Sangita Sarvartha Sara Sangrahamu

SAVITHRI RAJAN WITH MICHAEL NIXON

Sangita Sarvdrtha Sdra Sangrahamu would appear to be one
of the earliest music books printed and published in Madras It is
a Telugu work by Tirunagari Vipa Rimipujayva, and contains
many pieces in notation. Copies of threc editions are available,
printed in 1859, 1885 and 1908 respectively. A copy of the first
edition is in the library of the Music Academy, Madras. All the
three editions were printed in Madras, but the second and third
editions were published by different sets of people. This work
pre-dates the monumental Sangita Sampraddya Pradarsini of
Subbarama Diksitar by forty-five years.

The title-page of the 1859 edition reads as follows ;
Srirastu
Sri Hayagriviyanamah
Sangita Sarvirtha Sira Sangrahamu
Ganasistramu
For the student of Sangita it will prove most useful.
With the encouragement of Suri Chetty Govindarija Chetty,
and with his permission,
Written by Tirunagari, ¥ina Rimainujayya.
From Sangita Ratndkara, Sriman Néradiya, Sri Sardgadéva,
Sri Somanitha and other authorities
Collectivg Svara, Gita, Varna, Padam ctc.
Carefully scrutinized by Srimin Katrambiksm Késavacirya
Printed and published by Jfiinasitryddaya Press of
Bhuvanagiri Rangayya Chetty Géaru, housed in
No. 91 Govindappa Naicker Street,
Pedda Naickenpettai, Cennapatpam.
15th April, 1859.
22
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The title-page of the 1885 edition reads :
Srirastu
Sangita SarvArtha Sara Sangrabamu
Gioasastramu
Useful to students.
Contains Svara, Gita, Varna, Pada and
other important items.

o

Scrutinized by the eminent music scholar,
Prapanca Sarvéévars Sastri.
Printed by Ramakyshna Niyani,
the son of Vellur Gantila Gévinda Nayani,

In Girvinabbasfratndkara Press.
(The press owner), Barar Tyagardja Sastri
was born to
Barur Sitardmarya
of the Kasyapa gotra

by the grace of Tripurasundari:

Canpapattanam,

In the year 1885.

This edition, published twenty-six years after the first, does not
mention Raminvja oa the title-page. In Gdyakasiddhdnjanam !
Taccur Singaracirya mentions him briefly : * Tirunagari Veena
Raminujayya had a good knowledge in playing on the lute’'. We
can perhaps infer by the use of the past tense that he had passed
away before 1905,

Vidvan Veenai Varadayya, speaking about his great-grandfather,
Bobbili Kesaviah, at the Music Academy in 1950 gives the following
important information :

““ Bobbili Kesaviah was a bachelor till his fortieth year, when
be married his uncle's daughter, Kanakavallitayaru. His descendant,
Vipa Raminujayya. bhas composed sdhitya For svardvali, janta-and

1 Gdyakasidd&&hj;nam, p.- 27, by the Taccur brothers, Madras,
19035,
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datuvarisais, making the drohana about Rama aand the avarchana
about Krishna, with separate sghitya for vilamba and druta kdlas.
Then again for the teu jamta varisais he has composed Dasdvatdra
sdhitya. Vina Vijaya Varadayya has composed gitams. prabandhams,
saptatdlesvaram, pancatdiesvaram, laksana gitams, Pdrthasdrathi
pancarainam, Yatirdja gitdshtakam and others. He has composed
with the muwdra ‘Vijaya Varada.’ Of the above, some pieces are
found io Saagita Sarvdrtha Sdra Sangrahamu. Vina Varadayya's
son is my father, V. Raghavayya.” 1

In the vandana sidka (salutation) he is highly acclaimed :

Jugd ek MNRE=Rangm.

sqfemd Fiorwafr TmgsamEa; |

M g8 AR g 3 FgTEag
gusEly gApRsfie Jedm, ol 9w |

gaEest] FeEdl 1o oitagt | fasf
MOAGT ARAT GEAF WG 3 O )

*In Cennapuri, im that hallowed spot, Tiruvallikeni, lives a
jewel among vind players. Ramf@ouja is his name. All glory
to him!

‘He is deeply devoted to ndda vidya. Kalivati embraces him
and in an exalted state he plays the most exalted music. So shines
this great vainika, Riméanuja!’

The patron who appreciated and encouraged Ramdnuja's genius
was (Govindar3ja Chetty. This patron is extolled in Telogu verse.
One day, when vidvins (musicians and cognoscenti) were gathered
around Govindaraja Chetty, he addressed me: *'Q), gdnakaldvicaksha-
namahdtma! Great vidvins have from time to time composed music
in a variety of ways according to their particular genius. In the
same way you, with all your knowledge and scholarship, should
prescnt this gdndharva vidyd to the world,” * I complied with the

\ The Journal of the Music Academy, vol. XXII, pp. 64-65.
4 Bobbili Kesaviah * by Vidvan Vina Varadayvya.
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command and from the great source - books of our music [ culied
all that was beautiful and great and, collecting it, have named this
compilation Sangita Sarvdrtha Sdra Sadgrahamu. [ offer it to the
rasikas and hope it will prove to be a treasure.™?

The introduction to the book is an inspiring survey of the
development of music from Nddabrahma to its manifestation aa
polished sastriya sangita. This section deserves a separate study of

its own.

The first section of the book deals with lakshana. Starting with
ndda (musical sound), he goes on 10 deal with the twenty-two $rutis
(microtonal intervals) and svaras. Svaras are described both techni-
cally in terms of srutis and also as dévaias (gods) accompanied by
their consorts, replete with jewels, weapons, vdhanas (mounts) and
other attributes that go together to make up their worlds. He deals
with the sadbhédas and the lakshapa of vdditva, vadi svaras and
samvadi svaras {consonance and cousonant notes), vivddi svaras
(dissonant notes) and anuvddi svaras (notes which are consonant with
the vddi svara, but have a less pronounced degree of consonance to
it). He quotes §idkas from Dayfila and Ndrada relating to his next
topic, the ancient classification of rdgas as purusha and stri rdgas
{malc and female rdgas) and their offspring. In this conpection he
explains the jdti bhédas of thesc rfigas from the Vedas and their
classification into Ragae and rase (sentiment) is dealt with, as also
the appropriate times of the day to perform certain ragas. Next
follows dafavidha gamaka {ten varieties of modulating svaras as they
occur in rigas) and grdma mirchana (basic scales and secondary
scales). This section ends with pdthakulakrama (the method of
singing.) A discussion of tila is conspiceous by its absence.

Svardvalis follow and the book progresses through dfru and
janta exercises to alankgras. All of these have sdhitya (words). In
the sahttya for the last of the janta varisai we find Rimanuja's

authorship attested :

* Kalikimirtiyvaguharidalaceda
Tirunagari Vigd Ramanuja kavice
Velayuni i jantavarusalaku
Dajsdvatara mula s@hitya monarpaadiye’

1 A free translation of the anccdote on p. I of all the editions.
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Elsewhere in the exercises we find the mudra Vijaya Varada and
before the aloikdras we find a reference to Vipd Vijaya Varadayya ;

¢ Saptalmikdramuloku Viga Vijayavaradayyagdru
raciyincinatuvanti sdhityamuin’

Forty-six gitams are printed, including two rdgamdla gitams.
Many of them bear the mudra Vijaye Varada. There are four gita-
prabandhas and five kaivgra prabandhas. Cittatgnams in pineteen
rdgas follow. There are two caukavarnams, ten tdnavarnams® and
two padavarpams. Oune of these padavargams is actually the famous
svarajati in Huseni rdga. Several of these varpams seem to be found
only in this book. Two svargjatis are also given.

The sdhitya of one hundred and hfty seven padums by eighteen
different composers appears. There is a chin by Melatur Venkata-
rdma Sastri and three tirundmamulu of Vikrala Narasim®scdraya.

Ope bundred and pinety two kritis by nine different composcrs
are printed, including twenty of Tydgardia with notation and eighty-
nine without.

The book concludes with * Rakasyatrayakdrika’.
The 1859 edition has also four pages of errata and corrigenda.

Twenty kritis of Tydgardia and fifteen padams of Parimalaranga
have some notation. A padam of Virabhadrayya, the kritis of
Parimalaranga, one of Paidala Gurumirti’s kritis and another by
Tydgardja have cittasvarams appended to them. The svara-sdhityas
for some of Syama Sdstri’s and Subbaraya Sdstri’s kritis are given.

There is quite a confusion over the names of the rdgas assigned
to Tydgardja’s keitis, typical of the confusion prevailing before the
Music Academy provided a forum for the stalwarts of the previous
generation to clarify this issue.

i

SVARAVALI

The unique feature of this book is the presentation of svardvali,
ddtu and janta exercises and alankaras with sdhitya of a very high

order.

"In the 1885 edition, an additional ten f@navarngms are printed.
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Karpatic music is woven around religion and has bhakti
{devotion) as the base. So Rimanouja’s approach is to simultane-
ously initiate the beginner into svarg, purdna (scripture) and sdhitya
(literature). He has written in Telugu and Sanskrit.

The laksya opens with a §ldka of Gdpila depicting Mdlava rdga.
It is from his commentary on the Gita Govinda Dipiki. !

‘ fafadg et | gReiR. e s |
dffaael efEmg 928 AR e |)

‘In the glow of sunset this e¢steemed prince enters the music
hall. His face is radiant with the kisses of his queen. His
emerald and ruby carrings arc as pretty as parrots. He wears a
beautiful zarland, this Malavardga rdja.

From this meditation he passes to a dhydaasiska oa Aditdla:

‘qzelleRed gRIgE QuartiEa divee |
AR AR A Gfe) S ||
fiarats thvgRTeAiEad |
FPA W oRAT waAraE ||

‘ Borne along on the shoulders of six women, he is scated in a
swaying palanquin, his lady by his side. A maid in front fans him
with & edmara. He is clad in yellow silk and adorned with flashing
ruby earrings. The sacred thread gleams on his shoulder. I worship
the lord of Adi tila.’

With these §lokas he ushers the student into the world of music,
tnculcating 2 sense of aesthetics and reverence from the beginning.

The sdhitya is all in praise of Vishou, When sung, the words
remove the tedium of singing only svaeras and impart an inspiring

1Cf. GITA GOVINDAKAVYAM, Nirnaya-Sagar Press, Bom-
bay, 1949, p. 10n., Here there is a difference in the reading of the
sléka.
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bhdva. In the sarali varisai the drdhana (ascending scole) is con-
sistently in praise of Ra&ma and the avardhana (descending scale) in
praise of Krishna. There are separate sdhityas for vilemba and
druta kilas (slow and fast speeds). In the vilamba kdla the syllables
of the poetry are long to match the dirgha (long) svaras. The druta
kdia svaras are matched by short syllables. These two speeds occur
only in sarali and in the first jonta varisai.

S, R. G. M.—P, D’ N- S’
§(l ra me sa — rd ma pa hi

S, N, D,P, - M, G, R, §
§ri vat 880 ki — kr spd pa hi

S R 3 M — P DN §
vapa ca ra — pati sa kha

S NDP — M G R 8
vasu pa ti — va ra su ta

For the sancari varisais he has formed a svarg sequence as a
primary exercise for citta paliavi:

SRG M-—PFP G M—P ,; =P
varadhara — ni dharu — re .,, — re

P

GMPD -~ NDPM - GMPG-—-—MGRS
sa ra si ja — bhava nuta — sa ra sa pa — dakamala

SRG MP |
varadharani |

*GMGM—P DPD-MDPD—-—MGR §}
gi ri dbara — mura hara =s2ru ci ra — gupa ma ni|
i| varadharami |

*MPDP-DNDP-MPDP-MGRS]}
gi ti dhara —murahara — paramapu~=ru sa sri.|
f varadharani {
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ez | G
*MPDP—-—D NDP—-MP DP —-—M G R.S§j
garidaga—man: ki n —parava ra—s& . vitaj

t varadharani |
*DNSN-38 RSN-DNSN-DPM G|
surari pu—barasu n — darasuca—ri . . tra|
| varadharagi |

*NSRSE~RGRS—-NSR S—~NDPM|j
gurutara—sucarita—varapha jla—di . ya ka |
| vgrﬁdharani i

No hecchusthdyi varisais are printed, but there are four ddru
varisais.

Eleven janta varisais are presented. The Brst, in two speeds, is
a * Venkateivara stotra’ (praise of Sii Venkatesa). Each of the ten
varisais which follow describzs one of the ten incarnations of Vishnu.

SRI VENKATACALAPATI STOTRAMU

SSR R—-GGMM—P P D D-—-NNSZSS
4ri & sa dri— $4 5ri kan {8 — ptd la ksmi bhu — ni 14 na thd

S S NN-DDZPP-M MGG—RRSS
i5 ki dbaA rA — sri kan t3 k4 —mim pd hi g6 — pi pra né 38

VARAHAVATARAMU

S S S—RRR-G G G—MMM
4vE1a va —rd ru pa— g va ra — it pa mu

P P P—DDD— N NN-—-S§ 8§ 8§
gai ko ni —diru pi — bhat gi ni —mi ri na

S §$ 8§ —N NN—-—-—DDDw<-P PP
keh ra ni— $4 ca ru — h& ma vi — 16 ca on

MM M~-GGG -R RR— S8 8§ S
jham pi na - s ra sa — né u ni— gol ceda
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The alankdras are prefaced by dhydna slokas for each tdla, and
the lakshana of the tdlus stated. There are alankdras for the sapta
¢dlas as well as for Adi tdla. The lakshana for Dhrgva and Adi tdias
does not correspond to the accepted lakshana, Dhriiva 1dla here has
three angas (components) of six, four, and four akgarakilas (beats).
Adi tdla's lakshana is identical to that of Eka rdla, and this slip may
by regarded as a printer’s mistake. Here is the Mathyatila dhydna-

#i6ka as a sample.

¢ grarfedt Aol ARy W
zoellafal wepediia agaam
iy s AmaEw qaaeda, )

‘On a peacock, four-armed, with vipa and a rcsary in her
hands, wearing precious gems and ornaments, the goddess of the
Universe appears. Ten women aitend her. 1 meditate on her,
Mother, Mathya tdla’

In all the sldkas the tila is pictured as a deity and the aksharas
{beats) as women attendants. The number of aksharas is indicated
by the number of ladies. Not only do these inspire an exalted
ideal of music, but they also serve as vivid ¢ visual * teaching aids.

The sahitya of the alaikdras incorporates the lakshaya of the
1dla. Mathya tdla is a clear example :

SRGR—-S R—S R G M
lali tamua ga nu—la ghudru ta

RGMG—R G—-RG MP
mala ra ga ~— ma ri — la ghu vu no

GMPM-GM—-G M P D
ce la ga ga — ni la — ma thya mu nu

MPDP - MP—MPDN
kulu ku tsu —ce lu-—vala ra ga
23
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PDND-—-PD~-PDN 8§

velaya ga — viou -pi n ca ga

SNDN-—-SN-—-S N DP
tala ci pa —tala —pu lo sa ga

NDPD - ND—-NDPM
ve la ya ni — vi ja — ya vara da

DPMP—-DP—-D PMG
palumaru — pada—mula ku nu

PMGM—PM—-PMGR
palu vidha — mula — pa ra ya ga

MGRG—-—MG~MGR §
ne la mini —go li — ce da mika

Elkg tala is presented in two varieties ; the regular :

SRGM RGMP ..... and alsoas SRG RGM

LN

The second variety has attractive s@hitya full of rhyme:

SRG—-—-RGM—-—GMP—MPD—PDN—-DNS .
ni nu mi — na AU ma — vanu ma — vinumi — kanumi — panums

SND —-NDP —DPM —PMG —MGR —GRS
tanumi — tsanuma — dhanami — ghanami—dhapami—yanima

Solkatfu (mrdanga syllables) are also introduced :

SRG—-RGM--GMP —-MPD—PDN-—-—DNS
tam ta — dhimitd — takatom— kitadhom — takajhem— trakadhom

S ND —_NDP—-DPM—PMG—MGR-—-GR S
trakadbom— takajhem — kitatom — takatom — dhimiti —ta ri dh&
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A siéka refers to those who do not know the science and practice
of tdla as being like one who is born blind. He can gauge the form
of a pot oply by feeling it. The simile seems to be that without a
knowledge of rtala we bear the drum and respond to it, but cannot
fully comprehend the tala.

g M RRe asIan aned |
e AE 9 | [ER awEe:

WePeE] Rt &l ag wea ()’

With a series of Vishama svara exercises in Adi tdla the section of
idla exercises ends.

GITAMS

As soon as we tumn to the gifa section, Vijaya Varada is revealed
as a composer of merit. The first gitams are the Pilldri gitams of
Sri Purandaraddsa. Such a devout Sri Vaisgava was he that he has
substituted the Sahitya for the second and third stanzas of Sri Gana-
ndtha by salutations to Sri Vishvakséna and Hayagriva. A Sarva-
laghu gitam in Rdga Ndta prefaces three sets of his compositions.
His bhakti to his istadévata Rangandtha, Pirthasarathi and to the
great Ramanujicirya finds expression in the S$ri Rangandyakula
pancarainam, the Pdrthasdrathi pancaratnam and the Yatirdja gitas-
takam. These pieces are in great and familiar rggas like Kalydni,
Natakurafiji, Bhipdla, and Sankarabharapam. In the Pancaratnas he
uses a variety of tdlas, but the Gitashtakam is all in Jhampa tdla.

His style of gitam composition conforms to the classic definition
of gitam as a musical form. He has written in Sanskrit and Priknt
and incorporated the girdlaskdra syllable {these are syilables adorn-
ing gitams) *a a’, “ayya’, ‘.iyya’, ‘anve’, *iya’, and ‘are’. He
labels the different kkandikas (sections) such as jdvada khandika)
abhdga khandika and mudra khandika and composed the music to

cotrespond to the grammar of these.

¢ eI Y opal eFAIATIA |
Al amE dameatadieg ()
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‘The combination of the words of eight languages (pcikrit with the
syllables ‘aiya’, *amvo’, and * tiya® set to svaras in a rdgo is known
as gitam.’

Apart from the well-known rdgas he has composed in rare rdgas,
too, for example Nitanacandrika, S@rangandta Malavasri, Ghantdrava,
Padi, Parvagaula, Suddhavasant@ and Gummakdmbhoji. There is &
gitam as well as an Aa fdla varpam in Mandhari rdga. This rdga
poses a problem of identification as the pieces do not conform to
any of the lakshanas found in books.

Vijaya Varadayya’s mastery is most evident, perhaps, in the two
rdgamdle gitams. One is a garland of thirty-six rdgas, and for this
there is no indication of the tdla. As each gvarta has ten akshara-
kdlas, the tala may be reckoned as Maghya ot Jhampa. The second,
consisting of thirty-two rdgas, is in Dhriva tdla. The handling of
each ragga 10 e&xpress its identity in just ten or fourteen svaras is
remarkable. The sdhitye contains the name of each rdga as if
occurs.

Five of Vijaya Varadayya’s lakgana gitams are given. They do
not cxplain the lakshaga of the rdga, but list all the principal musical
terms.

There is a gitam in Simhanandana tdla in Sankardbharana rdga,
A sléka is also given for this ¢tdlz. The gitam has subsequently been
printed in several publications,

Sangita Kalinidhi Sri Muthiah Bhagavatar in his Sangitakalpa-
drumam, Part 1* has printed some twelve gitams from this book,
though without acknowledging the source. Harikesanallir Vipa
A. Subrahmaniam ia his Gitaprabandha Mdlai ® has also given a few
gitams and most of the prabandhams from RidmAnuja’s book, which
he learnt from his gurs, Sri Muthiah Bhagavathar.

1 Sangitakalpadrumam : Part I by Gilyakasikhimani Sangita
Kalapidhi Dr. L. Muthiah Bhagavatar, Second Edition, published -
by the Government of Kerala, 1977,

* Gitaprabandha M4lai: by Harikesanallur Vina A. Subrah-
maniam, Cennai Sangita Nataka Sangam, Madras, 1961.
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PRABANDHAMS :

There is a small collection of gitaprabandhams and keivéra pra-
bandhams. Prabandhams are sang like gitams, as they also have one
svara for one aksarakdia and are sung in three kdlas.

‘Kaivdra® is a Telugu word meaning * stotram ', {praise). Two
of the kaivdra prabandhams in this book have sdhitya, solkaitu (drum
syllables) and instrumental sounds. The Sri rdga prabandha has, in
addition, the auspicious syllables ténn.’ It is an authoritative
example of the full lakshana of kaivard prabandha. The others have
ouly folkatju and instromental sounds. The Dhanydsi rdga praban-
dham besars Raminvja's mudra. © Sri virardghava mdmava vijaya
varadardja saure’,

Tn his Jsaiyiyalt, §ri K. Ponnaiya Pillai says that kaivdra praban-
dhams have joswruraental sounds, fénakam and sdhitya in praise of
rdjas, and that they were sung and played on all the instruments
when rdjes set out in procession.

The instrumental sounds referred to are the © taka taka*® of the
Rudra vina, the *‘tu ku tu ku’ of the conch and the ° dhim ta dhim ta
kina kina® of the bow. When the bow is strung and plucked, it
produces a clear musical tone. There are numerous references in
Indian literature to the jpdghosham (reverberation) of the bows
of the great heroes. Ty#gardja’s picture of Rama in’‘ Nadg sudhd
rasam’, with his bow as the rdga and the seven bells as the notes of
the octave also comes to mind. * Svaramulu yaroka ghantalu ; vara
ragamu kodandamu.” The string’s reverberation produces the ‘dhimea”
and the bells ‘kipa’. In Tamil Nidu the bow is found as an
accompaniment for villu pdtfu (a form of parration with songs).

K. V. Srinivisa lyengar in Gdnabhdskararmu?® explains that the
auspicious syllables “ fenag® derive from mahavakyas (Upanisad Stitras
embodying the highest philosophy).

The Kaivara prabandham in Gaula rdga is nearly tdentical to the
ope printed in Sangita Sampradiya Pradarsini.

1 Isalyival, P. 24, by Sangita Kalanidhi K. Ponnaiya Pillaj,
Annamalai University, Chidambaram, 1948.

% Ganabhaskaramu. P. 114, M. Adi & Co., Madras 1918 by
Sri K. V. Srinivasa Iyengar,
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The gitaprabandhas have rather more sghitya and are in praise of
various deities and rdjes. The Ndta rdga gitd prabandham has sihitya
of great beauty * Jaya jaya sangitagamdbhinava bharata-muni re’. The
composer's signature appeas, and the title of the prabandham.
* Venkatamantri racanave sri varadannu prabandham *. Prékrit is used
extensively in the prabandhas.

When these prabandhams are sung and we comprehend their
grandeur, we realise how they help to lay a strong foundation for
practice of music. The rdgasvaripa (form of the rdga) is depicted in
a4 majestic style. Singing the instrumental sounds ard Sofkapu pre-
pares the musician for handling tilldnas and ether compositions
containing jatis. Muthusvdmi Dikshitar's family tradition was steeped
in gitams and prabandhams and we sense that these were a major

influence in his ¢crmpositions. .

Today there ate only a few vidvdns who have learnt prabandhams
from authoritative sources. It is imperative that they teach whatever
they know to ensure the survival of this musical form

TANAM

Cittatgnams in twenty rdgas provide a wealth of matecial for
mastering tdna. The different stages in the development of tdnam
are clearly labelled : dpittam, eduppu, udgraha (with mukigyi), sthdiyi
and mukidyi. Some portions are given as thdyams Ndta rdga tuna
with ‘dnantam’ syllables (tannakdramu) is systematically developed
over five-apd-a-half pages. Each section is named. After the stadyi
portion we find avarghi, then pancama sth. yi, rshabha sthayi, saficdri,
and the climax, makagrani. Some of the ragas in which he has given
t‘nams. apart from the ghana rdga paficakam are Srirafijani, Kéddram,
Mechabauli, Sdlagabhairavi, Manirangu, Surasindhu, Udayaravican-
drika, Dévamanohari, and Sindhu Bamakripg.

VARNAMS

The editor of the 1885 edjtion has-included varpams not found
in the 18359 edition. In the list of varnas in Appendix these addi-
tional pieces are marked with an asterisk. The composers range from
“Tanavarpa margadarsi’ GOvindasamfyya throdgh Adippayya, Sonti
Venkatasubbayya to Ramiasuja’s contemporary, Vina Kuppayya.

The anubandhams for * Viribani® in Bhairavi rdga, Ata tdla and
for * S@mi ninne’ of Shatkfila WNarasayya in Pantuvardli rdga, Adi
1dla are also found here.
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Three masterpieces of Govindasimayya appear. They are in
Mohanam, Kedgragula and Navaroj rdgas in Adi dla. It is interestiog
that the Mdhana varmam is given as Régupti rdga and the dhydna
sigka for Régupti also occurs. Régupti is an older name for rdga
Méhanam. Both the Méhanam and Kedaragaula varnams are found in
Adi Sangita Sudhambudhi of Sri K. V. Srinivasa lvengar. The
Mohana varpam is also given in Sangita Sampradava Pradarsini.
Ramiouja’s book gives, in addition. some traces of jatis between
the ettugada svaras for these two vargams which will help dancers
who may wish to present these remarkable varpams,

From Adi Sangita Sudhambudhi we gather the following informa-
tion. Govindasimayya was proficient in Telugu, Sangita and Bharata
Sastra (dance). He was a Telugu Brahmin and a great scholar, A
very bandsome man, he would dance in woman’s apparel and
enchant an audience of rasikas by his art and his looks. His elders
were upaware that he danced !

In the vanguard of rasikas was Venkata Perumil Riju Giru,
Zamindar of Kirvettinagar. Govindasimayya composed a varnam
in Mohanam and said * I bave brought a matrebham. Can anyone
buy it ?’ (This a pun on * mattebham *: It means both an elephant in
rut and a popular metre in Telugo poetry). The Riju Giru smiled
and said, *“*May 1 see it ’ 7 Immediately Govindusdmayya donned
the dress of & dancer, and performed the varpain in the Raje Sabha.
What he composed and danced was so beautiful ; music of rare
quality, woven about fine and suggestive poetry, was interpreted in
masterly abhindva. It became a captivating *mdhana astram’ (a
reference to the shafts of Manmatha). Venkata Perumil was beside
himself with delight and presented the master with a purse of five
thousand rupees and many other gifts besides, and asked him to stay
on in his court. Because of this some say that he was from
Kirveftinagar and was a Nattuvandr. He wrote varnams, padams
and javglis satorated with grngdra rasa, Of the varnams Mohanam,
Kediragaulg and Navardj are very famous.

Subbarima Dikshitar tells us 2 that he lived before Adippayya,
and that be was a * Tdna Varna Mdrgadarisi’.

t ddi Sangita Sudhdmbudhi p. 113, by K. V. Srinivasa Iyengar,
M. Adi & Co., Madras, 1929,

* Sangita Sampradaya Pradarsini, Part 1, p. 25, by B. Subbarama
Diksitar, Bttayapuram, 1504,

¥
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Prof, P Sambamoorthy * speaks of his brother, Kiivanas@mayya,
who composed a varmam in Ndtakurafiji. He was born in Kiveri-
plmpattinam,

The Navardj raga varnam is a ' Matiebhadvipadaghakandotpala-
campakamdlikaksharat@navarnamu’. This grand title refers to the
six popular varieties of chandas (metre) jn Telugu poeiry that the
composer has used. The muktayi svara (the svara following the
anupailavi} is in Mattebha. The first ettugada svara is in Dvipada
and the four sraras which follow are in the other metres. * Ertugada
svarams follow the charapam.

The notation of the varpams is not clear as the (d/g is not pre-
cisely indicated. It will be worth the effort to restore the Navardj
varaam and several of the other pieces.

The ' pada varnam’® in Huséni rdga is actually the famous
svarajati about which Dr. V¥V, Raghavan has written in several issues
of the Music Academy Journal.

The following varpams are not available in the various publica-
tions we consulted: a varpam in Srirdga Ata tdla, © Bujdgujesedi’
bearing the mudra ° Sri Tripurasundari’, and an Ata tdla varnom in
the problematical Manohari rdga ‘Sarasijdkshinipai® with the mudra
A8Sri Parthasarthe Krpdnidhe °.

SVARAIJATIS

Two svarajatis follow. The ficst in Mshanam rdga, Adi tdla,
‘ Sami dava mira’, is printed in South Indion Music, Book 113, The
other in Punndgavardli rdga Adi tila ‘E maguva bodhincenu ra ' poses
the sam= problem of restoring the td@la.

PADAMS

The sdhitya for over one hundred and fifty padams is presented.
A list of the composers and the number of their padams we give as

‘' 4 Dictionary of South Indian Music and Musicians Vol. 11,
P. 356, by Prof. P. Sambamoorthy, Madras December, 1959,

¥ South Indian Music, Book IT P. 92, by Prof. P, Sambamoorthy,
‘The [ndian Music Pablishing House, Madras, 1976,
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Appendix. For fifteen of the padoms of Parimalarafiga some svaras
are given which may help the vidvins to sing these Kritis and other
pieces,

A chindu of Melatlir Venkataramana Sastri in Nddandmakriya
rdga, Aditala, ‘Taluku baluku kuluku gala mighdri ra* is printed.

Appropriately the kritis start with those of Kdsalapurivaru
(Margadarsi Séshayyangar). Because he came from Ayddhya, says
Subbarima Diksitar, he adopted ‘Kdsalapiici’, as his mudra. They
are in Sanskrit and sing the praises of Sri Ranganatha.

There are three rirundmamuly of Vikrdla Narasimhacharya extol-
ling the glories of Yatirdja Sri RAmAoujicirya. The use of “tirund-
mamulw’, for *‘Devarndma’ is interesting, and show his allegiance to
the Sri Vaishpava Sampraddya.

He prints a &riti in Khamas raga, Adi tala by Malayilapu
Kiilasékhara Mahirija which is also found in Sangita Sampraddya
Pradarsini. This composer is none else than Svati Tiruoal.

There are three kritis of Paiddla Gurumurti SHstri, also in
Sanskrit. OQOne in Mohana rdga, Tisra (gati) Ripaka tdla * Sabhdpati
hrdambuje sadi bhaje’ has a cittasvaram.

Thirteen Aritis of Muthuswami Dikshitar, eight of Syama Sastri
{two with svara sdhitya) and five of Vina Kuppayya are given.

Cittasvarams for all eight kritis of Parimalaranga are found.
Ten tirtmdmamuiu follow,

Then come Tydgarija’ kritis. Nincteen kritis have notation and
there is a cittaswaram for the kriti, ‘Enduks bdga teliyadu” in Mdhana
rdga, Adi tdla. There are eighty-nine kritis of his without notation.

When we come to the conclusion of the book we stand in
reverential awe, as it were, at the wide range of ndda vidya he has
been able to convey. It is truly ‘Sdrq’ and ‘Sangraha’, ‘the esseoce’
and ‘abridged’, fulfilling the wishes of his patron. He callsit a
treasure, and it is. We feel that the Music Academy, serving the
cause of classical music, should repriot this book and make it availa-
ble to the musicians of our age. They can then learn these pieces

24
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and disseminate the weaith contained in them. If such master-pieces
are sung and taught to young musicians, they will provide many
musical *seeds’ which will grow and inspire them. There art,
especially their manddharma sangita (creative elaboration), will gain
in depth and freshness of melody. .

EPILOGUE

People ask me: < Where did you get this book and what made
you work onit?’ Sol think I should explain. Our family had the
great privilege of having Tiger Varadachariar and Vina Dhanammatl
as our gurus. It was Tiger, whom we affectionately called ‘Appajt’,
who pointed out to my mother the wealth this book contains, and 1t
ijs in my mother’s eollection of books. She was so fascinated by the
beautiful sdkitve for sarali, jomra etc., that she tavught these to all
the youngsters and many students decades ago. [ remember my
mother, Kanakammal, speaking aboutf this unique sdhitya at the
Music Academy some forty years ago. Evere since it has been in
my mind and in practice [ have been teaching these sdhityas to all
who come to me. Ten years ago I wrote about this in the souvenir
of a sabhd. When Michael Nixon learnt these, his desire to work
on the book gave me support to study it in detail. Prof. S. Rama-
nathan encouraged me to present this paper. So I thank all those
who made it possible and the Secretaries of the Muasic Academy,
in particular Sri T. S. Parthasarathy and all the friends like Rosy,
Mythili, Sita, Adiseshu and Mike who have taken thought and
moulded this morning’s programme. My namaskdrams to al’' the
vidvdns and vidushis and musicologists who have graced this occasion,
(Savithri Rajan.)



APPENDIX

List of varnams found in Sapgita Sarvdrtha Sdra Sangrahamu.

(Those marked with an asterisk occur in the 1885 edition only.)
CAUKAVARNAMS :

l. ! Sarigddanipai * Regupti riga(Mohanam)-—Adi tila
Composer : Govindasimayya

2. * Nisari marné dora’ Kediragaula riga—Adi tila Com-
poser : Govindasimayya.

TANAVARNAMS:

* 3. “Srinddhu ninnu ngdy' —~Nita riga—Ata tila Comp: Vina
Kuppayyar.

® 4. ‘Celimikori vacipunnadi® —Gaula raga— Adi tila Comp: Vina
Kuppayyar.

* 5. 'Sarasijamukhi’ —Arabhi riga—Adi tala Comp :
Pallavi Doraisvami Ayyar.

® 6. “Sdmi ninne kori® ~-Sankaribharanam raga—Adi tila
Comp : Vina Kuppayyar.

* 7. ‘Ina calamy —Kambhoji riga—Ata tala Addres-
sed to Srij Cimarijendra.

* 8. ‘Inta cauka séya’ —Bilahari riga—Adi tila Comp :
Vina Kuppayyar.

* 9. *Sami nipai’ —Anandabhairavi riga—Ata tala
Comp : Vina Kuppayyar.

*10.  ‘Nenaruncinanne’ -~Dhanyisi riga—Ata tila Comp :
Vina Kuppayyar.

*1. ‘I jdgu jesi’ —58ri riga—Ata tila Mudra: Sri
Tripurasundari.

*12, ‘Kanakangi' —Tadi riga—Ata tdla Comp: Pallavi
Gopiala Ayyar.

13. *Viribon® —Bhairavi riga—Ata tila Comp :

Adippayya:
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14.
15.
16.
i7.
18.
19.

20,

21.

22.
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*Nena runci élukora”

—Bilabari riga—Ata t3la 'Comp ¥
Sonti Venksata Subbayya.

*Sdmi ninne nammina ndpai’—Pantuvarali rfiga—Adi tila

“Sarasijdksi’
‘Maguva ninné kori’
‘Inta calame’
‘Vanajdkshi’

« Ninné kori’

*Toyajakshi’

‘Inta calame’

PADAVARNAMS ;

23,

24,

“Vanajdkshiro’

‘E mayaladirand Sami’

Comp : Satkila Narasayya

—~Manohari raga—Ata tila Mudra :
Sri Parthasarathekrpanidhe.

—N3riyanagaula riga—Ata tila
Comp : Viga Kuppayyar.

——Régada riga—Adi tila Comp :
Vina Kuppayyar.

~Kalydgi riga—Ata tila Comp:
Pallavi Gopidla Ayyar.

—Mohana riga—Adi tila Mudra:
Subrahmanyasvimi;  Suggested
composer : Pallavi = Doraisvimi

Ayyar

—Vardli viga—Adi tila Mudra:
Toyadriraiga

—Navarozu rdga—Adi tila Ad-
dressed to Sri Kavéritdjardjendra
Suggested composer :  Govinda-

samayya.

—Safkaribkaragam raga—Ripaka
tila Addressed to Sri Pratipa
Simhendra Maharaja.

—Huseni riga—Riipaka tila (Sva-
rajati) Addressed to * Bhdmivé-
layunattijendruniputrudau Sri
Mailijicandra Sami"



