IINGINENEIY

Thet Musich Academy: Madras “

Vol. 93 « 2024

S

1C DUl

Y 5
A\ /5
KO- N2
.,‘ (L “
THE MUSIC ACADEMY MADRAS

ISSN. 0970-3101

N=




The Journal
oi
The Music Academy Madras

DEVOTED TO THE ADVANCEMENT OF THE SCIENCE AND ART OF MUSIC

Vol. 93 — 2024 « ISSN. 0970-3101

& JEIH IS 7 AR @il
Hg<h: 9= At a7 fagis we

“I dwell not in Vaikunta, nor in the hearts of Yogins, not in the Sun;
(but) where my Bhaktas sing, there be I, Narada !”

Narada Bhakti Sutra

Editor

Sriram V.

THE MUSIC ACADEMY MADRAS
New No. 168 (Old No. 306), T.T.K. Road, Chennai 600 014.

Email: music@musicacademymadras.com | Website: www.musicacademymadras.in



Copyright © The Music Academy Madras
December 2024

All Correspondence relating to the journal should be addressed and all books,
etc., intended for it, should be sent in duplicate to the Editor, The Journal of the
Music Academy Madras, New 168, T.T.K. Road, Chennai 600 014.

Articles on music and dance are accepted for publication on the recommendation
of the Editor. The Editor reserves the right to accept or reject any articles without

assigning reasons.

Manuscripts / soft copies should be sent to the editor either by courier or by

email to music@musicacademymadras.com

The Editor of the Journal is not responsible for the views expressed by contributors

in their articles.

Price : ¥ 150/- US $ 15

Published by N. Murali on behalf of The Music Academy Madras
at New No. 168, TTK Road, Royapettah, Chennai 600 014.

Typeset by COMPUPRINT, Chennai 600 086 and

Printed by N. Subramanian at Sudarsan Graphics Offset Press,
4/641, 12th Link Road, 3rd Cross Road, Nehru Nagar,
Kottivakkam, Chennai 600041

Editor : Sriram V,



Statement about ownership and other particulars about newspaper “JOURNAL OF
THE MUSIC ACADEMY MADRAS?” to be published in the first issue every year
after the last day of February

Form IV

(See Rule 8)

. Place of Publication

. Periodicity of its publication

. Printer’s Name
Nationality
(a) Whether a citizen of India ?

(b) If a foreigner, the country of origin.

Address

. Publisher’s Name
Nationality
(a) Whether a citizen of India ?

(b) If a foreigner, the country of oirgin.

Address

. Editor’s Name
Nationality
(a) Whether a citizen of India ?

(b) If a foreigner, the country of origin.

Address

. Names and addresses of individuals
who own the newspaper and partners
or shareholders holding more than

one percent of the total capital

New No. 168, T.T.K. Road
Chennai 600 014

Annual

Sri. N. Subramanian

Indian

Yes

N/A

Sudarsan Graphics Offset Press
4/641, 12th Link Road,

3rd Cross Road, Nehru Nagar,
Kottivakkam, Chennai 600041

Sri. N. Murali

Indian

Yes

N/A

260 A, T.T.K. Road, Alwarpet
Chennai 600 018

Sri. Sriram V.,

British

No

United Kingdom

‘Kalyany’,

11/9, RK Salai II Street,
Mpylapore, Chennai 600 004

The Music Academy Madras

I, N. Murali hereby declare that the particulars given above are true to the best of my
knowledge and belief.

Date: Dec. 15, 2024 N. Murali

Signature of the Publisher

VOLUME 93



iv

EDITORIAL BOARD

Sri. Sriram V. (Editor)

Sri. N. Murali, President (Ex. Officio)
Dr. Ritha Rajan

Dr. R.S. Jayalakshmi

Dr. Meenakshi (Sumathi) Krishnan

JOURNAL 2024



Contents

Editor’s Note vil
Report on the Inauguration of 97th Annual Conference and Concerts held on
December 15, 2023 1
Report on the daily sessions of the 97th Annual Conference 3
The Sadas 53
The 17th Annual Dance Festival 55
Articles

Developments in Indian Music of the medieval and early modern period
examined by Prof. R. Sathyanarayana in his work ‘Karnpataka Sangita

Vahini’ 57
Sangita Kalanidhi Embar Sri S. Vijayaraghavachariyar and His

Manuscripts at The Music Academy Library 82
T. Sankaran — (Thanjavur Sankaran) A Life in Music 100
Vidwan Puthucode Krishnamurthy 107
sall@epFr LTTs 111
Saficari-s in Sangita Sampradaya Pradarsini 125
Nagma-s & Dhun-s of Mysuru Vainika-s 144
An Inclusive Teaching Aid for Mglakarta Ragas and Suladi Sapta Talas 162
A Tribute to Centenarian Sriman N.Ch. Krishnamacharyulu Garu

A Polymath in Karnatik Music 166
Compositions of Sangita Kalanidhi Trichy Sankaran 174
sueTereLTT @)rmriedlBis Heurllssr mafldF GlFiig FlmeumLum 189
Sangita Kalanidhi Vidvan Budalur Krishnamurti Sastrigal 197
Sangita Kala Acharya Prof. C.V. Chandrasekhar — A farewell tribute 203

Book Reviews

Dhrupad of The Dagars 207

UITETD LeTySTler “smenrTillig Fray” 209

VOLUME 93



vi

JOURNAL 2024



Editor's Note

Here we are, with the Journal of the Music Academy, Madras, 2024. It has the report of
the 97th annual conference held in December 2023. It has also has a collection of scholarly
articles that pertain in part to papers presented at the conference and also independently
researched material. For good measure I notice there are personality-based articles as well
and in this I must say we are reviving an old tradition in this Journal. After all, it is the
people who make the art.

During the year, our library has grown in numbers. And if we keep at it, we may soon be
looking for extra space within the Academy for our books. Our catalogue is on our website.
We are continuing with our push for digitisation and now over 300 rare books, pertaining
to the 19th and early 20th centuries have been digitised. Another major achievement is the
labelling of all the photographs in the Academy albums up to 1988. These are all digitised
and available in high and low resolution formats.

The Music Academy TAG Archives is more or less done with its digitisation and archiving
exercise. The old software had served its time and our collection was on EnterMedia, the
digital asset management platform. Our since thanks to The Hindu for lending its resource
Suresh Vijayaraghavan who spearheaded the effort, with help from Savita Narasimhan and
Harini Rangan. Since then, it was felt that EnterMedia had its limitations for an archive
dedicated to a very niche art like ours and the Academy has embarked on building its own
platform with the help of Suresh Vijayaraghavan. The work is almost done and we are
populating it with content. The decision on how to make it accessible remains owing to
the Academy’s concerns over copyright.

The conference reports in this Journal have been put together by Lakshmi Anand who now
writes frequently on music, Dr Aravind Ranganathan, a dentist with a passion for music
research and Lashman who when not learning music, is researching on it. I thank them
all for their efforts. The Journal this year has more articles and songs with notation than
before. A large part of the credit for co-ordinating this task goes to S Janaki, veteran arts
journalist who is now consultant at the Music Academy. The diacritic marks have all been
painstakingly added by S Kirthana, a young scholar. I thank the members of the Editorial
Board for their advice. And of course, a huge thanks to the ever-smiling AS Diwakar and

his team at Compuprint for bringing out the Journal on time.
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We at the Music Academy would be happy to receive feedback on this Journal at music@
musicacademymadras.com

I wish you all a happy and healthy 2025 and before that, a wonderful December participating
in the 98th Annual Conference and Concerts of the Music Academy, Madras.

Sriram V
Music Academy
December 15, 2024
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Report on the Inauguration of
the Music Academy's 97th Annual Conference
and Concerts on December 15, 2023

The Chief Justice of the Madras High Court, S.V. Gangapurwala, said that classical
music not only preserves the nuances of the art form but also allows adequate space for
artists for improvisations and creativity in their renditions. He was inaugurating the 97th
annual conference and concerts of the Music Academy on 15th December 2023 at the T.T.
Krishnamachari Auditorium of the Music Academy.

He presented the M.S. Subbulakshmi Award instituted by The Hindu to vocalist Bombay
Jayashri, the Sangita Kalanidhi-designate of this year. Noting that Chennai has grown into
the Carnatic music capital, the Chief Justice lauded the Music Academy for promoting
the art and also for recognising the contributions of prominent artists. The Academy had
also sustained Chennai as a seat of tradition and culture through music festivals he said.

He also released the journal and souvenir of the Academy, which were received by Carnatic
musicians Sangtta Kalanidhi-s Lalgudi G.J.R. Krishnan and Lalgudi Vijayalakshmi. Earlier,
N. Murali, president, the Music Academy and director, The Hindu Group of Publications,
elaborated on the Academy’s association with the stalwarts in the legal profession. Several
Chief Justices and judges of the Madras High Court as well as a Chief Justice of the
Supreme Court have inaugurated the annual music festivals in the past.

Highlighting the Music Academy’s activities, he said the Academy had been conducting
the annual fests without a break since 1929. This year, about 80 concerts would be held as
part of the festival till 1st January 2024, apart from morning academic sessions. Felicitating
Ms. Jayashri, he said her musical journey has many cross-cultural influences and she has
collaborated with experts from several art forms. She is the quintessential modern Carnatic
music performer who took art across boundaries. Recalling her recent health setback, he
said she would not be performing during this season and expressed the hope that she would
enthral rasikas next year. Mr. Murali also expressed solidarity with Chennai that suffered
a deluge. Ms. Jayashri recalled her long association with the Music Academy as a listener
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in 1982 and later as a participant in competitions. The Academy has nurtured talents and
patronised Carnatic music over several decades she said. She thanked the Academy for
choosing her for the coveted award. V. Srikanth, Secretary of the Music Academy proposed
a vote of thanks.

Courtesy: The Hindu

The text of the presidential address delivered by vidushi Bombay Jayashri at the inauguration
of the 97th Annual Conference and Concerts is available in the Music Academy Souvenir
2023.

The full recording of the inaugural function can be seen on the Music Academy’s
YouTube channel — https://www.youtube.com/watch?v=07PBFXidrBQ

JOURNAL 2024



Report on the 97th Annual Conference of the
Music Academy, Madras

December 16, 2023

The first day’s proceedings began with devotional group singing by the students of the
I year & II year of the Advanced School of Carnatic Music, with violin and mridangam
accompaniment. Sangita Kalanidhi Lalgudi G.J.R. Krishnan chaired the session.

Karnataka Sangita Vahini of Prof. R. Sathyanarayana — A Study
Presented by Dr. Arati Rao

Dr. Arati said that this was R Sathyanarayana’s (RaSa) magnum opus published in 2000, an
800 page book in Kannada. RaSa was a musicologist, dance scholar and a Srividya upasaka.
The book covers both Indian music history as well as contemporary developments and
RaSa wrote the book with an objective of questioning and dispelling myths and revisiting
traditional beliefs.

With regard to Indian Music History, the book covers developments in svara, méla, raga
and tala systems, musical forms and musical instruments.

RaSa has analysed and mentioned the contributions of the scholars Vidyaranya, Kallinatha,
Ramamatya, Pandarika Vittala, Nijaguna Sivayogi, Govinda Dikshita, Venkatamakhi, Tulaja
and many Haridasas. RaSa mentions that only Govinda Dikshita has cited Vidyaranya’s
work and no one else, so there is controversy as to whether Vidyaranya’s might be a
fictitious work. One should note that all these individuals merely documented what was
already in practice in their time and did not create anything. Ramamatya described the
overlapping svara-ss concept for the first time.

Until Ramamatya, Sadja was also changeable. Ramamatya mentions Sadja as immoveable —
adharasadja. Venkatamakhin simplifies the gandhara-s effectively setting up the basis for our
72 méelakarta system of today except for the using of paficasruti riSabha vs.catuSruti riSabha.
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méla System: Govinda Dikshita says Vidyaranya was the first to come up with the méla
system listing 15 mela-s. hejjujji is a méla in that system. m&la-s then were just a group
of raga-s and not computed artificially. raga-s thought to be similar were grouped together
with the group taking the name of the most prominent raga within and méla-s did not have
to be samptrna. From Pandarika Vittala onwards, artificial computing of raga-s begins. In
Sadragacandrodaya, he computes 90 melas but describes only 19. Venkatamakhi computes
72 melas but describes only 19.

Development in Raga system

Vidyaranya tried to integrate the old grama raga-s into the system. Kallinatha describes
svara changes to some raga-s that makes for a big change in the raga system. Ramamatya
describes a classification of raga-s based on their suitability for various contexts.

Govinda Dikshita has described how alapa has to be done, how to begin, how to end etc.
There is disagreement on whether alapa was meant to be learned or not since there are
manuscripts with notation for alapa. Venkatamakhi has described several desi raga-s newly
entered into South Indian music like kalyant and pantuvarali. Tulaja has described several
raga-s giving phrases of the raga-s, not just the svara-s, citing actual examples from songs
practiced in the Thanjavur region. Nijaguna Sivayogi describes grama, raganga, battisa,
mitra raga-s.

Developments in musical forms

The writers have described prabandha-s, alapa-s, thaya-s and how Haridasas utilised and
created several musical forms. Development in instruments refer mainly to the vina and its
tuning and fretting. A few have described the physical characteristics of other instruments.

Developments in tala system

Pandarikavittala describes de$i and marga tala-s; Venkatamakhin describes suladi sapta
tala-s — as we know them now but for the anga-s placed differently though counts remain
the same. Haridasas have contributed extensively to tala system of south Indian music by
modifying and using stladi tala-s for gita-s and prabhandam.

Regarding Indian music of 20™ Century and later, RaSa says rasa theory applicable to drama
and poetry is not applicable for music. He suggests that practitioners of kavya vacana learn
more about music from musicians and musicians learn how to better enunciate the lyrics
from gamakis (practitioners of kavya vacana).
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Sugama sangita started off as kannada gite —not bound by raga, tala or musical form —
with lyrics taking uppermost priority. Now, the influence of western pop and movie trends
is obvious with profusion of instruments, especially electronic, leading to loss of melody
sometimes.

Mysuru vina tradition

Making of Mysuru vina is different from that of Thanjavur vina. Convention of holding
vina upright has given way to horizontal position. Mysuru was known for vina tradition
but now it is no longer possible to identify what that tradition is. RaSa says every musician
he interviewed said they follow the vocal style and he wonders why because the vina has
its own potential.

Present day Carnatic concert (RaSa’s time)

RaSa makes suggestions for cultivating an educated audience to appreciate music and says
accompanists support main artistes in a concert and try not to overshadow. Musicians should
come out of their ivory towers and try to make their music more appealing.

Lakshmi Anand

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

YouTube channel Link: https://www.youtube.com/watch?v=3VylpceEsg§

The readers are also requested to go through Dr Arati Rao’s article on the same subject
elsewhere in this journal - Editor
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The Manuscripts of Sangita Kalanidhi Embar S. Vijayaraghavachariar
at The Music Academy

Presented by Krithika Bharadwaj

The second lecture of the day on the above topic was presented by vidusi Krithika
Bharadwaj. Sangita Kalanidhi Lalgudi G.J.R. Krishnan presided over the session. Since the
presenter has written a complete article on her findings, we request readers to go through
the same published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/YxGMothsVaE?si=0lulsVIWcAry4sgb
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December 17, 2023
Sangita Kalanidhi Sheikh Chinna Moulana Centenary

Presented by Sheik Kassim, Babu, Sangita Kalanidhi Neyveli R. Santhanagopalan
& Nagai Muralidharan.

The second day’s proceedings began with devotional music presented by the students
of the III year of the Advanced School of Carnatic Music, with violin and mridangam
accompaniment. Sangita Kalanidhi Lalgudi G.J.R. Krishnan presided over the session.

Sangita Kalanidhi Sheik Chinna Moulana belonged to a grand musical lineage of nagasvaram
players that dates back 300 years, a tradition that endures to this day. His family was
entrusted with playing the nagasvaram in the Rama temple at their ancestral village of
Karavadi, Andhra Pradesh.

He received his initial music training from Sheik Kasim Saheb. Later, he moved to the
Chilakaluripeta Gurukulam in the Guntur district—an area renowned as the “nagasvaram
belt”—and continued his musical studies under Sheik Adam Saheb.

“When he wasn’t talking about Rama (his cherished deity), he (Moulana) was talking about
Rajarathinam Pillai,” remarked Sheik Kasim, speaking of his grandfather’s admiration for
Rajarathinam Pillai’s music. Like many musicians of his time, particularly nagasvaram
artists, Moulana was deeply captivated by the music of the great Rajarathinam Pillai and
longed to study with him. He closely followed Pillai’s style, imitating his playing during
practice. However, as it was nearly impossible to approach Pillai, Moulana turned to
Nachiyarkoil N K Duraikkannu, a brilliant nagasvaram artist, for guidance. Duraikkannu
also held deep admiration for Pillai’s music, forming a strong foundation for their bond.
Whatever Moulana felt was lacking in his own music, he found abundantly in Duraikkannu’s,
who was more than generous as a mentor.

Over the years, Moulana steadily progressed as a concert nagasvaram artist. His
performances were characterised by elaborate alapana-s steeped in raga bhava, effortless
rhythmic precision, and thunderous bhrga-s. He was instrumental in introducing raga-s like
salagabhairavi (a personal favourite), manirangu, hémavati, and sarasvati to the nagasvaram
repertoire and concerts. His vast repertoire of compositions became much-anticipated by
audiences. In the latter half of his concerts, he enjoyed playing javali-s, with sakhi prana,
emandune, and madhura nagarilo among his favourites. His concerts were further elevated
by the extraordinary Tavil accompaniment of Valangaiman Shanmugasundaram Pillai, with
whom he shared a 33-year association.
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Moulana held a special affinity for Muthuswami Dikshitar’s compositions. When he played
a piece like mamava pattabhirama, listeners could transcribe the lyrics just by hearing him,
so precise was his fidelity to the sahitya. Indeed, if a student couldn’t learn the sahitya of
a composition, he wouldn’t teach it to them.

How Moulana acquired his celebrated Dikshitar kritis, such as §T varalaksmt and §iT laksmi
varaham, is a story in itself. A native Telugu speaker from a family devoted to Tyagaraja’s
works, he was fluent in Tyagaraja’s compositions. However, he was keen to expand his
Dikshitar repertoire. When he approached a musician to learn Dikshitar kritis, he was
dismissively told that such compositions were of little use to a nagasvaram player. Motivated
by this, Moulana resolved to master Dikshitar’s works. He sought out Sangita Kalanidhi
Kallidaikuruchi Vedanta Bhagavathar and frequently hosted him in Andhra Pradesh to
conduct workshops where Bhagavathar shared his repertoire of Dikshitar krti-s.

Moulana’s passion for learning remained undiminished until the end of his life. In his
later years, as his memory began to fail, he would write down sangati-s numerous times
to retain them.

Beyond music, he held a deep interest in the Mahabharata and often engaged friends and
neighbours in Srirangam—where he resided—in animated discussions about its characters
and stories.

Rasikas might also recall his admiration for the music of Shehnai maestro Bismillah Khan.
When he played hindustani raga-s, one could easily discern Khan’s influence. Whenever
the two met, they engaged in lengthy discussions about the technique and aesthetics of
the nagasvaram and Shehnai, leading to a refined confluence of their profound musical
sensibilities.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/ySj70TABICQ?si=eInKdPvyFtFjKVBL

Lashman
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December 18, 2023

The third day’s proceedings began with a rendition of vénu ganaloluni in k&daragaula raga
by Sanjana Meenakshi (II ASCM). Sangita Kalanidhi Neyveli R Santhanagopalan presided
over the session.

Panngalum Soozhalgalum
Presented by Vidvan B. Sargurunathan

The presenter explored the nuances of the pann indalam - which corresponds to the modern-
day nadanamakriya. He analysed three padigam-s (hymns) set to this pann, composed by
the tévaram trinity: Tirugnanasambandar, Appar, and Sundarar. His discussion delved into
the intent, emotional depth, and environment embodied in this pann.

Sargurunathan noted that Tirugnanasambandar used approximately 23 pann-s in his verses.
Of the 380-0odd padigam-s he composed, 50 are set to indalam, including a notable hymn
dedicated to the shrine at Tirumarugal. In this piece, Sambandar, moved by the sorrow of
a girl who lost her lover to a snakebite, pleads to the Lord with profound grief, resulting
in the young man’s revival. Similarly, indalam was employed by Tirunavukkarasar (Appar)
in the popular tale of Apputhi Adigal, where he beseeches the Lord of Tingalur to revive
Apputhi Adigal’s son.

These instances reflect how indalam was used by the Nayanmars to express deep sorrow
and invoke divine intervention. Upon careful reading of Sekkizhar’s Periya Puranam, the
observer realises that this pann was likely sung during the morning hours.

However, in Sundarar’s hymn beginning with pitta pirai stdi, also set to indalam, there is
no trace of sorrow, as seen above. Here, Sundarar, realising his life’s purpose, is blessed
by Siva to sing his praises, creating a sense of accomplishment rather than lament. This
duality shows that while indalam often conveys despair, it also embodies the triumph of
devotion, as seen in both Sambandar’s and Appar’s legends too. Thus, indalam serves to
express both sorrow and the ultimate victory of devotion.

Since indalam aligns with nadanamakriya in the Carnatic tradition, it is essential to limit
the range within the niSada note when rendering these padigam-s, preserving its unique
melodic character.
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The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/2ZHDNTcP2u9Y ?si=kfROVPtJzcXNN_8Z

Lashman
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Sangita Kala Acharya M.S. Anantharaman, centenary tribute

The second session was a centenary tribute to Sangita Kala Acharya M.S. Anantharaman,
presented by M.A. Sundareswaran and M.A. Krishnaswami, accompanied by M.S.
Ananthakrishnan, M.S. Ananthashree, M.S. Anathalakshmi, M K. Ananthabalasubramanyam
on the violin, and Guru Raghavendra on the mridangam. The session was presided over
by Sangita Kalanidhi Neyveli R. Santhanagopalan.

The presentation began with a group rendition of §1T mahaganapatiravatu, a composition of
Muthuswami Dikshitar. This piece, popularly rendered in mi$racapu tala, was played in tisra
triputa tala, reflecting a rare version inherited by Parur Sundaram Iyer— Anantharaman’s
father and Guru—from the legendary Veena Dhanammal.

This was followed by a rendition of the popular mohana varpam, performed with an
inventive twist. Keeping the original svara structure of the varnam intact, it was played
with alternative svara-s resulting in other raga-s like §ivarafijani, vasanti, and bhupalam.
Sundareswaran also demonstrated various rhythmic exercises on the mohana varnam,
techniques he had learned directly from MS Anantharaman.

The tribute further highlighted the distinctiveness of the Parur technique with a rendition
of the saranga varnam. Excerpts of Anantharaman’s playing, including svarakalpana in
Pantuvarali and ‘Song of Love’, were shared.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/qMsLIs-fDxg?si=V52yL_x1CJ1zDxck
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December 19 2023

The day’s proceedings began with Shreya Ravikumar of the III year of the Advanced School
of Carnatic Music presenting Patnam Subramania Iyer’s composition manasa vrda in abhogi
raga. Sangtta Kalanidhi Neyveli R Santhanagopalan chaired the session.

T. Sankaran — A Life in Music
Presented by Sangita Kala Acharya Dr. Ritha Rajan

T. Sankaran (21.06. 1906 to 3.01.2001) was the grandson of Veena Dhanammal - son of her
second daughter Lakshmiratnam — and cousin of Sangita Kalanidhi T Brinda, Sangtta Kala
Acharya T Mukta, Sangita Kalanidhi T Balasaraswati, Sangita Kalanidhi T Viswanathan
and T Ranganathan. He learned music from his mother Lakshmiratnam.

Sankaran was a graduate in Economics and History from Pachaiyappa’s College, Chennai
and worked as a teacher of History, English and Geography in Kanchipuram, Chidambaram
and Madras and also as an administrator at Cochin Harbour. While in Kanchipuram, he
stayed at the home of Naina Pillai who remained a lifelong obsession for Sankaran.

Hearing Sankaran’s music broadcast on All India Radio in 1939, the then station director
hired him instantly as a staff artiste from where he steadily progressed to Assistant Station
Director. He was posted in Tiruchi, Madras, New Delhi and Vijayawada. He was well liked
by everyone and easy to get along with.

Illustrating the effort that Sankaran put into every aspect of his job Dr Ritha Rajan mentioned
that Sankaran would select announcers based on how ksitijaramanam was pronounced. If
the candidate said it correctly, he or she was appointed. While in Vijayawada, Sankaran
identified special talents of Srirangam Gopalaratnam who was a staff artiste there and
had many forgotten operas rendered and broadcast by her. Voleti Venkateswarulu was
Producer then and AIR Vijayawada’s Bhakti Ranjani was a landmark program that Sankaran
coordinated with singing by Srirangam Gopalaratnam and Voleti.

In 1941, while at Tiruchi AIR, it was Sankaran who made the direct relay of the Tyagaraja
Aradhana happen. After retiring from AIR in 1961, T. Sankaran joined the Tamil Isai
Sangam’s Tamil Isai Kalloori as Correspondent and Director. There, he spearheaded three
key initiatives:

1. A gallery of rare musical instruments

2. A hall with photos of famous musicians

3. A very well-maintained library
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A musician in his own right, Sankaran wrote books and numerous articles in various

publications. He delivered many lecture demonstrations including:

1.

At The Music Academy in 1964 with T. Balasaraswati and T. Viswanathan on rare
javali-s -Dr. Ritha mentioned that many presented have not been heard since.

. At Tamil Isai Sangam Conference on Tamil song §rT kamaksi kataksi in Vasanta

raga — noted as a Subburaya Shastry composition.

In 1983, was offered a lecture tour to New York on an ICCR scholarship to speak
on Distribution of Musical Communities in South India.

Some of his notable articles are:

L.

Social organisation of music and musicians Southern Area — which gives a complete
history of the Thyagaraja Aradhana — coauthored by Mathew Allen in Garden
Encyclopaedia of World Music 5.

On Kandappa Nattuvanar (for Sangeet Natak Akademi) — Balasaraswati’s Guru —
a pathbreaking reformer, writes Sankaran — for example, earlier, dance musicians
would move with the dancers on stage — it was Kandappa Nattuvanar who made
sitting in one place a standard.

On Balasaraswati’s musicians — Sankaran provides a comprehensive list of everyone
who sang for Bala and their musical competencies — many were top class.

Multiple articles on nagasvaram, written with a lot of humour, providing painstaking
detail and anecdotes that were previously never available — some facts he mentions
are that the making of nagasvaram is a cottage industry and that there is no textbook
for nagasvaram playing. He also expounds on the temple tradition of nagasvaram.

Key books he wrote included:

1.

1962 — Isai Medaigal — on several famed musicians such as SG Kittappa, Dhanakoti
Ammal, Naina Pillai etc - written very absorbingly like a novel.

1990 — Compositions of Annai-Ayya Brothers, co-authored with T. Viswanathan,
published by Brhaddhvani.

2023 — The Life of Music in South India co-authored with Mathew Harp Allen —
parallel book to Daniel Neuman’s The Life of Music in North India.

He edited many unpublished compositions for the Music Academy Journal. He wrote

several articles on composers for The Hindu including separating out the compositions

of the Thanjavur Quartet by individual composer. His articles on Sruti were very popular

and extremely well written — V. Sriram mentioned that Sankaran’s articles on musicians

were what drove him to learn more about musical personalities. Sankaran’s biographies of

musicians were honest and while he could be sharp, they were also laced in humour. He
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would unfailingly refer to each character’s musical positives. Dr. Ritha noted that but for
Sankaran, we would not have awareness of many musical personages of yesteryear. His
writings illustrated the social mores of the time as well.

Lakshmi Anand

The lecture and discussions can be viewed in full on the Music academy’s
YouTube channel — Link: https://www.youtube.com/watch?v=YvsTvyijVdc&t=5s
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Compositions of Manambuchavadi Sishya parampara
Presented by Dr. S Nityasri

Dr Nityasri started her presentation by introducing the audience to the four main disciple
lineages of Tyagaraja, namely Valajapét school pioneered by Valajapét Vénkataramana
Bhagavatar, Tillaisthanam school headed by Tillaisthanam Rama Ayyangar, Umayalpuram
school by Krsna and Sundara Bhagavatar-s, and Manambucavadi school by Manambucavadi
Venkatasubbayyar. The speaker said the last school is characterized by its long- standing
§isya parampara with many of them being renowned composers.

Veikatasubbayyar was born ¢ 1798 to Sivaramakrsnayya and Bhagirati, aunt of Tyagaraja
Svamigal. He belonged to the Mulakanadu sect of Telugu Brahmins with the family name
‘akumadugala’. He had his musical training under Svamigal for 17 years. A reference
to Venkatasubbayyar can be seen in various publications like ‘gayakasiddafijanam’,
‘karunamrta sagaram’, ‘krti mani malai’, etc. He had many illustrious disciples like Patnam
Subrahmanya Ayyar, Maha Vaidyanatha Ayyar, Stsarla Dakshinamarti Sastri, Venuganam
Sarabha Sastri, Lavani Venkata Rao, Fiddle Venkoba Rao, Tiruvaiyaru Krspna Ayyar and
the grandson of Svamigal, Paficapakésa Ayyar.

Venkatasubbayyar himself was a composer of merit, though not all of his compositions have
seen the light. The speaker said she gathered around 10 compositions of Veénkatasubbayyar
from various sources. These include hamsadhvani raga varna jalajaksa, krti-s avaraku,
parabramhamu, svamiki sari, dhanyudevvado, janmamenduku, a ragamalika Sivabhipaté
and a mangalam giri raja. The sahitya of a nine raga ragamalika karunificumu and a krti
mariyadagada cannot be traced. The speaker then proceeded to explain the intricacies of
the krti-s avaraku, and parabramhamu.

The latter krti has two versions, one in the raga pravalajyoti and the other one in the raga
kapinarayani. Nityasri demonstrated both versions. She also mentioned the krti avaraku set
to the raga kuththalam was a source of inspiration for the later Sisya-s of this parampara
to create krtis in the ragas kathanakuththalam and surarafijani. The ragamalika §ivabhupaté
was composed on Sakharam Saheb and Vijayamohana Muktamba Bai of Thanjaviir Court.
The speaker noted that the raga mudra of all the four raga-s, namely pratapacintamant,
abhogt, vijayadrT and purnacandrika was deftly introduced into the sahitya. The majority of
his compositions were in Telugu and were composed in praise of S1T Ramacandra Marti.
Nityasri stressed we can find many krti-s of Vénkatasubbayyar starting at 1.5 edam.

Nityasri then ventured into the compositions of prominent composers belonging to this Sisya
parampara. She covered the compositions of Patnam Subrahmanya Ayyar, Maha Vaidyanatha
Ayyar, Ramanathapuram Srinivasa Ayyangar, Mysore Vasudevacarya, Tiger Varadacarya,
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Ariyakkudi Ramanuja Ayyangar, MD Ramanathan and Balamuralikrsna. She mentioned
we can see both the raga-s handled and not handled by Svamigal in their compositions.
Whereas the compositions in the raga-s malavi, garudadvani, and mandarT can be placed in
the former category, the krtis in the ragas katanakutthalam, sindhumandari, surarafijani and
$uddha salavi can be placed in the latter category. The majority of the ragas have suddha
madhyama, vivadi ragas are not in plenty, and many of the janyas are derived from the
mélas karaharapriya, harikambhojT and dhirasankarabharana, said the speaker.

The speaker has also explained her findings concerning the talas used by these composers.
A vast majority of the krti-s can be seen in adi tala. Similar to the compositions of
Venkatasubbayyar, many compositions starting at 1.5 edam can also be seen here. A lesser
number of compositions were seen in capu tala. Talas belonging to 108 tala group and
35 tala group can also be seen in these compositions. A few examples cited include tala-s
simhanandana, laksmisa, vilomitam, pratapasékharam from the former category and catusra
ata, miSra jhampa, tiSra ripaka from the latter category.

Nityasri proceeded to elaborate on the musical intricacies of these compositions of which
the compositions in the raga behag are worth mentioning here. Nityasri analyzed the
compositions of Patnam Subrahmanya Ayyar, Ramanathapuram Srinivasa Ayyangar, and
Sangita Kalanidhi Mysore Vasudévacarya in the mentioned raga. Whereas the musical
structure of this raga is found to be similar to the compositions of the first two composers,
the composition by Vasudévacarya differs considerably from the rest. Nityasri cited a
statement given by the composer Vasudévacarya himself to reconcile the difference. It
seems the composer, in a book published by him, has remarked our music and ragas have
evolved over time and his music could not be an absolute reproduction of the music of his
guru parampara. Nityasri completed her presentation by mentioning the contributions made
by Manambucavadi Sisya parampara. The lecture was well received and was followed by
a discussion. Sangita Kalanidhi Neyveli Santhanagopalan complimented the speaker and
concluded the session by giving his valuable inputs.

Aravindh Ranganathan

The lecture and discussions can be viewed in full on the Music academy’s
YouTube channel — https://www.youtube.com/watch?v=HI13fZQmkpE&t=473s
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December 20, 2023

The fifth day’s proceedings began with Uttara of the 2" year of the Advanced School of
Carnatic Music began proceedings by presenting a composition of Puthucode Krishnamurthy.
Sangtta Kalanidhi Aruna Sairam presided over the day’s presentations.

Compositions of Puthucode Krishnamurthy
Presented by Trivandrum Dr.G. Baby Sreeram

Puthucode Krishnamurthy was born in Puthucode, 35 kilometres south of Palakkad, in
Kerala, on 28" February 1923. He had his initial lessons from Sesha Bhagavathar and
Krishna Bhagavathar then later from Palghat Rama Bhagavathar. He had a beautiful regal
voice that adhered itself to §ruti very well and often produced goosebumps.

Around 1942 while in Delhi, he learned hindustani music at the Gandharva Maha Vidyalaya
while in Delhi and therefore composed many hindustani khyal style compositions as well.
Krishnamurthy joined Chembai Music College as lecturer in 1950, retiring as Principal in
1976.After retirement, on Sangtta Kalanidhi Semmangudi Srinivasa Iyer’s advice, he came
to Kalakshetra. MD Ramanathan (MDR) who was already in Kalakshetra was one of his
favourite musicians and there appears to have been much musical dialogue between them.
After MDR died in 1984, Krishnamurthy, whose health was failing, also returned to Kerala.

He did not get much recognition in his lifetime but for the Kerala Sangeet Natak Academy
Award 1974, The Music Academy Madras’ Certificate of Merit 1983 (where he sang as
a substitute on cancellation of the originally scheduled artiste) and Isai Kadal from Tamil
Isai Sangam in Karaikudi. He had been accompanied by many leading musicians such as
Sangita Kalanidhi-s Umayalpuram Sivaraman, TV Gopalakrishnan and TK Murthy besides
VV Subrahmanyam and Trichur Narendran.

Amongst Malayali composers, Puthucode Krishnamurthy was one of the few who knew
music and one who set to tune his own lyrics — a vagg€yakara. Dr. Baby added here
that of some 200 or so compositions he composed, 70-80 were in Malayalam - a difficult
language to set to music due to its aksharams such as ‘enya’ ‘enja’ ‘enyu’ etc. The other
compositions were in Tamil, Sanskrit and Hindi. She noted that his musicianship reflects
in how he has composed his pieces.

Some groupings of his compositions include dévi paficaratnam in ghanaraga-s, composed
in Malayalam, Arupadaiveedu — 6 pieces in Sanskrit and Tamizh, Navagraha kritis in
Malayalam, 16 pieces — Navakrodasddasa krti-s on Puthucode and three compositions
on Guru bhakti.
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He composed several krti-s on big and small ksétra-s, particularly Keralite ones — Vaikom
Mahadeva ksgtra, Nelluvai Dhanvantari ksétra, Padmanabhaswamy, Guruvayoor, Puthucode
etc., describing some key aspects about each. Besides three ragamalika-s, he has composed
a piece on Ganga Devi and the Kalpathi car festival as well.

His pieces have been composed in multiple raga-s, tala-s and kalai-s, including viloma capu
and showcase various aspects such as samasti carana-s, madhyama kala-s, raga mudhra-s
and also nice eduppu-s.He appears to have had a particular fondness for Kharaharapriya.
All his compositions request bhakti and/or God’s benevolence.

Krishnamurthy died in his wife’s arms on August 23, 1985, varalaksmi vratha day.

Lakshmi Anand

The lecture and discussions can be viewed in full on the Music academy’s
YouTube channel — https://www.youtube.com/watch?v=eBLiWGhyFnQ

Dr Baby Sreeram has presented a full article on the above subject which is published
elsewhere in this journal.
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Marriage Songs of the Thanjavur Region

Presented by Dr. Rama Kausalya with vocal support by Madhuvanti Badri

Dr Rama Kausalya’s lecture-demonstration highlighted numerous songs performed during
different stages of a wedding ceremony. Throughout the presentation, she emphasised
the rich variety of songs composed by various composers in multiple languages—often
interwoven within the same song—and the diverse cultural milieu of the Thanjavur
region, which served as a melting pot of various ethnicities and traditions, resulting in
this remarkable confluence.

Lashman

The lecture and discussions can be viewed in full on the Music academy’s
YouTube channel — https://youtu.be/R4mFk9hAuBA ?si=3xO9DKSBqVdcFuwW
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December 21, 2023

The proceedings began with Bhanupriya of the III Year of the Advanced School of Carnatic
Music singing Muthuswami Dikshitar’s Brhaspate. Sangita Kalanidhi Dr S Sowmya presided
over the day’s proceedings.

Inclusive teaching aid for Melakarta raga-s and suladi sapta tala-s
Presented by Dr KT Udaya Kiran

With the abundance of print and digital materials available to support the learning of
Carnatic music today, it might be tempting to assume that learning music has become
easier than ever. However, it’s important to remember that all these resources are accessible
only to those without visual impairments. For a person with visual impairment, they offer
little assistance.

With a commitment to fostering an inclusive approach to music education, particularly
focused on mélakarta raga-s and suladi sapta tala-s, Dr K T Udaya Kiran has developed a
digital model that integrates print, braille, audio guides, and tactile graphics.

The key components of this model include:

- A contemporary approach to svara-s: an introduction to svara-s, their equivalents
in other forms of music such as hindustani and Western classical, and their
representation as frequencies in Hertz.

- The use of braille to make teaching and learning more inclusive and accessible.

- Teaching tala-s with tactile graphics: an introduction to tala-s, their structures, and
tactile graphics that demonstrate how each tala is represented in hand movements.

- Audio recordings of the scales of meélakarta raga-s in different Sruti-s, with and
without gamaka-s, in both vocal and instrumental formats.

- Audio recordings of the sapta tala-s, rendered in number counts and jati-s.

Through this innovative model, Dr Kiran hopes to break down barriers related to language
and physical condition, making Carnatic music education genuinely inclusive.
Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/a5SPKot1tSy4?si=QWAeYcP8ggjrZ1xn

An article on the subject by the presenter is published elsewhere in this journal.
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Saficari-s in Sangita Sampradaya PradarSini
Presented by Sangita Kala Acharya Dr RS Jayalakshmi

There is a unique musical term or form provided by Subbarama Dikshitar in his work
‘Sangita Sampradaya Pradar§ini’ (1904) - saficari-s. There are svara passages that represent
the important praydga-s set in tala, that can be used in a particular raga. There are no
lyrics attached to them. The special element or aspect of the saficari is that it gives us a
glimpse of the praydga-s that were in vogue during Subbarama Dikshitar’s period. This
is the first documented source available to understand about the various raga-s, prayoga-s
and compositions that were sung/played during his and his earlier times.

In this treatise, Subbarama Dikshitar has mentioned 189 raga-s. He has given compositions
in these raga-s and even notations for these compositions. However, there are at least a
few raga-s that are mentioned, yet do not have any composition given. This is not the case
with respect to saficari-s. saficari-s are provided for every raga mentioned by Subbarama
Dikshitar.

The presenter has written a detailed article on the subject which is published elsewhere
in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s YouTube
channel — https://youtu.be/2Jpl wluGgBs?si=QVU3Tinn7tmFkg50
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December 22, 2023

The proceedings began with Srutika and Jayanthi of the I Year of the Advanced School of
Carnatic Music singing Kavi Matrubhutayya’s ni mati tsallaga. Sangita Kalanidhi Aruna
Sairam presided over the day’s proceedings.

Navati mela ragatala malika
Presented by Dr Srikantham Nagendra Sastry

The speaker started his presentation by saying that his work under discussion illustrates an

approach to méla tala system with respect to lakSya and lakSana.

Way back in 1998, at a conference organized by Ra. Satynarayana, Nagendra Sastry listened
to a composition composed by the former in a rare raga Pandarikavallabha, which utilizes a
unique gandhara, namely Grdhva gandhara. When Nagendra Sastry enquired with the former
about this raga, he was introduced to the méla system formulated by Pandarika Vittala, a
musicologist of the 16™ century. After explaining the classification system, Satyanarayana
was dismayed at the lack of relationship between the present méla talas and the méla
raga-s. He also expressed that the eighteen raga-s in this system, formulated by Pandarika
Vittala is to be given lak§ya, lakSana and a proper nomenclature in adherence with the
Sastra. This kindled the interest in Nagendra Sastry to come out with this composition in
the year 2018, which was approved by Satyanarayana and Akella Mallikarjuna Sarma. This
work was also published as a book last year in Bengaluru.

The presenter continued by explaining the history of méla nomenclature from the period
of Vidyaranya. Later he explained the classification system of Pandarika Vittala delineating
the possibility of 90 ragas as mélakarta ragas. Nagendra Sastry mentioned the text
Sadragacandrodaya of Pandarika Vittala and the mathematical process of deriving mélas
using svara prastara. In today’s context, this can be considered as an extension of the
concept proposed by Veénkatamakhi, he added. Nagendra Sastry then proceeded to explain
the specialty of these 18 ragas available in the system of Pandarika Vittala, namely the
presence of Grdva gandhara. Like the vivadi ragas, where two different varieties of the
same svara are used serially, it is assumed that these 18 raga-s use two madhyamas, Suddha
and prati in succession. Now, the first madhyama is named as trdva gandhara. With this,
we get 3 more cakras and 18 melas, making 90 in addition to the available 72 with the
following additional combinations — $uddha rsabha with Grdva gandhara, catusruti rsabha
with Grdva gandhara and satSruti rsabha with rdva gandhara. Nagendra Sastry demonstrated

trdva gandhara by singing svara prastara.
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Srikantam Nagadeepti, a student of Nagendra Sastry proceeded to explain the rationale
behind the naming of these additional cakras. The thirteenth cakra was named lakSana,
fourteenth as bhuvana, and the fifteenth as pancadasr after raga trayodaSa lakSana, caturdasa
bhuvana and ST Vidya pancadasi mantra respectively. Katapayadi system was used to name
the ragas in these cakras. She also explained the name of the ragas available in these cakras.

Ambika Sastri then explained the need for a new méla tala system. She mentioned the lack
of relationship between the méla ragas and méla tala in the system available by taking
the Vanaspati tala as an example. She also added the need to use only sadangas of tala,

namely like laghu, druta, anudruta, guru, pluta, kakapada in the construction of mela talas.

Kartikeya Sarma then proceeded to explain the newly devised méla tala system. He said
every svara available in a méla is identified with an anga of a tala and since we have seven
svaras but only six tala angas, one anga will be necessarily repeated. Druta is used for
sadja and pancama, anudruta, once for Suddha madhyama and twice for prati madhyama,
laghu for rsabha, guru for gandhara, pluta for dhaivata and kakapada for nisadha. For the
svara varieties, corresponding jatis are used, ‘manushi’ for four, ‘désa’ for five, and ‘divya’
for six. For Grdva gandhara, hamsa guru with 14 aksaras is used. He explained the concept

by demonstrating mécakalyani tala.

He also added that similar to the ragas, we can also derive janya talas from these méla

talas, like ‘mohana’ tala from ‘harikambhojT’ tala. Nagendra Sastry has also written a ‘§astra

nirmana’ for this work.

The presenter then proceeded to explain the structure of this composition. The ragamalika
starts with §1T ragam with a prayer followed by 1 avartana in the 90 mela ragas with its
corresponding méla tala. Each avartana is embellished with its raga and tala mudra in the
sahitya. They also have a cakra mudra in the last raga of each cakra. Considering brevity

citta svaras were intentionally avoided, said the speaker.

Mahesh then explained the importance of raga mudra. This is a bilingual composition
in Samskrtam and Telugu. He explained the intelligent introduction of raga names in
the sahitya by giving adequate examples. The last segment of this presentation was on
the lyrical beauty of this composition and was explained by Nagapranati. She said this
composition has adequate reference to the cult of SiT Vidya, its method of worship, notes
on the deities worshipped, and on the subtle esoteric mantras. This was followed by a
demonstration of selected cakras by Nagendra Sastry and his team.
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The lecture was well received and appreciated. Sangita Kala Acharya Dr. RS Jayalakshmi,
an Expert Committee member asked on the possibility of singing kalpana svaras using these
talas for which Kartikeya Sarma gave an extemporaneous demonstration. Sangita Kalanidhi
Aruna Sairam felicitated the team and concluded the session.

TR Aravind

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

YouTube channel — https://www.youtube.com/watch?v=5FYV7_XbpEY &t=2042s
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Gana Vidya Vinodini, a 1915 publication
Presented by Dr Rajshri Ramakrishna

The book was authored by one Vina Basavappa, a musician belonging to the lineage of
Valajapéttai Venkataramana Bhagavatar, a disciple of Tyagaraja Svamigal. It is understood
from the words of the author that he was a disciple of the grandson of Valajap&ttai
Venkataramana Bhagavatar and Vina Sésanna.

After introducing the author, Rajshri proceeded to explain the contents of the text. This
book, like other texts published in the early part of the last century, contains both the
theoretical and practical aspects of music. The text begins with the nada and nadotpatti
and then proceeds to explain melakarta and its intricacies. The practical section starts
with basic exercises like sarali varisai, heccu sthayi varisai, janta varisai, and alankara.
Rajshri highlighted the varisai seen in this text and compared it with the present system
in vogue with adequate examples and demonstrations. This is followed by gita, varna,
svarajati, krtis, padam, javali and tillana of various composers. Whereas Basavappa gives
information about the authorship of the krtis notated, this detail is strikingly missing for
the other compositions in the text. Rajshri proposed further research be done to identify
the authorship for these compositions.

Out of the fourteen gitas notated, the first five include the pillari gita, now taught to every
music aspirant. There are two svarajatis available in the text — manayaka in the raga
jhenjhati and sita varamélukora in the raga bauli. Whereas the former was composed by
Valajapéttai Krsnasvamy Bhagavatar, the authorship of the latter is to be ascertained. She
also added that the structure of the bauli raga svarajati resembles the hamsadvani raga
svarajati of Mysore Sadasiva Rao in having lot of mél kala prayogas. This book also
has four varnas of Valajapéttai Veénkataramana Bhagavatar in the ragas kamalamanohari,
dévamanoharT, §rT ragam and purvikalyant and a khamas raga varna of unknown authorship.

Rajshri then mentioned the interesting points observed in the krtis notated in the text. There
are fifteen krtis of Tyagaraja Svamigal, one krti each of Syama Sastri, Muddusvamy Diksitar
and Patnam Subrahmanya Ayyar, two krtis of Mysore SadaSiva Rao. Sthayi symbols are
not given for any svaras in the notations. The svarasthanas and the mela for each raga
are mentioned throughout the book. The raga of the krti paraku jeésina, a composition of
Svamigal is mentioned as khamas. The raga of this krti is given as jujhahuli, a janya of
gayakapriya in several other texts. The dhaivata used in the raga ritigaula is marked as
caturuti variety while notating the krti and suddha variety while notating the gitam is
noteworthy to be mentioned said the speaker. She added this shows the change in the laksana
of this raga even during the period of this author. Rajshri pointed out this is the first text
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to publish the krtis of Mysore Sadasiva Rao in notation. A padam in the raga kambhoji, a
kannada javali, and a tillana of Sesanna are also seen with notations.

The next section is titled hindustani. The raga of these compositions is given as behag.
Several compositions are seen here which cannot be seen in other texts of this period.
The book also contains a section on tahanam in the ragas nata, gaula, arabhi, §1T ragam,
kedaragaula, and nottusvaras. The text concludes with a mangalam makulamuna in the
raga suratl from Nauka Caritra of Tyagaraja Svamigal. Rajshri gave demonstrations at
appropriate places to make the presentation interesting.

The lecture was well received and was followed by a discussion. Sangita Kalanidhi Aruna
Sairam appreciated the speaker and concluded the session with her valuable comments.

TR Aravind

The lecture and discussions can be viewed in full on the Music academy’s YouTube
channel — https://www.youtube.com/watch?v=eNb30YI18q3Y &t=2030s
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December 23, 2023

Centenary tribute to Namagiripettai Krishnan and
Vedaranyam Vedamurthy

“No two lives could be more different than those of these two nagasvaram artistes,”
observed Lalitha Ram as he began his centenary tribute to Namagiripettai Krishnan and
Vedaranyam Vedamurthy.

Lalitha Ram opened his presentation with a clip of a vacaspati alapana by Namagiripettai
Krishnan, highlighting the significant influence of T. N. Rajarathinam Pillai on the maestro’s
style.

Namagiripettai Krishnan

Born on 2 August 1924, Krishnan received his initial musical training from his father,
Kaathasami, and his grandfather, Chinnappa Mudaliyar. His formal tutelage continued under
Aruppukottai Ganesan, with his debut taking place at the Sowdambigai Amman Temple. A
devoted admirer of Rajarathinam Pillai, Krishnan regarded him as his manasika guru. Pillai
reciprocated this admiration, recognising Krishnan as his Ekalavya.

Krishnan’s career breakthrough came in the 1950s in Chennai. His distinctive style
impressed Sangita Kalanidhi G. N. Balasubramaniam, who played a pivotal role in securing
his A-grade ranking at All India Radio. Appointed as a state artiste of Tamil Nadu, Krishnan
became a fixture at state festivals and served as an asthana vidvan for the Tirumala Tirupati
Devasthanams.

Krishnan’s music was distinguished by its majestic tone, brilliant sangati-s, and a strong
emphasis on madhyama kala and upper octaves. He was among the first nagasvaram artistes
to challenge the taboo surrounding the performance of vivadi raga-s in concerts.

Lalitha Ram also discussed the symbiotic relationship between vocal and nagasvaram
styles. While it is well known that vocalists like Sangita Kalanidhi G. N. Balasubramaniam
and violinist Lalgudi G. Jayaraman were influenced by Rajarathinam Pillai’s nagasvaram
techniques, by the late 1960s and 70s, the influence became reciprocal. Nagasvaram artistes
began drawing inspiration from vocalists who had adapted elements of the nagasvaram bani
into their own styles, leading to a unique confluence of traditions.

Vedaranyam Vedamurthy

Born on 10 September 1924, Vedamurthy hailed from a family of musicians. He was
the grandson of Ammachatram Kannusami Pillai, the guru of Rajarathinam Pillai and a
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composer in his own right. Vedamurthy studied under A. K. Ganesa Pillai and became
renowned for his mastery of laya and pallavi. He was equally acclaimed for his innovative
exploration of sarva laghu svara-s.

Vedamurthy was acclaimed for his pure tone and sound, earning him the title Nadamurthy.

In 1952, Vedamurthy modified the nagasvaram to enhance its melodic quality, an instrument
he used to perform at the Arunagiri Festival. Despite his untimely passing at the age of 38
during a trip to Mysore for a concert, he left a lasting legacy.

Vedamurthy’s music was characterised by a measured, rounded approach to the gamaka-s
of the ragas he played. His technique combined nuanced modulations of tone with precise
fingering and blowing, revealing the intricate textures of each raga. He was particularly
noted for his renditions of rakti raga-s such as surutti, saveri, and dhanyasi.

While the nagasvaram tradition usually emphasises extensive alapana-s over krti-s,
Vedamurthy adapted his approach to suit the context. Lalitha Ram demonstrated this with
two examples of bhairavi alapana-s: one brief and restrained, preceding a krti, and another
expansive and exploratory, performed as part of a pallavi.

Vedamurthy’s repertoire included rare gems such as the kurifiji padam $iva diksa parulanu,
a staple of Kashi yatra ceremony in Tamil weddings from the past. He also incorporated
tanam in his RTP presentations, an uncommon practice in nagasvaram traditions.

A Tale of Contrasts

While Krishnan’s music evokes a childlike exuberance, Vedamurthy’s artistry reflects a
mature, laid-back elegance. Lalitha Ram concluded by emphasising the responsibility of
the musical community to support the current practitioners of the nagasvaram tradition and
ensure its preservation for future generations.

Lashman

The lecture and discussions can be viewed in full on the Music academy’s
YouTube channel — https://youtu.be/fyLegHVbqaA?si=4bmpEfFjZKB5RrGt
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December 24, 2023

The day’s proceedings began with prayer by Sowmya (3* year) and Kamakshi (1% year) of
the Advanced School of Carnatic Music. They sang kamalamba in kanada by the Garbapuri
Quartet. The day’s session was presided over by Sangtta Kalanidhi Lalgudi Vijayalakshmi.

Valaintha Villum Valaiyatha Sollum
by Dr Bharathi Thirumagan, Dr S Thirumagan and T
with Harmonium by Prakash Ramachandran and Tabla by Venkata Rao.

The session began with V. Sriram stating that the late Padma Sri Subbu Arumugam
(Bharathi Thirumagan’s father) brought much joy into people’s lives and the last time
he had presented at The Music Academy was in 2015 with Sangita Kalanidhi Sanjay
Subrahmanyan presiding.

Dr Bharathi began by stating that the two underlying tenets of villuppattu are firstly, do
what you can for others without asking what the world does for you (the opening phrase
of thanthanathom eponymously conveys this) and, secondly, wishing well on everyone and
everything. It is a very old art form, with the grammar having been set in Tolkappiyam
itself. The villu alone does not make villuppattu — just as there are seven svara-s, there
are seven integral tenets

1. Villu (the bow)

2. Sollu (words)

3. Nagaiccuvai (comedy)

4. Kadai (story)

5. lyal (literature)

6. Isai (music)

7. Nadagam (play or theatre)

Questions are routinely asked in villuppattu and it plays the important role of validating and
confirming. The art form was blessed by the Paramacharya of Kanchi Kamakoti Peetam.
The acarya asked Subbu Arumugam to sing about the Ramayana, Mahabharata and the

Bhagavad Gita. In the 1940s, Arumugam began singing about the independence struggle
using the artform as a vehicle for national integration.

Earlier a small drum was used to highlight specific words — however that drumming often
made the words inaudible. Therefore, people like NS Krishnan, Kothamangalam Subbu
and Subbu Arumugam made it milder and without interference. There was no Sruti earlier
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but harmonium was since added to bring in the $ruti component. villuppattu exponents
are strongly encouraged to learn Carnatic music first to be conscious of the concept of
raga. NS Krishnan suggested that Subbu Arumugam think of the proportion of dialogue
vs. music to the art of villuppattu.

villuppattu can be presented for short and long durations and on a variety of topics. The
present, the past and the future can all be handled within villuppattu. Besides spirituality,
the Independence struggle and national integration, AIDS and family planning have all
been discussed in villuppattu. The message of seers from all languages are explained in
Tamizh in villuppattu.

Bharathi narrated the anecdote of Khader Bhadsha who, pre-independence, was to be hanged.
As his last wish, he asked for a harmonium. He sang a kavadiccindu — so mesmerised
was everyone there that the time of hanging passed by and he was released.

She concluded with an amusing song that asked, among other things, for spectators not
to walk out during tani avartana-s and for singers to not wear a pained expression whilst
singing.

Dr. Rama Kausalya said that Bharathi is the reason youngsters are taking to villuppattu
these days. Dr. T. S. Sathyavathi said it had been her first experience with villuppattu and
the grammar, humour and glamour brought forth beautiful flavour too.

Sangita Kalanidhi Lalgudi Vijayalakshmi said that she understood the responsibility of
taking over from a colossus, and how so many aspects — saying only good things using
positive words alone, the importance of enthusiasm, the efficiency of words and the necessity
for words dancing on the tongue — were all so crucial to a good villuppattu performance.

Lashman

The lecture and discussions can be viewed in full on the Music academy’s
YouTube channel — https://www.youtube.com/watch?v=5bTq9fu_jkQ
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A Comparitive Analysis of Manodharma Upaj/Badhat in Carnatic
& Hindustani Music

Presented by Vidvan Dr Sriram Parasuram

The lecture demonstration focused on manddharma, the improvisational aspect of hindustani
and Carnatic musical idioms, in all its forms. Sriram Parasuram presented a concise yet
thorough comparative analysis of the two styles, examining how kalpana sangitam is
perceived and practised in each tradition.

In Carnatic music, terms like manddharma and kalpana are common, whereas hindustani
musicians use terms such as Upaj (derived from the Sanskrit word ‘Utpatti’, meaning origin)
and Badhat (meaning expansion).

Carnatic music has four distinct forms of improvisation, or manddharma anga-s: alapana,
tana,niraval, and svara. The hindustani system incorporates equivalent forms—alap,jhod
jhala, bol tan, and sargam—which, while not direct counterparts, have their own unique
grammatical and aesthetic frameworks.

A key difference is that in carnatic music, manddharma codified and designated sections
within a concert. In hindustani music, however, improvisational elements are integrated
throughout. Musicians have the freedom to transition between sargam and bol tan as they
perform—a fluid juxtaposition not found in the Carnatic system.

In Carnatic concerts, alapana occupies a significant portion, but in hindustani music, the
alap is performed extensively in dhrupad and serves mainly as a brief introduction to the
rag in Khayal gayaki.

The alapana is typically followed by a composition in the Carnatic context. Compositions
hold great importance here; the 4 manddharma anga-s are all anchored around them. The
significance of compositions is such that they can exist as standalone pieces without any
manddharma.

In contrast, hindustani classical music does not treat compositions as sacred. They serve
primarily as platforms for raga exploration, with a strong emphasis on manodharma. In
fact, hindustani compositions, or bandish-s, are rooted in improvisation and do not exist
without it.

The hindustani system uniquely accommodates improvisation tailored to instrumental
idioms, separate from vocal styles. In Carnatic music, no such distinction exists; the
vocal interpretation largely shapes the music, despite a rich history of instruments and
instrumentalists.
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An essential aspect of manddharma in a Carnatic concert is tani avartanam, the
improvisational solo by percussionists. Unlike the main artist, who has specific sections
for manodharma, the percussionist improvises throughout the performance.

In hindustani concerts, the tabla largely maintains rhythm. When tabla takes over, the main
artist repeats the same line of the bandish and becomes the rhythm-keeper.

Throughout his analysis, Sriram Parasuram remained objective, presenting his insights
without judgement.

Lashman

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

YouTube channel — https://youtu.be/fQFMIKP2D3A?si=DfvMcx7lwsTO3FmO
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December 25, 2023

The tenth day’s proceedings began with prayer by Pavanetra of the II Year of the Advanced
School of Carnatic Music rendering Purandara Dasa’s Tala B&ku. The proceedings were
presided over by Sangita Kalanidhi Thiruvarur Bakthavatsalam.

Rasa — On Purpose
Presented by Vidusi Vasanthalakshmi Narasimhachari

As the title of the presentation suggests, Vasanthalakshmi Narasimhachari’s lecture
demonstration focused on the intentional, mindful, and restrained application of Rasa in
dance. “Rasa is latent like fire in wood,” she explained. “But when ignited intentionally-
that is Rasa, on purpose.”

To illustrate this concept of controlled and purposeful expression, she presented the Tamil
padam, ini enna péccu in raga sahana, and the Kuchipudi padam, siggayandyamma from
Bhama Kalapam. Through these pieces, she emphasised a balanced, measured approach to
Rasa in Abhinaya, demonstrating how subtlety and intention enhance the emotional depth
in dance.

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/AOKkpti3HEO?si=WcqJSWPUTECQ3uH5
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Knowledge, Pedagogy and Practice
Centenary Celebrations of Sangita Kalanidhi TK Murthy

Sangita Kalanidhi T. K. Murthy was felicitated on the occasion of his entering his centenary
year at this first-of-its-kind event in the history of the Music Academy, Madras.

The event commenced with a formal felicitation from the Academy, presented by
its President, N. Murali. This was followed by an address and introduction by T. K.
Venkatasubramanian. The presentation was led by T. K. Murthy’s disciples, with a special
emphasis on the tala anga Kakapada.

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/5igX 1IROEYNI?si=wbg5MpxXrOENBG59
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December 26, 2023

The eleventh day’s proceedings began with prayer by Bharat Raj of the I Year of the
Advanced School of Carnatic Music rendering Tyagaraja’s bhuvinidasudane. The proceedings
were presided over by Sangita Kalanidhi Thiruvarur Bakthavatsalam.

Compositions of Haridasa Amba Bai
By Dr. T.S. Sathyavati

Amba Bai was born in 1902. At the age of 10, she was married, only to be widowed two
years later. The same plague that claimed her husband also took her father, leaving her
orphaned and widowed. At the age of 28, she was taken under the guidance of her guru,
Tande Muddu Mohana Vittala, who initiated her into the haridasa tradition. Her journey
as a composer began at the age of 29 and continued until her untimely death in 1946 at
the age of just 44.

Amba Bai’s life was marked by profound despair and hardship. She kept a diary where she
documented the many cruelties she endured. As a wandering musician, Amba Bai travelled
from village to village with her tambiira and tala. When devotees requested a song, she
composed extraordinary verses on the spot. Alongside her songs, she authored kavya-s
such as rama kathamrta kavya and ramayana darSana. Dr Sathyavati noted that Amba Bai
is considered the first female poet in the Kannada language.

Amba Bai’s contributions remained obscure until 1983, when Dr Ananthapadmanabha Rao,
with the support of Dr Shanta Nagaraj, Amba Bai’s niece, brought out her life and works
to public attention with great effort.

Dr Sathyavati was supported by her disciples, Ashwini Satish and Lavanya K., and presented
the following compositions:

udbhavisita kambhadi §1T narasimha
ittitta barendu

muttaidé yadena

hari guru karunadi

muru namagala darisi

achcheta vagayeda

tungé mangala tarangg

mangala pandari vasanigé

Lashman
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The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/sFfP43XqXrc?si=WJg_W2UrGeVPXmla
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Understanding of Hindustani Tala from South Indian Music Forms
set to Hindustani Talas

Presented by Anuthama Murali

Anuthama Murali selected a few Carnatic and hindustani tala-s and South Indian musical
compositions set to them, as illustrated in manuscripts such as Korvayance Sahityace Jinnas,
Sangeetham and Nrtya Padam, and Tanjaviira Nrtya Prabandha.

She demonstrated caturadra matya and jhampa tala-s from the Carnatic tradition, alongside
stltala/arphakta and jhaptal from the hindustani system, analysing the notations of
compositions set to these tala-s, as documented in the aforementioned manuscripts.

Key takeaways included insights into how melodic and lyrical placement, along with
accents, interact with the anga-s of the tala. The anga markings in these texts also aid in
discerning the tempo of the compositions.

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/pN66i7J34bw7si=PSI8rR_10EgarZy6
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December 27, 2023

The twelfth day’s proceedings began with Snigdha, a I year student of the Advanced School
of Carnatic Music, singing Lalgudi Jayaraman’s kandan seyal in nattakkurifiji. The sessions
were presided over by Sangita Kalanidhi Dr. S. Sowmya

The splendour of korvais in Lalgudi Bani

Presented by Sangita Kalanidhi-s Lalgudi GJR Krishnan and
Lalgudi Vijayalakshmi

The siblings began by explaining the facets of korvai. They clarified that korvai-s 40-50
years ago were generally simple with more sophisticated ones found only in the tavil world.
Therefore, while there are now many korvai-s that span difficulty levels, 40-50 years ago,
when Lalgudi Jayaraman came up with his, they were pathbreaking.

His playing alongside many major laya vidvan-s made him familiar with the extent of
complexities in korvai-s. Yet, he demarcated a territory for himself, mostly using only
catuSram without too many changes in kalam. He used karvai-s and every aksara as an
opportunity to express the raga. The raga bhava reigned supreme at all times.

One needs to dissect every korvai deeply to find the math because the melody and the
beauty is predominant — even very complex facets would be so soaked in melody such
that listeners would not see the complexity in it. His korvai-s were taken as inspiration by
laya vidvan-s like G. Harishankar and V. Nagarajan too.

Stating that melody and rhythm are intertwined with each in the other, Vijayalakshmi
remarked that the raga the korvai is set to has a huge impact on the korvai itself. Based
on the type of raga, whether rakti, vakram, scalar etc., the approach would necessarily
have to be different.

Akorvai in surutti was explained. The raga does not give scope for much karvai, therefore the
vadisamvadi poruttam is exploited, starting at samam and coming to idam seamlessly. Due
to the structure of hamsarfipini, a raga whose ascent is mohanam and descent madhyamavati,
a unidirectional approach is not possible.

In kharaharapriya, Jayaraman demonstrated how the common three 5s korvai structure
could be reimagined to find something new thereby infusing freshness. This, Krishnan
said, opened many new doors for several musicians including many stalwart percussionists
such as Sangita Kalanidhi Vellore Ramabhadran who took this korvai and built on it in
his playing.
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Other korvai-s were explained and demonstrated showcasing Jayaraman’s fertile imagination
in various raga-s — overlapping of plrvangam and uttarangam, overlapping of numeric
patterns and karvai-s. There were korvai-s based on mrdangam patterns as well which
Sangtta Kalanidhi Trichy Sankaran appreciated and replayed in his tani as well.

In 1986, he showcased a pallavi in three raga-s - sanmukhapriya, anandabhairavi and
sama — where he featured a seamless transition using korvai which then was uncommon.
There were thematic korvai-s as well. The duo played the*“drona karna durydodanadi hara”
section from Muthuswami Dikshitar’s balagopala to show the arrow like korvai sections
in keeping with the war theme.

His korvai-s for compositions were highlighted as well. Dancers, the duo said, found the
grand finale in the korvai in the pahadi tillana perfect for their needs. The tillana flows like
a boat ride, reflecting the highest level of aesthetic sense — the mood of the composition
was always maintained with the korvai enhancing the composition itself. Jayaraman always
exercised restraint ensuring that the raga was front and centre.

Sangita Kala Acharya Dr Ritha Rajan commented on how the continuity of the lineage, akin
to the Dagar family, was nice to see. She wondered if a samam to samam korvai could be
used for arai idam to arai idam because traditionally it is said that one should not use it
for % idam. She also mentioned that the interaction between Karaikudi Mani and Lalgudi
Jayaraman had resulted in some nice synergies.

Lakshmi Anand

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — Link: https://www.youtube.com/watch?v=PIVgu2Sij-Y
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Nagma-s & Dhun-s of Mysuru Vainika-s
Presented by Vidusi Geetha Ramanand

Geetha Ramanand was accompanied on the veena by B Gopal, and on the mridangam by
Adhamya Ramanand.

Nalwadi Krishnaraja Wodeyar’s time was a dynamic period in the history of Mysore State
in every walk of life. In music too, it was an age of experimentation and exploration,
resulting from constant exposure to different forms of music and the encouragement given
by the King for such endeavours. New raga-s, new compositions and new compositional
forms were created.

Born in this vibrant atmosphere were nagma-s and dhun-s, pioneered by the vainika-s of
Mysuru. While nagma-s were composed by vainika vaggeyakara-s of Mysuru, dhun-s were
taken from hindustani music, and presented with their own improvisations.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/s1tgVRcfE9c?si=r9SOHk3SpYSAy_Eh

A detailed article on this subject is presented elsewhere in this journal.
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December 28, 2023

The thirteenth day’s proceedings began with prayer by Shruthi of the I year of the Advanced
School of Carnatic Music singing sarasvati namdstute in sarasvati raga, composed by Sangita
Kalanidhi GN Balasubramaniam. The sessions were presided over by Sangita Kalanidhi
Sanjay Subrahmanyan.

The Compositions of Sangita Kala Acharya TR Subramaniam

Presented by Vidvan Mohan Santhanam

Vidvan Mohan Santhanam, a disciple of T.R. Subramaniam, offered a lecture-demonstration
showcasing select compositions learned directly from his guru. Rather than choosing popular
works already in circulation, Santhanam focused on lesser-known pieces, shedding light
on his mentor’s refined musical sensibilities, mastery of rhythm, and remarkable linguistic
prowess.

Santhanam was accompanied by K.V. Shravan on the mrdangam. The compositions
highlighted are as follows:

Varnam-s:
1. nilakanthan magang va - janarafijani - adi
2. sendil vazh - hamirkalyani - adi (pada varpam)

3. venkatamudaiyanai - brndavana saranga - adi (pada varNam)

Kirti-s:
4. nf arul taradu - Suddha dhanyasi - adi
5. nigama véda védyam - hamsadhvani - adi
6. bharata janani - ragamalika - talamalika
Tillana:
7. kapi - adi
cittasvara-s composed for existing krti-s:

8. &1 guruguhamartiki - dhénuka - ripakam - Ponnaiyah Pillai

9. kai kiada vendume - latangi - khandacapu - Koteeswara Iyer

Existing compositions tuned:

10. palisamma muddu $aradé - Srirafijani - adi (tiSra gati) - Purandara Dasa
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Pallavi-s:
11. Sankarabharanam - adi
12. rafjani - adi (khanda gati)
13. beégada - khanda €ka (tiSra gati)

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/-vX4U6kR8ZA?si=-x UPAfzQiIR9yPWS
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Archiving Books, Artefacts and Music — The Music Academy
Experience

Presented by: MK Jagadish, Savitha Narasimhan, Suresh Vijayaraghavan

The session was presented (in order) by MK Jagadish (consulting librarian of Academy
and former librarian of the USIS), Savitha Narasimhan (fully virtual archiving through her
initiative, the Museum of the Performing Arts) and Suresh Vijayaraghavan — CTO of The
Hindu. The three have been working together closely ensuring that The Music Academy
has been making progress in archiving.

MK Jagadish spoke on the digitisation of the library’s print media. These are extensively
used by scholars and students. As of now, the digital library contains

1. Over 300 rare books

2. Music Academy journals from 1930

3. Annual conference and concert souvenirs from 1931

4. Photographs of Music Academy conferences from 1955-1988 — fully captioned
5. Press clippings from 1920-1992

6. Souvenirs of other institutions and special publications.

7

. Over 5,000 books on music.

The Digital Library is searchable on an intranet by Title, Author, Keyword, Subject, Year
of Publication and Publisher. There is a link to the Library on The Music Academy website
wherein digitised books are indicated. There is an Ask the Librarian feature where one can
ask for questions and put in requests.

Savitha Narasimhan elucidated on the digitisation of the music, dance and lecture
demonstration collections of the Academy. The goal was to enhance the archival repository
to increase the effectiveness of the Music Academy archive through upgrades and bring it
up to date with current standards.

The Academy has its own recordings as well as those donated by well-wishers over the
years. RT Chari donated sizeable chunk of his own collection to the Academy and helped
set up the Music Academy-Tag Digital Archive. State of the art when launched in 2008,
people could come to the archive and listen to any artiste at the touch of a screen. Since
2013, there have been viewing facilities for its dance and lecture demonstration collections.

With technology ever evolving, the ‘state of the art’ is a shifting concept, hence the decision
to upgrade the archival facilities. In Phase 1, a comprehensive policy for the archives

VOLUME 93

43



44

JOURNAL 2024 The Music Academy

was created, audio video systems in existing archives were analysed and issues in the
existing workflow were identified. In Phase 2, the team understood the new software and
created meta data and an error free system for entering information and tested entries to
understand possibilities and road blocks. In Phase 3, a standardised pronunciation guide
was developed, duplicates removed and a detailed user manual created. In Phase 4, over
62,000 tracks of music were entered with correct spelling, correction of other errors, track
identification and information. Experts — Sangita Kala Acharya-s Dr Ritha Rajan and Dr
RS Jayalakshmi, Kanakam Devaguptapu, Dr Sriram Parasuram, Arun Prakash, Dr Arati Rao
- were consulted to ensure correctness. A detailed system of identifying type or genre of
composition or improvisation was devised thereby enabling better search and more thorough
track information. All names of artistes follow the globally accepted naming convention
and languages of compositions have been included.

2500 RTPs were named and most of the unidentified tracks, viruttam-s, tillana-s,Sloka-s
and mangalam-s have been named. Identification of raga-s in ragamalika tracks both in
compositions and improvisational pieces was accomplished. Extra tags like minor and
major bodies of work, co-artistes’ names etc. have been included. The next phase will be
to integrate, dance, lecdems, etc. and look into modalities of making everything digitally
available.

The central mission of any good archive is to preserve cultural heritage, access and
retrieval. Savitha remarked that as a one stop resource for research and education in the
arts, promotion of collaborations and innovations, audience engagement and outreach, The
Music Academy was a one of its kind organisation in the south to offer these facilities.

Finally, Suresh Vijayaraghavan spoke on how the goal was to digitise to facilitate better
searchability and discoverability and to preserve the archives in a central location and
organise and manage it. He added that the software had been adapted for the specific needs
since it had never been used for music

Sangita Kalanidhi Sanjay Subrahmanyan said that the Academy should disseminate the
fact that these resources are available — they can have a display during events and start a
library mailing list with a periodic newsletter. He added that the metadata should distinguish
between a true vaggeyakara and just a lyricist and should have fields for tunesmith and
lyricist. One could also include composers of cittasvara-s. He added that the ability for
viewers to submit notes that might provide interesting anecdotes that can subsequently be
verified. If one person’s feedback was publicised, the others would automatically come,
he said.

Lakshmi Anand
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The presentation and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://www.youtube.com/watch?v=DUx63JsLe44

VOLUME 93

45



46

JOURNAL 2024 The Music Academy

December 29, 2023

The fourteenth day’s proceedings began with prayer by Uttara and Sriraga of the II year of
the Advanced School of Carnatic Music singing mara jananim ashraye, composed by NCh
Krishnamacharyulu in natakapriya. The sessions were presided over by Sangita Kalanidhi
Lalgudi Vijayalakshmi.

Centenary Tribute to Vidvan NCh Krishmacharyulu

Presented by Vidvan TKV Ramanujacharyulu

A detailed article on this topic is published elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/ZAnmx8DCnwQ?si=im2YZ90x0seTMvbJ
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Use of Nadai-s in Tala Cycles, Points and Counterpoints

Presented by Dr K Ashok

Dr K Ashok, disciple of Vidvan K S Kalidas, was assisted by L Subramaniam, Akshay
Anand, Rohit Ashok on the mrdangam, and Aishwarya Shankar - vocal, in his presentation
titled “Use of Nadai-s in Tala Cycles, Points and Counterpoints”

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/s77{t5zx6P4?si=KEOkGk8uvCXf4TDU

VOLUME 93

47



48

JOURNAL 2024 The Music Academy

December 30, 2023

The fifteenth day’s proceedings began with prayer raga by G.K. Baanupriya of the III
year of the Advanced School of Carnatic Music singing idadu padam thikki in khamas
composed by Sangtta Kalanidhi Papanasam Sivan. The sessions were presided over by
Sangita Kalanidhi Sudha Raghunathan.

Compositions of Sangita Kalanidhi Prof Trichy Sankaran
Presented by Dr Curtis Andrews

A detailed article on the subject appears elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/CeljT6Wk_rE?si=trdvVot1tajgzkyg

JOURNAL 2024



The Music Academy JOURNAL 2024

Perspectives of ‘Seeing’
Presented by Natya Kala Acharya Malavika Sarukkai

Malavika Sarukkai’s presentation, invited the audience to look into dance rather than merely
at it.

She explained that the language of gesture, expressed through hasta-s (hand movements),
is only a symbolic representation of dance. To achieve true fullness, the entire body and
mind must unite. Without this integration, dance can at best be read, but not truly felt.

Years, even decades, of dedication to technique and craft allow a dancer to understand the
subtle power of breath, which must flow through the legs, arms, and, most importantly,
the eyes. This internalisation cannot be taught—it emerges through rigorous practice and
introspection. Such mastery in technique conceals the dancer and reveals the dance, enabling
the audience to transcend the mundane and experience the sublime.

To illustrate these concepts, Malavika Sarukkai selected a verse from the Bhakti Madjari of
Swati Tirunal, dugdhambarasi putrya, focusing on the phrase savyo bhujasté. She explored
how the left arm of Padmanabha is perceived uniquely by his consort Lakshmi, by demons,
and by devotees. As she danced, she urged the audience to observe the subtle shifts in
the portrayal of the arm, the way the feet convey the narrative, and other nuances.Such
creative detailing is what communicates the essence of feeling to the audience. Even if
the audience does not consciously notice every detail, it is these nuances that ultimately
convey the emotional depth of the dance.

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://youtu.be/ulqgw7HhQJwM?si=OS7NPzAavZK WKFsi
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December 31, 2023

The sixteenth day’s proceedings began with devotional music rendition by the Natyasruti
Group, winners in the devotional music competition of the Music Academy. The sessions
were presided over by Sangita Kalanidhi Sudha Raghunathan.

Concept of 32 Khandam and Sankeernam
Presented by Vidvan Tirunageswaram Subramaniam

Vidvan Tirunageswaram Subramaniam demonstrated the concept of 32 in khandam and
sankirnam. He was assisted by Vidvan Tirukadayur TG Babu and Vidvan Tirunageswaram
TRS Manikandan.

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

YouTube channel — https://youtu.be/M8G0210ki_M?si=ZBXAca3xcKORHMu5
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Arutpa-s of Vallalar Ramalinga Swamigal
Presented by Dr Arimalam Padmanabhan

A detailed article on the subject appears elsewhere in this journal.

The lecture and discussions can be viewed in full on the Music Academy’s
YouTube channel — https://www.youtube.com/watch?v=]zZYNw VkUy4
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January 1, 2024

The day’s proceedings began with devotional music rendition by Carnatic Raga Vrinda,
runners up in the devotional music competition of the Music Academy. This was followed
by the customary Open House sessions, where many of the members of the Experts
Committee and those in the audience shared their views on the conference and concerts.
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The Sadas

Carnatic vocalist Bombay Jayashri Ramnath was given the Sangita Kalanidhi award at the
Sadas of The Music Academy Madras, held on Monday, 1st January 2024. Former West
Bengal Governor Gopalkrishna Gandhi noted that by honouring Ms. Ramnath, “We honour
the purity of her swaras, the sublimity of her bhava, the yogic equipoise of her singing
soul and the amazing strength of her will power”. Presiding over the ‘Sadas’ of the 97th
annual conference and concerts of the Music Academy, he talked about how artificial
intelligence is ushering in a revolution. “In the realm of music, artificial intelligence can do
some spectacular things like removing recording flaws and can clean up scratches without
trace. The Music Academy can so guide and influence the regulators that must be placed in
position for artificial intelligence in the realm of music. Artificial intelligence must nurse,
not doctor music,” he said. Accepting the award, Bombay Jayashri Ramnath thanked her
parents and gurus. “My first guru T.R. Balamani who played a crucial role in my musical
journey. The great guru Lalgudi G. Jayaraman sir took me under his wings 35 years back
and ever since, his tutelage, his watchful and affectionate guidance shaped me into the
musician, the teacher and the person that I am today. On a personal note, a thank you to
my husband Ramnath and my son Amrit for their support all these years, especially the
last year without which today would have been insurmountable,” she said.

Bharatanatyam exponent Leela Samson said that the words that come to her mind when she
listens to Bombay Jayashri’s music are “melodious, internally powerful, inclusive, unbiased
and full of love”, adding that there is refinement in every phrase of her music. N. Murali,
president, Music Academy, said, “The festival becomes what it is due to the enriching and
enjoyable experience unfailingly provided by all the musicians, other artists and experts. Ms.
Jayashri would undoubtedly be at her musical best at the next season to enthral us all.” “I
must acknowledge that the recent Sangita Kalanidhis graciously and unhesitatingly stood
in for her by presiding over the morning academic sessions by taking turns. Our heartiest
felicitations also go to the recipients of other major awards and applaud their immense
contributions to Carnatic music,” he added. The Sangita Kala Acharya award was given
to Carnatic vocalist Palkulangara K. Ambika Devi and mridangam exponent K.S. Kalidas.
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While Thavil exponent Thirunageswaram T.R. Subramaniyan and Othuvar B. Sargurunathan
received the TTK Award, the Musicologist Award went to Arimalam S. Padmanabhan.

Courtesy: The Hindu

The event can be viewed in full on the Music Academy’s
YouTube channel — https://www.youtube.com/watch?v=PjIYIALGVi8
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The 17th Annual Dance Festival

Classical dancer and choreographer Vasanthalakshmi Narasimhachari was presented with
the ‘Nritya Kalanidhi’ award at the 17th Dance Festival of the Music Academy, which
began on Wednesday, 3rd January 2024 at the T.T. Krishnamachari Auditorium in Chennai.
Presenting the award, Edgar Pang Tze Chiang, Consul-General of the Republic of Singapore
in Chennai, recalled that Vidushi Vasanthalakshmi Narasimhachari and her late husband
and dance exponent, M.V. Narasimhachari, were dance tutors at the Singapore Fine Arts
Society in the 1970s. They had trained many Singaporean dancers and created multicultural
performances. Highlighting Singapore’s cultural links with Tamil Nadu, Mr. Chiang said
Tamil population made up a significant segment of Singapore’s Indian community.

Tamil is one of the four official languages and its historical people-to-people links are
intertwined with heritage and tradition of the fine arts of Tamil Nadu. Noting that Singapore
Indian Fine Arts musicians and dancers have participated in past editions of the Academy’s
dance festivals, Mr. Chiang said this year too, Aravinth Kumaraswamy, artistic director of
Apsaras arts dance company, would perform on January 15. Lauding the Academy for being
a key custodian of south India’s rich cultural heritage, Mr. Chiang said the festival stands as
a testament to the Academy’s commitment to musical education and cultural preservation.
He also released the dance brochure and presented prizes to winners of the Spirit of
Youth festival, HCL Concert series and mid-year dance series. Earlier, N. Murali, president
of The Music Academy and Director, The Hindu Group of Publications, said this year’s
edition would feature several genres of the classical art form, including Bharatanatyam,
Kuchipudi, Kathak, Yakshagana and Mohiniyattam, both as solo and group performances.
Felicitating Smt. Vasanthalakshmi Narasimhachari as one of the foremost exponents of
classical dance, he said she and her husband were exposed to various other dance genres
such as Kathakali and Odissi. The duo has many distinctive creations to their credit through
their Kalasamarpana Foundation. Accepting the award, Vasanthalakshmi Narasimhachari
described it as a significant moment in her life. “It is not Vasanthalakshmi, the individual,
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who is being acknowledged and felicitated but Vasanthalakshmi, the artiste who has found
life’s purpose in her art,” she said.

Courtesy: The Hindu

The full proceedings can be viewed on the Music Academy’s
YouTube channel — https://www.youtube.com/watch?v=WIMFTTQ4tUI
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Developments in Indian Music of the medieval and early
modern period examined by Prof. R. Sathyanarayana in
his work ‘Karnataka Sangita Vahini’

Dr. Arati Rao

1. Introduction

Prof. R. Sathyanarayana (9 May 1927 — 16 January 2020), known as Ra Sa, was one of the
most distinguished scholars of Indian Music and Dance. His large body of work includes
critical editions of Samskrta treatises and original works on these subjects comprising a
number of monographs, translations and commentaries. His work on education, psychology,
philosophy, and cultural anthropology reflects his firm foundations in Indian $astra-s. His
prolific authorship is seen in more than 170 research papers on various aspects on music and
dance presented at various forums, and more than 200 published articles on music, dance,
education, philosophy, yoga, tantra, mantra and other Indic disciplines'. His collection of
essays — ‘Karnataka Sangita Vahini’ (KSV) on various aspects of Karnataka Music, is
doubtless a magnum opus, covering a myriad of topics pertaining to the historical evolution
of South Indian Music and modern music of the Southern Indian region. The KSV was
first published in 1980 by the Kannada Book Authority of the Government of Karnataka
and re-printed in 2001.

Ra Sa has carried out a detailed analysis of developments in South Indian Music in the
medieval and modern period and documented his findings in essays in the KSV. There
are 27 essays in this compilation, each covering a specific topic. The topics vary from an
overview of South Indian Music (‘Karnataka Sangita’ as labelled by him), its relationship
with North Indian Music (‘Hindustani Sangita’), important musicological treatises authored
by Kannadiga-s, the contribution of Haridasa-s of Karnataka, modern karnataka music and
popular musical forms of Karnataka such as Sugama Sangita and Kavya Vacana.

1 The author is grateful to Prof. N. Ramanathan for these details about Prof. Sathyanarayana’s

work.
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Doing justice to the intricate and incisive analysis carried out on various topics by Ra Sa
in the KSV is a lofty objective. Every chapter in the KSV has such in-depth information
and discussion that it merits a separate critical review by itself. A consolidated review of
the KSV cannot be taken up in one article; such a review will result in a larger document
such as a monograph or a book. The present article is not a critical review of the KSV. It
also does not attempt to give a gist of all the chapters of the KSV. It is merely an attempt
to highlight some of the important discussions in the chapters pertaining to Indian Music
of the medieval and early modern period (from the 14th century AD to 18th century AD)
in the KSV.

While a critical examination of all the technical discussions in the KSV has not been
attempted in this article, there are a few aspects related to the style of presentation of the
KSV, which have been taken up at the end of this article. There are some observations and
conclusions in the KSV that are at variance with the author’s personal views, as well as
some views of Ra Sa that other scholars are not in agreement with. These have not been
touched upon in this article. Ra Sa has highlighted some aspects of musicological texts in
his essays in the KSV. Only these have been taken up in this article’.

2. Developments in Indian Music of the medieval and early modern
period in the KSV

In separate essays, Ra Sa examines the works of several laksanakara-s (authors of
musicological texts and commentaries) — Vidyaranya, Kallinatha, Ramamatya, Nijaguna
Sivay(')gi, Pandarika Viththala, Govinda Diksita, Venkatamakhi and Tulaja. The common
factor among these authors is that they all were of Kannada origin, with the exception of
Tulaja, the Maratha King of Thanjavur. Ra Sa justifies his choice of Tulaja, the author of
Sangitasaramrta, saying that Tulaja acknowledges the great contribution of Kannadiga-s
in his work. In addition to the contribution of laksanakara-s to South Indian music, Ra
Sa also takes up the musical contribution of the Haridasa-s of Karnataka. However, Ra
Sa has not covered some other authors of the medieval and early modern periods such as
Someésvara, Parsvadéva, Somanatha and Catura Damddara in the KSV. This book also does
not talk about the contributions of other prominent composers such as the Virasaiva-s and
the Tallapakam poets®.

2 It should be noted that there are several other detailed discussions carried out by Ra Sa on the
same musicological texts in some of his other writings, for example, the critical edition of the
Caturdandiprakasika. These may be studied by interested readers for a more comprehensive view

of Ra Sa’s analysis of the texts.

3 In order to have a holistic understanding of musical developments in South India in the
medieval and early modern period, it is important to study the other texts such as Manasollasa,
Sangitasamayasara, Ragavibddha and Sangitadarpana, as well as the contributions of other

composers of South Indian music.
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The contributions of the authors and Haridasa-s discussed in the KSV pertain to various
key aspects of Indian Music — the svara system, raga system, méla system, musical form,
tala and musical instruments. Rather than taking up the contribution of each author and
the Haridasa-s separately, an attempt has been made below to summarize the significance
of their contributions, based on the above-mentioned key aspects :

2.1 Developments in the svara system:

This section describes the significant changes in the svara system in the medieval and early
modern period as highlighted by Ra Sa. A brief overview of the svara-s in the ancient
period is necessary to examine the later developments in the svara system.

2.1.1 Names and abbreviations of svara-s

Below is a list of names and abbreviations of svara-s used in this paper:

Name Abbreviation
kaisikinisada kini
kakalinisada kani
cyuta cu
sadharanagandhara sa
antaragandhara an
laghu la
catuhsruti ct
paficasruti pil
satsruti st
trdhva r
prati pra

Table 2.1

2.1.2 Svara-s in the ancient period:

As is well known, the ancient works of Natyasastra (NS) and Dattilam (DA), written
around the Sth century AD described 22 sruti-s for an octave. The seven svara-s sadja,
rsabha, gandhara, madhyama, paficama, dhaivata and nisada (later denoted by the syllables
sa, ri, ga, ma, pa, dha and ni) had specific intervals of sruti-s. These arrangements of
svara-s were labelled ‘grama’-s by these authors. NS describes two grama-s: sadjagrama
and madhyamagrama (Premalatha, n.d.a, 1-2)
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The sadja grama raga has the following intervals of $ruti-s:

Sruti-s | 1|23 (14|5(6[7(8]9(10/11|12|13[14[15{16(17|18|19] 20 |21|22

svara-s sa ri ga ma pa dha ni

Table 2.2

The madhyamagrama has the following intervals of $ruti-s:

sruti-s | 1|2(3]4[5|6[7|8]9 |10|11{12] 13 [14|15[16|17|18|19|20 |21|22

svara-s sa ri ga ma pa dha ni

Table 2.3

We note that in the above two tables, the only difference is that of the position of the
paficama (pa).

In addition to the above svara-s, NS and DA describe the sadharana svara-s antara gandhara
and kakali nisada on the 11th position and 2nd position respectively. These svara-s were
weak svara-s that occurred in addition to the grama svara-s.

In the 10th century, the commentary of Abhinavabharatt (AB) on the NS, written by
Abhinavagupta, adds two more sadharana svara-s - sadharana gandhara and kaisiki nisada
on thelOth and Ist positions respectively. These svara-s have an additional feature - their
presence impacts the next svara, i.e. madhyama and sadja, and reduces their position by
one $ruti to place them on the 12th and 3rd positions respectively. Also, sadharana gandhara
could occur only in madhyama grama and not in sadja grama. (Hema Ramanathan 2021a)

So, the svara-s in the two grama-s with the grama svara-s, sadharana svara-s and the reduced
positions of ‘sa’ and ‘ma’ could be depicted as follows:

sadja grama:

sruti-s | 1 | 2 | 3 |4|5(6[7(8|9|10| 11 |12{13|14|15|16|17|18|19|20 (21|22

svara-s | kini [kani|cu sa|sa ri| |ga| |anga| |ma pa dha| |mi

Table 2.4

madhyama grama:

sruti-s | 1| 2 | 3 [4]5]6]7|8|9| 10 | 11 | 12 |13 [14{15[16|17|18]|19] 20 {2122

svara-s |kini| kani |cu sa|sa ri| |ga|saga|anga|cu ma|ma pa dha| |ni

Table 2.5
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2.1.3 The svara system of Sangitaratnakara:

The positions of svara-s in sadja grama, that have been labelled ‘Suddha’ svara-s, in the
13th century treatise, Sangitaratnakara (SR), by Sarangadéva. Svara-s placed anywhere else
in the $ruti grid, were called ‘vikrta’ svara-s by him. Thus, the madhyama grama ‘pa’,
the sadharana svara-s of NS and AB and the reduced positions of ‘sa’ and ‘ma’ were all
labelled ‘vikrta’ in SR (Premalatha, n.d.b, 2)

It should be noted that though sadharana svara-s were earlier considered weak svara-s and
could be used only in conjunction with the respective grama svara-s, in the time of SR,
they had acquired an independent status and could be used in lieu of the grama svara-s.

In addition to the above vikrta svara-s, SR describes another set of vikrta svara-s which
are sa, ri, ma, pa and dha in the positions 4, 7, 13, 16 and 20. These are identical to the
$uddha svara positions of the respective svara-s. It is puzzling to think of the same svara
position being labelled both suddha and vikrta. The reason for these svara-s being labelled
‘vikrta’ can be understood as follows: In the SR, the svara-s were labelled ‘vikrta’ not only
if they shifted from their ‘Suddha’ positions, but also if their interval with respect to the
previous svara changed from what it was in the ‘Suddha’ position. For example, if ‘ni’ is
placed in the ‘kakali ni’ position, then the interval between ‘ni’ and ‘sa’ is 2 $ruti-s and
not 4 $ruti-s as it is when ‘ni’ is in the ‘Suddha ni’ position. Since the interval between
‘ni” and ‘sa’ is now changed, ‘sa’ is treated as a vikrta svara®.

Thus, the two sets of vikrta svara-s, denoted ‘vikrta svara-s I’ and ‘vikrta svara-s II’ are
depicted in the table below:

sruti-s 1|2 (3]4]5(6]7[8]9]|10[11[12{13{14|15[16]17|18(19|20 (21|22
$uddhasvara-s sa 1| |ga ma pa dha| |ni
vikrtasvar-s [ |ki|kani|cu sagalan|cu cu
ni sa ga|ma pa
vikrtasvara-s 11 sa ri ma pa dha
Table 2.6

2.1.4 Kallinatha’s contribution to the svara system:

It is with this background of the svara system of Sarangadéva, that the significance of
the contribution of Kallinatha, the author of the ‘Kalanidhi’ commentary on SR, written
in the 15th century AD, can be understood. Some of the important aspects documented

4 For a more detailed discussion of suddha and vikrtasvara-s, please see ‘SuddhaVikrtasvara-s’ by
V Premalatha
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by Kallinatha on the svara system indicate significant deviations from the earlier grama
system. Ra Sa highlights the following aspects of Kallinatha’s observations on the svara
system (Sathyanarayana 2001, 137-141):

1) In the period prior to Kallinatha, raga-s with affiliation to sadja grama used the
paficama of the 17th position and the raga-s with affiliation to madhyama grama
used the paficama of the 16th position. In the 15th century, this rule was no longer in
vogue and both the paficama-s could be used in raga-s which were earlier affiliated
to either grama. Kallinatha notes a further development, that the paficama of the 16th
position was lowered by another $ruti to occupy the 15th position. It now was no longer
called paficama but was considered ‘vikrta madhyama’ in raga-s such as Ramakriya.
Ra Sa points out that this svara was a representative (‘pratinidhi’) of the earlier
madhyama grama paficama and later came to be known as ‘prati madhyama’. Thus,
Kallinatha documents an important development of the madhyama grama paficama
getting converted to a variety of madhyama, which now had an interval of 6 Sruti-s
from the previous svara, i.e. becoming ‘satsruti’.

2) Upto the time of the SR, both ‘ri’ and ‘dha’ always remain in the 7th and 20th positions
respectively, as can be seen in table 1.1. The ‘vikrta’ varieties of ‘ri’ and ‘dha’ result
from the movement of the previous svara, i.e. ‘sa’ and ‘pa’ respectively, and ‘ri’ and
‘dha’ never moved up from their $ruti positions. However, Kallinatha, notes that in
$riraga, the rsabha and dhaivata both occupy the next positions, i.e. the 8th and 21st
positions, thereby having 4 $ruti-s or becoming ‘catuhsruti’. He also observes that in
raga-s such as Nattd and dévakri, the rsabha and dhaivata occupy the 9th and 22nd
positions respectively, becoming ‘paficasruti’.

Ra Sa states that the important observations made by Kallinatha laid the foundations of
future developments in the méla system, discussed by Ramamatya and others.

2.1.5 The svara system of Svaramélakalanidhi:

Ramamatya’s description of the svara system in his work, Svaramélakalanidhi (SMK),
written in the 16th century AD, documents further developments.

Ra Sa highlights the following aspects of Ramamatya’s svara system (Sathyanarayana 2001,
158-164):

1) SMK clearly states that the vikrta svara-s that result because of movement to another
$ruti position (vikrta svara-s I in table 1.5) are what are valid from a practical
perspective. The vikrta svara-s described in the SR, which result from a change in
the interval due to the movement of the previous svara-s (vikrta svara-s II in table
1.5) have no practical significance as they are identical to suddha svara-s. Hence, the
number of vikrta svara-s is only 7 and not 12.
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2) Ramamatya notes that in the music of his time, cyuta sadja, cyuta madhyama, cyuta
paficama are no longer varieties of sadja, madhyama, paficama but varieties of nisada,
gandhara and madhyama. It may be noted that cyuta paficama later transforms into
the modern prati madhyama.

3) Ramamatya documents for the first time, that the same $ruti position can be occupied
by two svara-s in different melodic contexts. He says that if rsabha occupies the 10th
and 11th positions, it is known as paficasruti rsabha and satsruti rsabha respectively.
In the same positions, i.e. the 10th and 11th, gandhara is known as suddha gandhara
and sadharana gandhara. A similar relationship exists between dhaivata and nisada, i.e.
paficasruti dhaivata occupying the same position as suddha nisada and sat$ruti dhaivata
occupying the same position as kaisiki nisada. This significant development was a
precursor to the development of the svara system in modern South Indian music.

In summary, Ramamatya’s depiction of the svara system can be seen in the table below:

$ruti-s 1 | 2 [3(4](5/6]/7|8{9| 10 |11 |12|13|14(15/16(17(18[19] 20 (21| 22
$uddhasvara-s sa ri| |ga ma pa dha ni
vikrta ki |kani|cu saga| an |cu cu
svara-s ni sa- ga |ma pa

ni
overlapping  |stdha pil ri | stri piidha
svara-s

Table 2.7

2.1.6 The svara system of Sadragacandrodaya:

Pandarika Vitthala was an author of the texts Sadragacandrodaya (SRC), Rajamaiijar,
Ragamala and Nartananirnaya, written in the 16th century AD. Of these, Ragamala is an
extract of Nartananirnaya. Ra Sa describes the svara system of Pandarika Vitthala in the
SRC and describes how it forms a basis for his méla system(Sathyanarayana 2001, 237-
240). He states that ri, dha and ni have three vikrta varieties, ga has four and ma has one
in this system. The svara-s which have a prefix ‘cyuta’ in Ramamatya’s system have a
prefix ‘laghu’ in this system. The svara system of Pandarika Vitthala can be summarized
as follows:

$ruti-s 1| 2 [3]4]5(6]7(8] 9 |10 |11]12]13 |14|15]|16|17|18]19|20|21| 22

$uddhasvara-s sa | |ga ma pa dha ni

vikrta ki |kani|la saga|an| la la

svara-s ni sa ga |ma pa

overlapping |stdha ct|piiri| stri firga ct [pidha

svara-s 1 dha
Table 2.8
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The fourth vikrta position of ga, called ‘Grdhva gandhara’ overlaps with suddha madhyama.
This is a vikrta variety of gandhara which is seen in the raga saranga. It might be recalled
that the present-day version of this raga in karnataka music has both the suddha madhyama
and prati madhyama. The suddha madhyama of the present day has a precursor in the
‘irdhva gandhara’ of the SRC. Using his vikrta svara system, Pandarika Vitthala computes
90 mela-s in the SRC.

In the Ragamafijari (RM), Pandarika Viththala describes a simpler system, where all svara-s
except sa and pa are capable of moving up three steps. The augmentation of ga to the
position of $uddha ma is described as the fourth step upward (Sathyanarayana 2001, 251-
252). Ra Sa does not elaborate on the svara system of Ragamala/Nartananirnaya.

2.1.7 The svara system of Caturdandiprakasika:

The Caturdandiprakasika (CDP) was written by Venkatamakhi in the 17th century AD. Ra
Sa describes Venkatamakhi’s svara system, where there are 7 Suddha svara-s and 5 vikrta
svara-s (Sathyanarayana 2001, 327). The overlapping svara-s in the CDP are the same as
those described in the SMK. However, it is noteworthy that kakali nisada occupies the
3rd $ruti position and antara gandhara occupies the 12th position in the CDP, whereas these
were in the 2nd and 11th position in the SMK. In the CDP, there is no laghu sadja and laghu
madhyama, their positions having been taken over by kakali nisada and antara gandhara.
Hence, the number of vikrta svara-s is now 5 as opposed to 7 in SMK. The svara system
in the CDP is very similar to the svara system in present-day Karnataka Music, except that
catuhsruti ri and catuh$ruti dha are now used instead of paficasruti ri and paficasruti dha.

The svara system of CDP can be seen in the table below:

$ruti-s 1 2] 3 |4(5]6]7[8][9] 10 [11|12|13]14|15] 16 [17]|18|19]20 |21| 22
$uddhasvara-s sa ri| |ga ma pa dha ni
vikrtasvar-s | ki kani saga| |an pra
ni ga ma
overlap stdha ph| stri piidha
ri
Table 2.9

2.2 Developments in the méla system

This section describes developments in the méla system. It might be recalled that the méla
system came into being only in the medieval period of Indian Music history. The grama
system of the ancient period was not in vogue in the medieval period. The first available
description of the méla system in a text which is extant today is in the SMK. However,
Ra Sa asserts that Vidyaranya was the first author to document a mela system, in his work
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‘Sangita Sara’, in the 14th century AD. This work is no longer extant, and this work is
only known through the ‘Sangita Sudha’,a work by Govinda Diksita written in the 17th
century AD. Diksita quotes Vidyaranya at several instances and describes a mela system
propounded by him. Doubts have been raised about a work with the name ‘Sangita Sara’
really having been written by Vidyaranya as no authors other than Govinda Diksita have
mentioned or cited from Vidyaranya’s work. Ra Sa attempts to address the question of the
authenticity of the Sangita Sara (Sathyanarayana 2001, 49-54). He also discusses the méla
systems of other authors Ramamatya, Pandarika Viththala, Tulaja and Venkatamakhi. These
systems can be grouped into two types -

a) the mela as a group of existing raga-s — These mela-s have the following features:

* The name of the mgla is the name of the most prominent raga under it

* There is no stipulation that the raga giving the mela it’s name should have all the
seven svara-s

* There is no concept of ‘parent’ and ‘child’ raga-s - the terms ‘janaka’/’mglakarta’
and ‘janya’ are not used

b) a méla being a scale artificially computed and representing the parent scale of a set
of raga-s.

2.2.1 Mela as a group of existing raga-s

2.2.1.1 Vidyaranya's system

Govinda Diksita, citing Vidyaranya’s ‘Sangita Sara’, describes 15 mela-s with 50
raga-s under them. Ra Sa highlights the following aspects of Vidyaranya’s mela system
(Sathyanarayana 2001, 54-63):

a) The concept of ‘méla’ is similar to the concept of ‘grama’ (of ancient Indian Music)
in the following way: the scale formed by all the svara-s belonging to a particular
group of raga-s is the méla, and grama is a scale which gives rise to the jati-s. So
both can be considered scales from which musical modes (raga-s or jati-s) arise.

b) The grama raga-s which were affiliated to grama-s in the early medieval period were
linked to mela-s by Vidyaranya. This can be seen in raga-s such as madhyamadi and
Velavali, which were ancient grama raga-s, being linked to méela-s.

known to be derived from Persian/Arabic music.

d) This mela system appeared to be laksya-oriented, as the gurjarT méla had the maximum
raga-s under it. In the SMK, the equivalent mela of malavagaula has the maximum
raga-s under it and the raga malavagaula is said to be most apt for compositions.
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e) Ancient raga-s like Sankarabharana and kambodhi had méla-s named after them as
there were other raga-s which had svara-s common with them, and could be grouped
with them. $ankarabharana and kambdodhi apparently were prominent raga-s of the

group.

2.2.1.2 Ramamadtya's system

Ramamatya delineates a mela system with 20 mela-s (Sathyanarayana 2001, 176-179). Ra
Sa observes that it is interesting that many of the méla-s described in the Sangita Sudha
are seen in the SMK. Ramamatya makes no reference to the grama system, and his system
too seems to be laksya-oriented. He says that there are two schools of thought - one which
does not make a distinction between the pairs of svara-s cyuta sadja and kakali ni, cyuta
madhyama and antara ga, and the other school which makes a distinction between these.
According to the former, there are only 15 méla-s.

2.2.1.3 Tulaja’s system

Ra Sa makes a brief mention of the mela system propounded by Tulaja in the 18th century
in his ‘Sangitasaramrta’. Tulaja accepts Venkatamakhi’s computation of the 72 méla system
(that shall be described subsequently) but gives a detailed description of 21 méla-s that
were prominent in his time (Sathyanarayana 2001, 376). There are some new méla-s in
his system such as bhinnasadja and velavali.

2.2.2 Mgla-s being artificially computed
2.2.2.1 Pandarika Vitthalas system

Pandarika Vitthala describes a system of 90 mela-s in the SR C(Sathyanarayana 2001,
240-244). He gives an elaborate formula for computation of these méla-s, based on his
svara system described above. Ra Sa asserts that his system, as well as that of Somanatha’s
Ragavibodha (RV, written in the 16th century) are as computationally sound as Venkatamakhi’s
72 méla system and the latter does not seem to be aware of the mela systems in SRC and
RV. Ra Sa also describes the Vina fretting system in the SRC, mentioning that there are
no separate frets for antara ga and kakali ni, and that the frets for laghu ma and laghu sa
may be slightly adjusted to play these svara-s. From Pandarika Viththala’s computation, it
appears that only laghu ma and laghu sa are considered for the méla system and antara ga
and kakali ni are not separately mentioned. Pandarika Viththala’s system is described in a

simple manner by Ra Sa, comparing it to Venkatamakhi’s system.

The combinations of ri and ga in the CDP can be described as below:

It has been seen in the earlier section that CDP speaks about paficasruti ri overlapping with
$uddha ga (occupying the same svarasthana) and satsruti ri overlapping with sadharana
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ga. In a mela, the ga should always be higher than the ri. For example, if paficasruti ri is
considered, Suddha ga cannot be considered, and only sadharana ga and antara ga can be

considered. A similar relationship exists between the vikrta forms of dha and ni.

If the svara-s ri and ga are ‘uttaranga’ and dha and ni are ‘purvanga’, the following
combinations emerge:

pirvanga uttaranga
$uddha ri $uddha ga suddha dha $uddha ni
sadharana ga kaisiki ni
antara ga kakalini
paficadruti ri sadharanaga paiicasruti dha kaisikini
antaraga kakali ni
satsruti ri antaraga satsruti dha kakalini

Each of the 6 combinations of ri & ga above pairs with 6 combinations of dha & ni,
resulting in 36 combinations with $uddha ma and 36 combinations with prati ma, resulting
in the 72 méla system of Veinkatamakhi.

We note that laghu sa substitutes kakali ni and laghu ma substitutes antara ga in the SRC.
In addition to the above svara-s, SRC mentions ‘Grdhva ga’ which overlaps with suddha
ma. As mentioned earlier, laghu pa of SRC is actually a variety of madhyama, which is
akin to varali ma of CDP. Due to this, the following additional combinations emerge:

purvanga uttaranga

$uddhari suddhaga suddhadha $uddhani
sadharanaga kaisikini
laghu ma laghusa
urdhvaga

paficasrutiri sadharanaga paficasrutidha kaisikini
laghu ma laghusa
irdhvaga

satsrutiri laghu ma satSrutidha laghusa
drdhvaga

All the above 9 combinations of piirvanga are present only for laghu pa. We cannot
have firdhvaga with $uddha ma since they are overlapping svara-s, occupying the same
svarasthana. So, for Suddha ma, we have 6 combinations of piirvanga as mentioned above.
There are 6 combinations of uttaranga in all cases, i.e. for both laghu pa and Suddha ma.
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Hence, for laghupa, we have 9 combinations of piirvanga paired with 6 combinations of
uttaranga resulting in 9 * 6 = 54 combinations. In the case of $uddha ma, there are only
6 * 6 = 36 combinations. We get totally 54 + 36 = 90 scales.

It is interesting that having described 90 possible scales, Pandarika Viththala describes only
19 méla-s that are in vogue. Of these, saranga and dévakr1 have unusual svara combinations,
which are inadmissible in the present day 72-melakarta system.

In RM, Pandarika Viththala describes 20 mela-s. Some of these though identical to those
in SRC, however, different names. For example, malavagauda, hammiranatta, todi and
$uddharamakrt in SRC take on the names of gaudi, hamira, todi and désikara in RM.
There are some méla-s not common to RM and SRC. Among the raga-s belonging to the
méla-s, too, there are some differences. These variations could be explained easily as SRC
and RM have been composed in different geographical regions at the instance of different
royal patrons, albeit by the same author.

In the RMala, there is no description of m&la-s. On the other hand, the raga-s have been
grouped into ‘families’.

2.2.2.2 Venkatamakhi's system

Ra Sa has given a detailed account of Venkatamakhi’s méla system (Sathyanarayana 2001,
328-334).The 72 mela system proposed by Venkatamakhi is well-known and has been
described above. But as Ra Sa points out, though Venkatamakhi describes the derivation of
72 scales, only 19 mela-s which were in vogue are described by him. He does not name all
the 72 méla-s - it is a common misconception that the present-day melakarta system in use
in Karnataka Music today was laid down by Venkatamakhi. It is also noteworthy that in the
CDP, it is not mandated that the raga giving its name to the méla, should have all the 7
svara-s in its scale. Venkatamakhi refutes some of the descriptions given by Ramamatya in
his mela system. For example, bhairavi and $anikarabharana have been described as janya-s
of $riraga in the SMK. This has been criticized in the CDP. Similarly, Venikatamakhi does
not agree that padi and ardrad@st should be in the $uddharamakrimela. It appears that the
scales of the raga-s changed over time, due to which the méla assignment also needed to
be revised. Ra Sa points out that in Venkatamakhi’s system, for the raga giving its name to
a mela, it was not mandatory that both the arohana and avarohana, the seven svara-s had
to be present in an order. This concept of ‘krama sampiirpatva’ that is seen for mélakarta
raga-s in present day Karnataka Music was a later development®.

5 For a more detailed discussion of the development of the mela system, see “The Concept of
Méla’ by N. Ramanathan.
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2.3 Developments in the raga systems:

This section delineates the developments in the raga system discussed by Ra Sa. It is
seen that the number of d&sT raga-s described varies from one text to the other. The méla
system propounded by each author also varies from the others (as discussed earlier) and
the raga-s belonging to each méla are also not the same across the texts. It is seen that
the description of a raga varies from one text to the other, also leading to differences in
the méla affiliation. These descriptions reflect the changes in the raga-s that came about
over the centuries.

2.3.1 Vidyaranya’s contribution

As mentioned earlier, Vidyaranya’s description of méla-s and raga-s is taken from Govinda
Diksita’s Sangita Sudha by Ra Sa. There is a description of the 50 raga-s which are affiliated
to 15 méela-s (Sathyanarayana 2001, 63-115). These include the raga laksana parameters
such as graha, amsa, nyasa svara-s and others. It is noteworthy that these were the laksana-s
defined for jati-s in the earlier texts. Thus, in Vidyaranya’s description of raga-s, there is

entered Indian Music from Persian or Arabic music. It is interesting to read the features
of raga-s such as malahari and velavali, as per Vidyaranya’s description. Ra Sa makes
interesting observations such as malahari being very similar to the earlier form of suddha
saverl. He also states that the ancient sadja grama scale is transformed into the ‘mukhar’
méla of Vidyaranya, having all suddha svara-s. The earlier raga ‘Suddhasadharita’, which
was affliated to the sadja grama, took the shape of ‘mukharT’ raga under the mukhari méla.
The grama raga affiliated to the sadja grama having kakali ni and antara ga, known as
‘sadja grama raga’ transformed into the malavagaula in the late medieval period (gaula in
Vidyaranya’s system).

2.3.2 Ramamatya’s contribution

Ramamatya’s description of raga-s provides interesting insights. Ra Sa points out that, he
uses the ‘déSya’ or regional names of raga-s, such as ‘kannada’ for the raga known as
‘karnata’ in other texts. Ra Sa highlights some unique aspects of the raga system of SMK
(Sathyanarayana 2001, 179-180):

1) Ra Sa says points out that in Ramamatya’s mela system, the raga-s described include
older grama raga-s as well as newer ‘desT’ raga-s.

2) The grama system was no longer in vogue at the time of the SMK. In the description
of the raga-s, the grama affiliation is not mentioned and the raga is decribed in terms
of its scale.
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3) Ramamatya gives a classification of ‘uttama’ (superior), madhyama (middling) and
adhama (inferior) raga-s based on their suitability for composition of gita, prabandha,
alapa and thaya.

Among the uttama raga-s are malavagaula, Suddhanati, lalita, Suddharamakriya, bhairavi, $r1
and others. The madhyama raga-s are kambodhi, kédaragaula, kannadabangala, madhyamadi,
velavall and others. The adhama raga-s are saurastri, mecabauli, $ankarabharana,
dévagandhari, todi, varalt and others.

2.3.3 Pandarika Vitthala’s contribution

Ra Sa describes the features of raga-s in Pandarika Viththala’s three works in detail
(Sathyanarayana 2001, 244-249, 253-260, 262-263). In the SRC, Pandarika Viththala names
mukhar as his first méla, which has the svara-s of the erstewhile sadja grama alias the
$uddha svara-s of Sarngadéva. He then takes up malavagaula, which Ra Sa mentions, has a
scale identical to the earlier sadja grama raga. Ra Sa says that the raga-s devakiT and saranga
apparently were popular in those times, because of which Pandarika Viththala describes them
with ‘Grdhva gandhara’, and comes up with a mela to accommodate them. He describes
raga-s such as hammiranata, kalyana and kamoda which are not described by Ramamatya
and Venkatamakhi. As mentioned earlier, the raga-s mentioned in Pandarika Viththala’s three
works — SRC, RM and RMala are similar, but the same raga-s are mentioned with different
names in some instances. For example, narayanagauda, prathamamafjari, madhyamadi,
maravi andramakiT become narayani, patamanjari, madhumadhavi, maru and ramakali. In
RM, there are some additional raga-s like dipaka, vibhasa, suddhabhairava and suhavi. An
interesting feature highlighted by Ra Sa is that Pandarika Viththala gives equivalences of
raga-s in the Persian purdah-s: for example, dévagandhari, kanara, saranga, bangala, dési of
SRC are equated to rahayi, nisabar, mahur, zangil and ahangpurdah-s. Similarly, the raga-s
in RMala - dhannasi, désikara, desi, kalyana are equated to the purdah-s irakh, bakharez,
ahang and yaman. Ra Sa also makes an interesting observation about the Persian svara
system being equivalent to the Indian svara system except the third and seventh svara-s
being a little lower than laghu madhyama and laghu sadja.

2.3.4 Venkatamakhi’s contribution

Ra Sa has given a detailed description of the raga chapter of the CDP (Sathyanarayana
2001, 334-336). Venkatamakhi describes the 10 laksana-s of raga-s: graha, ams$a, nyasa et
al. Ra Sa mentions that he speaks of 4 types of desi raga-s: raganga, upanga, bhasanga
and kriyanga, but does not describe them. He also points out that in the méla system of
CDP, some raga-s which are not sampilirna — gaula, §T and bhairavi, are raga-s which
give their names to méla-s. Thus, the rule of sampiirnatva for a ‘mélakarta’ raga was not
applicable in the CDP. Venkatamakhi mentions for 50 raga-s, the time of singing along with
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other raga features. Ra Sa observes Venkatamakhi’s description of two dest raga-s: Kalyani
and Pantuvaralt. The former is not mentioned by Ramamatya at all; it is mentioned by
Pandarika Viththala and Somanatha. It appears to have an origin from North Indian music.
Pantuvarali is a raga that was not considered fit for composing gita, thaya and prabandha
by Venkatamakhi, and he says that it is ‘pamarapriya’ - fit for the common man.

2.3.5 Tulaja’s contribution

Ra Sa makes an important observation that Tulaja has made a unique contribution while
describing the raga-s of his time: he gives examples of svara passages from several types of
songs (Sathyanarayana 2001, 377). These are gita, prabandha, thaya, tana, svaragati, suladi,
svarakhanda, alapa, kataka, daru. He also mentions sthayl, muktayi, saficari, tanikarana,
namavali, dhruva, udgraha, ayitta, ragavardhani and nyasa. Of these, the last four appear
to be parts of alapa.

2.3.6 Nijaguna Sivaydgi’s contribution

Nijaguna Sivayogi, an ascetic who belonged to the Saiva/Virasaiva sect, composed the
‘Viveka Cintamani’ in the 15th or 16th century AD. Ra Sa mentions the translations and
editions of the text. Ra Sa gives a brief account of the raga-s described by Sivaydgt
(Sathyanarayana 2001, 220-225). Sivayogi describes the 36 grama raga-s of the type :
suddha, bhinna, gauda, v€sara, astasadharana, saptasadharana, upanga (upa?). Ra Sa
expresses the opinion that there seem to be many errors that have crept into the names
of the raga-s (possibly due to scribal errors in transmission). For the 36 raga-s, affiliation
to sadja grama or madhyama grama is not mentioned. Sivaydgi further describes raganga,
upanga, bhasanga and kriyanga raga-s. Ra Sa points out scribal errors in these descriptions.
Sivayogi gives the following classification systems of raga-s i) $uddha, misra and sankirna
ii) purusa, strT and napunsaka iii) mitra raga-s (these are mostly raga-s with similar names
such as asnati, harinati, salaganati)

2.4 Developments in musical forms

This section describes the different musical forms dealt with by some of the authors.
Not all the authors mentioned in the earlier sections have taken up the subject of
musical forms. For example, SMK, RM and RMala focus only on the svara, méla
and raga systems and do not have descriptions of any musical forms. Govinda Diksita
and Tulaja have followed Sarangadéva in their descriptions of prabandha. However,
Tulaja gives some interesting information about the salagastidaprabandha which has been
highlighted by Sathyanarayana. Govinda Diksita describes the musical form of alapa in
great detail, along with the other forms of thaya and gita. Venkatamakhi describes the
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‘caturdandi’ forms of gita, prabandha, alapa and thaya. In this section, there is also a
brief description of the contribution of the Haridasa saints of Karnataka, starting from
the 15th century AD. The Haridasa-s composed new types of songs for the first time
in South Indian music.

2.4.1 PandarikaViththala’s contribution

Ra Sa mentions that in his Nartananirnaya, Pandarika Viththala describes several types
of songs. (Sathyanarayana 2001, 264-265). In the first section - taladhartrprakarana,
among other features related to tala instruments, he describes vadyaprabandha-s such as
gajara and yati. In the mrdangiprakarana, he talks about ‘hastapataprabandha-s’ such as
varnavyapti, vyapti, néma and mohara. Later, he describes prabandha-s in great detail, first
mentioning their dhatu-s (udgraha, abhdga etc.), anga-s (svara, tala etc.). He then takes up
the classification of prabandha-s as suddhastida (€la, karana, dhénki, vartani etc.), alikrama
(varna, varnasvara, gadya, kaivada etc.), viprakirna ($riranga, $rivilasa, paficabhangi etc.)
and salagasiida (dhruva, mantha, pratimantha etc.). Though Pandarika Viththala follows
Sarngadéva exactly in the description of these prabandha-s, he additionally mentions the
names of 11 other prabandha-s: candraprakasa, stiryaprakasa, navaratna, virasrngara et. al.
not mentioned by Sarangadéva.

2.4.2 The contribution of Venkatamakhi

Verkatamakhi has dedicated four separate chapters to the ‘caturdandi” — the four pillars of
alapa, thaya, gita and prabandha (Sathyanarayana 2001, 337-344). While describing alapa,
he talks about aksiptika, the introductory section, ragavardhani, which is the elaboration of
the raga, the sthayl section which deals with performance of raga phrases around specific
svara-s. Ra Sa points out that Venkatamakhi has given colloquial names like ayitta, yadupu/
karana and muktay1 for these sections. The final section is named makarani or vartani. Ra Sa
describes the word ‘thaya’ as being the corrupted version of ‘sthaya, and says that the thaya
described by Venkatamakhi has an inheritance of the earlier musical form of sthaya described
by Sarngadeva, Palkurki Somanatha and other authors. In the thaya chapter, Venkatamakhi
describes tana-s (svara phrases) built around a particular sthayT svara, followed by a muktayT
(conclusion) section. In the gita chapter, Venkatamakhi poses the question of why gita is
needed separate treatment and then describes that it is nothing but salagasiidaprabandha.
He also asserts that it is one of the pillars of the ‘caturdandi’, and therefore needs to be
taken up separately. Ra Sa elucidates that these gita-s were being sung using suladi tala-s,
as evidenced by Tulaja’s description of a suladi of Purandara Dasa, about 75 years after
Venkatamakhi. Tulaja equates the suladi to a salagasiidaprabandha. However, Venkatamakhi
does not mention the usage of suladi tala-s in the chapter on gita, but describes the gita in a
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manner similar to the description of salagasiidaprabandha by Sarangadéva. Ra Sa expresses
surprise at this omission by Venkatamakhi. In the prabandha chapter, Venkatamakhi does
not follow the classification of Suddhasiida, alt and viprakirnaprabandha-s followed by
Sarngadéva. Instead, he takes up the classification of prabandha-s as médini, anandini,
dipani, etc. based on their anga-s and accordingly describes them. For example, the médint
jati prabandha-s of $riranga, $rivilasa, paficabhangi, paficanana, umatilaka, karana and
simhalila have been grouped and described together. Ra Sa points out that Venkatamakhi
has reiterated some of Kallinatha’s views. Venikatamakhi also gives some information based
on contemporary lak$ya: for prabandha-s having an abhdga, there are two halves, the first
being sung without tala, known as ‘vakya’ or alapartipakhanda in popular parlance. This
is the part which has the name of the composer.

2.4.3 The contribution of Tulaja and Haridasa-s

Ra Sa highlights the significance of the description of a suladi - ‘hasugalakarevadhvani’
of Purandara Dasa by Tulaja, in his work Sangitasaramrta. Tulaja discusses it at length,
equating it to a salagastidaprabandha. Ra Saalso mentions the fact that Tulaja gives the
examples of several compositions such as alapa-s, thaya-s, gita-s, suladi-s, pada-s, daru-s
and varna-s while describing raga-s (Sathyanarayana 2001, 377). Ra Sa has extolled the
virtues of Haridasa-s of Karnataka as composers, describing the different types of songs
composed by them (Sathyanarayana 2001, 276-298). He is of the view that they have
pioneered the creation of many different types of musical forms that have laid the foundation
of the composition of different types of songs in modern South Indian music. He points out
that Sripadaraya (1422AD -1480AD) has composed a dandaka and a vrttanama in Kannada
for the first time. Vadiraja composed the first g€yanataka ‘naradakoravailji, svapnagadya,
laksmi$obhane, gundakriya and vaikunthavarnane. Ra Sa observes that the suladi musical
form was seen for the first time in the compositions of Haridasa-s, as evidenced by Tulaja’s
elaborate descriptions of suladi mentioned earlier. Ra Sa asserts that the krti or kirtana form
was inagurated in Kannada for the first time by the Haridasa-s, in the fourteenth century.
Due to thousands of kirtana compositions of Haridasa-s, this form became very prominent
in South Indian music. Ra Sa also highlights the contributions of Haridasa-s in composing
abhyasa gana (beginners’ exercises) such as sarale varase and janti varase. He observes that
the pillarT gita-s of Purandara Dasa have a close relationship with suladi-s. The Haridasa-s
also are said to have composed thaya-s and prabandha-s, as described by Ra Sa. While
discussing the varied musical forms created and employed by the Haridasa-s, he also points
to the anomaly of the laksanakara-s such as Pandarika Viththala, Venkatamakhi and Tulaja
not describing all the forms in their texts, though these musical forms were doubtlessly
popular in the times of these authors.
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2.5 Developments in musical instruments

In the musical treatises belonging to the medieval and early modern period described in the
KSYV, there are descriptions of musical instruments. These can be broadly categorized as:
i) the descriptions of vina tuning and fretting ii) the descriptions of the physical structures,
techniques, playing postures and compositions associated with various musical instruments.
In the first category of descriptions, there are no details of actual measurements of the
vina in terms of length, width, thickness, weight, circumference as well as the material
used, such as the type of wood. Instead, we find the specifications of the number of strings
and frets, and the svara-s associated with them. In the latter category, the details of how
various instruments are constructed are given. It can be seen that in the late medieval/early
modern period, vina tuning and fretting seems standardised with minor variations across
the different texts.

2.5.1 Descriptions of Vina tuning and fretting

The authors Ramamatya, Pandarika Viththala and Venkatamakhi have described Vina tuning
and fretting, which Ra Sa discusses at length. He also makes fleeting references to the tuning
systems of Govinda Diksita and Tulaja (Sathyanarayana 2001, 171, 376). The descriptions
of Vina fretting deal with the practical problem of fitting all the svara-s of an octave into
a maximum of 12 frets. It is interesting that there are no separate frets provided for antara
gandhara and kakali nisada, as these are thought to be too close to cyuta madhyama and
cyuta sadja. Thus, the total number of svara-s in an octave are 16, and these are played
on 12 frets.

Ramamatya is a pioneer in the documentation of the Vina tuning and fretting systems
which have evolved into those of the Karnataka Music of the modern period, Ra Sa
asserts. He details the three tuning systems given by Ramamatya: i) Suddha Méla Vina
2) Madhya Mgla Vina and Acutarajéndra Méla Vina (Sathyanarayana 2001, 170-173).
These are described below:

Suddha Méla Vina:
In this type of tuning, the 4 main strings of the Vina are tuned to anumandra sadja,

anumandra paficama, mandra sadja and mandra madhyama. There are 3 side strings tuned
to madhya sadja, mandra paficama and mandra sadja. These are depicted below:

Side Strings Main Strings
3 2 1 4 3 2 1
man sa man pa mad sa | man ma | mansa | anu man pa | anu man sa
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Madhya Mgla Vina
This tuning has the main strings 4-3-2-1 tuned to anumandra pa-mandra sa-mandra pa-
madhya sa, and the side strings tuned to madhya sa-mandra pa-mandra sa

Side Strings Main Strings
3 2 1 4 3 2 1
man sa man pa mad sa mad sa man pa man sa | anu man pa

Acyutarajendra Méla Vina

This tuning is similar to the Suddha Méla Vina except that the 4th main string is tuned
to mandra paficama, and there are 4 side strings 4-3-2-1 tuned to mandra sa-mandra pa-
madhya sa-madhya pa.

Ramamatya describes two types of fretting: EkaragamélaVina and AkhilaragamélaVina.
In the former, frets pertaining only to the svara-s of a particular raga are placed. In the
latter, frets pertaining to all svara-s are placed. For the 3 tuning systems described above,
the two fretting systems are applicable. In addition, for the Madhya Mgla Vina, there is a
fretting system called Ekatantri too. Thus, Ramamatya describes 7 combinations of tuning
and fretting.

Pandarika Viththala, in his SRC, describes the Suddha M&la Vina and Madhya Méla Vina,
with their Ekardgaméla Vina and Akhilaragaméla Vina fretting systems, in a manner
similar to that of Ramamatya (Sathyanarayana 2001, 239-240). Ra Sa makes an interesting
observation of SRC documenting a practice of shifting of the frets of laghumadhyama and
laghusadja slightly towards the méru in order to play antaragandhara and kakalinisada,
whenever necessary.

Ramamatya describes 6 frets being placed on the 4 main strings for all these tunings. The
fretting for Suddha Méla Vina is depicted below:

Main Strings
4 3 2 1
Frets | man ma | mansa | anu man pa | anu man sa
1 m2 rl d1 rl
2 p 2 d2 2
3 dl g2 n2 g2
4 d2 23 n3 23
5 n2 ml S ml
6 n3 m?2 rl m?2
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Legend: r1: $uddhari, 12: paficasrutiri/Suddhaga, g2: satsrutiri/sadharanaga, g3: cyuta ma-ga,
ml: $uddha ma, m2: cyuta pa-ma, p - paiicama, d1: $suddhadha, d2: paficasrutidha/suddhani,
n2: sat$rutidha/kaisikini, n3: kakalini, s - sadja

Ra Sa highlights one of the important facets of the fretting system detailed by Ramamatya:
placing the frets on the strings based on the sadja- paficama relationship or the sadja -
madhyama relationship. The svara-s derived by this method are known as ‘svayambhi’
svara-s. The placement of frets is done as follows:

Steps for placing frets using the sadja-paficama relationship:

* The 2nd string above is tuned to anumandra paficama. In the 4th string, a fret is
placed at the spot where the same paficama is heard, an octave above, i.e.mandra
paficama. This is the 2nd fret.

* The 2nd fret produces the svara of paficama on the 4th string, paficasruti rsabha on
the 3rd and Ist string, and paficasrutidhaivata on the 2nd string. Next, on the 4th
string, a fret should be placed where the same paficasrutidhaivata is heard, in the
higher octave, i.e.madhyasthayi. This is the 4th fret.

» Upon the placement of the 4th fret, we get the cyuta-madhyama on the 3rd and 1st
strings, and cyuta-sadja on the 2nd string. Then, on the 4th string, a fret is placed
where the cyutasadja is heard in the madhyasthayi. This is the 6th fret and gives
cyutapaficama on the 3rd and 1st string and Suddharsabha on the 2nd string.

Steps for placing frets using the sadja-madhyama relationship:

* The 4th string above is tuned to Suddhamadhyama. At the place where it sounds on
the 3rd string, a fret should be placed. This is the 5th fret.

* The 5th fret produces kaisikinisada on the 4th string, Suddhamadhyama on the 3rd
and 1st strings, and sadja on the 2nd string. A fret should be placed on the 2nd
string where the kai$ikinisada is heard. This is the 3rd fret.

* The 3rd fret produces suddhadhaivata on the 4th string and sadharanagandhara
on the 3rd and 1st strings. A fret should be placed on the 2nd string where the
$uddhadhaivata is heard. This is the st fret.

In addition to the description of Suddha Méla Vindand Madhya Mégla Vina, Venkatamakhi
also describes ‘Ekatantri’ and two ‘DvitantrT’ Vina-s. Another Vina tuning system, the
Raghunathamgla Vina is also described by him. Each of these 6 types of tuning systems,
with the two fretting systems of Ekardgaméla Vina and Sarvaragaméla Vina give rise to
12 combinations of tuning and fretting systems (Sathyanarayana 2001, 326).
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Since Ramamatya describes only the first 6 frets in the 4 strings, the difference in the two
fretting systems of Ekardgaméla Vina and Akhilaragaméla Vindis not clearly illustrated
in the SMK. However, the placement of svara-s for the two fretting systems is clearly
described by Venkatamakhi. In the CDP, on the 4th string, the 7th fret is the sadja. The
difference in fretting is seen after the 7th fret. In the Ekaragaméla Vina, from the 8th fret
onwards, in the 4th string, there is one fret each for the svara-s ri, ga, ma, pa, dha, ni and
sa, giving a total of 14 frets uptoatitarasa. In the Sarvaragaméla Vina, from the 8th fret
onwards, in the 4th string, there are two frets each for the svara-s ri, ga, ma, dha and ni,
and one fret each for pa and sa, giving a total of 20 frets uptoatitarasa’.

2.5.2 Descriptions of the physical structure, techniques, postures and compositions associated
with various instruments

Ra Sa briefly touches upon the physical descriptions of instruments in a couple of chapters.
He does not comment upon the technical details of these but merely summarises them.
These are as follows:

* Nijaguna Sivayogi gives the classification of tata, susira, avanaddha and ghana
and gives their description(Sathyanarayana 2001, 227-228). He describes different
string instruments. Ra Sa observes that Sivaydgi-s description of some of the string
instruments is not found in other laksanagrantha-s. The placement of frets described
by Sivayogi also indicates the tuning of ‘Ekaragaméla Vina’, he opines. Ra Sa
mentions that the chapter on percussion instruments in the available versions of the
Viveka Cintamani seems to have scribal errors. The descriptions of ‘mardale’ and
‘avuja’ seem mixed up.

* In the Nartananirnaya and SRC, there are descriptions of techniques, postures and
compositions associated with musical instruments (Sathyanarayana 2001, 170-173).
In Nartananirnaya, Pandarika Viththala has described the postures of a taladhart
as well as the techniques and compositions to be played in the Kamsya Tala
(Sathyanarayana 2001, 261). Ra Sa laments that Viththala is totally silent about
the revolution in tala in Karnataka Music being heralded by Haridasa-s in his time.
Viththala describes the postures, techniques and compositions of a mrdangist as well
as the construction of a mrdanga (Sathyanarayana 2001, 262). In the SRC, Viththala
describes the alapti of several raga-s on the Vina (Sathyanarayana 2001, 249).

6 These detail about the fretting systems of Ekaragaméla Vina and Akhilaragaméla Vina have not
been explained in the KSV by Ra Sa, however, he gives this detailed explanation in his critical
edition of the Caturdandiprakasika. This description was included here as it was felt that it would

explain the Vina fretting systems of various authors clearer
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2.6 Developments in tala

Ra Sa has devoted a chapter to tala in Indian Music. He discusses the concept of tala- the
etymology and the fundamental features. He then takes up the contribution of Haridasa-s
in the revolutionary changes in tala in South Indian music in the 14th - 16th centuries
AD. In other chapters, he briefly discusses documentation of changes to the tala system
by authors of laksanagrantha-s in. These are described below.

2.6.1 Documentation by authors
2.6.1.1 Pandarika Viththala

Ra Sa highlights the features of tala described in the Nartananirnaya (Sathyanarayana 2001,
261).In the taladhartrprakarana, Pandarika Vitthala first distinguishes between marga and
desitala-s. He then talks about five types of laghu-s and the different anga-s of tala-s.
Viththala gives the laksana of 86 desitala-s, and gives the concept of prastara, sankhya,
nasta and uddista. Other features of tala-s such as marga, kala, graha, laya and yati too are
described, along with sasabda and nih$abdakriya-s.

2.6.1.2 Venkatamakhi

In the svara chapter of the CDP, Venkatamakhi describes the suladitala-s jhombada, dhruva,
mathya, riipaka, jhampa, triputa, ata, €ka and adi. Ra Sa observes that the descriptions of
these tala-s is very important from the historical perspective and also highlights the fact that
these have been labelled ‘suladitala-s’ by him (Sathyanarayana 2001, 327-328).

2.6.1.3 Nijaguna Sivayogi

There are several aspects of tala described by Nijaguna Sivaydgi (Sathyanarayana 2001,
228-229). He describes the tala on the right hand as Siva and t he one on the left as
Sakti. Ra Sa points out the errors in the description of druta and virama, and the lack of
mention of anudruta, in the available text of VivekaCintamani. The terms atita, anagata and
vartamanakala seem to be erroneously labelled ‘kriyakara’ instead of ‘graha’. Sivaydgihas
described 101/108 dgsitala-s classified as bhanga, upabhanga, vibhanga, Suddha and anu
tala-s. Ra Sa points out that of these, the last three are not found in other laksanagrantha-s.
He describes 6 sankhyabh&da-s for taladhari-s who are performers for dance. Ra Sa
hypothesises that this description seems to imply that suladi-marga-désitala-s were used in
the context of musical and the 6 bhanga-s in the context of dance.

2.6.2 Contribution of Haridasa-s

Ra Sa describes tala in the context of time in musical and dance performance and highlights
its importance. He then takes up revolutionary changes in the tala system of South Indian
music from the 14th century to the 16th century. (Sathyanarayana 2001, 299-303). First, he
talks about marga and désitala-s and the anga-s druta and kakapada being used in the latter,
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in addition to laghu, guru and pluta which are also used in margatala-s. Then, he takes up
the changes in the laghu in the 15th- 16th centuries, which led to the large proliferation in
the désitala-s. Ra Sa points out that the large number of désitala-s had become unwieldy
and unaesthetic. It was at this time that the Haridasa-s of Karnataka made modification
to the tala system to re-organize the tala-s into more aesthetically pleasing and simpler
tala-s. Their contribution to the tila system can be summarized as follows(Sathyanarayana
2001, 303-314):

L

II.

ML

IV.

VI

VIL

VIIL

They chose only some tala-s, which were popularly used in salagastidaprabanadha-s
as well as in folk music, as evidenced by references to them in contemporary Kannada
literature. These tala-s were ‘suladitala-s’ - dhruva, maththya, riipaka, jhampe, ata,
gka, jhompata, are jhampe and raganamaththya.

They retained only the anga-s druta and laghu, and removed the other anga-s from
usage.

Earlier, the laghu could take 4 or 5 aksara-s. Among the desitala-s, there were pairs
of tala-s such as jayasila-kamala where the number of anga-s were the same, but the
span of the laghu was different. Due to the difference in the lengths of the laghu,
the avarta counts of these tala-s were different. However, the Haridasa-s stabilized
the laghu at 4 aksara-s. Due to this, these pairs of tala-s had identical structures and
some tala-s thus became redundant. The Haridasa-s did away with the redundant
tala-s.

Along with the laghu, the druta was also stabilized by the Haridasa-s. The span of
the druta was exactly half of the span of the laghu. Therefore, it now spanned two
aksara-s.

‘Virama’ in the earlier system of desitala-s was not an anga by itself, but was an
appendage to other anga-s such as pluta, laghu and druta, to increase their span by
half. But in the hands of the Haridasa-s, the span of Virama was stabilized to 1
aksara, and it was re-named ‘anudruta’.

After this, there was a development of jati-s of laghu. The laghu now had 5 varieties
of spans of 3, 4, 5, 7 and 9 aksara-s respectively.

Another interesting development was the conversion of the jhdmpatatala into the
modern aditala, inverting its anga-s, not earlier than the 19th century AD.

Ra Sa is of the opinion that the chaputala-s were the creation of Haridasa-s, and were
derived from the suladitala-s. These came into being as they were more aesthetically
pleasing for the rendering of Haridasa compositions.
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IX. The talaprana-s marga, yati and prastara had become very complex and not usable.
Ra Sa writes that the Haridasa-s removed the connection of these to the suladitala-s.
They also refined the ‘jati’ prana.

3. Stylistic aspects of presentation KSV

Ra Sa has written the KSV in exceptionally good Kannada; the sentences are often
long and filled with flowery language in addition to complex terminology. Apart from
creating a work that has immense technical complexities embedded in it, Ra Sa has
succeeded in creating a literary masterpiece, that may be out of reach for the average
musician and student of music. While technical definitions and descriptions demand
precise terminology, the usage of simpler language would perhaps have made the book
more readable. There is a serious lack of academic rigour in the music community in
the present day. This could be attributed to the lack of awareness of serious research
and greater emphasis on performance. Books like KSV have very valuable content
which could help enlighten musicians, scholars and students at large, but only if the
barrier of the high-flown language can be crossed.

Ra Sa also has tried to create dramatic introductions to the authors of the medieval and
early modern texts -Vidyaranya, Kallinatha, Ramamatya, Venkatamakhi and Pandarika
Viththala, at the beginnings of the chapters pertaining to the contributions of these
authors. The introductions are filled with dramatic imaginary visualizations of these
authors in the courts of their patrons, replete with dialogues akin to those in a play. The
descriptions have a different tone as compared to the remaining parts of the chapters,
which are totally academic in nature. It would perhaps have been more apt if the
introductions too had been restricted to core biographical details of the authors and
presented in an academic manner.

4. Conclusion

The Karnataka Sangita Vahini is a very important work of Ra Sa. It provides a holistic
view of many of the important developments in Indian Music of the medieval and early
modern period as seen in the musicological texts. Ra Sa’s brilliant analysis of seemingly
minor technical points mentioned by the authors of these texts brings out their significance
in the musical developments of the period. He also provides insights into revolutionary
changes brought out by the Haridasa composers through their music. The correlation of
seemingly unrelated developments between laksya and laksana, as well as between the
laksana-s documented by different authors, is one of the high points of Ra Sa’s analysis.
This book is truly a treasure for serious scholars and students of Indian Music.
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Sangita Kalanidhi Embar
Sri S. Vijayaraghavachariyar and His Manuscripts

at The Music Academy Library

Smt. Krithika Bharadhwaj
(Disciple of His Holiness Maharanyam Sri Sri Muralidhara Swamigal)

Sri Gurubhyd Namaha ! Sangita Kalanidhi Embar Sri S. Vijayaraghavachariyar (hereafter
addressed as Sri Embar) was a doyen of Harikatha. Sri Embar finds a rightful place in
a pantheon of Harikatha experts and legends like Thanjavur Sri Krishna Bhagavatar,
Soolamangalam Sri Vaidyanatha Bhagavatar, Tirupazhanam Sri Pachapakésha Shastri,
Tiruvaiyaru Sri D. Annaswamy Bhagavatar and Sangita Kalanidhi Harikesanallur
Muthaiah Bhagavatar. Sri Embar stands out for his Bhakti, variety and connect with
audience.

Sri Embar was born as the son of Chidambaram Sri Srirangachariyar, who himself
was an erudite scholar and a distinguished Harikatha exponent. Sri Embar, through his
Harikatha performances enthralled audiences all over the world. Though a Vaishnavite,
Sri Embar was well versed in Saiva charitrams too, especially those of the 63 Nayanmars.
He even gave discourses on subjects related to Shaktam and Kaumaram with great
felicity and ease. Sri Embar’s Harikatha expositions included a wide of charitrams like
Andal Kalyanam, Srinivasa Kalyanam, Valli Kalyanam, Meenakshi Kalyanam, Parvati
Kalyanam, Sadguru Sri Tyagaraja Swamigal, Sri Muttuswami Dikshitar, Sri Ramana
Maharishi, Azhwars and Nayanmars and so on. But the jewel on the crown, was his
Nandanar Charitram, which Sri Embar himself, in one of his discourses, declared to
be his “Kutumba Sottu” (g®bu QFrsg). Nandanar Charitram of Sri Embar, to date,
remains his masterpiece.

That being said, are there any recordings and hand-written manuscripts of the above ?
Some of Sri Embar’s Harikatha renditions are available digitally. But the most important
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point here is Sri Embar has carefully and painstakingly documented most of the above
charitrams. These manuscripts are available at The Music Academy Library and is a
big treasure trove for us, Harikatha artistes.

In Harikatha parlance, these manuscripts are known as nirGipanams. Now, what is a
nirtipanam ? It is a written document or text pertaining to a charitram. It gives the
gist of the entire charitram and includes prose, poetry and the songs related to that
particular katha (story). Hence, a nirtipanam is a manuscript containing a combination
of slokas, gadyams, padyams, kirtanams, ovis, dindis, chindus, sakis, mattakokilams
etc., interspersed with short prose descriptions here and there. These niripanams of Sri
Embar are mostly in Grantha lipi. Wherever any Tamil song had to be written down,
Tamil lipi has been used. For Sanskrit, Marathi and Telugu songs, the commonly used
lipi in his nirdipanams is Grantha only. A sample of a Sanskrit sloka written in Grantha
lipi, in a nirGipanam is given below. This is the prathama sloka (first sloka) in Srimad
Valmiki Ramayanam.
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This writer as a Harikatha artiste, though not a researcher, feels very humbled, to present
some of Sri Embar’s nirlipanams here in this article.

1. Nandanar Charitram — Andarpiran Vazhugindra Sthanam

Nandanar a great devotee of Lord Shiva, is one of the 63 Nayanmars. He is called
Tirunalaipovar Nayanar (ggprewertiGumeuri mrwesrmi). While visiting  the
Tirupungur Shiva temple for the Lord’s darshan, Nandanar happens to hear the
Chidambara kshétra mahatmyam narrated by a pouranika (story teller). Patanjali
Mabharishi and Vyagrapada Maharishi wished to see the Paramananda Tandavam of Lord
Shiva and hence did penance in Chidambara kshétra. The Lord appeared on Rishaba
Vahana (bull) in the month of Thai, Guru varam, Pushya Nakshatra and performed
the Paramananda Tandavam in the Kanaka Sabhai (The Golden Hall). It is said that
the Lord is performing this Tandavam even today, non-stop, as requested by the two
Mabharishis. While narrating this ksh&tra mahatmyam, Sri Embar has sung the below
song which summarizes the above mahatmyam.
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After listening to the above mahatmyam, Nandanar developed a deep longing to go and
have darshan of Lord Nataraja in Chidambara kshétra. Every day, Nandanar used to say,
“At least tomorrow I should go to Chidambaram”. Hence, he was called as Tirunalaipovar
Nayanar. The opera of Sri Gopalakrishna Bharati says that Nandanar pleaded with his
landlord for 12 years to give him permission to go to Chidambaram just once. Finally, the
Lord through His divine play, makes the landlord agree. Nandanar goes to Chidambara
kshetra, has darshan of the Lord’s Paramananda Tandavam and merges with Him.

2. Valli Parinayam

a. Alolam Alolam
b. Kanavarkon

a. Alolam Alolam : This is a folk song which Sri Embar has rendered in Valli
Parinayam. Valli, the divine consort of Lord Muruga, was found amidst Vallikizhangu
(a variety of tuber) by Nambi, a hunter king, in Vallimalai. Valli even as a child
was extremely devoted to Lord Muruga. When she reached the age 12, she started
guarding the thinai (glewewr - a type of millet) fields of her hunter father Nambi, that
being the customary practice of their family. This was called Thinai Punam Kattal
(Fewariiyarid srésev). While she guarded the fields from morning to evening,
Valli sang melodiously as follows :
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In the above song, Sri Embar gives us a good list of various birds flying towards the
thinai fields. Valli, calls out their names individually and pacifies them by singing
Aldlam Alolam. The word “Aldlam” (e Gsvrsvin) does not signify any particular
meaning. Just like we say “Thalelo” (rGsvGsvr) while rendering a lullaby, Alolam
is also a refrain, which is repeated at the end of each stanza. Sri Embar has rendered
this song in the Rapaka Tala, the refrain starting at the second beat.

a. Kanavarkon : This is another beautiful song rendered by Sri Embar in Valli
Parinayam. This is a rare prabandham know as Kuram (gmpid), which is unique
only to Tamil language. Sri Embar has interestingly rendered the meter for this
Kuram, at the beginning of the song. The meter goes as follows :
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The background of this song is as follows. A fortune teller known as Moodhatti
(epsmi_tg) comes to the palace and tells the fortune for the hunter king Nambi and
his wife Mohini. The queen requests the fortune teller to go to the thinai fields and
see Valli’s hand and tell her fortune. As requested by the queen, the fortune teller
comes to the fields and sees the hand of Valli. The sakhis (friends) of Valli ask
the fortune teller to predict when Valli’s marriage will take place. In this context,
the fortune teller sings the above song, predicting correctly when Valli’s marriage
will happen and with whom it will happen. In this song, the Moodhatti implicitly
suggests that the Lord of Thanigai (Tirutani), the son of the Lord of Kailasa, will
be the groom. Eventually, Lord Subramanya comes as a hunter and takes the hand
of Valli after a sequence of interesting events.

3. Meenakshi Kalyanam
Rajati Vasudha
Malayadhwajudanu
Mattahasti Turanga
Tuchya Virahate

&6 &R

Sri Embar has rendered some beautiful sakis and abhangs in Meenakshi Kalyanam. The
introductory saki describes Madurai as a beautiful town that shines and dazzles like jewels.
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Dévi Meenakshi, the divine consort of Lord Shiva, takes the avatara (incarnation) as the
daughter of Malayadhwaja Pandya, the ruler of Madurai, as a three-year old child with
three stana-s (breasts). A divine voice predicts that the Devi’s third stana will vanish once
she sees her would-be husband. Dévi is named Tatatakai, as per the instructions of the
divine voice. This is brought out very beautifully in the below saki :
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Devi is named Tatatakai on an auspicious day, by the king and the queen. She was taught
all the arts by her father, the king Malayadhwaja Pandya and she surpassed all the kings in
bhoomandala (earth), not only in valour but also in political affairs. She was very intelligent,
beautiful and none of the kings dared to challenge her in war. Malayadhwaja Pandya
crowned her as the Chakravarthini — the Queen of Madurai. Dévi goes on a conquest of
all the kingdoms. She wins over all the kings on earth and then proceeds to the dévaloka
(heaven). In this context, Sri Embar has sung a Mattakokilam in Kambhoji Raga, set to
Mishra Chapu Tala, describing Dévi’s conquest of all the kingdoms.
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Dr. Prameela Gurumurthy, in her book, “Kathaakaalakshepa — A Study (Musical
Discourse)” quotes Sri Embar’s words on how to sing a Mattakokilam. She says, “According
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to Embar S. Vijayaraghavachariar, Mattakokilam is rendered in mishram and chathurashram.
Any suitable raga is used. He says that “Angumeeraka”, another Mattakokilam, which is
also in Telugu, is sung in Kambhdji, Mishra Nadai, which resembles the tune of the well
known Sabdam Sarasijakshulu”. The above Mattakokilam is also similarly rendered in
Kambhoji. The notation of the above Mattakokilam is given below.

Raga : Kambhoji Tala : Mishra Chapu
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Meenakshi Dévi defeats the ashtadikpalakas and then finally goes to Kailasa. Lord Shiva
comes to the battlefield and lo ! at the first sight of the Lord, D&vi’s third stana vanishes.
Lord Shiva praises her skills and says “Meenakshi, throughout your digvijaya (conquest
of all corners), I have been accompanying you. I know who you are, but you don’t know
me. | shall come to Madurai, on Monday, the 8th day from today and marry you”. This
part has a very moving abhang sung by Sri Embar in Désh Raga, set to Adi Tala.
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4. Thondaradipodi Azhwar
a. Bhootalam Pugazh
b. Mandangudiya Nagari
c. Sri Nathachya Anugrahianem
d. E da Nee Alaya

Sri Embar has rendered the charitrams of the twelve Azhwars, of which Thondaradipodi
Azhwar seems to be the most popular one. Sri Embar has embellished this Azhwar’s
charitram with various songs, predominantly with those in Tamil. Thondaradipodi Azhwar
is known as Bhaktanghrirenu Sari. So, this Azhwar’s charitram is usually called as
Bhaktanghrirénu Stri Vaibhavam or Charitram.

If we observe carefully, Sri Embar in his discourses usually gives us,

1. an introduction to the greatness of the avatara sthala (birth place) of the main
character of the katha.

2. information about the parents of the main character of the katha and their greatness.

3. information about whose amsha this avatara purusha is.

That being so, in Thondaradipodi Azhwar’s charitram also, Sri Embar has rendered a couple
of sakis which covers all of the above in a short and crisp manner.

Thondaradipodi Azhwar was born in a place called Mandangudi, near Kumbakonam, on the
banks of Kavéri. He was born to Veédavisharadar, a Vaishnavite and his wife Thirumagal.
Vedavisharadar belonged to the piirvashika vamsha, and lived on unchavrutti (ritual alms
seeking), though he was very rich and owned a big palatial house and many farm lands.
This couple was extremely devoted to Lord Ranganatha in Sriranga kshétra. They had
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everything one would wish for in life, except a child. They yearned for a child and sincerely
prayed to Lord Ranganatha. By the grace of the Lord, a male child was born to them. This
child was none other than Thondaradipodi Azhwar. This Azhwar was born as the amsha of
Bhagavan Sriman Narayana’s Vanamali (garland). It is interesting to note that this Azhwar
being the amsha of Bhagavan’s garland, he did pushpa kainkarya to Lord Ranganatha in
Sriranga kshétra and this Azhwar’s pasurams are also called as Tirumalai (malai denoting
garland in Tamil).

The above introductory details are all captured in three beautiful sakis which are as follows :
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(Saki - 3)

The Azhwar was named Vipranarayana as the above saki mentions. Vipranardayana was
very devoted to Lord Ranganatha and wanted to do pushpa kainkarya in Sriranga kshétra.
So, he went to Srirangam and selected a suitable spot near the banks of Kavéri and in
that nandavanam (garden), he grew a vast variety of beautiful, scented flowers and trees.
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Sri Embar has even given the list of trees and flowers in that nandavanam, as seen by
Deévadeévi, a dasi, who happens to pass by that way one day.
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As Deévadevi goes around the nandavanam, she sees Vipranarayana working in the
garden and is spellbound by his beauty. A normal conversation with her sister Aliveni,
eventually becomes a heated argument and finally D&vadévi challenges that she would
entice Vipranarayana and bring him home in six months. Dévadévi somehow manages
to win the challenge and Vipranarayana becomes a slave of Devadévi’s beauty. She
shuns Vipranardyana now, as her sole motive was to win the challenge. At this point,
Bhagavan enacts a leela (divine play) and Vipranarayana is accused of stealing one of Lord
Ranganatha’s pooja utensils, known as gold vattil (smis euiigev). The King is extremely
angry and tells Vipranarayana as follows :
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Vipranarayana is put behind bars, though he pleads not guilty. He laments that this
punishment is as a result of him forgetting Bhagavath kainkarya. However, Lord Ranganatha
finally saves his bhakta by appearing in the dream of the Chozha King and Vipranarayana
is released. This is when he runs to Lord Ranganatha and sings the Tirumalai pasurams,
the most popular one being the one below.
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5. Sri Sadashiva Brahméndra Saraswati Swamigal

a. Paramashivendra Guruve
b. Unmattavat Sancharateeha
¢. Nijaguru Paramashivéndra

Sri Sadashiva Brahméndra was a great brahmagnyani. His purvashrama name was
Shivaramakrishna. He had his vidyabhyasa at Tiruvisalur and got married at a very young
age. When his young wife came of age, his mother held a big function at home inviting his
in-laws. Shivaramakrishna, being hungry, asked his mother to serve him lunch. His mother
told him to wait for some time as his in-laws had come home that day for the function.
Shivaramakrishna reflected on his mother’s words. He thought, “My wife is yet to come
home and start living with me. She has just come of age. If, on this day itself, my lunch
gets delayed by 4 hours, then what will happen in the future when I start living with her”.
This thought repeatedly kept coming in his mind and this led to the realization that the
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hunger he was experiencing was only for the body and not for the atma. He renounced
the world and took refuge under the then Peetadhipati of Kanchi Kamakoti Peetam Sri
Paramashivéndra Saraswati Swamigal.
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He took sanyasa and his deeksha namam was Sadashivéndra Saraswati Swamigal.

Brahméndra Swamigal was an expert in shastras and védanta. So, he had the habit of doing
tarkam (argument) with any pandit who came to the Mutt to have darshan of his Guru
Paramashivéndra Swamigal. No one could ever win Sadashivam in any argument. He was
engrossed in tarka vadam and derived joy in defeating the other learned scholars. This
habit of his, became a nuisance and all pandits started complaining to his Guru about him.
Paramashivéndra Swamigal felt sorry for his disciple. The Guru thought, “Sadashivam is so
engrossed in tarka vadam that he derives pleasure in defeating others. He still hasn’t got the
anubhooti (practical experience) of what he has learnt”. So, one day Sri Paramashivéndra
Swamigal called him and said “svgrdleutd o er sumis apLrgr” (Sadashivam won’t you
shut your mouth). On hearing his Guru’s command, Sadashiva Brahméndral immediately
shut his mouth never to open and speak again. He stopped talking and became a mouni and
a great gnyani. He reveled in the highest truth and cared nothing about the outside world.

Sri Adi Shankaracharyal describes the state of a gnyani in Vivékachoodamani as follows :
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(Established in the ethereal plane of Absolute Knowledge, he wanders in the world,
sometimes like a madman, sometimes like a child and at other times like a ghoul, having
no other clothes on his person except the quarters, or sometimes wearing clothes, or
perhaps skins at other times).

Sadashiva Brahméndral was in that highest state of a gnyani. He started roaming around the
streets like a madman with torn clothes and people again started complaining to his Guru
about him. On hearing this, the Guru lowered his head and regretfully shed tears saying,
“I haven’t got the madness which my disciple has got — I wish I could be like him”. The
Guru yearned for that state of mind in which Brahméndral was.

This whole episode is beautifully depicted by a sloka followed by a saki, both of which
Sri Embar has rendered. The sloka is from Sadashivéndra Pancharatnam of His Holiness
Sri Sri Nrusimha Bharati Swamigal of Sringeri Peetam.
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(Long ago, hearing people’s reports thus, “Your disciple wanders here like a madman”, his
Guru regretfully said thus : “Alas indeed, that I haven’t acquired this kind of madness !”)
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The above two-line saki beautifully captures the essence of the above incident in the life
of Sri Brahméndral.
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6. Sri Bhadrachala Ramadasar

Bhakta Ramadasa’s charitram is a very popular one, (on par in terms of popularity, with
the charitram of Annamayya), amongst the Andhra Kavis. Many bhaktas have written prose
and poetry on the life of Sri Ramadasa. Even Sri Tyagaraja Swamigal who never did any
nara stuti (singing the glory of men), sang the glory of Sri Ramadasa, as a Mahatma.

Bhakta Ramadasa was a great devotee of Lord Rama. He was born to Linganpa and
Kamamba, as their only son, in a place called Nelakondapalli in Golkonda Samasthanam.
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The Nizams were ruling in Hyderabad with Taneesha as their King.
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Linganna retired as the Diwan of the Nizam Sarkar and settled down in Nelakondapalli. It
was then Sri Ramadasa was born to him. The parents named the child as Gopanna. Due to
his intense devotion to Lord Rama, he was called Ramadasa by one and all. Some versions
of his charitram indicate that he got the Taraka mantra upad@sa (initiation) from Sant Kabir,
when the latter came on a pilgrimage to dakshina désa (South India). It is said that Sant
Kabir came to Nelakondapalli and accepted Gopanna as his disciple and gave him Rama
Nama upadesa. Sri Embar has written a saki pertaining to this incident.
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After obtaining the Rama nama, Ramadasa started singing numerous kirtanams on Lord
Rama. His Nama ruchi, taste for the divine name of Lord Rama, can be seen in many of
his kirtanams, an example of which sung by Sri Embar is given below.
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He was a great sahityakarta (composer) and has sung songs on Lord Rama.

Gopanna was married to Sundari Bai and they had a son called Raghava. Since, Gopanna
inherited the vast wealth from his father, he had no worries about earning his livelihood.
He had the freedom to engage himself in Rama bhakti. Every year, Ramadasa used to
celebrate the Rama Navami utsavam (festival) in a very grand manner. On one such
occasion, Ramadasa even lost his son Raghava, when the child accidentally fell into a
huge cooking pot in the kitchen. But Lord Rama appeared there suddenly, on that day, as
a Yogishwara by name Rama Yogi and brought the dead child back to life. This sequence
of events firmed up Ramadasa’s belief in Lord Rama even more and he was ready to even
sacrifice his life for Lord Rama. Such was his devotion to the Lord.
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Ramadasa spends every bit of his wealth on Rama kainkarya (service) and eventually
becomes a pauper. His biggest worry now was how to conduct the Navami utsavam that
year. He approached his two uncles, Akkanna and Madanna, the then Diwans of Nizam
Sarkar, and with their contributions he successfully did the utsavam that year and even
took up a government job. He was appointed as the Tasildar of the Bhadrachalam Taluk.

The introductory sloka on Bhadrachala kshétra and the temple, as sung by Sri Embar is
really a very captivating one and goes as follows :
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Ramadasa was given a very grand welcome and taken to the Bhadrachala Rama temple
which was then in a very dilapidated condition. The Archaka (priest) of the temple requested
him to renovate the temple and do the samprokshanam before he got transferred from
Bhadrachala kshétra. The Archaka also said that this was the niyamana (order) from Lord
Rama. Ramadasa was very upset on seeing the poor state of the temple and vowed to
renovate it at any cost. He took up the job as the Tasildar and worked diligently. At the same
time, he sold his big house in Nelakondapalli to fund the renovation of the Bhadrachala
temple. But as the temple works progressed, he fell short of money and started using the
tax money, without asking permission from the Nizam King Taneesha. Taneesha on coming
to know about this, enquires about the misappropriation of funds in Bhadrachalam. The
two uncles of Ramadasa send a confidential letter to him, appraising him about the action
taken by the King, for which Ramadasa boldly replies, as Sri Embar has sung, as follows :
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When I have the krupa kataksha (grace) of the husband of Bhoomiputri i.e. husband of
Sitamma (husband of Sitamma is none other than Lord Rama), I do not need the krupa of
the Bhoopathi i.e., the King of the earth (meaning Taneesha here in this context).

Ramadasa is subsequently arrested and put behind bars by the Nizam King Taneesha for
using the state tax funds to renovate the temple. Even when the soldiers come to arrest him,
Ramadasa bravely faces them and says, when my mother Sitamma and father Rama are
there, there is no fear for me. This Sri Embar has sung as a sloka, followed by Sri Tyagaraja
Swamigal’s keertanam “Sitamma Mayamma”. The beautiful two-line sloka is as follows :
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It is said that Ramadasa was sentenced to indefinite imprisonment and the King ordered that
he should be released only when he repaid the entire tax amount which he had used up for
the temple renovation. For 12 years Ramadasa suffered torture and imprisonment. In this
context Sri Embar has sung a kirtanam in Abhogi Raga (though the niriipanam states the
raga as Mukhari) set to Rapaka Tala. The keertanam starts at the second beat of the tala.
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It was during this period that Sri Ramadasa sang profusely on Lord Rama seeking His
grace and help. Finally, Ramadasa pleads to Sitamma to save him. It is to be noted that
while Ramadasa pleads to Lord Rama to save him, nowhere in his kirtanams does he say
that what he did was wrong. Instead, he says the Lord’s temple was in a bad condition
and hence it was the duty of the bhakta to renovate it by whatever means. But Lord Rama
being a Chakravarthi (King) himself, knows how important the tax funds are for the state
treasury. So, Lord Rama has to repay Taneesha and only then get Ramadasa released from
the prison. Sitamma being Sri Mahalakshmi herself, gives the required amount all in gold
coins with Rama Nama mudra. Then, Lord Rama and Lakshmana disguise themselves as
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the servants of Tasildar Ramadasa, by name Ramdji and Lakshmandji and meet the King
and hand over the due amount with interest for the 12 years.

Ramadasa is released and the King having had the divya darshan (divine vision) of the Lord
realizes the greatness of Ramadasa, and seeks his forgiveness. Ramadasa is appointed as
the care taker of the Bhadrachala temple by the King himself. Ramadasa lived long doing
Rama bhakti and finally attained the Tiruvadi (Holy Feet) of Lord Rama.

The above are a few examples of the nirlipanams of Sri Embar. There is still a vast number
of these covering a variety of topics/charitrams. Sri Embar has painstakingly written down
the nirfipanams for Sri Bhagavatam and Srimad Ramayanam also.

These manuscripts, are a treasure and are indeed priceless. It is a great blessing that these
are being preserved well in The Music Academy Library. These manuscripts are accessible
to one and all and this writer is very sure that this will be of great learning for generations
to come, to those seeking to learn this unique and divine art.

This writer thanks The Music Academy for giving this opportunity to write this article for
The Music Academy Journal and feels blessed to have been chosen for the same. Sri Embar
was a Harikatha Chakravarthy and a one like him may never be born again. Luckily, we
have his nirtipanams well preserved in The Music Academy Library. This writer prays that
many people read them and use them to propagate Bhakti.

References :

1. The various hand-written nirGpanams (manuscripts) of Embar
Sri. S. Vijayaraghavachariyar, as preserved in The Music Academy Library.

2. “Kathaakaalakshepa — A Study (Musical Discourse)” by Dr. Prameela Gurumurthy,
University of Madras Publications, 2009, Page 90.

3. Vivekachoodamani of Sri Adi Shankaracharyal, Verse 540.
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T. Sankaran — (Thanjavur Sankaran)
A Life in Music

Sangita Kala Acharya Dr. Ritha Rajan

Ancestry and Family

The musical family of Vina Dhanammal dates back to the 17™ Century. It was a family
of mainly female musicians and dancers of the Thanjavur court and their ancestor
Pappammal adorned the Thanjavur court in the 18™ century. While Vina Dhanammal with
her distinguished women ancestors and her glorious daughters had been among the most
respected female artists in the Carnatic Music world, there were also male artists in her
lineage, who proved themselves equally worthy. Dhanammal’s maternal uncle Ponnuswami
was a violinist. Dhanammal’s brothers Narayanaswami and Appakannu were violinists
and brother Kutti was a ghatam player. T.Sankaran, Sangita Kalanidhi T.Viswanathan and
T.Ranganathan were the three grandsons of Dhanammal, who were equally prominent in
their own right.

Sankaran was the son of Lakshmiratnam (Chinnakutti Ammal), the 2™ daughter of Vina
Dhanammal. His illustrious cousins were Sangita Kalanidhi T. Brinda, Sangita Kala Acharya
T. Mukta and T. Abhiramasundari, daughters of Kamakshi Ammal, the youngest daughter
of Vina Dhanammmal as also Sangita Kalanidhi T. Balasaraswathi, T. Viswanathan and T.
Ranganathan, born to Jayammal, the third daughter of Vina Dhanammmal.

Sankaran learnt music from his mother Lakshmiratnam, who was very much held in esteem
by great vidvan-s like Kanchipuram Naina Pillai, Pudukkottai Dakshinamurthi Pillai and
Konnakkol Pakkiriyapillai.

Sankaran was blessed with a dedicated wife Smt. Vedavalli, who also belonged to a well-
known musical family. She was the grandniece of violin Vidvan Malaikkottai Govindaswami
Pillai.
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His Education

T. Sankaran was an Economics & History graduate from Pachaiyappa’s College, Madras.
He taught English, History and Geography at schools in Kanchipuram, Chidambaram and
Madras. At Kanchipuram, he stayed in the house of Kanchipuram Naina Pillai, the great
musician, who was the guru of T.Brinda and T.Mukta.

His career

For a brief while, Sankaran worked as administrator in Cochin Harbour.

His music broadcast at the All India Radio in 1939, Tiruchi was heard by the then AIR
Station Director who was impressed and gave him an appointment in AIR. After having
worked at different capacities as staff artist and producer, Sankaran retired from All India
Radio in 1961 as Assistant Music Director. After retirement, he was appointed Correspondent
and Director of Tamil Isai Kalloori, run by the Tamil Isai Sangam, Madras and he served
there till 1986. He was Contributing Editor to Sruti, the South Indian Classical Music and
Dance Monthly right from its inception in 1983.

Sankaran was closely associated with the Sangeet Natak Akademi, Delhi, and the Eyal
Isai Nataka Manram at the State level. He authored and co-authored books and articles
on Carnatic musicians’ lives and on the historical and social background of Carnatic
Music

T.Sankaran as a musician

Audio recordings of Sankaran having sung along with Sangita Kalanidhi Smt. M.S.
Subbulakshmi, and Sangita Kala Acharya-s Smt. T.Mukta and Smt Rama Ravi are available
on the You Tube. But to understand and appreciate his musicianship in his own right, one
should listen to audio clips where he has sung exclusively all by himself with the tambura.
Luckily two such rare recordings are available, thanks to his son, Yadav Murthi Sankaran.
One can hear a beautifully rendered lullaby in nilambari raga and a free relaxed raga alapana
of $ankarabharana in these audio clips. In spite of such remarkable musicianship, Sankaran
preferred to hold official posts in places like All India Radio, be in close association with
musicians of all ranks and further enjoy writing books on them. All of them were very
much at home with Sankaran and freely shared their musical experiences with him. That
he was an easily accessible man, though from the legendary Vina Dhanammal family
was wholeheartedly appreciated by all the musicians. That he was also academically well
qualified, added to his importance among musicians.

Though not a regular teacher, he privately taught Rama Ravi and A.R.Sundaram, rare
compositions that he had acquired from various reliable sources, including his aunts. He was

VOLUME 93

101



102

JOURNAL 2024 The Music Academy

a very friendly person and maintained a cordial relationship with all the family members
of Vina Dhanammal.

My guru Sri.Ramnad Krishnan learnt the ahiri raga kirtana of Syama $astri mayamma from
T. Sankaran, when they were travelling together once in a train!

Lecture demonstrations by Sankaran

In 1964, Sankaran gave a lecture demonstration in the Music Academy on rare javali-s,
with his cousins Sangita Kalanidhi-s T. Viswanathan and T. Balasaraswathi. Together they
sang hitherto unheard of javali -s in the raga-s kiravani and hamirkalyani. This author still
remembers Sankaran’s beautiful rendering of the Tamil kirtana ‘$r1 kamaksi in vasanta raga
while demonstrating the kirtana at the Tamil Isai Sangam Music Festival circa 1982.This
kirtana was an exclusive Dhanammal legacy.

In 1983, he was offered a lecture tour to New York to speak on the ‘Distribution of Musical
Communities in South India’ on an ICCR Scholarship.

T. Sankaran’s Contributions As An Administrator

a. The All India Radio

Hearing Sankaran’s live broadcast on the Tiruchi All India Radio in 1939, the Tiruchi AIR
Station Director was so impressed with Sankaran’s music that he immediately appointed
him as a staff artist. Sankaran was with AIR till his retirement. He worked in various
capacities in Tiruchi, Ahmadabad, Baroda, New Delhi, Madras and Vijayawada as staff
artist, programme assistant, Producer and finally retired as Assistant Station Director in
1961.

In Vijayawada, Sankaran identified the musical potentialities of Srirangam Gopalaratnam,the
staff artist. Her fine sense of $ruti and laya and her competence in handling any musical
complexity with ease and poise were well utilised by Sankaran. He produced many special
musical features with Voleti Venkateswarulu and Srirangam Gopalaratnam, unearthing
many forgotten songs from nrtya nataka-s like Bhama kalapam and rare songs from the
Bhagavataméla nataka-s.The Vijayawada All India Radio’s broadcast of these musical
features became very popular all over India. Another famous broadcast from the Vijayawada
AIR was the ‘Bhaktirajani’(devotional songs) which went on air, in the morning. Here also,
the prominent singers were Voleti garu and Srirangam Gopalaratnam!

When Sankaran was with the Tiruchi All India Radio, associating with Sarukkai Gopalan,the
Station Director of Tiruchi AIR he brought out the first direct live broadcast of Tyagaraja
Aradhana Festival conducted at Thiruvaiyaru in 1941.
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b. The Tamil Isai Sangam, Madras

After retiring from the All India Radio, Sankaran was appointed as the Correspondent and
the Director of the Tamil Isai Sangam, Madras and was associated with the institution till
1986.

There Sankaran established a portrait gallery of all the stalwart musicians of the past in
a beautiful spacious hall. Sangita Kalanidhi Palghat Mani Iyer was so fascinated by this
galaxy, that he always went to the place, whenever he had visited Tamil Isai Sangam and
spent a long time there, going through the great portraits and lost in memories of the past!

Sankaran had also created a museum of all rare musical instruments at the Tamil Isai
Sangam.

He was also in charge of the Tamil Isai Kalloori and maintained an excellent library with
a vast and rare collection of music books. All the books were kept in very good condition
and it was a pleasure making use of the library.

Sankaran was also in charge of the Annual Music Competitions held at the Tamil Isai
Sangam every year before the Music Festival in December. For the prestigious Kalki
Tambura prize for the Gopalakrishna Bharathi kirtana-s, Sankaran held a preliminary test
for all the competitors. All the competitors had to tune a tambura to the satisfaction of the
judges. Then only were they allowed for the actual competition!

¢. As an Archivist

It was with Sankaran’s initiative and support that Savitri Rajan, disciple of Vina Dhanammal
and Sangita Kalanidhi Tiger Varadachariar, could found Sampradaya, an archival centre
for South Indian Music Traditions at Madras. Savitri Rajan was very much assisted by
Michael Nixon, the musician and scholar. Sankaran recommended my husband K.S.S. Rajan
for being the President of Sampradaya and was of full of support and guidance to Rajan
in all the documentations carried out by Sampradaya. It was Sankaran who suggested the
documentation of Carnatic Music recital on Dilruba, the North Indian Instrument by the
Kerala Artist Angamali K.J.Jose at Sampradaya.

Similarly, the less-known Kerala Vina vidvan M.K.Kalyanakrishna Bhagavatar’s citta tana-s
were also documented at Sampradaya.

Articles written by T.Sankaran

1. The Social Organisation of Music and Musicians : Southern Area Co-authored with,
Matthew Allen, in the Garden Encyclopedia of World Music Vol. 5, South Asia, The
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Indian Subcontinent, edited by Alison Amold. In this article, Sankaran has given a
complete history of how Tyagaraja Aradhana at Thiruvaiyaru was started in a very
simple manner and how it came to be celebrated grandly and received worldwide
attention.

2. Articles in Sangeet Natak Akademi, Vol LII, Numbers 1 - 4, 2019
a. Kandappa Nattuvanar

b. Bala’s musicians

3. Edited rare unpublished compositions with notation in the Music Academy Journals.
For example, the rare mangalam composed by Syama Sastri, which Sankaran found
in the music notebook of Ramatilakam, niece of Kanchipuram Naina Pillai has been
published in one of the Music Academy journals.

4. The following articles on music composers had been published in The Hindu.
a. The Tanjore Quartet
b. The last of the Tanjore Quartet

c. Tirupati Narayanaswami

e

Dharmapuri Subbarayar

e. Pattabhiramayya

All the articles in The Hindu are interesting. In the articles on the Tanjore Quartet, Sankaran
has very clearly established the individual authorship of many compositions which are just
referred to as Tanjore Quartet’s compositions. In the article ‘The last of the Tanjore Quartet’
Sankaran writes specially about Vadivelu, the youngest of the Tanjore Quartet and the most
talented among them. Sankaran says that almost all the pada varna-s of the Quartet family
were composed by Vadivelu.

In the article on Tirupati Narayanaswami, for the first time, we come across many of his
kirtana-s and javali-s, thanks to Sankaran. Tirupati Narayanaswami was also a great teacher.
Sankaran in his own humorous way, writes that once Narayanaswami had trained two of
his nieces to thoroughly memorise kalpana svara-s for a kirtana. He did not stop with that.
He further specially trained the nieces to sing these svara-s as if they were being sung
spontaneously! He made the nieces sing the memorised kalpana svara-s before Malaikkottai
Govindaswami Pillai and left him astonished!

In the articles on Dharmapuri Subbarayar and Pattabhiramayya, for the first time we come
across new information, for example that Dharmapuri Subbarayar had composed even Tamil
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javali-s! Both the javali composers visited Dhanammal frequently and many javali-s were
composed in her house itself and taught to her daughters.

The Sruti magazine issue, 1 September 1984 which was dedicated entirely to Kanchipuram
Naina Pillai could not have been published but for the contribution of Sankaran, says Editor
in Chief, Sruti N. Pattabhiraman. In some of the articles written in the Sruti magazine,
Sankaran had used the pseudonym ‘Vayuputra’. He also wrote articles under the pseudonym
‘Matangar’ elsewhere.

In one of Sruti magazine’s issues, Sankaran, along with K.R. Rajagopalan, had published
an interesting article ‘“Who is Oho’ wherein, he has brought out much information about
many well-known and forgotten musicians. It seems that the famous violin Vidvan Parur
Sundaram Iyer, who was highly proficient in both Carnatic and Hindustani styles was
very much opposed to dividing Indian Music as Carnatic music and Hindustani music. He
felt that it should be called Bharatiya Sangitam” collectively, of course with the regional
musical style differences being given their relevant importance.

Further Sankaran in this article “Who is Oho’ names two female violinists of the earlier
generations whom we have never heard about. One was Akkamma, the grandmother of M.S.
Subbulakshmi and mother of Shanmukhavadivu. Also there was one Thayamma, ancestor
of Kanchipuram Naina Pillai, who was also a violinist.

Sankaran’s special articles on the Nagaswaram

There are three special articles exclusively written on the Nagaswaram written by T.
Sankaran. They are

a. The Nagaswara Tradition systematised by Ramaswami Dikshitar in the Journal of the
Indian Musicological Society, Bombay and Baroda,1976.

b. The Nagasvara Tradition uploaded in The Academia by Saskia Kersenboom.

c. Nagaswaram Traditions and the Lineages in the Sruti Magazine,October 2013

Books authored by T.Sankaran

He was the author of the well-known Tamil book, Isai Médaigal (1962), published by the
Tamil Isai Sangam, Madras.

The Life of Music in South India (a parallel book to Daniel Newman’s book, The Life of
Music in North India) was co-authored with Matthew Allen, and published posthumously
by the Wesleyan University Press, 2023.

Ndgaswaram was a book by him that was edited and published by Sruti Foundation
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Compositions of Anai-Ayya Brothers, was co-authored with T. Viswanathan and published
by Brhaddhvani, Madras, 1990

Sankaran was very much inspired by the book The Life of Music in North India by Daniel
Newman. He got the unique idea of writing a parallel book and thus came about Life of
Music in South India, co-authored with Matthew Allen. This is a very interesting rare type
of book wherein Sankaran takes up each statement given by Daniel Newman on North
Indian Music and gives a corresponding statement on South Indian music.

For example, while Daniel Newman says that the North Indian Music was only for the
elite North Indian people and that North Indian music could be heard only in the royal
courts and rich patron’s places, Sankaran, here in his book says that on the contrary, South
Indian Music was accessible to all common men, who could understand and enjoy art
music like an aristocrat. This could happen here in South India, because the South Indian
temples always held classical music concerts during important occasions and during temple
festivals. The devotees who thronged the temple could listen to these music concerts, which
was part of the temple atmosphere. Thus they could imbibe the art and its nuances in the
most natural way. Besides, the temple instrument nagasvaram (which Sankaran calls ‘the
loud instrument’) could be heard even from a long distance, and people living closer to
the temple could listen to nagasvaram music even from home.

Sankaran was so well connected with all the musical families who readily shared with
him all their musical legacy. Sankaran was a very successful interviewer, knew the tactics
of extracting all the information from the shy, reserved musicians and also from the most
popular musicians. His interview with nagasvara vidvan Thiruvavaduthurai. N.Rajaratnam
Pillai is always viral on the YouTube.

Within his own family circles also, he was always very much sought after. He was the
most reliable resource person and was a great moral support for all the members of the
Dhanammal family. It was only through Sankaran that many unknown talented musicians
were made known to the music world and many rare compositions and especially javali-s
and padam-s were unearthed!
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Vidwan Puthucode Krishnamurthy

Vidisi Dr. G. Baby Sreeram

Puthucode Krishnamurthy (1923-85) was born in the small village of Puthucode in Palakkad.
It is a traditional agraharam, one among the 68 groups of agraharam-s in Palakkad where
Tamil Brahmins live in row houses. The Puthucode village has a Devi temple at its centre
whose main deity is Goddess Annapoorneshwari. Growing up, Krishnamurthy used to
frequently visit the temple and sing at the sanctum with his robust voice, dedicating several
krti-s or $loka-s which would echo off the stone structure of the temple and ring through
the silent paths of the agraharam-s. Uninterrupted by the disturbance of motorcycles or
electronic equipment like fans or television, the village of Puthucode was lucky enough to
be captivated by his rich music.

He was born to Krishna Sastrigal and Parvati Ammal. He embarked on his musical journey
from a very young age and his first teacher was his mother, Parvati Ammal herself. Later
on, he sought formal music lessons from Sesha Bhagavathar & Krishna Bhagavathar.
Furthermore, his advanced music training was under the tutelage of Palghat Rama
Bhagavathar, who was a disciple of legendary musicians Palghat Anantharama Bhagavathar
and Sangita Kalanidhi Umayalpuram Swaminatha Iyer. Thus, Puthucode Krishnamurthy
belonged to the guru-siSya parampara of Saint Tyagaraja.

In an event commemorating Sri Palghat Rama Bhagavathar, unveiling a memorial,
Puthucode Krishnamurthy spoke highly of his guru. He said that his guru was one of
the most sincere and lovable people. Sharing his memories with the audience, he spoke
of his guru’s generosity and humility, and how he taught students for free. Puthucode
Krishnamurthy, however, managed to hide his guru daksina within the folds of veshti-s
or dhoti-s offered to his guru. His devotion towards his gurus can be felt through his
compositions on guru bhakti, written in Malayalam. Some of his compositions which
specifically focused on Guru Bhakti were:

* guru kataksam - gauri mandhari
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* Marannidathe - §ama
* sadayam en hrdi - $ama

He paid homage to both his guru and Saint Tyagaraja through the krti in gauri manohari
raga that is set in the tala khandacapu, the same as the Tyagaraja composition “guru lekha”.
In the caranam, he narrates the qualities of an “uttama guru” (Ultimate Guru) which are
as follows:

Padma patra jalakanam pol€ pattutal eny€ vaznidum
vazikatam vatsalya nidhiyam sal - guru kataksam nalu purusarthavum arulum

These lines go on to say that a guru should strive to live a life akin to a drop of water that
stays on the surface of a lotus leaf, unattached while at the same time, guiding the students
affectionately. According to Krishnamurthy, such a guru’s kataksam will confer upon his
true disciple all the four purusartha-s - Dharma (righteousness), Artha (prosperity), Kama
(passion) and Moksa (self-actualization).

In the early 1940s, he moved to Delhi where he taught Carnatic music to students. The
musical scenario of Delhi at the time of independence was such that there were not many
teachers in Delhi, although concerts used to be organised for visiting artists from the
south like Sangita Kalanidhi-s Musiri Subramania Iyer, G. N. Balasubramaniam and M. S.
Subbulakshmi. It was in this milieu that St Puducode Krishnamurthy decided to venture into
north India as a music teacher. One of his early students from Delhi named Mrs Shakuntala
Narasimhan was a writer at The Hindu newspaper, regularly contributing articles. In one of
her writings, she has mentioned about Puthucode Krishnamurthy as her first guru.

He subsequently performed for the Delhi All India Radio (AIR) for a few years. He was
an integral part of many musical productions for AIR, during which he grew proficient in
Hindi. He developed an interest in Hindustani music, eventually learning it at the Gandharva
Maha Vidyalaya school in Delhi. He later integrated this Hindustani music style into his
singing. During his time there, he has also composed some Hindustani sthayi-s, khayal-s
and bhajan-s in Hindi.

He returned to Kerala in 1950 as a lecturer at the Chembai Music College in Palakkad, a
career that spanned over two decades. During his service, he also frequented the Swathi
Thirunal Sangeetha College in Trivandrum during the 1970s. In 1976, he retired as the
Principal of the Chembai Music College. Through this period, he trained many good
musicians who later served as music teachers in different institutions as well as becoming
performers.

Following his retirement, he accepted an offer from Kalakshetra to teach music in Madras.
He joined in the year 1978, as a colleague of the great Sri M.D. Ramanathan. He spent
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more than six years in Chennai during which he extensively performed with many eminent
vidwans such as Lalgudi G Jayaraman, Sri V.V. Subramaniam, Trichur Narendran, and
Sangita Kalanidhi-s M.S. Gopalakrishnan, T.N. Krishnan, Palakkad Mani Iyer, Palghat
Raghu, T.K. Murthy and Umayalpuram Sivaraman.

Due to health reasons, he resigned his job at Kalakshetra and settled with his son in
Karamana, Trivandrum. He passed away in the year 1985 on August 23rd. He breathed
his last peacefully in his wife’s arms, on the day of Varalakshmi Vratham.

With his extensive knowledge of Sanskrit, Tamil and Malayalam, he has written and
composed over 200 compositions. He has written several group krti-s, including Tamizh
compositions on aru padai vigu on Lord Muruga, Navagraha krti-s in Malayalam,
a dasavataram ragamalika and a ramayana ragamalika. Like Tyagaraja’s ghana raga
paficaratnam-s, he has also composed five kritis in Malayalam on Devi in Ghana raga-s
which are known as dévi paficaratnam. However, unlike Thyagaraja, he has used five
tala-s - adi, ripakam, misra capu, khanda capu and misra jati jhampa tala for natta, gaula,
arabhi, varali and $1T respectively.

Being an ardent dévi upasaka, in these krti-s, he had mentioned about the saundarya lahari,
dévi bhagavatam and dévi mahatmyam. The compositions are meditative in nature and he
talks about seeking bhakti in all the five compositions.

Malayalam is a very tough language to fit into the tala while expressing an idea or thought
or narrating a character or incident. He has intellectually handled the language with tact
and added the most appropriate Sanskrit words too to enhance its sweetness. Therefore,
one can easily sing his Malayalam krti-s without feeling the difficulty of the language.

Similar to Dikshitar, he composed on specific ksétra deities, including compositions like
$rinivasa daya sindho in kanada (Tirupati), arul puriya in kapi (Sholingur), §ridhama in
Sahana (Guruvayur), dhyaye $r1 dhanvantra miirtim in amrtavarsini (Nelluvai) and even on
specific festivals such as Kalpathy Rathotsavam in compositions including $11 visvanatham
in hémavati.

Other ksétra krti-s include:
* Vaikom Mahadeva ksétra
¢ Sri Padmanabhaswamy ksétra

* Puthucode ksétra

His deep devotion towards Puthucode Devi prompted him to write sodasa krti-s (16
compositions) on Navakrodapuram (Puthukode) Goddess which include 6 krti-s in Sanskrit
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and 10 krti-s in Malayalam. The krti-s are as follows:

1. Paradévaté — piuirvikalyani — vilomacapu

2. hrimkara sunadavindodini — sunadavinddini — riipakam
3. bhavatarini paripalayamam — Bhairavi — misracapu
4,  caranam prapady@yam — Durga — riipakam
5. durg€ namd bhavani — Suddha dhanyasi — riipakam
6. karunamrtavarsini — amrtavarsini — ripakam
7. palikénam — ritigaula — ripakam
8.  jagadamba — anandabhairavi — adi
9. Akhilatapaharamam — malayamarutam — adi
10.  $aranam enikakila — kalyani — adi (2 Kala)
11.  sakala jaganmdohini — jaganmohini — adi
12.  adimalarina — andolika — adi
13.  akhilalokanayaki — nayaki — riipakam
14.  akhilalokajanani — nilambari — riipakam
15.  Kanivilladhayo — mukhari — adi

16.  sarvabhaddha prasamanim — madhyamavati — adi

Additionally, he has also composed krti-s in praise of different deities and associated
festivals. He has composed a krti on Ganga Devi in anandhabhairavi - “sukrta tarangavali”
& “kanman kannugal” in $ankarabharanam based on the famous Kalpathy Car Festival.
He wrote a krti titled “kalasodbhava munivara upasmah&” which is a rare composition on
Agasthyar Muni in Kanada ragam. He has also masterfully composed some ragamalika-s
namely $iva paficaksara ragamalika, §ridevi ragamalika and ramayana ragamalika.

His music had great standards and good pathantaram. He simultancously had a very
melodious yet vibrant and robust voice. One of his students remembered him for his
splendid $ruti shuddham, remarking that when he sang $adjam in the classroom, the chair
table all started vibrating and one could not differentiate the sound of tambiira from his
voice.

In his career, he received many awards and accolades including the Kerala Sangeetha Nataka
Academy Award in 1974, the Music Academy Madras Certificate of Merit in 1983 and the
“Isai Kadal” title from Tamizh Isai Sangam, Karaikudi.
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Saficari-s in Sangita Sampradaya PradarsSini

Sangita Kala Acharya Dr RS Jayalakshmi

Introduction:

Indian classical music is an aesthetic art form India. It is a very old system of music,
believed to be as old as the véda-s since the sama véda is mostly set in a musical style.
After the Sangita Ratnakara of Sarngadeva (1210-1247), the word “Carnatic” came to
represent the South Indian Classical Music as a separate system of music.

There are several musical forms in Carnatic music which are classifications based on the
structure of the song or composition. Audience conversant with Carnatic music may have
heard of these terms/musical forms like gitam, varnam, svarajati, jatisvara, varma & krti
etc. However, there is a unique musical term or form provided by Subbarama Dikshitar in
his work ‘Sangita Sampradaya Pradarsini’ (1904) - saficari-s.

Sangita Sampradaya Pradarsini (SSP) is a treatise consisting of a compilation of several
composers including Subbarama Dikshitar’s own compositions, his brother Nadajyoti
Muthuswami Dikshitar’s compositions, their father, Ramaswami Dikshitar’s compositions
amongst other compositions of that era/times. The compositions include various musical
forms including gita-s, krti-s, varna-s, ragamalika-s, etc. Amongst these, Subbarama
Dikshitar has also given saficari-s.

Saficari-s are svara passages that represent the important prayoga-s set in tala, that can
be used in a particular raga. There are no lyrics attached to them. The special element
or aspect of the saficari is that it gives us a glimpse of the prayoga-s that were in vogue
during Subbarama Dikshitar’s period. This is the first documented source available to
understand about the various raga-s, praydga-s and compositions that were sung/played
during his and his earlier times. In this treatise, Subbarama Dikshitar has mentioned 189
raga-s. He has given compositions in these raga-s and even notations for these compositions.
However, there are at least a few raga-s that are mentioned, yet do not have any composition
given. This is not the case with respect to saficari-s. They are provided for every raga
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mentioned by Subbarama Dikshitar. The saficari-s are given with tala-s. some of the tala-s
being riipaka, matya, triputa, dhruvartipaka, raganamatya, etc. saficari-s do not contain any
sectional divisions, like the pallavi, anupallavi, caranam, etc.

Subbarama Dikshitar has mentioned in various places that he follows his parampara and
sticks on to that. As an example, he mentions ‘There are many janya raga-s for (maya)
malavagaula, the 15" Janaka raga’ (raganga raga/méla). He also mentions the usage of
prayoga-s, etc of his (Subbarama Dikshitar’s) period. His svara nomenclatures were different
from that we use presently. For instance, he mentions the risabha-s and madhyama-s as
triSruti risabha, paficasruti ri§abha, Suddha madhyama and varali madhyama respectively.
But he has also used the term prati madhyama for some raga-s. From this, it is seen that
he has used his tradition’s terminologies as well as the present terms. It also shows that
the term prati madhyama was used more during his period, which he has opted for and
used. He also mentions ‘cyuta paficama’, which sounds slightly lesser than the sound of
paficama. For example, he has mentioned in the description of raga vasanta, that ‘whenever
the paficama is pulled in the madhyama fret on a vina, the paficama sounds lesser than its
original sthana and it is known as the cyuta paficama.’

$uddha madhyama, prati madhyama, cyuta paficama are different from each other based on
their sthana sounds. It is like what is said at present too. For instance, taking just a riSabha
svara, there are so many varieties of holding a same note - gaula risabha, madhyamavati
risabha, sahana risabha, etc. Even though there may be slight difference in holding the
risabha, the handling of the note defines what raga it is a part of. Similarly, Subbarama
Dikshitar has given different names to madhyama, meaning, each madhyama would have
had its own way of handling. He couldn’t notate those minute sound differences, which
would be known clearly only when sung. He has tried to translate these sound differences
into writing by giving these names to the svara-s.

He has mentioned many present-day upanga raga-s as bhasanga raga-s and vice versa. For
example, mohanam, §rirafijani, anandabhairavi. Any raga having an anya svara is given
under bhasanga set, not as upanga.

SSP contains 189 raga-s. He has given the list of all the 189 raga-s with ardhana and
avardhana details. Apart from this 189, there are few raga-s known as the aprasiddha raga-s,
like kanra, dipaka, for which there are no further details like ardhana and avardhana.

This book contains the following musical forms, gitam, svarajati, jatisvara, tana varna,
cauka varna, pada varna (only one), krti-s (of Muthuswami Dikshitar, and many other
composers), ragamalika, padam-s. All the 189 raga-s may or may not have these musical
forms composed in it, but there are saficari for all the 189 raga-s.
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Here comes the importance of saficari. All the praydga-s of a raga can’t be composed in
a composition. Hence, he has composed saficari-s in all the raga-s in svara form to put
in light the praydga-s of a raga. These are composed with tala-s to make it seat with the
kalpramana it must be sung in. The most used tala for saficari was matya tala, and there
are a few saficari-s in raganamatya tala and dhruva tala. Out of these 189 raga-s, there
is only one raga’s saficari that has been composed in adi tala. Raganamatya tala is the
vilamba kala rendition type of the matya tala. This tala is a bit slow paced, and Subbarama
Dikshitar has used this tala to compose the saficari-s for raga-s like saveri, bhairavi, etc,
which themselves demand a vilamba kala structure.

The saficari in bhiipala raga is composed with tisra ragana matya tala, which is an interesting
point to note, which is split as (6 3 6).

Taking few raga-s and their saficari-s

gaula —

A Janya of the 15" raganga raga, (maya) malavagaula, gaula has a gitam, 2 krti-s of
Muthuswami Dikshitar and the saficari.

This saficari is composed in matya tala. The gita contains PMRGMRS, PMRS, RMRS
prayoga-s. The krti-s ($1T mahaganapati and tyagaraja palayasumam) do not have PMRS
or RMRS praydga-s. This saficari contains these rare praydga-s PMRS and RMRS, and
RGMRS within the first few avartana-s.

These prayoga-s indicate that he has handled the praydga-s from the gita period (around 17
Century) and his grandfather’s tradition. He has also given the paficaratna-s of Tyagaraja,
where Tyagaraja has not used RGMRS, expect in one cittasvara of the gaula paficaratna.

rrsn\P/ss§ | rri¥snsrm\R Fsnpsnpssn
F_ﬁsrpmr.f..‘i | r,.-‘pm]'Emr.r.sr F-:‘:i'TSE;"!'SS!_‘IF
IrrsfmeMrr | srsn'\P/rrs wnﬁr,-’]::l]::amllifgmr
SHSIRIP;_::,I | /mrsr/pmgmrs Rfi‘l.eiﬁnpp"-..h{
\R /G /Mri$5 | Rm/Pmg/MM m/rsn/rs/mrS
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saveri —

The saficari in saveéri raga is composed in raganamatya tala.

In the description Subbarama Dikshitar has given, the phrases MGM and SNS occur. These

phrases were in vogue during the laksana gita period.

In Muthuswami Dikshitar’s $r1 rajagopala, the nisada he has used is kaisiki nisada and the

gandhara is sadharana gandhara predominantly. Subbarama Dikshitar has mentioned that

he had given the sign for the antara gandhara and the kakali nisada praydga-s.

In the saficari, Subbarama Dikshitar has not used MGM praydga. The SNS prayodga is
used in the end of the saficari, by giving a N touch to the S. The nisada wasn’t a note,

but a touch.

RR r/grr

W, ¥ W
rpmgrsrmp
sfrsﬂuﬁ-fr-i:
fddr:-u;lf:iﬁ.«’rf
.IJ"-.I‘-E;.-"I‘S‘-EI;:I;I.
,.-"]"}r:'-;;r,.l"gr.'r.
JPMM g8

srfﬁ-pd'xﬁ

5'&54;{1
J’L‘ll;iér
dsfr}
srpM
\Srm

b

rv:':lp,-’dm

-

/R R

ﬁpdfn

sr/ggrrs |
/pMgrs/r/gr |

d/rsrpmgrr |

h
Pd/ndmgr |
;r,r:"]!‘-'r:'l;:;'sr |

s/rnd$ R

b i
dd/Mmp\M
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d\Mp'M G R /pM
dr:r'l;::ra..riltfi:{ Fru:_]:;r
dPd'\Mpd mpd/n
pMp/dmpd pd/nd
rmpsrmds rpds

grj'r[;iérfmfﬁ.’_'; mgr

d :_‘i,-"r:.?r:;r Mms =
ﬁ"lpdl"&ﬁ"lp Ehdp
5|'r?1.15'.-fd|}m '-..nﬁp

margadesi, malavapaficama, ramakali —

T oy

].‘*L‘I,-"m:lméz’s
/pMpmgrmp
fnp/dmp/dmp
W ¥ oo
rmpd/Ndm
5r;"-Er'§:‘_’;u E?
:srmmﬁrr?lp

/ D d\Rmpd

W /ind pr.i:ﬁ é r

All the three raga-s are the janya of the 15" méla, (maya) malavagaula.

margadesi- Subbarama Dikshitar has mentioned and given prati madhyama sign in few
phrases. For instance, in a phrase, rgd(m)p, the prati madhyama sign is given to the (m).

Taking the krti, mangaladévaté by Muthuswami Dikshitar, the first phrase of the song starts
with the same phrase. But there is no prati madhyama sign used in the krti and musicians
do not sing the line with prati madhyama. Since he has given the usage of prati madhyama

in the laksana, it is not necessarily used in the composition.
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LAKSANA

dlaka — Vankatamakhi

nigFdo varjitd yatra madhyami vakratin garaﬁ |
sddavi sagrahdpstd margadednt 53 smrtd ||

. Arihana:
mircchana = :

avardhana:

shrgrgdmpds,
snxdmpghrs.

laksana vivarana — Subbarama Diksita

Iasanga; sadava; nisiada varjy; sadfa graha; madlyama vakra; suitable for singing at all times.

rgd#mp) (rgFPemgrg

pallavi

®'s rg/Dmiipo cppr/E
marmga la dé va té pa ra de

S dS5 rgp dm/pg

mari ga larh bha va tu na ta d@

ZgTrhs
va e

v
ro5.m

vaté

dmppl dsdmPG) —etc, are the jivs soura saficdras for this riga,
It is a practice among people who are well-versed in saripradiya to hold the mudhyama as prati madhyama.

malavapaiicama — This raga’s description contains many phrases with prati madhyama,
which is also found in the compositions, starting from the Gita to Muthuswami Dikshitar’s

krti and the saficari.

dpmér\fsﬁs rgmdeapm
/dpl%p/nﬁdép#m | /dm/p#mggr}fs
RsfddpNN nddp/nii/ss/rt

srgml_:nsrgm;
pp/nnddppmm
pﬁnnnﬁddap

W LA
mgrigm/pmgr

v o ¥
grispnddpm
/pmgg/mgérfls
H‘lpnﬁdapiﬁmp

gmp/népﬁ('lérs

| s/ndépﬁmﬁi[’

/grsn/rrsndp
sé’r'f’??gﬂﬂdm
pd&p/ndp/dpm
Empp/ddpp/dd

/ndp/dpmgri

PmgmpNdp
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/n:imerRérg | srgmgmP/nd | P/ndf/d#mpm |
éﬁv'np‘.\Mng | srgmpmgmp/n | épnY'ngr“ﬁp/ni;{dp |
\M/NdpmgM | §mPNDP | ndP/ndpmmg |
/pmrﬁg/mggr'r's | f}dpnsr%ml’ | ns‘;ﬁépmng |
Y Y v " w w
nsirsnddP | sndd#mdpmP | mp#mdnsgmpn |
¥ Y Y W v ¥
srgmpnsndp | snddpmsgpm | ggrrsrsnS |
ramakali-

ramakali’s description too contains prati madhyama praydga-s, but there is no usage found
in the krti, rama ramakali kalusa, and in the saficari. There is an assumption at present
that when Dikshitar had gone to the North, he ramakali, which has the usage of prati
madhyama in the Hindustani tradition. This is in a way correct, but this raga is found in
Venkatamakhin’s laksana gita, in the bhasanga kandam, as a malavapaficama janya raga.

Also, this raga is found in Ramaswami Dikshitar’s 108 raga-tala-malika, which he composed
before the arrival of Muthuswami Dikshitar from the north. How could ramakali have
entered the Carnatic system through Muthuswami Dikshitar is a question to be looked into.

Subbarama Dikshitar has mentioned in the description that ramakali is also known as Bhibas.
This is a rakti raga in the Hindustani tradition, which has the usage of prati madhyama.

mela 15 — milavagaula
janya riga (bhasinga) 9 — ramakali

LAKSANA
floka — Venkatamakhi

rigd ramakall goys hydrohd ma nd varits
sadiagrahd tu sampdrnd priatah kalésu giyate

drdhana: | sorgpoads,

mircchana —
uree avarfhana: | snbdpmgors-
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laksana vivarana — Subbarama Diksita

Wrdsarga; safipinna; sadin grala; madbvama and misdda are varfya in the $rohaa; suitable for singing in the

early morning hours.

{gg/dp) (dém/pG) (Dp#mG)

— etg, ane ffoa spara safcdres for this rdsakali riga,
It is the seripradiyn to render the madingama of this rdmakali nige as prati madhyama, This is a rakti migam
that came down from the Northern region.

= People from other reglons call this riga as “biblas”.

rr'lgPEpd/ndp

gfpf;lggérﬁ
srgérgréﬁ
Ty
gpd/nddpmG
.-"p;;rs.-"rs-;:isrg
R vl v
fddpm G pm G
s/rnd/gind/rs
fndprﬂg.-’dpr:-lgp
g!ndg!dprﬁgrg

Yo
Pd/nddPmg

Lo ¥
PddPd/snd
pd/Gir/gis

dsrgpdgp;‘dé
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gg/dp/dm/pgts

.-"rs.-"rr:_l.qr,-’gruE
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megdppmgrs
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fdpm G ndpmg =
grg/pr/gs/rds
d/nddpdpp/dp

ngidpfﬂgpd:&

PdéndPmg

Pd/giréndp
L
tsndsndpmg

w v w
gpdindpmgp
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srG/ddP\mg

5rg.-’dr’r:1g;;r |
mG/ddpmg/pp |
¥ ¥ -
mgpgp/ddpmgg |
v ¥ L
sidpdser G |
N WO
Tgrgpmg/pgrs |
" v
ddpp/dpmg/dp |
¥ oY i
mg/ppmgrgpm |
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rgpdsﬁdpmg |

¥
rsrgpp/ddP |

W . P
| déndppm G
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GP D /55 dg\RSd /5 | NDPpmG
rgpdsig\Rs n'\Dp/dPmG | /dPmgrsrs
1I4I|pri:1Ep:|ﬁn d/ndpgg/dpmg | fErésig\RS
WO L
pmegrSdrs rrGRGYR sreg/dpmGL\R

o
grs/r/fgrss

Svaram
. . R ¥ e
D-p = ZpmG gp/dn ddpm | WG/ dppm\G
/dP\m | \G/pm\G/mgZ —g IG dpinG mgrs
nds | rgP g/Dp g/nD | pm gpdSs
IT1E | Ad/iSnd pz —pmG shdp mghg
rudrapriya —

The ardohana avarohana of rudrapriya is given as srgmpdnns—snpmgrs, a
janya of the 22" raganga raga, $ri. There are many compositions, Muthuswami Dikshitar’s
rudrakopa, Balaswami Dikshitar’s $11 valli, nive rasika Sikhamani, Krishnaswamayya’s amba
paradevaté tuned by Subbarama Dikshitar and Ettendra Maharaja’s muruga unnai nambinén
tuned by Subbarama Dikshitar. There is no use of antara gandhara mentioned in the laksana
gita and in any of these compositions, but there is a usage of antara gandhara in the
saficari. We could doubt if that was a printing mistake, but Subbarama Dikshitar has given
a footnote mentioning, ‘In the praydga- mgM of this raga, in some places, antara gandhara
is employed. This rudrapriya is known as Hindustani kapi.’

Now, a question arises, ‘What happens to Dikshitar’s kapi?” His kapi, vénkatacalapatg, has
a sadharana gandhara, and it is completely different from present day’s kapi.

VOLUME 93

133



134

JOURNAL 2024

The Music Academy

RGg/mgrS | MGMM; | pdnd/NPM
pmgr/npmgrs | f.'s-.l[’MPnsr | '}'gMg/mGR
SrssnDN | snGRg/m G | Rgmpd/NP
MGRMM | r'ﬁpd/npmGR | MgrsnPM
wLLTRm:gM'H_;\:‘[ﬁ | Empd/npmg[( | ?Mgrsr}[’
Hsrgmgrgﬁ | prmgrsﬁgr | ?mgrgRS
B SnrhGg | RGrgfMm | GMEmmPp
PngdNn | Hl”mng/mg | rGrmMgrsn
ﬁsEGrg/mME | rgmpdNgmp | duﬁpdmﬁudmﬁm
pnsig /mGR | mGigiSN | sﬁingrS
GiSnPmg = | ZgrSgisNp | mGrmggr$S
RsNpmgr$§ | Rg‘\]PMpn | srg/mGRgr
@
SEN5 T 5
In the prayoga —  (m § g M) of this rdga, in some places antara gdmdhidra is emploved. This rudrapriya is
known as finduwstan kapi.

Taking a few janyas of 20" raganga raga, nariritigaula, which has the usage of D1, where
Subbarama Dikshitar mentions that the paficasruti dhaivata has got entered in these raga-s
without our knowledge.

bhairavi- A janya of the 20™ raganga raga, has a bigger saficari in ragana matya tala.
Subbarama Dikshitar has clearly mentioned about the usage of paficasruti dhaivata in the
phrase ‘SNDNS’, but he has started his saficari with the D2. This being the anya svara for
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this raga, there is no krti that starts with this svara, but his saficari does. We could find
the usage of paficasruti dhaivata a lot.

]

D\ N 7 /SR | td/n/hsr | g/mgrssR ||
s s
nNEDP | d/n/uS | p/d/n/usr/gR |
g1 /s /RR | dd/ni | pp\dd/nii#s ||
\Pdfisr/gg | p/Nsr | g/mggr/gir ||
s/tisn/ssh | tdd/nn | ddppmp/dd ||
pp/dd/nii/ss | /ri/gg | p/d/n/isrg/mg |

M W .
/mr/gs/Tnsid | /gRs | /rs\Ntd N S I

x _

\PDj /NS | /migr | g/mgriisR [
w Y M
\NRs/N D | BSr | /Pd/n\iisr/gr [
mpdfsrfm | wdnsr | §/mgERR ||
ws”ﬁ”zc;‘?’;zm | srgm | r_'lsrgr“ﬁp/ém I
p/Dm/P\ G | /MM | \R/ G \SS I
w * b ¥ b Yo A
rgmp/dm/pg | /mri\gs | /ddmgr/g/mm I
\Srgfp/dm | pd\ M | #p/dm\GR I
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ahiri-

ahiri, in Subbarama Dikshitar’s school is a raga that is given with all the svarasthana-s
except the prati madhyama. He has given a footnote saying that ‘ahiri can be understood
only through experience’. This saficari is given in Matya tala. The description of the raga
ahiri tells the praydga-s that can occur in ahiri. All the combinations of PDNS occur in

136

this raga according to his text.
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brndavani-

In the Lakshana Shloka, brndavani is mentioned as an audava raga, and arohana and
avarohana is RMPNS NPMRS. But RGRS praydga is found in the raga. For instance,
the beginning phrase of the krti saundarardjam, RGRS prayodga is found. Similarly, SGRS
and NGRS prayodga-s are used in the saficari, wherein the G is given with the ‘odukkal’
sign (the note should be pulled on a lower fret in a vina). When a note is pulled on its
lower fret, the sound of the svara does not reach the exact sthana but will be lesser than
the sthana sound. brndavani and brndavanasaranga are the same according to Subbarama
Dikshitar where there is no usage of the kakali nisada.

rmp/NW
‘;mp‘-,Rmp
p"\Mrs];}r
Pm\R R
mRSrr
N/grn$

pmr/pmrs

énpmr

athana-

npmRR

w
nsr\Smr

P"\MTHS
n\Prns
s]nnﬁﬁm
ﬁmrl"':*lpn
snpmRs
pmpmmrs

p\MRS

pmpRli"ls
Pmrm”l‘?h
S/npmR

s/nn\PN

Hsr\SS

v
nnpm'‘R
%P/npmr

.I. w

s/pp\MP
nnnRsr

v
/nnp/npmr
Esr/n1mpn
/nps/%fs
ns/mRs

S=8=s-™

The gamaka signs given in athana are so much. Subbarama Dikshitar mainly highlights the
way of handling gandhara. Though athana is the janya of the 28" raganga raga, sadharana
gandhara is used. And when sadharana gandhara is handled, it should be handled where it
sounds like RMRM. Similarly, when paficasruti dhaivata is handled, the sound is DNDP.
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athana has antara gandhara, sadharana gandhara, and both the dhaivata-s. When we see the
usage of antara gandhara, nowadays, it is predominantly used in the tara sthayi. Subbarama
Dikshitar, in his saficari, has given a praydga where both the signs denoting G1 and G2
are giving. This indicates that, the praydga can be sung with either G1 or G2. We can find
a reference of this in AM Chinnaswami Mudhaliyaar’s book.

jiva svarass — In this raga miircchana, in the drohana, the dhaivata is shown as dirgha, and in the
avarchana, both dhaivata, and gandhara are shown as dirgha. Hence, he dhaivata, and gandhira are the jiva
souras for this raga. For these two svaras, the gamakam by the name 'vali’ shines.

gandhiara — This svara shows up as sadharana gandhara in some places, antara gandhira some other
times, and sometimes with karipita without even touching the level of anfara gandhara.

G
————— — thesymbol © willindicate this occurrence. In the vina, one should descend to the
rmR m rs .
rsabha, holding the string firm in the paficasruti fsabha sthina— (6 G (715G i ).
dhaivata — Since this soara is the important jfoddhara, without exhibiting its originality, it will always

show up touching the kaisiki.

D % ® % = Mo g ® oK sl s
T —(@®\D) (DnP) (n/z:D) (nD/n'\P) f_p /nDnP) —even lhough it is shown
nDnp

as (D,D), itwill appear as shown above, with a mixture of gamakas. All these have to be played in the

vina, in the paicasruti dhaivata sthana. The gandhdra and dhaivata are played according to the context.

nisida — The kaisiki nisada that is close to the dhaivata stated above, will provide great rafijana. Only
the kaisiki will show up when handling the lower notes (m p d) without touching the upper sadja, as
also when reaching the mandra sthayi.

The kikali will shine when ascending with (pn$§ (dns), and when descending with (s n p).

There will be an extra level of nokku in the nisida. In  (Asr) (rmp) (mp) — there will be nokku in
the first svara itself.

While ascending up with kakali nisdda using ‘pa dhi nu $a" — one should descend with jaru rubbing one
soura with another soara. If one ascends to an upper svara from paiicama holding the dhaivata very firm, it
will result in sankarabharana. While ascending to kaisiki nisada using the phrase  (pdnm), the sadja will
show up slightly less while holding in the nisada sthina.

While descending in the normal manner with  (§d pm), we will end up in dévakriya. Since (d n
p) is there, the raga will sparkle only when the dhaivata is somewhat played here. All these features can

be grasped from the laksyas shown below.

ddnpmP\gmP | gmp/én\ip/a\P | /ddpm/dpmp\G
w Ty L w

gmp/sindddl | /dpm/pigg/mrS | rnsrspm/nl
'-J':'Ipp,-"Sn"ﬁI‘j'\,[" in\ddpm /dppm | pm\yg g /mrsnS
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o ’ . .
dnS ¢4 \DVPM gmpsnp/dnpm fnpm/pEgmrrS
r‘.ﬁd&pmﬁmrs Iddpmfﬁmﬁmrs | Er"-_t'rspmfn"-_i’
p/lén/E\Sngnis "-_I’n;"rn:‘.i"-D,".LuL; | p/dm/pyG G G
(Em\RRrr\S RsREmMP/ D | RSRSN\ D
Gmrénsn' D p/ism/dpg/mrs | ns/rf/mm/pp/ses
ns/rrgg/mes ern'-._E-il’nl | \G/pMg/mRs
nsrmpnsn'iD n/tsndnDpddNE | D.TrP"..M.-"E]JM
»G G /M\R =R S<=Sn/T\S =S I
surutti-

surutti is given as a bhasanga raga, and the usage of sadharana gandhara is occurring.
For instance, in the krti angarakam asrayamyaham, we could find the phrase PGRS in the
madhyamakala line, mangala dayaka mésa turangam makarottungam. The gandhara has a
glide and odukkal sign, where the gandhara must be played in the risabha fret on the vina,
where the sthana sound of gandhara gets lesser. The raga which Subbarama Dikshitar has
given as bhasanga is now an upanga raga.
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bilahari-

bilahari has a lot of kaisiki nisada prayoga-s. There are few praydga-s in the saficari,
that has DNS in a sequence, and DD NN S phrases too, which we find interesting which

140

existed back then.
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arabhi- The arohana and avardohana based on the present day is SRMPDS SNDPMGRS.
It has two special phrases, DNS and SNS. There are two krti-s of Dikshitar in SSP, $11
sarasvatl and marakdti. DNS and SNS praydga-s are not found in $11 sarasvati, but both
the prayoga-s are figured in the latter. But he has given only DNS (in the lower octave)
in the saficari.

rrSR/M\Er ssRn\D/SS | rmgr/mm/PP
r/pMigrsrs | D5dd/ssR | Lj.-"gfirrmi::ﬁ
r/pPMmgR | .-"-:lu.-'lppmj.':rrﬁ | dPmgr/pMg
r'\Srs'\nDS | dssrDSR | s'nDss/RR
L
srmp/ddppmg rs/ren\DDS rrmgrr/mmP
w
SOOAPMAGR |:|.|’:II'I:"I£;RH]’5 l‘u_ihrﬂn;;rlhfl‘
rn'-p.-"-:lpn'l'-._;:rﬁ RRdsrmgr |1w1p.-"|:I-:IIE"-._.{-rIl’
L ¥ L V
d/sndPmgR fPPmgRR str/Migrdr5

navardj and kuriiiji-

These were not explained for its phrases. He has mentioned navardj as a madhya raga,
ranging from paficama to madhyama. When he gives description for kurifiji, he specifies
that the saficara is from N to S, and he has given the arohana till $adja. The saficari also
contains phrases till $adja.

kumudakriya-

This raga was only handled in Dikshitar’s school. We sing the krti ardhanari$varam, but
which is not given in the SSP. kumudakriya, in SSP, has no gita, krti, §loka, but has saficari
by Subbarama Dikshitar, which shows the importance of the raga. Even though the arohana
and avardohana, we see, have SRGMDS SNDMGRS, the usage of SNS, DNS and SNRS
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are found. Since there is no other musical form mentioned in this book, the saficari is the
only source representing this raga of his school.
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saurastram-

Being a malavagaula Janya, saurastram has its natural notes, but Subbarama Dikshitar has
mentioned paficasruti dhaivata in almost all the phrases. Only a U-Turn kind of phrase,
like MDP, has the use of DI.

LAKSANA
dlaka — Veéakatamakhi

saurdstrardgassampamassagrahassarvakalikah
paficadrutic dhaivatastu kvacit sthiné pravujyaté

EE" In the usage “dhaivatastu” the suffix “fe” indicates that kaisks nisfdn is also present.

Ardhana: [ sirgmphidns, |

miarcchana —
urechana avarihana: | snbdpmgbrs.

laksana vivarana — Subbarama Diksita

bivdsdnga; sampitrna; sadfa grafua; okt mdga; suitable for singing at all times. In some regions the use of pafo
srati dhaiveta and karéiki nisdds is seen.

The jioa stara saflcdres that make this sourtstr rdga pleasing are as follows:

These saficari-s can be further analyzed, and phrases could be jotted out to present alapana

in these raga-s.
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Nagma-s & Dhun-s of Mysuru Vainika-s

Vidusi Geetha Ramanand

The 18th and 19th centuries are considered the golden period of karnatik music, especially
with reference to Mysore Province. It is well-established that the Mysuru Wodeyars were
great patrons of art. ‘Veeneya bedagidu Mysiiru, Nalvadi Krsnana Mysiru’, wrote the
renowned Kannada poet ST B M Srikantaiah, emphasising the prominence enjoyed by
the vina in the royal court of Mysuru, especially during the reign of Nalwadi Krishnaraja
Wodeyar.

Mysuru, under Sri Nalwadi Krishnaraja Wodeyar, was a musical melting pot. The king, a
great scholar and musician himself, was well-versed in karnatik, hindustani and Western
Classical music. During his rule, many great hindustani musicians visited Mysuru and
performed in the royal court. Ustad Natthan Khan was the first hindustani classical musician
to become an dsthan gavayi (court musician). His sons Ustad Abdullah Khan and Ustad
Vilayat Hussain Khan were also dsthan gavayi-s. Ustad Faiyyaz Khan, a doyenne of Agra
Gharana was a regular visitor to the royal court. A court musician of Baroda, he was
conferred the title ‘Aftab-e-Mousiqi” meaning ‘The Sun of Music’, by the Maharaja of
Mysuru. Sitar maestro Barkatullah Khan, Ustad Abdul Karim Khan of Kirana Gharana, the
legendary singer Gauhar Jan, Kesarbai Kerkar and many such eminent hindustani musicians
received royal patronage during this period. There was also a significant presence of Western
music maestros in the royal court.

Sangita Kalanidhi V. Doreswamy Iyengar, who was inducted into the Mysore palace
orchestra during his teenage, describes Nalwadi Krishnaraja Wodeyar’s deep interest in
music thus':

“He greatly aspired to identify innovative aspects in all music genres and adapt
them to our music. His Majesty’s taste and opinions shaped the framework
and colour of our instrumental ensembles. These ensembles were not limited

1 Translated from Veeneya Neralinalli, P 98.
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to karnatik music. An instrumental presentation had to include a couple of
hindustani and Western classical compositions, in addition to karnatik krti-s.
Such was the king’s inclusive approach.

The king actively promoted musical exchanges between his court musicians
and visiting artists. He had appointed renowned hindustani musicians to teach
hindustani classical compositions to the musicians of the palace orchestra.
Expert Musicians such as Allijan Saheb and Vilayat Hussain Khan taught us
many ciz and other compositions there .

Krishnaraja Wodeyar’s time was a dynamic period in the history of Mysore State in every
walk of life. In music too, it was an age of experimentation and exploration, resulting
from constant exposure to different forms of music and the encouragement given by the
King for such endeavours. New rdga-s, new compositions and new compositional forms
were created.

Born in this vibrant atmosphere were nagmda-s and dhun-s, pioneered by the vainika-s of
Mysuru. While nagma-s were composed by vainika vaggéyakara-s of Mysuru, dhun-s were
taken from hindustani music, and presented with their own improvisations.

Nagma:

‘Nagma’ is a compositional form pioneered by vainika pravina Veena Venkatagiriyappa,
court musician, Chief Director of the palace orchestra, and prime disciple of the legendary
maestro Veena Sheshanna.

Before we delve deeper into the nagmads, let us look into the etymology and origin of the
word. The word ‘nagma’, is of Persian origin, meaning a song, a melody or something
new. It is evident that nagma came from hindustani music where the term ‘lehrd nagma’
is used for short compositions without lyrics. These compositions are played during Tabla
or Pakhawaj solo performances and in Kathak dance accompaniment. Lehra or nagma is a
repetitive melodic pattern set to the same number of beats in a rhythmic cycle (¢ala) being
performed. The lehra can be played on a variety of instruments like sarangi, harmonium,
sitar, sarod, flute etc. It may be interspersed with short and occasional improvisations, built
around the basic melody. It is to be played with the highest precision in /aya and svara
control as it is the canvas on which the main performer paints.

Now moving on to how the nagma came into becoming a part of the Mysuru Vainika
Vaggya parampara, during $17 Nalwadi Krishnaraja Wodeyar’s rule, a plethora of cultural
activities were organised in the palace. Entry to the public was usually restricted for such
programs. For the benefit not invited, these live concerts were relayed through speakers.
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Sometimes even recordings of reputed artists would be played. On one such occasion, a
recording of Sii Devalankar’s harmonium recital of a nagma in the rdg pilu was played.
Upon listening to this, the king summoned Veena Venkatagiriyappa and asked,

“Do we have this type of composition in our music? If not, why don’t you try to compose
one?”

Venkatagiriyappa very humbly accepted the royal order and ragma-s with the distinct
stamp of Mysuru Vainika Vaggéyakara-s were born. This incident is documented by Prof
V Amrutha, daughter of Venkatagiriyappa, in her book Vipanchi Vaibhava’®, a work on
vainika-s of Karnataka.

Dr Ra Sathyanarayana in his ‘Karnataka Sangeetha Vahini’, clearly mentions that
Venkatagiriyappa was the first one to compose nagma-s in the karnatik context’.

From the above references, it can be deduced that nagma-s were first composed in the
early 1930s by Veena Venkatagiriyappa. Venkatagiriyappa retained the name ‘nagma’
mentioned on the gramophone record of St Devalankar. This convention was followed
by his contemporary - Veene Shivaramaiah, and Venkatagiriyappa’s disciples Prof R N
Doreswamy and Sangita Kalanidhi V Doreswamy Iyengar too. Other than Venkatagiriyappa,
these are the only three Mysuru vainikas who have composed nagma-s.

Based on the available nagma-s by the Mysuru Vainika Vaggéyakara-s, it can be described
as:

‘a purely svara-based compositional form without lyrics’.

A variety of svara patterns with different permutations and combinations are employed
in these compositions. The first part of a nagma, which can be equated to a pallavi of
traditional karnatik compositions, is generally followed by svara passages in two or more
segments. The nagma of hindustani music is one basic melody that is repeated, as mentioned
earlier. However, in the nagmas composed by Mysuru Vainika-s, there is a refrain around
which other melodic explorations are built.

Nagmas of Veena Venkatagiriappa (1884-1952)

Veena Venkatagiriyappa was initiated into music by his maternal uncle Sri Chikka
Subbarayaru, and later trained under the legendary vainika Veena Sheshanna. He was
inducted into the royal court as an asthana vidvan. Knowing his ability, the King created

2 Amrutha, V, Vipanchi Vaibhava, P 98.

3 Sathyanarayana, Ra. Karnataka Sangeetha Vahini, P 577.

JOURNAL 2024



The Music Academy JOURNAL 2024

an opportunity for Venkatagiriyappa to learn some rare instruments like Theremin and
svarabat along with piano. The king also arranged for him to train in hindustani and
Western music. Venkatagiriyappa mastered them all and was made the Chief of Palace Band
- karnatik music. He was eventually promoted as the Chief Director of Palace Orchestra.
Venkatagiriyappa has documented a number of compositions of karnatik music in Western
Staff Notation system.

Venkatagiriyappa has composed nearly 35 compositions including varna-s, kriti-s, tillana-s,
ragamalika and three nagma-s*.

His nagma-s are in the raga-s:

1. behag
2. kiravani
3. hindola

The nagmd in behdg set to caturasrajati €ka tala® begins with a beautiful phrase:
gmpndn S S:.

After resting in tarasthayi $adja, the next 2 avarta-s join as a theme line, together giving
a vibrant picture of behag.

PNN.$dNAPD|mPmgmGrsN|[$, ., |

Along with this, the other phrase that repeats is:
sgmPmgmGrsNS
The next segment starts from the higher octave gandhara with plenty of datu svara-s.

gmgpmpgmrgimgmrg

SIr§gregsfrnSnrS§rns

dnsisndpmpgmegrsn

4 All of these are published in Veene Venkatagiriyappanavara Kritigalu edited by R N Doreswamy
and V Amrutha

5 He has mentioned the tala for this nagma as Bhairava. No references could be found about this
tala. As the chaturasra jaati éka tala suits the composition well, Mysuru vainikas have continued

to play it in Chaturasrajati Eka tla.
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In the last segment, we can find the beauty of gopuccha yati in the svara pattern:

pnnnnn
pnnn

Here, a lot of janti svara patterns are woven beautifully with only 3 svara-s - pafiicama,
nisada & $adja. Repetition of phrases or svara-s paints an effective picture of the raga®.

This nagma was performed for BBC by Rani Vijaya Devi on the piano, which was
well appreciated. She was the sister of Jayachamarajendra Wodeyar and a disciple of
Venkatagiriyappa. A video of another nagma in kiravani performed by Rani Vijaya Devi,
with Smt Ranganayaki Parthasarathy, also a disciple of Venkatagiriyappa, and Smt Prabha
Ramaswamy, can be found on YouTube’.

The kiravani nagmda has 4 segments. This nagma is set to adi tala. Similar to behag
nagmad, this too has a lot of datu svara-s & janta svara-s incorporated beautifully. In the
last segment, there’s a continuous stream of third-speed svara phrases which provides space
for showcasing the playing techniques of Mysiru bani of Veena:

(The underlined svara-s are in third speed)
ns||RgrsrGmgrgMpmgmPdpmp]|
DndpdNsSndn|Sié§nsRgis s
NSnDndPdpMpmGmgRgrSrsns|

rgmpdns$t|gisndnsnl

dpmdpmgrsnsrS...

The other nagma of Veena Venkatagiriyappa is in hindola®. Tt has five segments, and is the

6 Notation in Appendix 1
7 https://www.youtube.com/watch?v=48-wbIsXwJQ

8 Published as ‘Malkauns’ in Veena Venkatagiriyappanavara Kritigalu, ed R N Doreswamy & V
Amrutha, P 83-84.
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longest among his nagma-s. It has a profusion of janta prayoga-s. The tala for this nagma
is mentioned as Keharwa. In the hindustani tradition, this is an 8-count tala, consisting
of 2 groups of 4 counts. The Mysuru vainikas have been playing this nagmda in caturasra
gka or adi tala.

This nagmd begins as

nsgmgmdnmdnsdnsg]|S;;
This nagmd contains 5 segments, consisting of Gopuccha yati, datusvara-s and jantasvara-s.
An example for gopuchcha yati in the second segment of this nagma:

smmmmm
smmm

s mm
smm
gddddd
gdddd
gdd
gdd....

The final segment of this nagma is very different from that of the other two nagma-s. It
is longer than the last segments of the other two nagma-s. Instead of a tihayi/tirmana-like
ending that lands in tara sthayi $adja in the last segment as found in the other two nagma-s,
here there is tristhayi sancara including datusvara-s, gradually concluding in adhara Sadja.

This segment begins with the pattern:

SmmGMsmmggssn| NggSGnggsésnnd|

Dssnsdéssnnddm].

It continues with datusvara phrases like

smgmegdmd

and concludes as

Sndndmgm|dnéndmgm|gssnS;|

In the notations of Venkatagiriyappa’s three nagma-s, a vertical bar (|) is found after 8
aksharas of madhyama kala while the double bar -

|

|” symbol is not present at the end
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of each avartana. Therefore it seems appropriate to play these nagma-s in caturasrajati
gka tala.

These nagma-s of Venkatagiriyappa are published in Veena Venkatagiriyappanavara
Kritigalu, edited by Prof R N Doreswamy and Prof V Amrutha’.

It is also interesting to note that Venkatagiriyappa himself presented some nagmadas along
with other compositions of Mysuru bani in a lecture demonstration at the Madras Music
Academy in 1938.

Nagma-s of Veena Shivaramaiah (1886-1946):

Veena Shivaramaiah, son of Veena Padmanabhaiah, was a contemporary of Veena
Venkatagiriyappa. He has over a hundred compositions to his credit, including varna-s,
krti-s, tillana-s, nagma-s and a ‘melody’ in the rdga Kolahala. His unique contribution
to the world of karnatik music is ‘Swayambhu Swara’, a raga with the 3 svara-s - $adja,
antara gandhara and paiicama. He has composed 4 krti-s','" in this rdga, a fact that bears
testimony to the richness of his creativity. Shivaramaiah has composed three nagma-s in

the raga-s:

1. pilu
2. dhun pilu and
3. behag

All of them are set to caturasra €ka tala.
The pilu nagma, starts from mandra sthayi nisada.

nsrmrmpnmpnspnstS;

The higher octave sancara:
Sgemsgmpgrgs

gives a clear picture of the rdga pilu. The composer gives different shades of the raga in the
avarohana krama. The raga bhava is portrayed with some special, unusual sancaras like:

9 Doreswamy R N & V Amrutha, Veena Venkatagirivyappanavara Kritigalu, P 79-84.

10 1. Shri Rajarajéswari Samraksisou (in Kannada) - Adi tala; 2. Rama Tyagaraja Prema (in
Sanskrit) - Adi tala; 3. Shree Rama Raghulalama (in Sanskrit) - Adi tala tisra gati; 4. Bhaje
Bhaje Parvatiramanam (in Sanskrit) - Adi tala tisra gati.

11 Murthy, M S Narayana, Shivarama Sangeetha Sudha. Vol 2
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l. gmpd N.dD.pG GmD.pgiSdnstl|

PMrm|pdpmPsg g1

STfssnsr |[snd pmpns|

dné§rsnd

gigsnsrmrmpn|mpnspnst| S

2. igindndnpnsi$nSsndgigsndmgmgign ||

dnpnsSfnSpnpmprmgrsS

dhun pilu is a rarely heard raga. The mircchana for it is:
Ardhana: s r, m pn, §
Avarohana: $n,d,n,pm g m pgr,sns
The nagma opens with a special sancara:
S;gmpdnsSS.

‘em p dn § prayoga is seen in the later segments of this nagma too. suddha daivata
prayoga can be noted in the phrases:

i) MpD d p

ii) mpD dpmr

i) gmpd

iv) pmpd
The segment divisions common to the nagma-s of Venkatagiriyappa, are not seen in this
nagmd. Tisra and khanda groupings of svara-s, and a mixture of madhya and vilamba
laya can be seen here.
Behag nagma

There are four segments in this composition. The opening phrase:

pnsgsgmpgmpnmpns

and in the third segment, phrases like:

pnnnnunnpnnnpnnpnn

are reminiscent of Vekatagiriyappa’s behdg nagma. However, the second segment stands
on its own, with the following phrases eventually culminating in the pallavi, with lots of
datusvara prayoga-s:
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pnpndsSninfégrsndp

Sndpmndmpdmgmpm

grmgrsgrsn

Overall the composition has some unique rdga sancaras with a combination of fisra and
khanda svara groups and plenty of datusvara-s like:

) $pmpgmigni,
i) §gin,

i) §mmgf,

iv) $gmig

The nagma-s of Shivaramiah have been published in ‘Shivarama Sangeetha Sudha Bhaga
2’ compiled by his son M S Narayana Murthy.

Nagma-s of R N Doreswamy (1916-2002):

R N Doreswamy was a Professor of music at the Fine Arts College, Mysore University.
He has composed about 66 compositions including svarajati, jatisvara, kyti-s, ragamalika,
bhajan, tillana-s and nagma-s®. His compositions are in the languages: Kannada, Sanskrit,
Telugu and Hindi. He has co-authored ‘Vina Venkatagiriyappanavara Krtigalu’, the
compilation of his Guru’s compositions, with V Amrutha. He has also written a biography
of his Guru®.

His nagma-s are in the rdga-s:

1. natabhairavi

2. dharmavati

3. durga and

4. cakravaka.

All these are set to caturasra €ka tala, with the nagma in dharmavati being in khanda gati.

The natabhairavi nagma begins with a mixture of madhyama and vilamba laya:

RggMppDMpp|DnnSin§|

It continues in vilamba gati. After two avarta-s of symmetrical svara patterns, it reaches

12 Doreswamy R N. Lakshmiramana Kriti Manjari.

13 Doreswamy R N. Veena Venkatagiriyappa.
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the tarasthayi $adja and eventually returns to the adhara $adja. If we consider the first ten
avarta-s to be the pallavi, the subsequent ones are all filled with diverse svara patterns. It
progresses delightfully, sometimes in vilamba, sometimes in druta kala, and other times
in a combination of both. Janti and datu swara phrases in druta kila make it more lively.
This nagma ends with madhyama kala svara-s, finally resting in adhara Sadja:

rsrgMpdmpDnsdn|[SiRgisnDpmpdn|
sigRsNdpmpdnéi|sndpmgrsRdpmp|

dnSiSndpmgrsRfdpmpdnsisndpmgrs|

RéndpmgrsR| S|

The nagma in dharmavati set to caturasra Eka tala - khandagati begins from madhyasthayi
risabha:

RgmpDnséiS.:S.:|

RsndNdpmDpmgRgrs|

The progression of this nagma from mandrasthayi paficama to tarasthdyi paiicama is
beautiful. The expansive janta, datu svara-s and diverse svara patterns in the khanda nade
make this nagma special, adding to its rhythmic beauty.

MmmmmgrgmPpppmgrsr|

GggggrsnsRrrrrsndnl

SsssrsNsRrrrrsRg|

SssssnDnSsssdnsrg]

mmmmmmgrgmppppppmegmp |
ddddddpmpdnnnnnsndns|

mmmmmGrsnSrgmPdns|
RsndNdpmDpmgRgrs|
RgmpDnsiS;S.:|

The nagmda in raga durga set to caturasra €ka tala, begins as:
rmpmrsrmpdmpdé§RSSdsdsmpD|
SissdSdmPmrM; |
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The ragabhava of durga brought out in these initial @varta-s by the composer is mesmerising.
It can be observed that much like the other nagma-s, this nagma too consists of jantasvara-s,
datusvara-s, tisra, caturasra, khanda svara patterns. There is also srotovaha yati:

rM
srM
dsrM...

The nagma in raga cakravika set to caturasra €ka tala begins as:
gmpdnsRSS

in the same fashion as Venkatagiriyappa’s behag nagma which begins as
gmpndnSSS.

However, the similarity ends here and the composer’s creativity shines in the @varta-s that

follow. Traversing from the madhyasthayi daivata to the tarasthayi paiicama and filled
with innovative svara patterns, the lilting melody of this nagmda is extremely attractive.

On examining these four nagmd-s composed by Prof. R. N. Doreswamy, it is clear that
he has developed his own mould and filled it with ra@ga bhava in the most creative and
inventive manner.

The nagma-s of Prof R N Doreswamy are published by him in ‘Lakshmiramana Krti
Manjari’.

Nagma of Sangita Kalanidhi V Doreswamy Iyengar(1920-1997):

A torchbearer of the Mysuru vainika parampara, V Doreswamy lyengar has composed two
svarajati-s in the ragas behag and garudadhvani, a tillana in the raga Salaga Bhairavi, a
nagma in the raga Sindhubhairavi and many orchestral compositions. He has set tunes to
many Haridasa pada-s. He was a producer of music at AIR, Bengaluru.

He composed the nagmd in Sindhubhairavi during the “Festival of India” concert tour
in Russia. This nagma in Adi tala, is brimming with beautiful svara patterns. It offers a
unique perspective of Sindhubhairavi.

The opening phrase itself is beautiful:
PpdpdmpmdpndpGSgmPgmpdpGrS

In this nagma, the segments are clearly indicated as pallavi and carana-s 1, 2, and 3. While
most nagmd-s of other composers have a profusion of janta prayoga-s and datustara-s,
both these prayoga-s are minimal in this nagma. The phrases in each carana emanate from
a melodic impulse, and reflect the raga bhava beautifully.
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Other than the pallavi, another phrase that repeats in the first and second carana-s is
RGiS DNdP gsgm

While the pallavi and two carana-s are in caturasra nade, the last carana is in tisra nade,

adding a spring to the step of the raga:

GmgrsDnsR |[SuLrN |
SmM;::;gms|sgmpdp| M|
D:dpD:$n|D:i$ndpD,|

72!

R.GigfnD|iRnD|mgrS.||

gmdnSmdgmdn|Smdgm|[dnSsd]

We can also observe a tihayi/firmana-like ending in the last avarta of the segment above.
This nagma is published in Vipanchi Vaibhava®.

It can be noted that most of the nagmas are in €ka tala. Considering that these were
primarily composed for instrumental ensembles involving karnatik, hindustani and Western
Classical instruments, the choice of €ka fala seems well-suited for easy understanding by
artists of all genres.

Dhuns:

In Hindi and Urdu, Dhun means ‘melody’ or ‘tune’. It is a light piece usually played in
hindustani classical music. It may have lyrics, or could just be a melody. It is more freely
interpreted and may incorporate anyasvara-s to enhance the lyrical beauty. The tune may
be based on folk music or bhajan-s. Occasionally, it may be based on film songs too. They
are predominantly played on instruments. They also offer scope for creative explorations.

As mentioned earlier, the king Sri Nalwadi Krishnaraja Wodeyar encouraged and even
ordered his court musicians to learn certain raga-s and compositions from visiting North
Indian musicians. Thus, many dhun-s and gat-s were learnt and performed by Mysuru
asthana vidvan-s.

While some dhun-s were presented in their original form, others were interpreted and
improvised by Veena Sheshanna and other court musicians. These include ‘Naina téré’
and ‘Mere dard-e-jigar’ in Jinjhodti, ‘Gavara nahi tujhe’ in Yaman, and ‘Murali ki dhun’
in Malgunji.

The dhun ‘Gavara nahi tujhe’ in Rag Yaman, is set to tiSra nade. While the original lyrics
for this dhun is §rigara-based, there is also a Kannada lyric written by Ponnamma (sister

14 Amrutha, V, Vipanchi Vaibhava, P 182.

VOLUME 93

155



156

JOURNAL 2024 The Music Academy

of Vid. Thitte Krishna Iyengar) that is devotional. It starts as: ‘Namami Prabho’. Thitte
Krishna Iyengar used to sing this dhun.

The dhun ‘Nain Tere mann ké’ is in Janjhtti raga, set to adi tala. This was played by
Veena Sheshanna frequently. Janjhiti raga had a special place in Veena Sheshanna’s heart.
He used to play two dhun-s in this raga.

‘Nain teré’ starts in atita eduppu. The sahitya is in Hindi, with a mix of Urdu. Sheshanna’s
version of this composition shows us a gradual expansion of the rdga. There are a few
phrases with kakali nisada too:

snsrsrsn,nsRgs, DNSR

As mentioned earlier, Sheshanna regularly hosted concerts of hindustani musicians at his
house. On popular demand, he would often present these dhun-s after the main performance.
Old-timers recall that Sheshanna’s exploration of the dhun ‘Nain téré mann k&’, would go
on for hours! His renditions were greatly enjoyed and appreciated by the visiting hindustani
musicians, who extolled Sheshanna as the ‘Maharaja of music’.

The dhun ‘Murali ki dhun’ is in raga malgunji, set to adi tala. This is a raga from
hindustani music. It is a $adava sampirpa raga of Kafi tat.

Arohapa: s, g, m d, n, $

Avarohana: $n,d,pm g mg 1, s

It uses two gandhara-s - antara & sadharana gandhara, and two nisada-s - kaisiki & kakali.

Vadi - Madhyama, Samvadi - $adja. Malgunji is a mixture of Khamdj, Bagesti, Ragesri
and Jaijayavanti rag-s.

An audio clip of this dhun in its hindustani form sung by Prof Narayan Rao Vyas (1902-
1984), a disciple of Pt Vishnu Digambar Paluskar, is available on YouTube'. This dhun
would often feature in the concerts of V Doreswamy Iyengar. Further, inspired by this dhun,
he composed a song: ‘Kolalaniiduva celuvanyare’, for the Kannada film ‘Subba Shastry’,
sung by Sangita Kalanidhi M Balamuralikrishna's.

‘Mére darde Jigar’, a dhun in raga Janjhiti is set to caturasra éka tala.

One can see a lighter brisk movement of the raga and variety in rhythm structure with a
mixture of caturasra and tisra gatis in this dhun. The usage of prati madhyama is to be
noted.

15 https://www.youtube.com/watch?v=VUyafHiQYOU&t=25s

16 https://www.youtube.com/watch?v=9B37IvvZ-g
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The language of the composition seems to be a mixture of Urdu, Farsi and Hindi. An audio
clip of this dhun sung by the legendary Gauhar Jan is available on YouTube!”.

The notation of this dhun and the dhun in malgunji were collected from the manuscript
collection of late Vid. M Cheluvarayaswamy, renowned musicologist and disciple of vainika
pravina Sri Venkatagiriyappa and father of my Guru Vid C Krishnamurthy'®.

The beautiful confluence of karnatik and hindustani music genres is evident in all these
dhun-s. All these dhun-s were also played by Sangita Kalanidhi Mysore T Chowdiah along
with V Doreswamy lyengar. Some other dhun-s that were often performed by Mysuru
musicians are:

Ram ko adhar - pilu - Tisra Eka

an ban jiya me lagi - Kapi - adi

Hori khelat mose - Khamach - misra capu
Pyari pyari qurban - pilu - éka tila

dhiré dhire - éka tala

Hindustani - Dhun Bhairavi - eka tala"

It is interesting to note here that many of these nagma-s and dhun-s are performed till this
day by the Karnataka Police Band, which is the successor of the Mysore Royal Palace
Orchestra in post-independence India. Some of the compositions played by the Police band
are: the three nagma-s of Venkatagiriyappa in behag, kiravani and hindola, the dhun-s -
Hindustani (dhun bhairavi), Nain Téré, Murali ki dhun, etc®.

Practising these nagma-s can help one gain mastery over the instrument. Group renditions
of the nagma-s can open new possibilities of orchestration, as they offer tremendous scope
for exploring harmonics and layers. They have great scope for exploration by percussion
artists as well.

Both nagma-s and dhun-s can be unique and attractive additions to the traditional concert
repertoire. They lend themselves well to being adapted to fusion concerts too. They can
also serve as inspiration for further explorations.

17 https://www.youtube.com/watch?v=YnhSN_rJxPU
18 Original notation from Cheluvarayaswamy’s music book for Murali ki dhun in Appendix 3.
19 From the personal collection of Vid M Cheluvarayaswamy

20 Interview with S Manju, senior violinist, Karnataka Police Band
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APPENDIX 1: Notation for Veena Venkatagiriyappa’s nagma in
behag
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APPENDIX 2:

Notation for Dr Veena Doreswamy lIyengar’s nagmda in Sindhu
Bhairavi
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APPENDIX 3: Notation for Murali ki dhun in malgunji, from

the music book of Vid M Cheluvarayaswamy, a disciple of Veena
Venkatagiriyappa.
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An Inclusive Teaching Aid for Mélakarta Ragas
and Suladi Sapta Talas

Dr. Udaya Kiran K.T.
Assistant Professor, Dept.of Music, School of Performing Arts and Fine Arts, Central
University of Tamil Nadu, Thiruvarur

Abstract

Concept and presentation are crucial aspects in disseminating musical ideas and expressions
to a broader audience. When multiple mediums are employed, inclusivity is achieved. This
teaching aid integrates print, Braille, audio, and tactile graphics to enhance accessibility
and relevance in the contemporary learning and teaching of music. The focus remains on
maintaining conceptual integrity while ensuring inclusivity across diverse demographics,
including individuals with varying levels of musical experience, age, gender, and
specialization in different musical genres. This article explores the comprehensive design
and implementation of the teaching aid, aiming to facilitate understanding and appreciation
of Mélakarta Ragas and Suladi Sapta Talas across Carnatic Classical Music, Hindustani
Classical Music, and Western Classical Music, while also catering to the needs of differently
abled individuals.

Introduction

The quest for accessible materials to learn about Melakarta Ragas sparked the idea for
this inclusive teaching aid. While numerous printed resources exist, there is a notable
absence of accessible Braille materials. This gap inspired the creation of a teaching aid that
encompasses Braille, print, tactile graphics and audio examples. The aim is to empower
visually challenged individuals with access to the rich heritage of Carnatic Classical Music,
leveraging multiple formats for enhanced comprehension and engagement.
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Scope

This teaching aid is designed to be inclusive, accommodating diverse learning needs through
its integration of print and Braille. It offers a novel approach to understanding M&lakarta
Ragas and Suladi Sapta Talas, the pivotal elements in Carnatic Classical Music. Despite the
timeless nature of these concepts, this teaching aid presents them in a contemporary light,
making them accessible and relevant to a modern audience. The inclusion of tactile graphics
for representing Suladi Sapta Talas and comprehensive audio examples further enriches
the learning experience, ensuring accessibility for all, irrespective of musical proficiency
or physical ability.

Components

The teaching aid’s uniqueness lies in its contemporary approach to Swaras, meticulously
detailing their significance across various musical interpretations, including Carnatic,
Hindustani, and Western Classical Music. This approach not only facilitates cross-genre
understanding but also underscores the universal appeal and relevance of Mglakarta Ragas.
The inclusion of Braille ensures accessibility, enabling visually challenged learners to engage
with the material alongside sighted counterparts. Tactile graphics represent Suladi Sapta
Talas, offering a tangible learning experience that transcends visual barriers and enhances
comprehension through touch. Moreover, audio examples, featuring male and female voices
as well as instrumental renditions, provide auditory context, enriching the learning process
for learners at all stages of musical development.

Picture depicting Braille Alphabet
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Tactile representation of elements of tala

DHRUTA: AN ELEMENT OF TALA
INDICATED WITH A TAP AND
WAVE ( TURNING THE PALM) TOTAL NUMBER OF BEATS- 2.

|
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r;(HANDA LAGHU 4
A VARIANT OF LAGHU 5

INDICATED WITH ATAP AND
FOUR FINGER COUNT.
TOTAL NUMBER OF BEATS - 5

-------
H

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

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

Vidvan T.K.V. Ramanujacharyulu

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

Early Life and Education

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

The Miraculous Turn Towards Music

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

The Turning Point: A Fortuitous Performance

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

Pursuing Mastery: Training Under Parupalli Ramakrishnayya
Pantulu

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

A Renowned Violinist and Harikatha Exponent

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

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

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

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

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

Prolific Composer and Literary Genius

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

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

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

L)

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

a cascading effect that is both intellectually and aesthetically pleasing.

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

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

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

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

RT3

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

Innovations in Karnatik Music

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

Paificaratna krti “sadhincene” Analysis

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

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

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

Garbha Krtis

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

Tyagaraja geyartha kuncika

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

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

A Dedicated Guru

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

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

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

* MDBT Sundari

* Kirishnapriya

+ PKD Mallikharjuna Sarma

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

Master of astavadanam

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

memory, concentration, and versatility.

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

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

a polymath and a true master of his craft.

Contribution towards Visishtadvaita sampradayam

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

viewed them as a way of life.

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

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

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

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

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

Conclusion

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

Sangita Kalanidhi Trichy Sankaran

Dr. Curtis Andrews

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

Performer - Composer - Professor

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

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

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

YEAR COMPOSITION

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

Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

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

Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

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

Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

the use of a drone

raga-based melodic ideas

alapana-like introductory sections and interludes

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

improvisation (theme and variation)

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

e o

call and response and reductive forms such as koraippu

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

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

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

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

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

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

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

Photo courtesy of Andrew Timar

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

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

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

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

Catch 21

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

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

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

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

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

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

) 2. Carnatic Concerto/Kirwani
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Dhirena Thillana

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

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

pamarargal panivanbudan tozum
paramakrpakarané gugang
pannirukaivélavang
parpugazparamajianadesikane

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

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

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

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

Chapu Tala Malika

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

Conclusion

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

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

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

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

Sangita Kala Acharya Rama Ravi

Budalur Sir — the person

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

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

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

His teaching methodology

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

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

Passing down a legacy

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

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

Recipient of a legacy

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

As a concert performer

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

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

In conclusion

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

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

Budalur Krishnamurthi Sastrigal
Morning prayers at Kalakshetra —

his monumental contribution

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

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

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

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

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

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

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

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

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

A farewell tribute

S. Janaki

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

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

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

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

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

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

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

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

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

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

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

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

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

Conceptual Foundations and Contemporary Questions
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(PO Box 5715, 54, Rani Jhansi Road, New Delhi 110055),
2020, 834 pp., Appendix, Bibliography, Index, ISBN 978-81-215-1301-2

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

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

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

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

The following are available for sale:

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

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

Sangita Sampradaya Pradarsini of Brahmasri Subbarama Dikshitar

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

Raganidhi (English) — B. Subba Rao

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

COMPUPRINT ¢ 044 2811 6768

Published by N. Murali on behalf of The Music Academy Madras
at New No. 168, TTK Road, Royapettah, Chennai 600 014 and

printed by N. Subramanian at Sudarsan Graphics Offset Press, Chennai. Editor : V. Sriram.



