in a most scholarly manner. The 
music world should be grateful to her for her labour of love and 
the enormous effort put in by her to study all the available literature 
on her subject and present it in the present form, thus making her 
book a treasure to cherish.
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Sanskrit
SRI KRISHNA 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 Andlya 
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 clastic, com­
parable to Jayadeva’s Gita Govindam from all angles, bad 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. Tlie 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 tbe Andhra country 
and the second half in the Tamil Nadu area, there are conflicting
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views regarding his place of birth, fij&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 ndtes of his own. The 
introduction, which runs to J45 pages, is itself a thesis (|f great 
research value. As Narayana 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 suggestion 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 Vritti. In fact, Guru- 
swamy Sastrigal of Varahur has published a work galled 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 with the Bhaga­
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 N^yak (1577-1614). 
Baspd on this and other references, the author has concluded that 
Narayana Tirtha probably lived between 1675 and 1745 A.D.

- The scholarly .introductionis followed by the orginal and an 
exceedingly lucid English translation of the first six Tarangams of 
the Tarangini. The Sanskrit text has bê en printed in elegany 
Devanagari script and the translation is replete with explanatory 
notes, The printing jtnd get up of the; t b o ^ , are of the highest 
standard. r

T. S; fokTttASARATHY
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PHILOSOPHY IN INDIAN MUSIC : by Hiren Bose. Rupa 
& Co., 15 Bankim Chatterjee Street, Calcutta 700 073. 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 
mindhe has written seven chapters entitled Sa, Ri, Ga, M^, Pa, 
Dha, Ni with two appendices one dealing with astrology in music 
arid 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 theory is developed by 
Tyagaraja in his kriti Swara Raga Sudha and others. Hiren Bose, 
the author ftirther expands the idea by quotations from the Yoga 
Sastrh, Sankhya philosophy and similar disciplines. The book 
proceeds on these lines and deals with the Kundalini Sakti and 
others mystic sources of coiled energy 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 emphasized by Tyagaraja in many kritis as he 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 
human 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.
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MRIDANGA PATAMURAI by Mylattoor V. Swamy 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 hardly 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 the 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.

Swami Iyer, a relative and disciple of Mylattoor Krishna Iyer, 
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 che student step by step to the advanced 
level. All important information about the mridangam and how 
each tala is to be played have been clearly explained and jatis have 
been printed clearly.

Some knowledge 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 teehnical details. Pada garbham is the 
place where the tala 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.
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TIRU ARUTPA ISAI MALAI :• Music composed by T. M 
Tyagarajan. Edited by Dr. N Mahalmgam. Published by Rama- 
lingar Pani Man ram, 101, Anna Salai, Guindy, Madras-600 032 
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 are known as Arutpa, a shining monument of 
religious devotion, spiritual insight and poetic skilL 4

From the early years of this century, his verses became popular 
in Karnitic music and were being sung mostly as ragamalikas. 
Strangely enough, the Swami himself appears to have realised that 
songs h id  a better appeal to people than verses and composed 
more than a dozen pieces in musical forms like Kommi, 
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 
bmploypd is 28. The tunes are attractive and the notation is 
simple and clear.

T.S.P.



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

Tamil

TAMIL PADANGAL: Compiled by Gowri Kuppuswamy
and M. Hariharan. Published by the Karnatic Music Book Gfojtre. 
14, Sripuram 1st Street, Rovapettah, 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 Iyer in his biography of Ghanam 
Krishna Iyer. Dr. Iyer also calls Krishna Iyer’s compositions as 
kirtanas and not as padams.

About 40 years 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 Tandavar, 
MarimQtha 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 \yith 
available publications Containing the songs of Krishna Iyer, Muthu 
Tbandavar and others. It is hoped that the errors will be set right 
jn the next edition.

T. S. PARTHASARATHY
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MAHAKAV! SUBRAHMANYA BHARATHIYARIN 
PAD ALGAL: Edited by Dr. S. Seetha with natation by Lalitha 
Bharathi. Published by the Department of Music, University of 
Madras. Rs. 35.

Supreme among the Tamil poets of this century. Subrahmanya 
Bbarati (1882 - 1921) was one of the major creative forces o f the 
modem renaissance in Tamil Nadu. Poet, prose-writer. polyglot, 
patriot, 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 bis 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 tbe 
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



and set them to simple tones like Ananda kalippu, Nondi chindu 
and Kanni-s. While these national songs later earned for him 
the title o f ' 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. Iyer and others have, in their writings, vouched foî  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. Iyer wrote that those who heard Bharati sing with his 
majestic voice and the pride of a composer were indeed fortunate.

Bharati has handled more thao 30 ragas of Carnatic music 
including rare ones like Manirangu, Saindhavi and Sarasvati 
Manobari. One of his compositions is a ragamalika to ten ragas. 
Two of his songs ate in Sanskrit and while * Bhuloka Kumari * 
reminds one of Tyagaraja’s ‘ Bale balendu * Ehi mudam dehi , 
is on the model of a tarangara 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 tbe Department of Music, University 
o f Madras, is bound to be welcomed by all lovers of Bharati*s 
songs. The 40 page introduction by tbe Editor is a masterly sum­
ming up 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
ter 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 University of Madras deserves to be com­
plimented on its decision to publish the volume.
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Casette Review
The history of Carnatic music is studded with some monumen­

tal compositions which have earned immortality for their authors. 
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 recognized 
and chose to follow.

There was, however no single composition covering all the 72 
Melas of Venkatamakhi. In the meanwhile, a musicologist known 
as Govinda propounded a scheme of 72 Melas which were sampu- 
rna scales both in the ascent and in the descent and the arrangement 
superseded the asampurna melas of Venkatamakhi. While Dikshi­
tar followed Venkatamakhi’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 full-length composition 
covering all the melas of Govinda appears to have occurred 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 
Sak^aram Sabeb, 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-malika in praise of Lord 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 composition became more 
popular as it is in perfect accord with the present day concept o f 
sampurna melas.
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Sivan’s regamalika consists ofl2qhaktas each containing six- 
ragas. Vidvans usuSlly sihg any two of thdse ehakras in concerts 
but there was no record containing all the 72 ragas. The Gramo­
phone Company of India has now ta^en th&jcredit o f r&cording the 
entire Mela faga-maiika on a single' LP reCcfrld, a tasette and a 
compact disc sung by M. S. Subbulakshmi.

During her long career as 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 an<J 
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 inserted 
into the sahitya. In 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.Y. 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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