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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 Sangīta Kalānidhi-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 Sangīta Kalānidhi-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=o7PBFXidrBQ
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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. Sangīta Kalānidhi 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 upāsaka. 
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, mēla, rāga 
and tāla 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, śaḍja was also changeable. Ramamatya mentions śaḍja as immoveable – 
ādhāraśaḍja. Venkatamakhin simplifies the gāndhāra-s effectively setting up the basis for our 
72 mēlakartā system of today except for the using of pañcaśruti riśabha vs.catuśruti riśabha.
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mēla System: Govinda Dikshita says Vidyaranya was the first to come up with the mēla 
system listing 15 mēla-s. hejjujji is a mēla in that system. mēla-s then were just a group 
of rāga-s and not computed artificially. rāga-s thought to be similar were grouped together 
with the group taking the name of the most prominent rāga within and mēla-s did not have 
to be sampūrṇa. From Pandarika Vittala onwards, artificial computing of rāga-s begins. In 
Sadragacandrodaya, he computes 90 melas but describes only 19. Venkatamakhi computes 
72 melas but describes only 19. 

Development in Rāga system

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

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

Developments in musical forms

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

Developments in tāla system

Pandarikavittala describes dēśi and mārga tāla-s; Venkatamakhin describes sūlādi sapta 
tāla-s – as we know them now but for the aṅga-s placed differently though counts remain 
the same. Haridasas have contributed extensively to tāla system of south Indian music by 
modifying and using sūlādi tāla-s for gīta-s and prabhandam.

Regarding Indian music of 20th Century and later, RaSa says rasa theory applicable to drama 
and poetry is not applicable for music. He suggests that practitioners of kāvya vacana learn 
more about music from musicians and musicians learn how to better enunciate the lyrics 
from gamakis (practitioners of kāvya vacana).
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Sugama saṅgīta started off as kannada gīte –not bound by rāga, 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 vīṇā tradition 

Making of Mysuru vīṇā is different from that of Thanjavur vīṇā. Convention of holding 
vina upright has given way to horizontal position. Mysuru was known for vīṇā 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 vīṇā 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=3VylpceEsg8

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 Sangīta Kalānidhi Embar S. Vijayaraghavachariar 
at The Music Academy

Presented by Krithika Bharadwaj

The second lecture of the day on the above topic was presented by viduṣi Krithika 
Bharadwaj. Sangīta Kalānidhi 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/YxGMofhsVaE?si=0lulsVJWcAry4sgb
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December 17, 2023 
Sangītā Kalānidhi Sheikh Chinna Moulana Centenary 

Presented by Sheik Kassim, Babu, Sangīta Kalānidhi 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. Sangīta Kalānidhi Lalgudi G.J.R. Krishnan presided over the session.

Sangīta Kalānidhi Sheik Chinna Moulana belonged to a grand musical lineage of nāgasvaram 
players that dates back 300 years, a tradition that endures to this day. His family was 
entrusted with playing the nāgasvaram 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 “nāgasvaram 
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 nāgasvaram 
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 nāgasvaram 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 nāgasvaram artist. His 
performances were characterised by elaborate ālāpana-s steeped in rāga bhāva, effortless 
rhythmic precision, and thunderous bhṛga-s. He was instrumental in introducing rāga-s like 
sālagabhairavi (a personal favourite), maṇiraṅgu, hēmavati, and sarasvati to the nāgasvaram 
repertoire and concerts. His vast repertoire of compositions became much-anticipated by 
audiences. In the latter half of his concerts, he enjoyed playing jāvali-s, with sakhi prāṇa, 
emandune, and madhura nagarilō 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 māmava paṭṭābhirāma, listeners could transcribe the lyrics just by hearing him, 
so precise was his fidelity to the sāhitya. Indeed, if a student couldn’t learn the sāhitya of 
a composition, he wouldn’t teach it to them.

How Moulana acquired his celebrated Dikshitar kritis, such as śrī varalakṣmī and śrī lakṣmī 
varāham, 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 nāgasvaram player. Motivated 
by this, Moulana resolved to master Dikshitar’s works. He sought out Sangīta Kalānidhi 
Kallidaikuruchi Vedanta Bhagavathar and frequently hosted him in Andhra Pradesh to 
conduct workshops where Bhagavathar shared his repertoire of Dikshitar kṛti-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 hindustāni rāga-s, one could easily discern Khan’s influence. Whenever 
the two met, they engaged in lengthy discussions about the technique and aesthetics of 
the nāgasvaram 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/ySj7oTAB9CQ?si=eInKdPvyFtFjKVBL

Lashman
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December 18, 2023
The third day’s proceedings began with a rendition of vēṇu gānalōluni in kēdāragaula rāga 
by Sanjana Meenakshi (III ASCM). Sangīta Kalānidhi Neyveli R Santhanagopalan presided 
over the session.

Panngalum Soozhalgalum 
Presented by Vidvān B. Sargurunathan

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

Sargurunathan noted that Tirugnanasambandar used approximately 23 paṇṇ-s in his verses. 
Of the 380-odd 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 Aḍigal, 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 paṇṇ was likely sung during the morning hours.

However, in Sundarar’s hymn beginning with pittā pirai sūḍi, 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 nādanāmakriyā in the Carnatic tradition, it is essential to limit 
the range within the niśāda 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/2HDNTcP2u9Y?si=kfROVPtJzcXNN_8Z

Lashman
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Sangīta Kalā Achārya M.S. Anantharaman, centenary tribute
The second session was a centenary tribute to Sangīta Kalā Achārya 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 Sangīta Kalānidhi Neyveli R. Santhanagopalan.

The presentation began with a group rendition of śrī mahāgaṇapatiravatu, a composition of 
Muthuswami Dikshitar. This piece, popularly rendered in miśracāpu tāla, was played in tisra 
tripuṭa tāla, 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 mōhana varṇam, performed with an 
inventive twist. Keeping the original svara structure of the varṇam intact, it was played 
with alternative svara-s resulting in other rāga-s like śivarañjani, vāsanti, and bhūpālam. 
Sundareswaran also demonstrated various rhythmic exercises on the mōhana varṇam, 
techniques he had learned directly from MS Anantharaman.

The tribute further highlighted the distinctiveness of the Parur technique with a rendition 
of the sāraṅgā varṇam. Excerpts of Anantharaman’s playing, including svarakalpana in 
Pantuvarāli 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/qMsLls-fDxg?si=V52yL_x1CJ1zDxck



12 J O U R N A L  2 0 2 4

J O U R N A L  2 0 2 4   The Music Academy

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 mānasa vṛda in ābhōgi 
rāga. Sangīta Kalānidhi Neyveli R Santhanagopalan chaired the session.

T. Sankaran — A Life in Music 
Presented by Sangīta Kalā Achārya 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 Sangīta Kalānidhi T Brinda, Sangīta Kalā 
Āchārya T Mukta, Sangīta Kalānidhi T Balasaraswati, Sangīta Kalānidhi 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 kṣitijāramaṇam 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 

jāvali-s -Dr. Ritha mentioned that many presented have not been heard since. 
 2. At Tamil Isai Sangam Conference on Tamil song śrī kāmākṣi kaṭākṣi in Vasantā 

rāga — noted as a Subburaya Shastry composition.
 3. 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: 
 1. 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.

 2. 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.

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

 4. Multiple articles on nāgasvaram, 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 nāgasvaram is a cottage industry and that there is no textbook 
for nāgasvaram playing. He also expounds on the temple tradition of nāgasvaram.

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.
 2. 1990 — Compositions of Annai-Ayya Brothers, co-authored with T. Viswanathan, 

published by Brhaddhvani.
 3. 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 Vālājapēt school pioneered by Vālājapēt Vēṅkaṭaramaṇa 
Bhāgavatar, Tillaisthānam school headed by Tillaisthānam Rāma Ayyaṅgār, Umayālpuram 
school by Kṛṣṇa and Sundara Bhāgavatar-s, and Mānambucāvaḍi school by Mānambucāvaḍi 
Vēṅkaṭasubbayyar. The speaker said the last school is characterized by its long- standing 
śiṣya paramparā with many of them being renowned composers.

Vēṅkaṭasubbayyar was born c 1798 to Śivarāmakṛṣṇayya and Bhāgīrati, aunt of Tyāgarāja 
Svāmigal. He belonged to the Mulakanāḍu sect of Telugu Brahmins with the family name 
‘akumaḍugala’. He had his musical training under Svāmigal for 17 years. A reference 
to Vēṅkaṭasubbayyar can be seen in various publications like ‘gāyakasiddāñjanam’, 
‘karuṇamṛta sāgaram’, ‘kṛti maṇi mālai’, etc. He had many illustrious disciples like Paṭnam 
Subraḥmaṇya Ayyar, Maha Vaidyanātha Ayyar, Sūsarla Dakshiṇāmūrti Śāstri, Vēṇugānam 
Sarabha Śāstri, Lāvaṇi Vēṅkaṭa Rao, Fiddle Venkōba Rao, Tiruvaiyāru Kṛṣṇa Ayyar and 
the grandson of Svāmigal, Pañcāpakēśa Ayyar.

Vēṅkaṭasubbayyar 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 Vēṅkaṭasubbayyar 
from various sources. These include hamsadhvani rāga varṇa jalajākṣa, kṛti-s āvaraku, 
parabraṃhamu, svāmiki sari, dhanyuḍevvaḍō, janmamenduku, a rāgamālika śivabhūpatē 
and a maṅgalam giri rāja. The sāhitya of a nine rāga rāgamālikā karuṇiñcumu and a kṛti 
mariyādagāda cannot be traced. The speaker then proceeded to explain the intricacies of 
the kṛti-s āvaraku, and parabramḥamu. 

The latter kṛti has two versions, one in the rāga pravālajyōti and the other one in the rāga 
kāpinārāyaṇī. Nityasri demonstrated both versions. She also mentioned the kṛti āvaraku set 
to the rāga kuthūhalam was a source of inspiration for the later śiṣya-s of this parampāra 
to create kṛtis in the rāgas kathanakuthūhalam and surarañjanī. The rāgamālika śivabhūpatē 
was composed on Sakhārām Sahēb and Vijayamōhana Muktāmbā Bai of Thanjāvūr Court. 
The speaker noted that the rāga mudra of all the four rāga-s, namely pratāpacintāmaṇī, 
ābhōgī, vijayaśrī and pūrṇacandrikā was deftly introduced into the sāhitya. The majority of 
his compositions were in Telugu and were composed in praise of Śrī Rāmacandra Mūrti. 
Nityasri stressed we can find many kṛti-s of Vēṅkaṭasubbayyar starting at 1.5 edam.

Nityasri then ventured into the compositions of prominent composers belonging to this śiṣya 
parampara. She covered the compositions of Paṭnam Subraḥmaṇya Ayyar, Maha Vaidyanātha 
Ayyar, Rāmanāthapuram Śrīnivāsa Ayyaṅgār, Mysore Vāsudēvācārya, Tiger Varadācārya, 
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Ariyakkuḍi Rāmānuja Ayyaṅgār, MD Rāmanāthan and Bālamuralikṛṣṇa. She mentioned 
we can see both the rāga-s handled and not handled by Svāmigal in their compositions. 
Whereas the compositions in the rāga-s mālavī, garuḍadvanī, and mandārī can be placed in 
the former category, the kṛtis in the rāgas katanakutūhalam, sindhumandāri, surarañjanī and 
śuddha sālavī can be placed in the latter category. The majority of the rāgas have suddha 
madhyama, vivādi rāgas are not in plenty, and many of the janyas are derived from the 
mēlas karaharapriyā, harikāmbhōjī and dhīraśaṅkarābharaṇa, said the speaker.

The speaker has also explained her findings concerning the tālas used by these composers. 
A vast majority of the kṛti-s can be seen in ādi tāla. Similar to the compositions of 
Vēṅkaṭasubbayyar, many compositions starting at 1.5 edam can also be seen here. A lesser 
number of compositions were seen in cāpu tāla. Tālas belonging to 108 tāla group and 
35 tāla group can also be seen in these compositions. A few examples cited include tāla-s 
simhanandana, lakṣmīṣa, vilōmitam, pratāpaśēkharam from the former category and catuśra 
aṭa, miśra jhampa, tiśra rūpaka from the latter category.

Nityasri proceeded to elaborate on the musical intricacies of these compositions of which 
the compositions in the rāga behāg are worth mentioning here. Nityasri analyzed the 
compositions of Paṭnam Subraḥmaṇya Ayyar, Rāmanāthapuram Śrīnivāsa Ayyaṅgār, and 
Saṅgīta Kalānidhi Mysore Vāsudēvācārya in the mentioned rāga. Whereas the musical 
structure of this rāga is found to be similar to the compositions of the first two composers, 
the composition by Vāsudēvācārya differs considerably from the rest. Nityasri cited a 
statement given by the composer Vāsudēvācārya himself to reconcile the difference. It 
seems the composer, in a book published by him, has remarked our music and rāgas 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 Mānambucāvaḍi śiṣya parampara. The lecture was well received and was followed by 
a discussion. Saṅgīta Kalānidhi 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 2nd year of the Advanced School of 
Carnatic Music began proceedings by presenting a composition of Puthucode Krishnamurthy. 
Sangīta Kalānidhi 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 28th 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 śruti very well and often produced goosebumps. 

Around 1942 while in Delhi, he learned hindustāni music at the Gandharva Maha Vidyalaya 
while in Delhi and therefore composed many hindustāni khyāl style compositions as well. 
Krishnamurthy joined Chembai Music College as lecturer in 1950, retiring as Principal in 
1976.After retirement, on Sangīta Kalānidhi 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 
Sangīta Kalānidhi-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 vāggēyakāra. 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 dēvi pañcaratnam in ghanarāga-s, composed 
in Malayalam, Ārupaḍaiveedu — 6 pieces in Sanskrit and Tamizh, Navagraha kritis in 
Malayalam, 16 pieces — Navakrodaṣōḍaśa kṛti-s on Puthucode and three compositions 
on Guru bhakti.
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He composed several kṛti-s on big and small kṣētra-s, particularly Keralite ones — Vaikom 
Mahadeva kṣētra, Nelluvai Dhanvantari kṣētra, Padmanabhaswamy, Guruvayoor, Puthucode 
etc., describing some key aspects about each. Besides three rāgamālikā-s, he has composed 
a piece on Ganga Devi and the Kalpathi car festival as well. 

His pieces have been composed in multiple rāga-s, tāla-s and kalai-s, including vilōma cāpu 
and showcase various aspects such as samaṣṭi caraṇa-s, madhyama kāla-s, rāga mudhra-s 
and also nice eḍuppu-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, varalakṣmi 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. Sangīta Kalānidhi Dr S Sowmya presided 
over the day’s proceedings. 

Inclusive teaching aid for Mēlakarta rāga-s and sulādi sapta tāla-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 mēlakarta rāga-s and sūlādi sapta tāla-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 hindustāni and Western classical, and their 
representation as frequencies in Hertz.

 -  The use of braille to make teaching and learning more inclusive and accessible.
 -  Teaching tāla-s with tactile graphics: an introduction to tāla-s, their structures, and 

tactile graphics that demonstrate how each tāla is represented in hand movements.
 -  Audio recordings of the scales of mēlakarta rāga-s in different śruti-s, with and 

without gamaka-s, in both vocal and instrumental formats.
 -  Audio recordings of the sapta tāla-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/a5PKot1tSy4?si=QWAeYcP8ggjrZ1xn

An article on the subject by the presenter is published elsewhere in this journal.
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Sañcāri-s in Saṅgīta Sampradāya Pradarśini
Presented by Sangīta Kalā Āchārya Dr RS Jayalakshmi

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

In this treatise, Subbarama Dikshitar has mentioned 189 rāga-s. He has given compositions 
in these rāga-s and even notations for these compositions. However, there are at least a 
few rāga-s that are mentioned, yet do not have any composition given. This is not the case 
with respect to sañcāri-s. sañcāri-s are provided for every rāga 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/2Jp1wluGgBs?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. Sangīta Kalānidhi Aruna 
Sairam presided over the day’s proceedings. 

Navatī mēla rāgatāla mālikā 

Presented by Dr Srikantham Nagendra Sastry

The speaker started his presentation by saying that his work under discussion illustrates an 
approach to mēla tāla system with respect to lakśya and lakśaṇa.

Way back in 1998, at a conference organized by Ra. Satynarayana, Nagendra Sastry listened 
to a composition composed by the former in a rare rāga Paṇdarīkavallabha, which utilizes a 
unique gāndhāra, namely ūrdhva gāndhāra. When Nagendra Sastry enquired with the former 
about this rāga, he was introduced to the mēla system formulated by Paṇdarīka Viṭṭala, a 
musicologist of the 16th century. After explaining the classification system, Satyanarayana 
was dismayed at the lack of relationship between the present mēla tālas and the mēla 
rāga-s. He also expressed that the eighteen rāga-s in this system, formulated by Paṇdarīka 
Viṭṭala is to be given lakśya, lakśaṇa and a proper nomenclature in adherence with the 
śāstra. 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 mēla nomenclature from the period 
of Vidyāraṇyā. Later he explained the classification system of Paṇdarīka Viṭṭala delineating 
the possibility of 90 rāgas as mēlakarta rāgas. Nagendra Sastry mentioned the text 
Sadrāgacandrōdaya of Paṇdarīka Viṭṭala and the mathematical process of deriving mēlas 
using svara prastāra. In today’s context, this can be considered as an extension of the 
concept proposed by Vēṅkaṭamakhī, he added. Nagendra Sastry then proceeded to explain 
the specialty of these 18 rāgas available in the system of Paṇdarīka Viṭṭala, namely the 
presence of ūrdva gāndhāra. Like the vivādi rāgas, where two different varieties of the 
same svara are used serially, it is assumed that these 18 rāga-s use two madhyamas, śuddha 
and prati in succession. Now, the first madhyama is named as ūrdva gāndhāra. With this, 
we get 3 more cakrās and 18 mēlas, making 90 in addition to the available 72 with the 
following additional combinations — śuddha ṛṣabha with ūrdva gāndhāra, catuśruti ṛṣabha 
with ūrdva gāndhāra and ṣaṭśruti ṛṣabha with ūrdva gāndhāra. Nagendra Sastry demonstrated 
ūrdva gāndhāra by singing svara prastāra.
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Srikantam Nagadeepti, a student of Nagendra Sastry proceeded to explain the rationale 
behind the naming of these additional cakrās. The thirteenth cakra was named lakśaṇa, 
fourteenth as bhuvana, and the fifteenth as paṅcadaśī after rāga trayōdaśa lakśaṇa, caturdaśa 
bhuvana and Srī Vidyā paṅcadaśī mantra respectively. Katapayādi system was used to name 
the rāgas in these cakrās. She also explained the name of the rāgas available in these cakrās. 

Ambika Sastri then explained the need for a new mēla tāla system. She mentioned the lack 
of relationship between the mēla rāgas and mēla tāla in the system available by taking 
the Vanaspati tāla as an example. She also added the need to use only ṣadaṅgas of tāla, 
namely like laghu, druta, anudruta, guru, pluta, kākapāda in the construction of mela talas.

Kartikeya Sarma then proceeded to explain the newly devised mēla tāla system. He said 
every svara available in a mēla is identified with an aṅga of a tāla and since we have seven 
svaras but only six tāla aṅgas, one aṅga will be necessarily repeated. Druta is used for 
ṣaḍja and paṅcama, anudruta, once for śuddha madhyama and twice for prati madhyama, 
laghu for ṛṣabha, guru for gāndhāra, pluta for dhaivata and kākapāda for niṣādha. For the 
svara varieties, corresponding jātis are used, ‘manushi’ for four, ‘dēśa’ for five, and ‘divya’ 
for six. For ūrdva gāndhāra, hamsa guru with 14 akśaras is used. He explained the concept 
by demonstrating mēcakalyāṇī tāla.

He also added that similar to the rāgas, we can also derive janya tālas from these mēla 
tālas, like ‘mōhana’ tāla from ‘harikāmbhōjī’ tāla. Nagendra Sastry has also written a ‘śāstra 
nirmāṇa’ for this work.

The presenter then proceeded to explain the structure of this composition. The rāgamālikā 
starts with śrī rāgam with a prayer followed by 1 āvartana in the 90 mēla rāgas with its 
corresponding mēla tāla. Each āvartana is embellished with its raga and tala mudra in the 
sāhitya. They also have a cakra mudra in the last rāga of each cakra. Considering brevity 
ciṭṭa svaras were intentionally avoided, said the speaker.

Mahesh then explained the importance of raga mudra. This is a bilingual composition 
in Samskṛtam and Telugu. He explained the intelligent introduction of rāga names in 
the sāhitya 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 Śrī Vidyā, 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. Sangīta Kalā Āchārya Dr. RS Jayalakshmi, 
an Expert Committee member asked on the possibility of singing kalpana svaras using these 
tālas for which Kartikeya Sarma gave an extemporaneous demonstration. Saṅgīta Kalānidhi 
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 Vīṇa Basavappa, a musician belonging to the lineage of 
Vālājāpēṭṭai Vēṅkaṭaramaṇa Bhāgavatar, a disciple of Tyāgarāja Svāmigal. It is understood 
from the words of the author that he was a disciple of the grandson of Vālājāpēṭṭai 
Vēṅkaṭaramaṇa Bhāgavatar and Vīṇa Śēṣaṇṇa.

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 nāda and nādōtpatti 
and then proceeds to explain mēlakarta and its intricacies. The practical section starts 
with basic exercises like sarali varisai, heccu sthāyi varisai, janṭa varisai, and alaṅkara. 
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 gīta, varṇa, 
svarajati, kṛtis, padam, jāvali and tillāna of various composers. Whereas Basavappa gives 
information about the authorship of the kṛtis 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 gītas notated, the first five include the pillāri gīta, now taught to every 
music aspirant. There are two svarajatis available in the text — manāyakā in the rāga 
jhenjhūṭi and sīta varamēlukōra in the rāga bauli. Whereas the former was composed by 
Vālājāpēṭṭai Kṛṣṇasvāmy Bhāgavatar, the authorship of the latter is to be ascertained. She 
also added that the structure of the bauli rāga svarajati resembles the hamsadvani rāga 
svarajati of Mysore Sadāśiva Rao in having lot of mēl kāla prayōgas. This book also 
has four varṇas of Vālājāpēṭṭai Vēṅkaṭaramaṇa Bhāgavatar in the rāgas kamalāmanōhari, 
dēvamanōharī, śrī rāgam and pūrvikalyāṇī and a khamās rāga varṇa of unknown authorship.

Rajshri then mentioned the interesting points observed in the kṛtis notated in the text. There 
are fifteen kṛtis of Tyāgarāja Svāmigal, one kṛti each of Syāma Śāstri, Muddusvāmy Dīkṣitar 
and Paṭnam Subraḥmaṇya Ayyar, two kṛtis of Mysore Sadāśiva Rao. Sthāyi symbols are 
not given for any svaras in the notations. The svarasthānas and the mēla for each rāga 
are mentioned throughout the book. The raga of the kṛti parāku jēsina, a composition of 
Svāmigal is mentioned as khamās. The rāga of this kṛti is given as jujhāhulī, a janya of 
gāyakapriyā in several other texts. The dhaivata used in the rāga rītigaula is marked as 
catuśruti variety while notating the kṛti and suddha variety while notating the gītam is 
noteworthy to be mentioned said the speaker. She added this shows the change in the lakṣaṇa 
of this rāga even during the period of this author. Rajshri pointed out this is the first text 
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to publish the kṛtis of Mysore Sadāśiva Rao in notation. A padam in the raga kāmbhōjī, a 
kannaḍa jāvali, and a tillāna of Śēṣaṇṇa are also seen with notations.

The next section is titled hindustāni. The rāga of these compositions is given as behāg. 
Several compositions are seen here which cannot be seen in other texts of this period. 
The book also contains a section on tāhanam in the rāgas nāṭa, gaula, ārabhi, śrī rāgam, 
kēdāragaula, and nōttusvarās. The text concludes with a maṅgalam mākulamuna in the 
rāga suraṭī from Nauka Caritra of Tyāgarāja Svāmigal. Rajshri gave demonstrations at 
appropriate places to make the presentation interesting.

The lecture was well received and was followed by a discussion. Saṅgīta Kalānidhi 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=eNb3OYl8q3Y&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 nāgasvaram 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 vācaspati ālāpana 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 mānasīka guru. Pillai 
reciprocated this admiration, recognising Krishnan as his Ekalavya.

Krishnan’s career breakthrough came in the 1950s in Chennai. His distinctive style 
impressed Sangīta Kalānidhi 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 āsthāna vidvān for the Tirumala Tirupati 
Devasthanams.

Krishnan’s music was distinguished by its majestic tone, brilliant saṅgati-s, and a strong 
emphasis on madhyama kāla and upper octaves. He was among the first nāgasvaram artistes 
to challenge the taboo surrounding the performance of vivādi rāga-s in concerts.

Lalitha Ram also discussed the symbiotic relationship between vocal and nāgasvaram 
styles. While it is well known that vocalists like Sangīta Kalānidhi G. N. Balasubramaniam 
and violinist Lalgudi G. Jayaraman were influenced by Rajarathinam Pillai’s nāgasvaram 
techniques, by the late 1960s and 70s, the influence became reciprocal. Nāgasvaram artistes 
began drawing inspiration from vocalists who had adapted elements of the nāgasvaram bāni 
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 



28 J O U R N A L  2 0 2 4

J O U R N A L  2 0 2 4   The Music Academy

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 Nādamurthy.

In 1952, Vedamurthy modified the nāgasvaram 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 rāga-s such as suruṭṭi, sāvēri, and dhanyāsi.

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

Vedamurthy’s repertoire included rare gems such as the kuriñji padam śiva dīkṣa parulanu, 
a staple of Kashi yatra ceremony in Tamil weddings from the past. He also incorporated 
tānam in his RTP presentations, an uncommon practice in nāgasvaram 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 nāgasvaram 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 (3rd year) and Kamakshi (1st year) of 
the Advanced School of Carnatic Music. They sang kamalāmbā in kānaḍā by the Garbapuri 
Quartet. The day’s session was presided over by Sangīta Kalānidhi 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 Sangīta Kalānidhi Sanjay 
Subrahmanyan presiding. 

Dr Bharathi began by stating that the two underlying tenets of villuppāṭṭu 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 villuppāṭṭu — 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. Iyal (literature)
 6. Isai (music)
 7. Nāḍagam (play or theatre)

Questions are routinely asked in villuppāṭṭu and it plays the important role of validating and 
confirming. The art form was blessed by the Paramacharya of Kanchi Kamakoti Peetam. 
The ācārya 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 śruti earlier 
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but harmonium was since added to bring in the śruti component. villuppāṭṭu exponents 
are strongly encouraged to learn Carnatic music first to be conscious of the concept of 
rāga. NS Krishnan suggested that Subbu Arumugam think of the proportion of dialogue 
vs. music to the art of villuppāṭṭu.

villuppāṭṭu 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 villuppāṭṭu. Besides spirituality, 
the Independence struggle and national integration, AIDS and family planning have all 
been discussed in villuppāṭṭu. The message of seers from all languages are explained in 
Tamizh in villuppāṭṭu.

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 kāvaḍiccindu — 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 āvartana-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 villuppāṭṭu 
these days. Dr. T. S. Sathyavathi said it had been her first experience with villuppāṭṭu and 
the grammar, humour and glamour brought forth beautiful flavour too. 

Sangīta Kalānidhi 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 villuppāṭṭu 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 Manōdharma Upaj/Badhat in Carnatic 
& Hindustāni Music 

Presented by Vidvān Dr Sriram Parasuram

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

In Carnatic music, terms like manōdharma and kalpana are common, whereas hindustāni 
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 manōdharma aṅga-s: ālāpana, 
tāna,niraval, and svara. The hindustāni system incorporates equivalent forms—ālāp,jhōd 
jhala, bōl tān, and sargam—which, while not direct counterparts, have their own unique 
grammatical and aesthetic frameworks.

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

In Carnatic concerts, ālāpana occupies a significant portion, but in hindustāni music, the 
ālāp is performed extensively in dhrupad and serves mainly as a brief introduction to the 
rāg in Khayāl gāyaki.

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

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

The hindustāni 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 manōdharma in a Carnatic concert is tani āvartanam, the 
improvisational solo by percussionists. Unlike the main artist, who has specific sections 
for manōdharma, the percussionist improvises throughout the performance.

In hindustāni 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/fQFMlKP2D3A?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 Tāḷa Bēku. The proceedings were 
presided over by Sangīta Kalānidhi Thiruvarur Bakthavatsalam. 

Rasa — On Purpose 
Presented by Viduṣi 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 pēccu in rāga sahānā, and the Kuchipuḍi padam, siggāyanōyamma from 
Bhāmā Kalāpam. 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/AOKkpti3HE0?si=WcqJSWPUTECQ3uH5
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Knowledge, Pedagogy and Practice
Centenary Celebrations of Sangīta Kalānidhi TK Murthy

Sangīta Kalānidhi 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 tāla aṅga Kākapāda.

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s  
YouTube channel — https://youtu.be/5igX1R9EYNI?si=wbg5MpxXr0ENBG59
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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 bhuvinidāsuḍane. The proceedings 
were presided over by Sangīta Kalānidhi Thiruvarur Bakthavatsalam. 

Compositions of Haridāsa 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 haridāsa 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 tambūra and tāla. When devotees requested a song, she 
composed extraordinary verses on the spot. Alongside her songs, she authored kāvya-s 
such as rāma kathāmṛta kāvya and rāmāyaṇa darśana. 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 śrī nārasimha
  ittitta bārendu
  muttaidē yādena
  hari guru karuṇadi
  mūru nāmagala darisi
  achcheṭa vagayeda
  tuṅgē mangala taraṅgē
  mangala paṇḍari vāsanigē

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_W2UrGeVPXmIa
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Understanding of Hindustāni Tāḷa from South Indian Music Forms 
set to Hindustāni Tāḷas 

Presented by Anuthama Murali

Anuthama Murali selected a few Carnatic and hindustāni tāla-s and South Indian musical 
compositions set to them, as illustrated in manuscripts such as Kōrvayance Sāhityace Jinnas, 
Sangeetham and Nrtya Padam, and Tanjavūra Nrtya Prabandha.

She demonstrated caturaśra maṭya and jhampa tāḷa-s from the Carnatic tradition, alongside 
sūltāla/ūrphākta and jhaptāl from the hindustāni system, analysing the notations of 
compositions set to these tāla-s, as documented in the aforementioned manuscripts.

Key takeaways included insights into how melodic and lyrical placement, along with 
accents, interact with the aṅga-s of the tāla. The aṅga 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/pN66i7J34bw?si=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 nāṭṭakkuriñji. The sessions 
were presided over by Sangīta Kalānidhi Dr. S. Sowmya

The splendour of korvais in Lalgudi Bāni 
Presented by Sangīta Kalānidhi-s Lalgudi GJR Krishnan and  
Lalgudi Vijayalakshmi

The siblings began by explaining the facets of kōrvai. They clarified that kōrvai-s 40-50 
years ago were generally simple with more sophisticated ones found only in the tavil world. 
Therefore, while there are now many kōrvai-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 vidvān-s made him familiar with the extent of 
complexities in kōrvai-s. Yet, he demarcated a territory for himself, mostly using only 
catuśram without too many changes in kālam. He used kārvai-s and every akṣara as an 
opportunity to express the rāga. The rāga bhāva reigned supreme at all times. 

One needs to dissect every kōrvai 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 kōrvai-s were taken as inspiration by 
laya vidvān-s like G. Harishankar and V. Nagarajan too. 

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

A kōrvai in suruṭṭi was explained. The rāga does not give scope for much kārvai, therefore the 
vādisamvādi poruttam is exploited, starting at samam and coming to iḍam seamlessly. Due 
to the structure of hamsarūpiṇi, a rāga whose ascent is mōhanam and descent madhyamāvati, 
a unidirectional approach is not possible. 

In kharaharapriya, Jayaraman demonstrated how the common three 5s kōrvai 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 Sangīta Kalānidhi Vellore Ramabhadran who took this kōrvai and built on it in 
his playing. 
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Other kōrvai-s were explained and demonstrated showcasing Jayaraman’s fertile imagination 
in various rāga-s — overlapping of pūrvāṅgam and uttarāṅgam, overlapping of numeric 
patterns and kārvai-s. There were kōrvai-s based on mṛdaṅgam patterns as well which 
Sangīta Kalānidhi Trichy Sankaran appreciated and replayed in his tani as well. 

In 1986, he showcased a pallavi in three rāga-s - ṣaṇmukhapriya, ānandabhairavi and 
sāmā — where he featured a seamless transition using kōrvai which then was uncommon.
There were thematic kōrvai-s as well. The duo played the“drōṇa karṇa duryōdanādi hara” 
section from Muthuswami Dikshitar’s bālagōpāla to show the arrow like kōrvai sections 
in keeping with the war theme. 

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

Sangīta Kalā Āchārya 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 kōrvai could be 
used for arai iḍam to arai iḍam because traditionally it is said that one should not use it 
for ¾ 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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Nagmā-s & Dhun-s of Mysuru Vaiṇika-s
Presented by Vidūśi 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 rāga-s, new compositions and new compositional 
forms were created.

Born in this vibrant atmosphere were nagmā-s and dhun-s, pioneered by the vaiṇika-s of 
Mysuru. While nagmā-s were composed by vaiṇika vāggēyakāra-s of Mysuru, dhun-s were 
taken from hindustāni 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 namōstute in sarasvati rāga, composed by Sangīta 
Kalānidhi GN Balasubramaniam. The sessions were presided over by Sangīta Kalānidhi 
Sanjay Subrahmanyan. 

The Compositions of Sangīta Kalā Āchārya TR Subramaniam 

Presented by Vidvān Mohan Santhanam

Vidvān 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 mṛdaṅgam. The compositions 
highlighted are as follows:

Varṇam-s:
 1.  nīlakaṇṭhan maganē vā - janarañjani - ādi
 2.  sendil vāzh - hamīrkalyāṇi - ādi (pada varṇam)
 3.  vēṅkaṭamuḍaiyānai - bṛndāvana sāraṅgā - ādi (pada varNam)

Kṛti-s:
 4.  nī arul tarādu - śuddha dhanyāsi - ādi
 5. nigama vēda vēdyam - hamsadhvani - ādi
 6.  bhārata janani - rāgamālikā - tālamālikā

Tillāna:
 7.  kāpi - ādi

ciṭṭasvara-s composed for existing kṛti-s:
 8.  śrī guruguhamūrtiki - dhēnuka - rūpakam - Ponnaiyah Pillai
 9.  kai kūḍa vēṇḍumē - latāṅgi - khaṇḍacāpu - Koteeswara Iyer

Existing compositions tuned:
 10. pālīsamma muddu śāradē - śrīrañjani - ādi (tiśra gati) - Purandara Dasa
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Pallavi-s:
 11.  śaṅkarābharaṇam - ādi
 12. rañjani - ādi (khaṇḍa gati)
 13.  bēgaḍa - khaṇḍa ēka (tiśra gati)

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s  
YouTube channel — https://youtu.be/-vX4U6kR8ZA?si=-xUPAfzQiIR9yPWS
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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 
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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 — Sangīta Kalā Āchārya-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, tillāna-s,ślōka-s 
and maṅgalam-s have been named. Identification of rāga-s in rāgamālikā 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 

Sangīta Kalānidhi 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 vāggēyakāra and just a lyricist and should have fields for tunesmith and 
lyricist. One could also include composers of ciṭṭasvara-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
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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 māra jananīm āshraye, composed by NCh 
Krishnamacharyulu in nāṭakapriya. The sessions were presided over by Sangīta Kalānidhi 
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=im2YZ9ox0seTMvbJ
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Use of Nadai-s in Tala Cycles, Points and Counterpoints

Presented by Dr K Ashok

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

Lashman

The lecture and discussions can be viewed in full on the Music Academy’s  
YouTube channel — https://youtu.be/s77ft5zx6P4?si=KEOkGk8uvCXf4TDU
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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 iḍadu padam thūkki in khamās 
composed by Sangīta Kalānidhi Papanasam Sivan. The sessions were presided over by 
Sangīta Kalānidhi Sudha Raghunathan. 

Compositions of Sangīta Kalānidhi 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/Ce1jT6Wk_rE?si=trdvVot1tajgzkyg
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Perspectives of ‘Seeing’ 
Presented by Nāṭya Kalā Āchārya 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 Mañjari of 
Swati Tirunal, dugdhāmbōraśi putṛyā, focusing on the phrase savyō bhujastē. 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/uIqw7HhQJwM?si=OS7NPzAavZKWKFsi
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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 Sangīta Kalānidhi Sudha Raghunathan. 

Concept of 32 Khandam and Sankeernam
Presented by Vidvān Tirunageswaram Subramaniam

Vidvān Tirunageswaram Subramaniam demonstrated the concept of 32 in khaṇḍam and 
saṅkīrṇam. He was assisted by Vidvān Tirukadayur TG Babu and Vidvān 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=ZBXAca3xcK0RHMu5
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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=JzZYNwVkUy4
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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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Carnatic vocalist Bombay Jayashri Ramnath was given the Sangīta Kalānidhi 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 Sangīta Kalānidhis 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 Sangīta Kalā Āchārya 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=W9MFTTQ4tUI
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Developments in Indian Music of the medieval and early 
modern period examined by Prof. R. Sathyanarayana in 

his work ‘Karṇāṭaka Saṅgīta Vāhini’ 
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 Samskṛta 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 śāstra-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 disciplines1. His collection of 
essays — ‘Karṇāṭaka Saṅgīta Vāhini’ (KSV) on various aspects of Karṇāṭaka 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 (‘Karṇāṭaka Saṅgīta’ as labelled by him), its relationship 
with North Indian Music (‘Hindustānī Saṅgīta’), important musicological treatises authored 
by Kannaḍiga-s, the contribution of Haridāsa-s of Karnataka, modern karṇāṭaka music and 
popular musical forms of Karnataka such as Sugama Saṅgīta and Kāvya Vācana. 

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 article2.

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 lakṣaṇakāra-s (authors of 
musicological texts and commentaries) — Vidyāraṇya, Kallinātha, Rāmāmātya, Nijaguṇa 
Śivayōgi, Paṇḍarīka Viṭhṭhala, Gōvinda Dīkṣita, Veṅkaṭamakhi and Tulaja. The common 
factor among these authors is that they all were of Kannaḍa origin, with the exception of 
Tulaja, the Maratha King of Thanjavur. Ra Sa justifies his choice of Tulaja, the author of 
Saṅgītasārāmṛta, saying that Tulaja acknowledges the great contribution of Kannaḍiga-s 
in his work. In addition to the contribution of lakṣanakāra-s to South Indian music, Ra 
Sa also takes up the musical contribution of the Haridāsa-s of Karnataka. However, Ra 
Sa has not covered some other authors of the medieval and early modern periods such as 
Sōmēśvara, Pārśvadēva, Sōmanātha and Catura Dāmōdara in the KSV. This book also does 
not talk about the contributions of other prominent composers such as the Vīraśaiva-s and 
the Tāllapākam poets3. 

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 
Caturdaṇḍīprakāśikā. 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 Mānasōllāsa, 
Saṅgītasamayasāra, Rāgavibōdha and Saṅgītadarpaṇa, as well as the contributions of other 
composers of South Indian music. 
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The contributions of the authors and Haridāsa-s discussed in the KSV pertain to various 
key aspects of Indian Music — the svara system, rāga system, mēla system, musical form, 
tāla and musical instruments. Rather than taking up the contribution of each author and 
the Haridāsa-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
kaiśikiniṣāda kini
kākaliniṣāda kāni
cyuta cu
sādhāraṇagāndhāra sā
antaragāndhāra an
laghu la
catuḥśruti ct
pañcaśruti pñ
ṣaṭśruti ṣṭ
ūrdhva ūr
prati pra

Table 2.1

2.1.2 Svara-s in the ancient period:
As is well known, the ancient works of Nāṭyaśāstra (NS) and Dattilam (DA), written 
around the 5th century AD described 22 śruti-s for an octave. The seven svara-s ṣaḍja, 
ṛṣabha, gāndhāra, madhyama, pañcama, dhaivata and niṣāda (later denoted by the syllables 
sa, ri, ga, ma, pa, dha and ni) had specific intervals of śruti-s. These arrangements of 
svara-s were labelled ‘grāma’-s by these authors. NS describes two grāma-s: ṣaḍjagrāma 
and madhyamagrāma (Premalatha, n.d.a, 1-2)
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The ṣaḍja grāma rāga has the following intervals of śruti-s:

śruti-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 2.2

The madhyamagrāma has the following intervals of śruti-s:

śruti-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 
pañcama (pa). 

In addition to the above svara-s, NS and DA describe the sādhāraṇa svara-s antara gāndhāra 
and kākali niṣāda on the 11th position and 2nd position respectively. These svara-s were 
weak svara-s that occurred in addition to the grāma svara-s.

In the 10th century, the commentary of Abhinavabhāratī (AB) on the NS, written by 
Abhinavagupta, adds two more sādhāraṇa svara-s - sādhāraṇa gāndhāra and kaiśiki niṣāda 
on the10th and 1st positions respectively. These svara-s have an additional feature - their 
presence impacts the next svara, i.e. madhyama and ṣaḍja, and reduces their position by 
one śruti to place them on the 12th and 3rd positions respectively. Also, sādhāraṇa gāndhāra 
could occur only in madhyama grāma and not in ṣaḍja grāma. (Hema Ramanathan 2021a)

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

śruti-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 kāni cu sa sa ri ga anga ma pa dha ni

Table 2.4

madhyama grāma:

śruti-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 kāni cu sa sa ri ga sāga anga cu ma ma pa dha ni

Table 2.5
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2.1.3 The svara system of Saṅgītaratnākara:
The positions of svara-s in ṣaḍja grāma, that have been labelled ‘śuddha’ svara-s, in the 
13th century treatise, Saṅgītaratnākara (SR), by Śāraṅgadēva. Svara-s placed anywhere else 
in the śruti grid, were called ‘vikṛta’ svara-s by him. Thus, the madhyama grāma ‘pa’, 
the sādhāraṇa svara-s of NS and AB and the reduced positions of ‘sa’ and ‘ma’ were all 
labelled ‘vikṛta’ in SR (Premalatha, n.d.b, 2)

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

In addition to the above vikṛta svara-s, SR describes another set of vikṛta svara-s which 
are sa, ri, ma, pa and dha in the positions 4, 7, 13, 16 and 20. These are identical to the 
śuddha svara positions of the respective svara-s. It is puzzling to think of the same svara 
position being labelled both śuddha and vikṛta. The reason for these svara-s being labelled 
‘vikṛta’ can be understood as follows: In the SR, the svara-s were labelled ‘vikṛta’ not only 
if they shifted from their ‘śuddha’ positions, but also if their interval with respect to the 
previous svara changed from what it was in the ‘śuddha’ position. For example, if ‘ni’ is 
placed in the ‘kākali ni’ position, then the interval between ‘ni’ and ‘sa’ is 2 śruti-s and 
not 4 śruti-s as it is when ‘ni’ is in the ‘śuddha ni’ position. Since the interval between 
‘ni’ and ‘sa’ is now changed, ‘sa’ is treated as a vikṛta svara4.

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

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

śuddhasvara-s sa ri ga ma pa dha ni

vikṛtasvar-s I ki
ni

kāni cu 
sa

sāga an 
ga

cu 
ma

cu 
pa

vikṛtasvara-s II sa ri ma pa dha

Table 2.6

2.1.4 Kallinātha’s contribution to the svara system:
It is with this background of the svara system of Śāraṅgadēva, that the significance of 
the contribution of Kallinātha, the author of the ‘Kalānidhi’ 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 śuddha and vikṛtasvara-s, please see ‘SuddhaVikrtasvara-s’ by 
V Premalatha
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by Kallinātha on the svara system indicate significant deviations from the earlier grāma 
system. Ra Sa highlights the following aspects of Kallinātha’s observations on the svara 
system (Sathyanarayana 2001, 137-141):
 1) In the period prior to Kallinātha, rāga-s with affiliation to ṣaḍja grāma used the 

pañcama of the 17th position and the rāga-s with affiliation to madhyama grāma 
used the pañcama of the 16th position. In the 15th century, this rule was no longer in 
vogue and both the pañcama-s could be used in rāga-s which were earlier affiliated 
to either grāma. Kallinātha notes a further development, that the pañcama of the 16th 
position was lowered by another śruti to occupy the 15th position. It now was no longer 
called pañcama but was considered ‘vikṛta madhyama’ in rāga-s such as Rāmakriyā. 
Ra Sa points out that this svara was a representative (‘pratinidhi’) of the earlier 
madhyama grāma pañcama and later came to be known as ‘prati madhyama’. Thus, 
Kallinātha documents an important development of the madhyama grāma pañcama 
getting converted to a variety of madhyama, which now had an interval of 6 śruti-s 
from the previous svara, i.e. becoming ‘ṣaṭśruti’.

 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 ‘vikṛta’ 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 śruti positions. However, Kallinātha, notes that in 
śrīrāga, the ṛṣabha and dhaivata both occupy the next positions, i.e. the 8th and 21st 
positions, thereby having 4 śruti-s or becoming ‘catuḥśruti’. He also observes that in 
rāga-s such as Naṭṭā and dēvakrī, the ṛṣabha and dhaivata occupy the 9th and 22nd 
positions respectively, becoming ‘pañcaśruti’. 

Ra Sa states that the important observations made by Kallinātha laid the foundations of 
future developments in the mēla system, discussed by Rāmāmātya and others.

2.1.5 The svara system of Svaramēlakalānidhi:

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

Ra Sa highlights the following aspects of Rāmāmātya’s svara system (Sathyanarayana 2001, 
158-164):
 1) SMK clearly states that the vikṛta svara-s that result because of movement to another 

śruti position (vikṛta svara-s I in table 1.5) are what are valid from a practical 
perspective. The vikṛta svara-s described in the SR, which result from a change in 
the interval due to the movement of the previous svara-s (vikṛta svara-s II in table 
1.5) have no practical significance as they are identical to śuddha svara-s. Hence, the 
number of vikṛta svara-s is only 7 and not 12.
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 2) Rāmāmātya notes that in the music of his time, cyuta ṣaḍja, cyuta madhyama, cyuta 
pañcama are no longer varieties of ṣaḍja, madhyama, pañcama but varieties of niṣāda, 
gāndhāra and madhyama. It may be noted that cyuta pañcama later transforms into 
the modern prati madhyama. 

 3) Rāmāmatya documents for the first time, that the same śruti position can be occupied 
by two svara-s in different melodic contexts. He says that if ṛṣabha occupies the 10th 
and 11th positions, it is known as pañcaśruti ṛṣabha and ṣaṭśruti ṛṣabha respectively. 
In the same positions, i.e. the 10th and 11th, gāndhāra is known as śuddha gāndhāra 
and sādhāraṇa gāndhāra. A similar relationship exists between dhaivata and niṣāda, i.e. 
pañcaśruti dhaivata occupying the same position as śuddha niṣāda and ṣaṭśruti dhaivata 
occupying the same position as kaiśiki niṣāda. This significant development was a 
precursor to the development of the svara system in modern South Indian music. 

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

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

śuddhasvara-s sa ri ga ma pa dha ni

vikṛta
svara-s 

ki
ni

kāni cu 
sa- 
ni

sāga an 
ga

cu 
ma

cu 
pa

overlapping 
svara-s

ṣṭdha pñ ri ṣṭri pñdha

Table 2.7

2.1.6 The svara system of Sadrāgacandrōdaya:
Paṇḍarīka Viṭṭhala was an author of the texts Sadrāgacandrōdaya (SRC), Rājamañjarī, 
Rāgamāla and Nartananirṇaya, written in the 16th century AD. Of these, Rāgamāla is an 
extract of Nartananirṇaya. Ra Sa describes the svara system of Paṇḍarīka Viṭṭhala in the 
SRC and describes how it forms a basis for his mēla system(Sathyanarayana 2001, 237-
240). He states that ri, dha and ni have three vikṛta varieties, ga has four and ma has one 
in this system. The svara-s which have a prefix ‘cyuta’ in Rāmāmātya’s system have a 
prefix ‘laghu’ in this system. The svara system of Paṇḍarīka Viṭṭhala can be summarized 
as follows:

śruti-s 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22
śuddhasvara-s sa ri ga ma pa dha ni
vikṛta
svara-s 

ki
ni

kāni la 
sa

sāga an 
ga

la 
ma

la 
pa

overlapping 
svara-s

ṣṭdha ct
ri

pñri ṣṭri ūrga ct
dha

pñdha

Table 2.8
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The fourth vikṛta position of ga, called ‘ūrdhva gāndhāra’ overlaps with śuddha madhyama. 
This is a vikṛta variety of gāndhāra which is seen in the rāga sāraṅga. It might be recalled 
that the present-day version of this rāga in karṇāṭaka music has both the śuddha madhyama 
and prati madhyama. The śuddha madhyama of the present day has a precursor in the 
‘ūrdhva gāndhāra’ of the SRC. Using his vikṛta svara system, Paṇḍarīka Viṭṭhala computes 
90 mēla-s in the SRC.

In the Rāgamañjari (RM), Paṇḍarīka Viṭhṭhala 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 śuddha ma is described as the fourth step upward (Sathyanarayana 2001, 251-
252). Ra Sa does not elaborate on the svara system of Rāgamāla/Nartananirṇaya.

2.1.7 The svara system of Caturdaṇḍīprakāśikā:

The Caturdaṇḍīprakāśikā (CDP) was written by Veṅkatamakhi in the 17th century AD. Ra 
Sa describes Veṅkaṭamakhi’s svara system, where there are 7 śuddha svara-s and 5 vikṛta 
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 kākali niṣada occupies the 
3rd śruti position and antara gāndhāra 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 ṣaḍja and laghu 
madhyama, their positions having been taken over by kākali niṣada and antara gāndhāra. 
Hence, the number of vikṛta 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 
catuḥśruti ri and catuḥśruti dha are now used instead of pañcaśruti ri and pañcaśruti dha.

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

śruti-s 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22
śuddhasvara-s sa ri ga ma pa dha ni
vikṛtasvar-s ki

ni
kāni sāga an 

ga
pra 
ma

overlap ṣṭdha pñ 
ri

ṣṭri pñdha

Table 2.9

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

 a) the mēla as a group of existing rāga-s — These mēla-s have the following features:

• The name of the mēla is the name of the most prominent rāga under it

• There is no stipulation that the rāga giving the mēla it’s name should have all the 
seven svara-s

• There is no concept of ‘parent’ and ‘child’ rāga-s - the terms ‘janaka’/’mēlakarta’ 
and ‘janya’ are not used

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

2.2.1 Mēla as a group of existing rāga-s
2.2.1.1 Vidyāraṇya’s system
Gōvinda Dīkṣita, citing Vidyāraṇya’s ‘Saṅgīta Sāra’, describes 15 mēla-s with 50 
rāga-s under them. Ra Sa highlights the following aspects of Vidyāraṇya’s mēla system 
(Sathyanarayana 2001, 54-63):
 a) The concept of ‘mēla’ is similar to the concept of ‘grāma’ (of ancient Indian Music) 

in the following way: the scale formed by all the svara-s belonging to a particular 
group of rāga-s is the mēla, and grāma is a scale which gives rise to the jāti-s. So 
both can be considered scales from which musical modes (rāga-s or jāti-s) arise.

 b) The grāma rāga-s which were affiliated to grāma-s in the early medieval period were 
linked to mela-s by Vidyāraṇya. This can be seen in rāga-s such as madhyamādi and 
Vēlavali, which were ancient grāma rāga-s, being linked to mēla-s.

 c) A possible influence of other systems of music is seen in the mēla hejjujji, which is 
known to be derived from Persian/Arabic music. 

 d) This mēla system appeared to be lakṣya-oriented, as the gurjarī mēla had the maximum 
rāga-s under it. In the SMK, the equivalent mēla of mālavagaula has the maximum 
rāga-s under it and the rāga mālavagaula is said to be most apt for compositions. 
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 e) Ancient rāga-s like śaṅkarābharaṇa and kāmbōdhī had mēla-s named after them as 
there were other rāga-s which had svara-s common with them, and could be grouped 
with them. śaṅkarābharaṇa and kāmbōdhī apparently were prominent rāga-s of the 
group. 

2.2.1.2 Rāmāmātya’s system
Rāmāmātya delineates a mēla system with 20 mēla-s (Sathyanarayana 2001, 176-179). Ra 
Sa observes that it is interesting that many of the mēla-s described in the Saṅgīta Sudhā 
are seen in the SMK. Rāmāmātya makes no reference to the grāma system, and his system 
too seems to be lakṣya-oriented. He says that there are two schools of thought - one which 
does not make a distinction between the pairs of svara-s cyuta ṣaḍja and kākali ni, cyuta 
madhyama and antara ga, and the other school which makes a distinction between these. 
According to the former, there are only 15 mēla-s. 

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

2.2.2 Mēla-s being artificially computed
2.2.2.1 Paṇḍarīka Viṭṭhala’s system

Paṇḍarīka Viṭṭhala describes a system of 90 mēla-s in the SR C(Sathyanarayana 2001, 
240-244). He gives an elaborate formula for computation of these mēla-s, based on his 
svara system described above. Ra Sa asserts that his system, as well as that of Sōmanātha’s 
Rāgavibodha (RV, written in the 16th century) are as computationally sound as Veṅkaṭamakhi’s 
72 mēla system and the latter does not seem to be aware of the mēla systems in SRC and 
RV. Ra Sa also describes the Vīṇā fretting system in the SRC, mentioning that there are 
no separate frets for antara ga and kākali ni, and that the frets for laghu ma and laghu sa 
may be slightly adjusted to play these svara-s. From Paṇḍarīka Viṭhṭhala’s computation, it 
appears that only laghu ma and laghu sa are considered for the mēla system and antara ga 
and kākali ni are not separately mentioned. Paṇḍarīka Viṭhṭhala’s system is described in a 
simple manner by Ra Sa, comparing it to Veṅkaṭamakhi’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 pañcaśruti ri overlapping with 
śuddha ga (occupying the same svarasthāna) and ṣaṭśruti ri overlapping with sādharaṇa 
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ga. In a mēla, the ga should always be higher than the ri. For example, if pañcaśruti ri is 
considered, śuddha ga cannot be considered, and only sādhāraṇa ga and antara ga can be 
considered. A similar relationship exists between the vikṛta forms of dha and ni. 

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

pūrvāṅga uttarāṅga

śuddha ri śuddha ga śuddha dha śuddha ni

sādhāraņa ga kaiśiki ni

antara ga kākalini

pañcaśruti ri sādhāraṇaga pañcaśruti dha kaiśikini

antaraga kākali ni

ṣaṭśruti ri antaraga ṣaṭśruti dha kākalini

Each of the 6 combinations of ri & ga above pairs with 6 combinations of dha & ni, 
resulting in 36 combinations with śuddha ma and 36 combinations with prati ma, resulting 
in the 72 mēla system of Veṅkaṭamakhi.

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

pūrvāṅga uttarāṅga
śuddhari śuddhaga śuddhadha śuddhani

sādhāraņaga kaiśikini
laghu ma laghusa
ūrdhvaga

pañcaśrutiri sādhāraṇaga pañcaśrutidha kaiśikini
laghu ma laghusa
ūrdhvaga

ṣaṭśrutiri laghu ma ṣaṭśrutidha laghusa
ūrdhvaga

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

It is interesting that having described 90 possible scales, Paṇḍarīka Viṭhṭhala describes only 
19 mēla-s that are in vogue. Of these, sāraṅga and dēvakrī have unusual svara combinations, 
which are inadmissible in the present day 72-mēlakarta system.

In RM, Paṇḍarīka Viṭhṭhala describes 20 mēla-s. Some of these though identical to those 
in SRC, however, different names. For example, mālavagauḍa, hammīranaṭṭā, tōḍī and 
śuddharāmakrī in SRC take on the names of gauḍī, hamīra, ṭōḍī and dēśikāra in RM. 
There are some mēla-s not common to RM and SRC. Among the rāga-s belonging to the 
mēla-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 mēla-s. On the other hand, the rāga-s have been 
grouped into ‘families’. 

2.2.2.2 Veṅkaṭamakhi’s system
Ra Sa has given a detailed account of Veṅkaṭamakhi’s mēla system (Sathyanarayana 2001, 
328-334).The 72 mēla system proposed by Veṅkaṭamakhi is well-known and has been 
described above. But as Ra Sa points out, though Veṅkaṭamakhi describes the derivation of 
72 scales, only 19 mēla-s which were in vogue are described by him. He does not name all 
the 72 mēla-s - it is a common misconception that the present-day mēlakarta system in use 
in Karnataka Music today was laid down by Veṅkaṭamakhi. It is also noteworthy that in the 
CDP, it is not mandated that the rāga giving its name to the mēla, should have all the 7 
svara-s in its scale. Veṅkaṭamakhi refutes some of the descriptions given by Rāmāmātya in 
his mēla system. For example, bhairavī and śaṅkarābharaṇa have been described as janya-s 
of śrīrāga in the SMK. This has been criticized in the CDP. Similarly, Veṅkaṭamakhi does 
not agree that pāḍị and ārdradēśī should be in the śuddharāmakrīmēla. It appears that the 
scales of the rāga-s changed over time, due to which the mēla assignment also needed to 
be revised. Ra Sa points out that in Veṅkaṭamakhi’s system, for the rāga giving its name to 
a mēla, it was not mandatory that both the ārōhaṇa and avarōhaṇa, the seven svara-s had 
to be present in an order. This concept of ‘krama sampūrṇatva’ that is seen for mēlakarta 
rāga-s in present day Karnataka Music was a later development5.

5 For a more detailed discussion of the development of the mēla system, see ‘The Concept of 
Mēla’ by N. Ramanathan.
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2.3 Developments in the rāga systems:
This section delineates the developments in the rāga system discussed by Ra Sa. It is 
seen that the number of dēśī rāga-s described varies from one text to the other. The mēla 
system propounded by each author also varies from the others (as discussed earlier) and 
the rāga-s belonging to each mēla are also not the same across the texts. It is seen that 
the description of a rāga varies from one text to the other, also leading to differences in 
the mēla affiliation. These descriptions reflect the changes in the rāga-s that came about 
over the centuries. 

2.3.1 Vidyāraṇya’s contribution
As mentioned earlier, Vidyāraṅya’s description of mēla-s and rāga-s is taken from Gōvinda 
Dīkṣita’s Saṅgīta Sudhā by Ra Sa. There is a description of the 50 rāga-s which are affiliated 
to 15 mēla-s (Sathyanarayana 2001, 63-115). These include the rāga lakṣaṇa parameters 
such as graha, amśa, nyāsa svara-s and others. It is noteworthy that these were the lakṣaṇa-s 
defined for jāti-s in the earlier texts. Thus, in Vidyāraṇya’s description of rāga-s, there is 
a legacy of the grāma system. An interesting rāga described by Vidyāraṅya is the hejjujji 
rāga, which also gives its name to the mēla hejjujji. Ra Sa states that this appears to have 
entered Indian Music from Persian or Arabic music. It is interesting to read the features 
of rāga-s such as malahari and vēlāvali, as per Vidyaraṇya’s description. Ra Sa makes 
interesting observations such as malahari being very similar to the earlier form of śuddha 
sāvērī. He also states that the ancient saḍja grāma scale is transformed into the ‘mukhārī’ 
mēla of Vidyaraṇya, having all śuddha svara-s. The earlier rāga ‘śuddhasādhārita’, which 
was affliated to the ṣaḍja grāma, took the shape of ‘mukhārī’ rāga under the mukhārī mēla. 
The grāma rāga affiliated to the ṣaḍja grāma having kākali ni and antara ga, known as 
‘ṣaḍja grāma rāga’ transformed into the mālavagaula in the late medieval period (gaula in 
Vidyāraṇya’s system). 

2.3.2 Rāmāmātya’s contribution
Rāmāmātya’s description of rāga-s provides interesting insights. Ra Sa points out that, he 
uses the ‘dēśya’ or regional names of rāga-s, such as ‘kannaḍa’ for the rāga known as 
‘karṇāṭa’ in other texts. Ra Sa highlights some unique aspects of the rāga system of SMK 
(Sathyanarayana 2001, 179-180):

 1) Ra Sa says points out that in Rāmāmātya’s mēla system, the rāga-s described include 
older grāma rāga-s as well as newer ‘dēśī’ rāga-s. 

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

Among the uttama rāga-s are mālavagaula, śuddhanāṭī, lalitā, śuddharāmakriyā, bhairavī, śrī 
and others. The madhyama rāga-s are kāmbōdhī, kēdaragaula, kannaḍabaṅgāla, madhyamādī, 
vēlāvalī and others. The adhama rāga-s are saurāṣṭrī, mēcabaulī, śaṅkarābharaṇa, 
dēvagāndhārī, tōḍī, varālī and others. 

2.3.3 Paṇḍarīka Viṭṭhala’s contribution
Ra Sa describes the features of rāga-s in Paṇḍarīka Viṭhṭhala’s three works in detail 
(Sathyanarayana 2001, 244-249, 253-260, 262-263). In the SRC, Paṇḍarīka Viṭhṭhala names 
mukhārī as his first mēla, which has the svara-s of the erstewhile ṣaḍja grāma alias the 
śuddha svara-s of Sārṅgadēva. He then takes up mālavagaula, which Ra Sa mentions, has a 
scale identical to the earlier ṣaḍja grāma rāga. Ra Sa says that the rāga-s dēvakrī and sāraṅga 
apparently were popular in those times, because of which Paṇḍarīka Viṭhṭhala describes them 
with ‘ūrdhva gāndhāra’, and comes up with a mēla to accommodate them. He describes 
rāga-s such as hammīranāṭa, kalyāṇa and kāmōda which are not described by Rāmāmātya 
and Veṅkaṭamakhi. As mentioned earlier, the rāga-s mentioned in Paṇḍarīka Viṭhṭhala’s three 
works — SRC, RM and RMala are similar, but the same rāga-s are mentioned with different 
names in some instances. For example, nārāyaṇagauḍa, prathamamañjarī, madhyamādi, 
māravī andrāmakrī become nārāyaṇī, paṭamañjarī, madhumādhavī, māru and rāmakalī. In 
RM, there are some additional rāga-s like dīpaka, vibhāsa, śuddhabhairava and suhavī. An 
interesting feature highlighted by Ra Sa is that Paṇḍarīka Viṭhṭhala gives equivalences of 
rāga-s in the Persian purdāh-s: for example, dēvagāndhārī, kānarā, sāraṅga, baṅgāla, dēśī of 
SRC are equated to rahāyī, niśābar, māhur, zaṅgūl and āhaṅgpurdāh-s. Similarly, the rāga-s 
in RMala - dhannāsī, dēśikāra, dēśī, kalyāṇa are equated to the purdāh-s irākh, bākharez, 
āhaṅg 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 ṣaḍja. 

2.3.4 Veṅkaṭamakhi’s contribution
Ra Sa has given a detailed description of the rāga chapter of the CDP (Sathyanarayana 
2001, 334-336). Veṅkaṭamakhi describes the 10 lakṣaṇa-s of rāga-s: graha, amśa, nyāsa et 
al. Ra Sa mentions that he speaks of 4 types of dēśī rāga-s: rāgāṅga, upāṅga, bhāṣāṅga 
and kriyāṅga, but does not describe them. He also points out that in the mēla system of 
CDP, some rāga-s which are not sampūrṇa — gaula, śrī and bhairavī, are rāga-s which 
give their names to mēla-s. Thus, the rule of sampūrṇatva for a ‘mēlakartā’ rāga was not 
applicable in the CDP. Veṅkaṭamakhi mentions for 50 rāga-s, the time of singing along with 
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other rāga features. Ra Sa observes Veṅkaṭamakhi’s description of two dēśī rāga-s: Kalyāṇī 
and Pantuvarālī. The former is not mentioned by Rāmāmātya at all; it is mentioned by 
Paṇḍarīka Viṭhṭhala and Sōmanātha. It appears to have an origin from North Indian music. 
Pantuvarālī is a rāga that was not considered fit for composing gīta, ṭhāya and prabandha 
by Veṅkaṭamakhi, and he says that it is ‘pāmarapriyā’ - 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 rāga-s of his time: he gives examples of svara passages from several types of 
songs (Sathyanarayana 2001, 377). These are gīta, prabandha, ṭhāya, tāna, svaragati, suḷādi, 
svarakhaṇḍa, ālāpa, kaṭaka, daru. He also mentions sthāyī, muktāyī, sañcārī, tānīkaraṇa, 
nāmāvalī, dhruva, udgrāha, āyitta, rāgavardhanī and nyāsa. Of these, the last four appear 
to be parts of ālāpa. 

2.3.6 Nijaguṇa Śivayōgī’s contribution

Nijaguṇa Śivayōgi, an ascetic who belonged to the Śaiva/Vīraśaiva sect, composed the 
‘Vivēka Cintāmaṇi’ 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 rāga-s described by Śivayōgī 
(Sathyanarayana 2001, 220-225). Śivayōgī describes the 36 grāma rāga-s of the type : 
śuddha, bhinna, gauḍa, vēsara, aṣṭasādhāraṇa, saptasādhāraṇa, upāṅga (upa?). Ra Sa 
expresses the opinion that there seem to be many errors that have crept into the names 
of the rāga-s (possibly due to scribal errors in transmission). For the 36 rāga-s, affiliation 
to ṣaḍja grāma or madhyama grāma is not mentioned. Śivayōgī further describes rāgāṅga, 
upāṅga, bhāṣāṅga and kriyāṅga rāga-s. Ra Sa points out scribal errors in these descriptions. 
Śivayōgī gives the following classification systems of rāga-s i) śuddha, miśra and saṅkīrṇa 
ii) puruśa, strī and napunsaka iii) mitra rāga-s (these are mostly rāga-s with similar names 
such as asnāṭi, harināṭi, sāḷaganāṭi)

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, mēla 
and rāga systems and do not have descriptions of any musical forms. Gōvinda Dīkṣita 
and Tulaja have followed Śāraṅgadēva in their descriptions of prabandha. However, 
Tulaja gives some interesting information about the sālagasūḍaprabandha which has been 
highlighted by Sathyanarayana. Gōvinda Dīkṣita describes the musical form of ālāpa in 
great detail, along with the other forms of ṭhāya and gīta. Veṅkaṭamakhi describes the 
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‘caturdaṇḍī’ forms of gīta, prabandha, ālāpa and ṭhāya. In this section, there is also a 
brief description of the contribution of the Haridāsa saints of Karnataka, starting from 
the 15th century AD. The Haridāsa-s composed new types of songs for the first time 
in South Indian music. 

2.4.1 PaṇḍarīkaViṭhṭhala’s contribution

Ra Sa mentions that in his Nartananirṇaya, Paṇḍarīka Viṭhṭhala describes several types 
of songs. (Sathyanarayana 2001, 264-265). In the first section - tāladhartṛprakaraṇa, 
among other features related to tāla instruments, he describes vādyaprabandha-s such as 
gajara and yati. In the mṛdaṅgīprakaraṇa, he talks about ‘hastapāṭaprabandha-s’ such as 
varṇavyāpti, vyāpti, nēma and mohara. Later, he describes prabandha-s in great detail, first 
mentioning their dhātu-s (udgrāha, ābhōga etc.), aṅga-s (svara, tāla etc.). He then takes up 
the classification of prabandha-s as śuddhasūḍa (ēla, karaṇa, ḍhēṇkī, vartanī etc.), ālikrama 
(varṇa, varṇasvara, gadya, kaivāḍa etc.), viprakīrṇa (śrīraṅga, śrīvilāsa, pañcabhaṅgī etc.) 
and sālagasūḍa (dhruva, maṇṭha, pratimaṇṭha etc.). Though Paṇḍarīka Viṭhṭhala follows 
Śārṅgadēva exactly in the description of these prabandha-s, he additionally mentions the 
names of 11 other prabandha-s: candraprakāśa, sūryaprakāśa, navaratna, vīraśṛṅgāra et. al. 
not mentioned by Śāraṅgadēva.

2.4.2 The contribution of Veṅkaṭamakhi

Veṅkaṭamakhi has dedicated four separate chapters to the ‘caturdaṇḍī’ — the four pillars of 
ālāpa, ṭhāya, gīta and prabandha (Sathyanarayana 2001, 337-344). While describing ālāpa, 
he talks about ākṣiptikā, the introductory section, rāgavardhanī, which is the elaboration of 
the rāga, the sthāyī section which deals with performance of rāga phrases around specific 
svara-s. Ra Sa points out that Veṅkaṭamakhi has given colloquial names like āyitta, yaḍupu/
karaṇa and muktāyī for these sections. The final section is named makaraṇī or vartanī. Ra Sa 
describes the word ‘ṭhāya’ as being the corrupted version of ‘sthāya, and says that the ṭhāya 
described by Veṅkaṭamakhi has an inheritance of the earlier musical form of sthāya described 
by Śārṅgadeva, Pālkurkī Sōmanātha and other authors. In the ṭhāya chapter, Veṅkaṭamakhi 
describes tāna-s (svara phrases) built around a particular sthāyī svara, followed by a muktāyī 
(conclusion) section. In the gīta chapter, Veṅkaṭamakhi poses the question of why gīta is 
needed separate treatment and then describes that it is nothing but sālagasūḍaprabandha. 
He also asserts that it is one of the pillars of the ‘caturdaṇḍī’, and therefore needs to be 
taken up separately. Ra Sa elucidates that these gīta-s were being sung using suḷādi tāla-s, 
as evidenced by Tulaja’s description of a suḷādi of Purandara Dāsa, about 75 years after 
Veṅkaṭamakhi. Tulaja equates the suḷādi to a sālagasūḍaprabandha. However, Veṅkaṭamakhi 
does not mention the usage of suḷādi tāla-s in the chapter on gīta, but describes the gīta in a 
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manner similar to the description of sālagasūḍaprabandha by Śāraṅgadēva. Ra Sa expresses 
surprise at this omission by Veṅkaṭamakhi. In the prabandha chapter, Veṅkaṭamakhi does 
not follow the classification of śuddhasūḍa, ālī and viprakīrṇaprabandha-s followed by 
Sārṅgadēva. Instead, he takes up the classification of prabandha-s as mēdini, ānandini, 
dīpani, etc. based on their aṅga-s and accordingly describes them. For example, the mēdinī 
jāti prabandha-s of śrīraṅga, śrīvilāsa, pañcabhaṅgī, pañcānana, umātilaka, karaṇa and 
simhalīla have been grouped and described together. Ra Sa points out that Veṅkaṭamakhi 
has reiterated some of Kallinātha’s views. Veṅkaṭamakhi also gives some information based 
on contemporary lakśya: for prabandha-s having an ābhōga, there are two halves, the first 
being sung without tāla, known as ‘vākya’ or ālāparūpakhaṇḍa in popular parlance. This 
is the part which has the name of the composer.

2.4.3 The contribution of Tulaja and Haridāsa-s
Ra Sa highlights the significance of the description of a suḷādi - ‘hasugaḷakarevadhvani’ 
of Purandara Dāsa by Tulaja, in his work Saṅgītasārāmṛta. Tulaja discusses it at length, 
equating it to a sālagasūḍaprabandha. Ra Saalso mentions the fact that Tulaja gives the 
examples of several compositions such as ālāpa-s, ṭhāya-s, gīta-s, suḷādi-s, pada-s, daru-s 
and varṇa-s while describing raga-s (Sathyanarayana 2001, 377). Ra Sa has extolled the 
virtues of Haridāsa-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 Śrīpādarāya (1422AD -1480AD) has composed a daṇḍaka and a vṛttanāma in Kannada 
for the first time. Vādirāja composed the first gēyanāṭaka ‘nāradakoravañjī, svapnagadya, 
lakṣmīśōbhāne, guṇḍakriyā and vaikuṇṭhavarṇane. Ra Sa observes that the suḷādi musical 
form was seen for the first time in the compositions of Haridāsa-s, as evidenced by Tulaja’s 
elaborate descriptions of suḷādi mentioned earlier. Ra Sa asserts that the kṛti or kīrtana form 
was inagurated in Kannada for the first time by the Haridāsa-s, in the fourteenth century. 
Due to thousands of kīrtana compositions of Haridāsa-s, this form became very prominent 
in South Indian music. Ra Sa also highlights the contributions of Haridāsa-s in composing 
abhyāsa gāna (beginners’ exercises) such as sarale varase and jaṇṭi varase. He observes that 
the pillārī gīta-s of Purandara Dāsa have a close relationship with suḷādi-s. The Haridāsa-s 
also are said to have composed ṭhāya-s and prabandha-s, as described by Ra Sa. While 
discussing the varied musical forms created and employed by the Haridāsa-s, he also points 
to the anomaly of the lakṣaṇakāra-s such as Paṇḍarīka Viṭhṭhala, Veṅkaṭamakhi 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 
KSV, there are descriptions of musical instruments. These can be broadly categorized as: 
i) the descriptions of vīṇā 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 
vīṇā 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, vīṇā tuning and fretting seems standardised with minor variations across 
the different texts.

2.5.1 Descriptions of Vīṇā tuning and fretting

The authors Rāmāmātya, Paṇḍarīka Viṭhṭhala and Veṅkaṭamakhi have described Vīṇā tuning 
and fretting, which Ra Sa discusses at length. He also makes fleeting references to the tuning 
systems of Gōvinda Dīkṣita and Tulaja (Sathyanarayana 2001, 171, 376). The descriptions 
of Vīnā 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 
gāndhāra and kākali niṣāda, as these are thought to be too close to cyuta madhyama and 
cyuta ṣaḍja. Thus, the total number of svara-s in an octave are 16, and these are played 
on 12 frets. 

Rāmāmātya is a pioneer in the documentation of the Vīṇā 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 Rāmāmātya: i) Śuddha Mēla Vīṇā 
2) Madhya Mēla Vīṇā and Acutarājēndra Mēla Vīṇā (Sathyanarayana 2001, 170-173). 
These are described below:

Śuddha Mēla Vīṇā:

In this type of tuning, the 4 main strings of the Vīṇā are tuned to anumandra ṣaḍja, 
anumandra pañcama, mandra ṣaḍja and mandra madhyama. There are 3 side strings tuned 
to madhya ṣaḍja, mandra pañcama and mandra ṣaḍja. These are depicted below:

Side Strings Main Strings
3 2 1 4 3 2 1

man sa man pa mad sa man ma man sa anu man pa anu man sa
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Madhya Mēla Vīṇā
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

Acyutarājēndra Mēla Vīṇā

This tuning is similar to the Śuddha Mēla Vīṇā except that the 4th main string is tuned 
to mandra pañcama, and there are 4 side strings 4-3-2-1 tuned to mandra sa-mandra pa-
madhya sa-madhya pa.

Rāmāmātya describes two types of fretting: ĒkarāgamēlaVīṇā and AkhilarāgamēlaVīṇā. 
In the former, frets pertaining only to the svara-s of a particular rāga 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 Mēla Vīṇā, there is a 
fretting system called Ēkatantrī too. Thus, Rāmāmātya describes 7 combinations of tuning 
and fretting.

Paṇḍarīka Viṭhṭhala, in his SRC, describes the Śuddha Mēla Vīṇā and Madhya Mēla Vīṇā, 
with their Ēkarāgamēla Vīṇā and Akhilarāgamēla Vīṇā fretting systems, in a manner 
similar to that of Rāmāmātya (Sathyanarayana 2001, 239-240). Ra Sa makes an interesting 
observation of SRC documenting a practice of shifting of the frets of laghumadhyama and 
laghuṣaḍja slightly towards the mēru in order to play antaragāndhāra and kākaliniṣāda, 
whenever necessary. 

Rāmāmātya describes 6 frets being placed on the 4 main strings for all these tunings. The 
fretting for Śuddha Mēla Vīṇā is depicted below:

Main Strings
4 3 2 1

Frets man ma man sa anu man pa anu man sa
1 m2 r1 d1 r1
2 p r2 d2 r2
3 d1 g2 n2 g2
4 d2 g3 n3 g3
5 n2 m1 s m1
6 n3 m2 r1 m2
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Legend: r1: śuddhari, r2: pañcaśrutiri/śuddhaga, g2: ṣaṭśrutiri/sādhāraṇaga, g3: cyuta ma-ga, 
m1: śuddha ma, m2: cyuta pa-ma, p - pañcama, d1: śuddhadha, d2: pañcaśrutidha/śuddhani, 
n2: ṣaṭśrutidha/kaiśikini, n3: kākalini, s - ṣaḍja

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

Steps for placing frets using the ṣaḍja-pañcama relationship:
• The 2nd string above is tuned to anumandra pañcama. In the 4th string, a fret is 

placed at the spot where the same pañcama is heard, an octave above, i.e.mandra 
pañcama. This is the 2nd fret. 

• The 2nd fret produces the svara of pañcama on the 4th string, pañcaśruti ṛṣabha on 
the 3rd and 1st string, and pañcaśrutidhaivata on the 2nd string. Next, on the 4th 
string, a fret should be placed where the same pañcaśrutidhaivata is heard, in the 
higher octave, i.e.madhyasthāyī. 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-ṣaḍja on the 2nd string. Then, on the 4th string, a fret is placed 
where the cyutaṣaḍja is heard in the madhyasthāyī. This is the 6th fret and gives 
cyutapañcama on the 3rd and 1st string and śuddhaṛṣabha on the 2nd string. 

Steps for placing frets using the ṣaḍja-madhyama relationship:
• The 4th string above is tuned to śuddhamadhyama. At the place where it sounds on 

the 3rd string, a fret should be placed. This is the 5th fret.

• The 5th fret produces kaiśikiniṣāda on the 4th string, śuddhamadhyama on the 3rd 
and 1st strings, and ṣaḍja on the 2nd string. A fret should be placed on the 2nd 
string where the kaiśikiniṣāda is heard. This is the 3rd fret. 

• The 3rd fret produces śuddhadhaivata on the 4th string and sādhāraṇagāndhāra 
on the 3rd and 1st strings. A fret should be placed on the 2nd string where the 
śuddhadhaivata is heard. This is the 1st fret.

In addition to the description of Śuddha Mēla Vīṇāand Madhya Mēla Vīṇā, Veṅkaṭamakhi 
also describes ‘Ēkatantrī’ and two ‘Dvitantrī’ Vīṇā-s. Another Vīṇā tuning system, the 
Raghunāthamēla Vīṇā is also described by him. Each of these 6 types of tuning systems, 
with the two fretting systems of Ēkarāgamēla Vīṇā and Sarvarāgamēla Vīṇā give rise to 
12 combinations of tuning and fretting systems (Sathyanarayana 2001, 326).
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Since Rāmāmātya describes only the first 6 frets in the 4 strings, the difference in the two 
fretting systems of Ēkarāgamēla Vīṇā and Akhilarāgamēla Vīṇāis not clearly illustrated 
in the SMK. However, the placement of svara-s for the two fretting systems is clearly 
described by Veṅkaṭamakhi. In the CDP, on the 4th string, the 7th fret is the ṣaḍja. The 
difference in fretting is seen after the 7th fret. In the Ēkarāgamēla Vīṇā, 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 uptoatitārasa. In the Sarvarāgamēla Vīṇā, 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 uptoatitārasa6.

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:

• Nijaguṇa Śivayōgī gives the classification of tata, suṣira, avanaddha and ghana 
and gives their description(Sathyanarayana 2001, 227-228). He describes different 
string instruments. Ra Sa observes that Śivayōgī-s description of some of the string 
instruments is not found in other lakṣaṇagrantha-s. The placement of frets described 
by Śivayōgī also indicates the tuning of ‘Ēkarāgamēla Vīṇa’, he opines. Ra Sa 
mentions that the chapter on percussion instruments in the available versions of the 
Vivēka Cintāmaṇi seems to have scribal errors. The descriptions of ‘mardale’ and 
‘avuja’ seem mixed up. 

• In the Nartananirṇaya and SRC, there are descriptions of techniques, postures and 
compositions associated with musical instruments (Sathyanarayana 2001, 170-173). 
In Nartananirṇaya, Paṇḍarīka Viṭhṭhala has described the postures of a tāladhārī 
as well as the techniques and compositions to be played in the Kāmsya Tāla 
(Sathyanarayana 2001, 261). Ra Sa laments that Viṭhṭhala is totally silent about 
the revolution in tāla in Karnataka Music being heralded by Haridāsa-s in his time. 
Viṭhṭhala describes the postures, techniques and compositions of a mṛdaṅgist as well 
as the construction of a mṛdaṅga (Sathyanarayana 2001, 262). In the SRC, Viṭhṭhala 
describes the ālapti of several rāga-s on the Vīṇā (Sathyanarayana 2001, 249). 

6 These detail about the fretting systems of Ēkarāgamēla Vīṇā and Akhilarāgamēla Vīṇā have not 
been explained in the KSV by Ra Sa, however, he gives this detailed explanation in his critical 
edition of the Caturdaṇḍīprakāśikā. This description was included here as it was felt that it would 
explain the Vīṇā fretting systems of various authors clearer
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2.6 Developments in tāla
Ra Sa has devoted a chapter to tāla in Indian Music. He discusses the concept of tāla- the 
etymology and the fundamental features. He then takes up the contribution of Haridāsa-s 
in the revolutionary changes in tāla in South Indian music in the 14th - 16th centuries 
AD. In other chapters, he briefly discusses documentation of changes to the tāla system 
by authors of lakṣaṇagrantha-s in. These are described below.

2.6.1 Documentation by authors
2.6.1.1 Paṇḍarīka Viṭhṭhala
Ra Sa highlights the features of tāla described in the Nartananirṇaya (Sathyanarayana 2001, 
261).In the tāladhartṛprakaraṇa, Paṇḍarīka Viṭṭhala first distinguishes between mārga and 
dēśītāla-s. He then talks about five types of laghu-s and the different aṅga-s of tāla-s. 
Viṭhṭhala gives the lakṣaṇa of 86 dēśītāla-s, and gives the concept of prastāra, saṅkhyā, 
naṣṭa and uddiṣṭa. Other features of tāla-s such as mārga, kāla, graha, laya and yati too are 
described, along with saśabda and niḥśabdakriyā-s. 

2.6.1.2 Veṅkaṭamakhi

In the svara chapter of the CDP, Veṅkaṭamakhi describes the suḷāditāla-s jhōmbaḍa, dhruva, 
maṭhya, rūpaka, jhampa, tripuṭa, aṭa, ēka and ādi. Ra Sa observes that the descriptions of 
these tāla-s is very important from the historical perspective and also highlights the fact that 
these have been labelled ‘suḷāditāla-s’ by him (Sathyanarayana 2001, 327-328).

2.6.1.3 Nijaguṇa Śivayōgi
There are several aspects of tāla described by Nijaguṇa Śivayōgī (Sathyanarayana 2001, 
228-229). He describes the tāla on the right hand as Śiva and t he one on the left as 
Śakti. Ra Sa points out the errors in the description of druta and virāma, and the lack of 
mention of anudruta, in the available text of VivēkaCintāmaṇi. The terms atīta, anāgata and 
vartamānakāla seem to be erroneously labelled ‘kriyākāra’ instead of ‘graha’. Śivayōgihas 
described 101/108 dēśītāla-s classified as bhaṅga, upabhaṅga, vibhaṅga, śuddha and anu 
tāla-s. Ra Sa points out that of these, the last three are not found in other lakṣaṇagrantha-s. 
He describes 6 sankhyābhēda-s for tāladhārī-s who are performers for dance. Ra Sa 
hypothesises that this description seems to imply that suḷādi-mārga-dēśītāla-s were used in 
the context of musical and the 6 bhaṅga-s in the context of dance. 

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

 I. They chose only some tāla-s, which were popularly used in sālagasūḍaprabanadha-s 
as well as in folk music, as evidenced by references to them in contemporary Kannada 
literature. These tāla-s were ‘suḷāditāla-s’ - dhruva, maṭhṭhya, rūpaka, jhampe, aṭa, 
ēka, jhōmpaṭa, are jhampe and ragaṇamaṭhṭhya.

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

 III. Earlier, the laghu could take 4 or 5 akṣara-s. Among the dēśītāla-s, there were pairs 
of tāla-s such as jayaśīla-kamala where the number of aṅga-s were the same, but the 
span of the laghu was different. Due to the difference in the lengths of the laghu, 
the āvarta counts of these tāla-s were different. However, the Haridāsa-s stabilized 
the laghu at 4 akṣara-s. Due to this, these pairs of tāla-s had identical structures and 
some tāla-s thus became redundant. The Haridāsa-s did away with the redundant 
tāla-s. 

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

 V. ‘Virāma’ in the earlier system of dēśītāla-s was not an aṅga by itself, but was an 
appendage to other aṅga-s such as pluta, laghu and druta, to increase their span by 
half. But in the hands of the Haridāsa-s, the span of Virāma was stabilized to 1 
akṣara, and it was re-named ‘anudruta’. 

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

 VII. Another interesting development was the conversion of the jhōmpaṭatāla into the 
modern āditāla, inverting its aṅga-s, not earlier than the 19th century AD.

 VIII. Ra Sa is of the opinion that the chāputāla-s were the creation of Haridāsa-s, and were 
derived from the suḷāditāla-s. These came into being as they were more aesthetically 
pleasing for the rendering of Haridāsa compositions. 
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 IX. The tālaprāṇa-s mārga, yati and prastāra had become very complex and not usable. 
Ra Sa writes that the Haridāsa-s removed the connection of these to the suḷāditāla-s. 
They also refined the ‘jāti’ prāṇa.

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 -Vidyāraṇya, Kallinātha, Rāmāmātya, Veṅkaṭamakhi and Paṇḍarīka 
Viṭhṭhala, 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 Karṇāṭaka Saṅgīta Vāhini 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 Haridāsa composers through their music. The correlation of 
seemingly unrelated developments between lakṣya and lakṣaṇa, as well as between the 
lakṣaṇa-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 Kalānidhi Embār  
Sri S. Vijayarāghavāchāriyār and His Manuscripts 

at The Music Academy Library 

Smt. Krithika Bharadhwaj  
(Disciple of His Holiness Mahāranyam Sri Sri Muralidhara Swāmigal)

Sri Gurubhyō Namaha ! Sangita Kalānidhi Embār Sri S. Vijayarāghavāchāriyār (hereafter 
addressed as Sri Embār) was a doyen of Harikathā. Sri Embār finds a rightful place in 
a pantheon of Harikathā experts and legends like Thanjavur Sri Krishna Bhāgavatar, 
Soolamangalam Sri Vaidyanātha Bhāgavatar, Tirupazhanam Sri Pachāpakēsha Shāstri, 
Tiruvaiyaru Sri D. Annāswāmy Bhāgavatar and Sangita Kalānidhi Harikesanallur 
Muthaiah Bhāgavatar. Sri Embār stands out for his Bhakti, variety and connect with 
audience. 

Sri Embār was born as the son of Chidambaram Sri Srirangāchāriyār, who himself 
was an erudite scholar and a distinguished Harikathā exponent. Sri Embār, through his 
Harikathā performances enthralled audiences all over the world. Though a Vaishnavite, 
Sri Embār was well versed in Saiva charitrams too, especially those of the 63 Nāyanmārs. 
He even gave discourses on subjects related to Shāktam and Kaumāram with great 
felicity and ease. Sri Embār’s Harikathā expositions included a wide of charitrams like 
Āndāl Kalyānam, Srinivāsa Kalyānam, Valli Kalyānam, Meenākshi Kalyānam, Pārvati 
Kalyānam, Sadguru Sri Tyāgarāja Swāmigal, Sri Muttuswāmi Dikshitar, Sri Ramana 
Maharishi, Āzhwārs and Nāyanmārs and so on. But the jewel on the crown, was his 
Nandanār Charitram, which Sri Embār himself, in one of his discourses, declared to 
be his “Kutumba Sottu” (குடும்ப ச�ொத்து). Nandanār Charitram of Sri Embār, to date, 
remains his masterpiece. 

That being said, are there any recordings and hand-written manuscripts of the above ? 
Some of Sri Embār’s Harikathā renditions are available digitally. But the most important 
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point here is Sri Embār 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, Harikathā artistes. 

In Harikathā parlance, these manuscripts are known as nirūpaṇams. Now, what is a 
nirūpaṇam ? 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 kathā (story). Hence, a nirūpaṇam is a manuscript containing a combination 
of slōkās, gadyams, padyams, kirtanams, ōvis, dinḍis, chindus, sākis, mattakōkilams 
etc., interspersed with short prose descriptions here and there. These nirūpaṇams of Sri 
Embār are mostly in Granthā lipi. Wherever any Tamil song had to be written down, 
Tamil lipi has been used. For Sānskrit, Marāthi and Telugu songs, the commonly used 
lipi in his nirūpaṇams is Granthā only. A sample of a Sānskrit slōkā written in Granthā 
lipi, in a nirūpaṇam is given below. This is the prathama slōkā (first slōkā) in Srimad 
Vālmiki Rāmāyaṇam. 

तप : स्वााध्यााया न�रतं तपस्वाी वाान�वादांां वारम्् | �ारदां ं पररपप्रच्छ वााल्म्ीक� : म्ुन�पुङ्गवाम्् ||

This writer as a Harikathā artiste, though not a researcher, feels very humbled, to present 
some of Sri Embār’s nirūpaṇams here in this article.

1. Nandanār Charitram – Anḍarpirān Vāzhuginḍra Sthānam

Nandanār a great devotee of Lord Shivā, is one of the 63 Nayanmārs. He is called 
Tirunāḷaipōvār Nāyanār (திிருநாொளைைப்பபொவாொர் நாொயனாொர்). While visiting the 
Tirupungur Shivā temple for the Lord’s darshan, Nandanār happens to hear the 
Chidambara kshētra māhātmyam narrated by a pourānikā (story teller). Patanjali 
Maharishi and Vyāgrapāda Maharishi wished to see the Paramānanda Tānḍavam of Lord 
Shivā and hence did penance in Chidambara kshētrā. The Lord appeared on Rishaba 
Vāhanā (bull) in the month of Thai, Guru vāram, Pushya Nakshatrā and performed 
the Paramānanda Tānḍavam in the Kanaka Sabhai (The Golden Hall). It is said that 
the Lord is performing this Tānḍavam even today, non-stop, as requested by the two 
Maharishis. While narrating this kshētra māhātmyam, Sri Embār has sung the below 
song which summarizes the above māhātmyam. 
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After listening to the above māhātmyam, Nandanār developed a deep longing to go and 
have darshan of Lord Natarājā in Chidambara kshētrā. Every day, Nandanār used to say, 
“At least tomorrow I should go to Chidambaram”. Hence, he was called as Tirunāḷaipōvār 
Nāyanār. The opera of Sri Gōpālakrishna Bhārati says that Nandanār 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. Nandanār goes to Chidambara 
kshētrā, has darshan of the Lord’s Paramānanda Tānḍavam and merges with Him. 

2. Valli Pariṇayam
	 a.	 Ālōlam	Ālōlam
	 b.	Kānavarkōn

	 a.	 Ālōlam	 Ālōlam	 : This is a folk song which Sri Embār has rendered in Valli 
Pariṇayam. Valli, the divine consort of Lord Murugā, 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 Murugā. When she reached the age 12, she started 
guarding the thinai (திிளைனா - a type of millet) fields of her hunter father Nambi, that 
being the customary practice of their family. This was called Thinai Punam Kāttal 
(திிளைனாப்புனாம் காொத்தில்). While she guarded the fields from morning to evening, 
Valli sang melodiously as follows : 
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  In the above song, Sri Embār gives us a good list of various birds flying towards the 
thinai fields. Valli, calls out their names individually and pacifies them by singing 
Ālōlam Ālōlam. The word “Ālōlam” (ஆப�ொ�ம்) does not signify any particular 
meaning. Just like we say “Thālēlō” (திொப�ப�ொ) while rendering a lullaby, Ālōlam 
is also a refrain, which is repeated at the end of each stanza. Sri Embār has rendered 
this song in the Rūpaka Tāḷa, the refrain starting at the second beat. 

	 a.	 Kānavarkōn	 :	 This is another beautiful song rendered by Sri Embār in Valli 
Pariṇayam. This is a rare prabandham know as Kuram (குறம்), which is unique 
only to Tamil language. Sri Embār has interestingly rendered the meter for this 
Kuram, at the beginning of the song. The meter goes as follows : 

  திந்திின்நானா தினாதிந்திினாொ தினாதிிந்திினாொ தினானாொ | 
திந்திின்நானா தினாதிந்திினாொ தினாதிிந்திினாொ தினானாொ ||
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  The background of this song is as follows. A fortune teller known as Moodhāṭṭi 
(மூதிொட்டி) comes to the palace and tells the fortune for the hunter king Nambi and 
his wife Mōhini. 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 Moodhāṭṭi implicitly 
suggests that the Lord of Thanigai (Tirutani), the son of the Lord of Kailāsa, will 
be the groom. Eventually, Lord Subramanyā comes as a hunter and takes the hand 
of Valli after a sequence of interesting events. 

3. Meenākshi Kalyāṇam 
	 a.	 Rājati	Vasudhā	
	 b.	 Malayadhwajuḍanu	
	 c.	 Mattahasti	Turanga
	 d.	 Tuchyā	Virahātē	

Sri Embār has rendered some beautiful sākis and abhangs in Meenākshi Kalyāṇam. The 
introductory sāki describes Madurai as a beautiful town that shines and dazzles like jewels. 
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राजनत वासुुधाा रम्णीी म्नणीवात्द्रांांच�् म्धाुरा �गरम्् | 
रानजतसुदां�ै रानजत म्खभुुग्रााज राज घ� �गरम्् ||

Dēvi Meenākshi, the divine consort of Lord Shivā, takes the avatārā (incarnation) as the 
daughter of Malayadhwaja Pāndyā, the ruler of Madurai, as a three-year old child with 
three stanā-s (breasts). A divine voice predicts that the Devi’s third stanā will vanish once 
she sees her would-be husband. Dēvi is named Taṭātakai, as per the instructions of the 
divine voice. This is brought out very beautifully in the below sāki : 

म्लयाध्वाजुड�ु म्�ुजाधाीशुुडु | म्न� कदांवासुम्न्दां ु | �ुलसुनततोड�ु गूनड �ूतु��ु | �ाम्�रणी म्न्दां ु | 
तटाात�ाया�ु दांवैाोकदांतम्ुग | दांा�ु �ाम्म्ु�े | पटुातर नवाद्यल बाानल� �प्पुडु | बाागुगा�ु जोनप्प�े ||

Dēvi is named Taṭātakai on an auspicious day, by the king and the queen. She was taught 
all the arts by her father, the king Malayadhwaja Pāndyā and she surpassed all the kings in 
bhoomandalā (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 Pāndyā 
crowned her as the Chakravarthini – the Queen of Madurai. Dēvi goes on a conquest of 
all the kingdoms. She wins over all the kings on earth and then proceeds to the dēvalōkā 
(heaven). In this context, Sri Embār has sung a Mattakōkilam in Kāmbhōji Rāgā, set to 
Mishra Chāpu Tāḷa, describing Dēvi’s conquest of all the kingdoms. 

म्त्तहनस्त तुरङ्गम्ंबाुलु | म्न�सुैन्या रथाावाळुुल् | तत्तरंबाु��ेल्लकदांक�ुल | दांक्षणींबाु�बांपुचु�् |  
म्त्तवाैररधारानधा�ाथाुल | म्ा�भुङ्गम्ु जेशुदांा | �त्तररङ्् रणीभुूतलंबाु� | �नल्दांसुल्भुयाम्ोन्दांगा�् ||

Dr. Prameela Gurumurthy, in her book, “Kathaakaalakshepa – A Study (Musical 
Discourse)” quotes Sri Embār’s words on how to sing a Mattakōkilam. She says, “According 
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to Embār S. Vijayarāghavāchāriar, Mattakōkilam is rendered in mishram and chathurashram. 
Any suitable rāgā is used. He says that “Angumeeraka”, another Mattakōkilam, which is 
also in Telugu, is sung in Kāmbhōji, Mishra Nadai, which resembles the tune of the well 
known Sabdam Sarasijākshulu”. The above Mattakōkilam is also similarly rendered in 
Kāmbhōji. The notation of the above Mattakōkilam is given below.

Rāgā : Kāmbhōji  Tāḷa : Mishra Chāpu 

பொ தி  ஸ்  ஸ் ஸ்  || பொ தி  ஸ்  ஸ் ஸ்  || 

மாொத் தி ஹஸ் திி து  || ரங் கா3 மாம் பு3 லு  || 

, ப தி  ஸ்  ஸ் ஸ்  || ஸ் ப தி  ஸ்  ;   ||

மாஞ் �ி  ளை�ந் ய  ர  || திொ2 வா ளுல்    ||

திொ ஸ்  ொீ  ஸ் நாி  || திொ தி  திொ தி ப  || 

தித் தி ரம் பு3 னா  || சநால் � திி3க் கு �  ||

, நாி தி  பொ மா கா  || பொ தி  ஸ்  ;   ||

தி3 க்ஷ ணம் பு3 னா  || ப3ம் பு சுன்   || 

 

பொ தி  ஸ்ொிக்ம் க்  ம்  || க்  ம்  க்  ம் க்  || 

மாத் தி ளைவா ொி  தி4 || ரொ திி4 நாொ து2 �  ||

    

, ம் க் ஸ்   ஸ் ஸ்  || ஸ்  தி  ொீஸ்  க்ொிஸ்நாி  திொ  || 

மாொ னா  ப3ங் கா3 மு  || ப� ஷ  திொ3 

   

, தி ஸ்  ொீ  தி ஸ்  || க்ொிஸ்நாி தி  திொ தி ப  || 

நாத் தி  ொிங்க்  ர ண  || பூ4 தி �ம் பு3 னா  ||

, நாி தி  பொ மா கா  || பொ தி  ஸ்  ;    ||

நால் திி3 �ல் ப4 ய  || சமாொந் தி3  காொ3ன்    ||

Meenākshi Dēvi defeats the ashtadikpālakās and then finally goes to Kailāsā. Lord Shivā 
comes to the battlefield and lo ! at the first sight of the Lord, Dēvi’s third stanā vanishes. 
Lord Shivā praises her skills and says “Meenākshi, throughout your digvijayā (conquest 
of all corners), I have been accompanying you. I know who you are, but you don’t know 
me. I shall come to Madurai, on Monday, the 8th day from today and marry you”. This 
part has a very moving abhang sung by Sri Embār in Dēsh Rāgā, set to Ādi Tāḷa. 
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तूच्याा नवारहातं सुोसुणीं अशुकया | म्हणीूम्ीसुम्ेत आलं म्ागेम्् |
आठव्यााकदांवासुं सुोम्वाारीलग्नीीम्् | तूच्याा नवावााहानसु �री�म्ी |
आतां तूजाशुील म्धाुरेनसुवाेगेम्् | म्ह्णतांनच आंगं पावाेदांवेाी ||

4. Thonḍaraḍipoḍi Āzhwār
	 a.	 Bhootalam	Pugazh	
	 b.	 Manḍanguḍiyā	Nagari	
	 c.	 Sri	Nāthāchyā	Anugrahānēm	
	 d.	 Ē	ḍā	Nee	Ālaya	

Sri Embār has rendered the charitrams of the twelve Āzhwārs, of which Thonḍaraḍipoḍi 
Āzhwār seems to be the most popular one. Sri Embār has embellished this Āzhwār’s 
charitram with various songs, predominantly with those in Tamil. Thonḍaraḍipoḍi Āzhwār 
is known as Bhaktānghrirēṇu Sūri. So, this Āzhwār’s charitram is usually called as 
Bhaktānghrirēṇu Sūri Vaibhavam or Charitram. 

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

 1. an introduction to the greatness of the avatāra sthalā (birth place) of the main 
character of the kathā. 

 2. information about the parents of the main character of the kathā and their greatness. 
 3. information about whose amshā this avatāra purushā is. 

That being so, in Thonḍaraḍipoḍi Āzhwār’s charitram also, Sri Embār has rendered a couple 
of sākis which covers all of the above in a short and crisp manner. 

Thonḍaraḍipoḍi Āzhwār was born in a place called Manḍanguḍi, near Kumbakonam, on the 
banks of Kāvēri. He was born to Vēdavishāradar, a Vaishnavite and his wife Thirumagaḷ. 
Vēdavishāradar belonged to the pūrvashika vamshā, 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 Ranganāthā in Sriranga kshētrā. 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 Ranganāthā. By the grace of the Lord, a male child was born to them. This 
child was none other than Thonḍaraḍipoḍi Āzhwār. This Āzhwār was born as the amshā of 
Bhagavān Sriman Nārāyanā’s Vanamāli (garland). It is interesting to note that this Āzhwār 
being the amshā of Bhagavān’s garland, he did pushpa kainkaryā to Lord Ranganāthā in 
Sriranga kshētrā and this Āzhwār’s pāsurams are also called as Tirumālai (mālai denoting 
garland in Tamil). 

The above introductory details are all captured in three beautiful sākis which are as follows : 

म्ण्डङ्गुनडयाा �गरी ब्रााह्मणी वाेदांनवाशुारदां होता | पूवावनशुखीतो सुन्तनत �ाम्ी सुनतचा घेवाुन� स्वाान्ता ||

(Sāki – 2)

श्रीी�ाथााच्याा अ�ुग्राहा�ं उजला सुत्सुुत त्याासुी | नवाप्र�ारायाणी म्हणीु�ी त्यााला �ाम्हं �ेलं ज्याासुी | 

ऐसुेतो सुुत वााडु�ीयाेतां हररच्याा वा�म्ालांशु | पाहुन� त्याासुी म्हणीनतल सुवावहं हचेा�लळुसुारांशु ||

(Sāki – 3)

The Āzhwār was named Vipranārāyāṇā as the above sāki mentions. Vipranārāyāṇā was 
very devoted to Lord Ranganāthā and wanted to do pushpa kainkaryā in Sriranga kshētrā. 
So, he went to Srirangam and selected a suitable spot near the banks of Kāvēri and in 
that nandavanam (garden), he grew a vast variety of beautiful, scented flowers and trees. 
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Sri Embār has even given the list of trees and flowers in that nandavanam, as seen by 
Dēvadēvi, a dāsi, who happens to pass by that way one day. 

As Dēvadēvi goes around the nandavanam, she sees Vipranārāyaṇā working in the 
garden and is spellbound by his beauty. A normal conversation with her sister Alivēṇi, 
eventually becomes a heated argument and finally Dēvadēvi challenges that she would 
entice Vipranārāyaṇā and bring him home in six months. Dēvadēvi somehow manages 
to win the challenge and Vipranārāyaṇā becomes a slave of Dēvadēvi’s beauty. She 
shuns Vipranārāyaṇā now, as her sole motive was to win the challenge. At this point, 
Bhagavān enacts a leelā (divine play) and Vipranārāyaṇā is accused of stealing one of Lord 
Ranganāthā’s poojā utensils, known as gold vaṭṭil (திங்கா வாட்டில்). The King is extremely 
angry and tells Vipranārāyaṇā as follows : 
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Vipranārāyaṇā is put behind bars, though he pleads not guilty. He laments that this 
punishment is as a result of him forgetting Bhagavath kainkaryā. However, Lord Ranganāthā 
finally saves his bhaktā by appearing in the dream of the Chōzhā King and Vipranārāyaṇā 
is released. This is when he runs to Lord Ranganāthā and sings the Tirumālai pāsurams, 
the most popular one being the one below. 

பச்ளை�மாொ மாளை�பபொல் பமானாி | பவாை வாொய்க் காமா�ச் ச�ங்காண் | 
அச்சுதிொ அமாரபரபற | ஆயர் திம் சகாொழுந்பதி என்னும் | 
இச்சுளைவா திவாிர யொன்பபொய் | இந்திிரப�ொகாம் ஆளும் | 
அச்சுளைவா சபறினும் பவாண்ப�ன் | அரங்காமாொ நாகாருைொபனா ||

5. Sri Sadāshiva Brahmēndra Saraswati Swāmigal
	 a.	 Paramashivēndra	Guruvē	
	 b.	 Unmattavat	Sancharateeha
	 c.	 Nijaguru	Paramashivēndra	

Sri Sadāshiva Brahmēndrā was a great brahmagnyāni. His purvāshramā name was 
Shivarāmakrishnā. He had his vidyābhyāsā 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. Shivarāmakrishnā, 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. 
Shivarāmakrishnā 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 ātmā. He renounced 
the world and took refuge under the then Peeṭādhipati of Kanchi Kāmakōṭi Peeṭam Sri 
Paramashivēndra Saraswati Swāmigal.

 

பரமா�ிபவாந்த்ர குருபவா | பொமாரன் எந்திளைனா அடிளைமா சகாொண்டிடும் || 
பரமா �ிவானாொர் உருவாங்சகாொண்� | பரமா ஞாொனாம் அைித்திிடும் ஸ்ரீ ||
�மா திமாொதிி குண �ஹிதிொ | �ொது �ங்காமா வாிஹிதிொ | 
மாமாளைதி அதினாில் ஊறும் அறிவாிலி | யொனா எந்திளைனா காொத்திருள் ச�ய்யும் ||

He took sanyāsā and his deekshā nāmam was Sadāshivēndra Saraswati Swāmigal. 

Brahmēndra Swāmigal was an expert in shāstrās and vēdāntā. So, he had the habit of doing 
tarkam (argument) with any pandit who came to the Muṭṭ to have darshan of his Guru 
Paramashivēndra Swāmigal. No one could ever win Sadāshivam in any argument. He was 
engrossed in tarka vādam 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. 
Paramashivēndra Swāmigal felt sorry for his disciple. The Guru thought, “Sadāshivam is so 
engrossed in tarka vādam 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 Paramashivēndra 
Swāmigal called him and said “�திொ�ிவாம் உன் வாொய் மூ�ொதிொ” (Sadāshivam won’t you 
shut your mouth). On hearing his Guru’s command, Sadāshiva Brahmēndrāl immediately 
shut his mouth never to open and speak again. He stopped talking and became a mouni and 
a great gnyāni. He reveled in the highest truth and cared nothing about the outside world. 

Sri Ādi Shankarāchāryāl describes the state of a gnyāni in Vivēkachooḍāmaṇi as follows : 

“कदांगम्बारो वाानप च सुाम्बारो वाा | त्वागम्बारो वाानप नचदांम्बारस्थाः । 
उन्म्त्तवाद्वाानप च बाालवाद्वाा | नपशुाचवाद्वाानप चरत्यावान्यााम्् ॥” (Vivēkachooḍāmaṇi - Verse 540)
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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).

Sadāshiva Brahmēndrāl was in that highest state of a gnyāni. 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 Brahmēndrāl was. 

This whole episode is beautifully depicted by a slōkā followed by a sāki, both of which 
Sri Embār has rendered. The slōkā is from Sadāshivēndra Pancharatnam of His Holiness 
Sri Sri Nrusimha Bhārati Swāmigal of Sringeri Peeṭam. 

उन्म्त्तवात् सु�रतीह नशुष्या : तवाेनत  लो�स्या वाचांनसु शुृण्वा�् | 
नखद्यन्नुुवााचास्या गुरु : पुराहो हयाुन्म्त्तता म्े � नह तादांशृुीनत ||

(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 !”)

न�ज गुरु परम्नशुवाेन्द्रां श्लाानघत नवाज्ञाा� �ाष्टम्न�शुम्् | 
न�जतत्वाे� नह न�श्चल हृदांयां �लयाे सुदांानशुवाेन्द्रांम्् ||

The above two-line sāki beautifully captures the essence of the above incident in the life 
of Sri Brahmēndrāl. 
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6. Sri Bhadrāchala Rāmadāsar
Bhakta Rāmadāsā’s charitram is a very popular one, (on par in terms of popularity, with 
the charitram of Annamayyā), amongst the Andhra Kavis. Many bhaktās have written prose 
and poetry on the life of Sri Rāmadāsā. Even Sri Tyāgarāja Swāmigal who never did any 
nara stuti (singing the glory of men), sang the glory of Sri Rāmadāsā, as a Mahātmā. 

Bhakta Rāmadāsā was a great devotee of Lord Rāmā. He was born to Lingaṇṇā and 
Kāmāmbā, as their only son, in a place called Nelakondapalli in Golkonda Samasthānam. 

श्रीीनम्न�� �ेल�ोण्डपल्लॆलो नशुष्टज�ुलु पोगडग�ो | 
�ाम्ाम्बा�ु गोपन्नु जन��ॆ�ु �म्लाक्षुन� वारम्ु��ो ||

The Nizāms were ruling in Hyderabad with Tāneeshā as their King. 

न�जाम् वाम्शुी श्रीीता�ीषाा भुूपनत हदैांराबााकदां | ज्यााचा �ीती सुन्तसुम्ाजी वाणीुवन� तरनत भुवााब्धाी ||

Lingaṇṇā retired as the Diwān of the Nizām Sarkār and settled down in Nelakondapalli. It 
was then Sri Rāmadāsā was born to him. The parents named the child as Gōpaṇṇā. Due to 
his intense devotion to Lord Rāmā, he was called Rāmadāsā by one and all. Some versions 
of his charitram indicate that he got the Tāraka mantra upadēsā (initiation) from Sant Kabir, 
when the latter came on a pilgrimage to dakshiṇa dēsā (South India). It is said that Sant 
Kabir came to Nelakondapalli and accepted Gōpaṇṇā as his disciple and gave him Rāma 
Nāma upadēsā. Sri Embār has written a sāki pertaining to this incident. 
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�बाीर दांासुुन� �टााक्षम्ु�दांा | गा�े राम् �ाम्म्ु�ु | 
जपम्बाु सुेयाुचु जलज �या�ुन� | चरणी सुेवा न�त्याम्ु�ु ||

After obtaining the Rāma nāmā, Rāmadāsā started singing numerous kirtanams on Lord 
Rāmā. His Nāma ruchi, taste for the divine name of Lord Rāmā, can be seen in many of 
his kirtanams, an example of which sung by Sri Embār is given below. 

திொரகா மாந்த்ரமு பகாொொினா சதிொ3ரசகானு தி4ன்யு�3ளைனாதிி நாி ஓரன்னா | 
மாீொினாகாொலுனாி தூ3தி�பொலிடி ம்ருத்யுவாயனாி நாம்மாகாயுன்னா || 
என்னாி �ன்மாமு� சநாஞ்�ி சூ�ிநானு எபகாொ நாொரொயணு�3ன்னா 
அன்னாி ரூபுளை� யுன்னாபரொத்முனாி நாொ மாஹொத்முநாி காதிவாின்னா ||
என்னாி �ன்மாமு� ப�ஸினா பொபமு லீ�ன்மாமுபதிொ வாிடு3 நான்னா | 
அன்னாிடி காிதிி3 கா�3�ொொி �ன்மாமு �த்யம்பி3கா பு3ட்டு� �ுன்னா || 

He was a great sāhityakartā (composer) and has sung songs on Lord Rāmā. 

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

The introductory slōkā on Bhadrachala kshētrā and the temple, as sung by Sri Embār is 
really a very captivating one and goes as follows : 

श्रीीम्�् न�म्वल पुण्या वाैभुवा सुुधाा प्रायााम्बाु गोदांावारी तीरे | �ल्प� �ा��ान्तर म्हाभुद्रांाकद्रां �ूटाान्तरे | 
शुोभुायाुक्त नवानचत्र रत्नखनचते नसुम्हासु�े सुनम्स्थातम्् | श्रीी भुद्रांाचलराम्चन्द्रांम्न�शुं सुीतासुम्ेतं भुजे ||

Rāmadāsā was given a very grand welcome and taken to the Bhadrachala Rāmā temple 
which was then in a very dilapidated condition. The Archakā (priest) of the temple requested 
him to renovate the temple and do the samprōkshaṇam before he got transferred from 
Bhadrachala kshētrā. The Archakā also said that this was the niyamanā (order) from Lord 
Rāmā. Rāmadāsā 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 Tāsildār 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 Nizām King Tāneeshā. Tāneeshā on coming 
to know about this, enquires about the misappropriation of funds in Bhadrachalam. The 
two uncles of Rāmadāsā send a confidential letter to him, appraising him about the action 
taken by the King, for which Rāmadāsā boldly replies, as Sri Embār has sung, as follows : 

भुूम्ीशुुन� �ृप गनल्ग� | भुूम्ीशुुन� �ृपयाु गल्गु   भुूतलम्न्दां�ुु |
भुूम्ीशुुन� �ृपलेनम्न� | भुूम्ीशुुन� �ृपयाुलेदां ुभुूतलम्न्दां�ुु ||
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When I have the krupā katākshā (grace) of the husband of Bhoomiputri i.e. husband of 
Sitammā (husband of Sitammā is none other than Lord Rāmā), I do not need the krupā of 
the Bhoopathi i.e., the King of the earth (meaning Tāneeshā here in this context). 

Rāmadāsā is subsequently arrested and put behind bars by the Nizām King Tāneeshā for 
using the state tax funds to renovate the temple. Even when the soldiers come to arrest him, 
Rāmadāsā bravely faces them and says, when my mother Sitammā and father Rāmā are 
there, there is no fear for me. This Sri Embār has sung as a slōkā, followed by Sri Tyāgarāja 
Swāmigal’s keertanam “Sitamma Māyamma”. The beautiful two-line slōkā is as follows : 

ज��ी जा��ी सुाक्षात् ज��ो रघु�न्दां� : | सुौनम्नत्ररम्त्रम्स्म्ा�ं �ो नवाचार : �ुतोभुयाम्् || 

It is said that Rāmadāsā 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 Rāmadāsā suffered torture and imprisonment. In this 
context Sri Embār has sung a kirtanam in Ābhōgi Rāgā (though the nirūpaṇam states the 
rāgā as Mukhāri) set to Rūpaka Tāḷa. The keertanam starts at the second beat of the tāḷa. 

अब्बाब्बाा दांबॆ्बाल�ु ताळुलेरा वाोरर || 
अब्बाा गॊब्बाु� रारा | �ा दांबॆ्बालोवावलेरा | जॆब्बाुशुाया�ु रारा | तनब्बाब्बाुलायारा ||

It was during this period that Sri Rāmadāsā sang profusely on Lord Rāmā seeking His 
grace and help. Finally, Rāmadāsā pleads to Sitammā to save him. It is to be noted that 
while Rāmadāsā pleads to Lord Rāmā 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 bhaktā to renovate it by whatever means. But Lord Rāmā 
being a Chakravarthi (King) himself, knows how important the tax funds are for the state 
treasury. So, Lord Rāmā has to repay Tāneeshā and only then get Rāmadāsā released from 
the prison. Sitammā being Sri Mahālakshmi herself, gives the required amount all in gold 
coins with Rāma Nāma mudrā. Then, Lord Rāmā and Lakshmanā disguise themselves as 
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the servants of Tāsildār Rāmadāsā, by name Rāmōji and Lakshmanōji and meet the King 
and hand over the due amount with interest for the 12 years. 

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

The above are a few examples of the nirūpaṇams of Sri Embār. There is still a vast number 
of these covering a variety of topics/charitrams. Sri Embār has painstakingly written down 
the nirūpaṇams for Sri Bhāgavatam and Srimad Rāmāyaṇam 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 Embār 
was a Harikathā Chakravarthy and a one like him may never be born again. Luckily, we 
have his nirūpaṇams 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 nirūpaṇams (manuscripts) of Embār  

Sri. S. Vijayarāghavāchāriyār, 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. Vivēkachooḍāmaṇi of Sri Ādi Shankarāchāryāl, Verse 540.
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T. Sankaran – (Thanjavur Sankaran)  
A Life in Music

Sangīta Kalā Achāryā Dr. Ritha Rajan

Ancestry and Family
The musical family of Vina Dhanammal dates back to the 17th 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 18th 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 ghaṭam player. T.Sankaran, Sangita Kalānidhi 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 2nd daughter of Vina 
Dhanammal. His illustrious cousins were Sangita Kalānidhi T. Brinda, Sangita Kalā Acharya 
T. Mukta and T. Abhiramasundari, daughters of Kamakshi Ammal, the youngest daughter 
of Vina Dhanammmal as also Sangita Kalānidhi 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 vidvān-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 Vidvān 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 nilāmbari raga and a free relaxed rāga alāpana 
of śaṅkarābharaṇa 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 
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a very friendly person and maintained a cordial relationship with all the family members 
of Vina Dhanammal.

My guru Sri.Ramnad Krishnan learnt the āhiri rāga kīrtana of śyāmā śāstri māyamma 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 jāvali -s in the rāga-s kīravāṇi and hamīrkalyāṇi. This author still 
remembers Sankaran’s beautiful rendering of the Tamil kīrtana ‘śrī kāmākṣi in vasantā rāga 
while demonstrating the kīrtana at the Tamil Isai Sangam Music Festival circa 1982.This 
kīrtana 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 śruti 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 nṛtya nāṭaka-s like Bhama kalapam and rare songs from the 
Bhāgavatamēla nāṭaka-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!

c. 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 vidvān M.K.Kalyanakrishna Bhagavatar’s ciṭṭa tāna-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 Arnold. 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 Naṭṭuvaṇār 
 b. Bala’s musicians

 3. Edited rare unpublished compositions with notation in the Music Academy Journals. 
For example, the rare maṅgalam composed by Syāmā Sāstri, 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 
 d. 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 
kīrtana-s and jāvali-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 kīrtana. 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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jāvali-s! Both the javali composers visited Dhanammal frequently and many jāvali-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 Vidvān 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 Bhāratīya Saṅgītam” 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 Mēdaigal (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.

Nāgaswaram 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 Bṛhaddhvani, 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 nāgasvaram (which Sankaran calls ‘the 
loud instrument’) could be heard even from a long distance, and people living closer to 
the temple could listen to nāgasvaram 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 nāgasvara vidvān 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 jāvali-s 
and padam-s were unearthed!

{
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 Vidwan Puthucode Krishnamurthy

Vidūśi Dr. G. Baby Sreeram

Puthucode Krishnamurthy (1923-85) was born in the small village of Puthucode in Palakkad. 
It is a traditional agrahāram, one among the 68 groups of agrahāram-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 
kṛti-s or ślōka-s which would echo off the stone structure of the temple and ring through 
the silent paths of the agrahāram-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 Kalānidhi Umayalpuram Swaminatha Iyer. Thus, Puthucode Krishnamurthy 
belonged to the guru-siśya 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 dakṣiṇa 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 kaṭākṣam - gauri manōhari 
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 • Marannidāthe - śāma
 • sadayam en hṛdi - śāma 

He paid homage to both his guru and Saint Tyagaraja through the kṛti in gauri manōhari 
rāga that is set in the tāla khaṇḍacāpu, the same as the Tyagaraja composition “guru lēkha”. 
In the caraṇam, he narrates the qualities of an “uttama guru” (Ultimate Guru) which are 
as follows:
Padma patra jalakanam polē paṭṭutal enyē vāzniḍum 
vazikāṭum vātsalya nidhiyam sal - guru katākṣam nālu puruśārthavum 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 katākṣam will confer upon his 
true disciple all the four puruśārtha-s - Dharma (righteousness), Artha (prosperity), Kāma 
(passion) and Mōkṣa (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 Kalānidhi-s Musiri Subramania Iyer, G. N. Balasubramaniam and M. S. 
Subbulakshmi. It was in this milieu that Śrī 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 sthāyi-s, khayāl-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 Kalānidhi-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 kṛti-s, including Tamizh 
compositions on aru paḍai vīḍu on Lord Muruga, Navagraha kṛti-s in Malayalam, 
a daśāvatāram rāgamālika and a rāmāyaṇa rāgamālika. Like Tyagaraja’s ghana rāga 
pañcaratnam-s, he has also composed five kritis in Malayalam on Devi in Ghana rāga-s 
which are known as dēvi pañcaratnam. However, unlike Thyagaraja, he has used five 
tāla-s - ādi, rūpakam, miśra cāpu, khaṇḍa cāpu and miśra jāti jhampa tāla for nāṭṭa, gaula, 
ārabhi, varāli and śrī respectively. 

Being an ardent dēvi upāsaka, in these kṛti-s, he had mentioned about the saundarya lahari, 
dēvi bhāgavatam and dēvi māhātmyam. 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 tāla 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 kṛti-s without feeling the difficulty of the language. 

Similar to Dikshitar, he composed on specific kṣētra deities, including compositions like 
śrīnivāsa dayā sindhō in kānaḍā (Tirupati), arul puriya in kāpi (Sholingur), śrīdhāma in 
Sahāna (Guruvayur), dhyāyē śrī dhanvantra mūrtim in amṛtavarśiṇi (Nelluvai) and even on 
specific festivals such as Kalpathy Rathotsavam in compositions including śrī viśvanātham 
in hēmavati. 

Other kṣētra kṛti-s include:
 • Vaikom Mahadeva kṣētra
 • Sri Padmanabhaswamy kṣētra
 • Puthucode kṣētra

His deep devotion towards Puthucode Devi prompted him to write ṣōḍaśa kṛti-s (16 
compositions) on Navakrodapuram (Puthukode) Goddess which include 6 kṛti-s in Sanskrit 
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and 10 kṛti-s in Malayalam. The kṛti-s are as follows:
 1. Paradēvatē – pūrvikalyāṇi – vilōmacāpu 
 2. hrīmkāra sunādavinōdini – sunādavinōdini – rūpakam 
 3. bhavatāriṇi paripālayamām – Bhairavi – miśracāpu 
 4. caraṇam prapādyēyam – Durga – rūpakam
 5. durgē namō bhavāni – śuddha dhanyāsi – rūpakam 
 6. karuṇāmṛtavarśiṇi – amṛtavarśiṇi – rūpakam 
 7. pālikēnam – rītigaula – rūpakam
 8. jagadamba – ānandabhairavi – ādi 
 9. Akhilatāpaharamām – malayamārutam – ādi
 10. śaraṇam enikākila – kalyāṇi – ādi (2 Kala)
 11. sakala jaganmōhini – jaganmōhini – ādi 
 12. aḍimalarina – āndōlika – ādi
 13. akhilalōkanāyaki – nāyaki – rūpakam 
 14. akhilalōkajanani – nīlāmbari – rūpakam
 15. Kanivilladhayo – mukhāri – ādi
 16. sarvabhaddha praśamanīm – madhyamāvati – ādi

Additionally, he has also composed kṛti-s in praise of different deities and associated 
festivals. He has composed a kṛti on Ganga Devi in ānandhabhairavi - “sukṛta taraṅgāvali” 
& “kāṇman kaṇṇugal” in śaṅkarābharaṇam based on the famous Kalpathy Car Festival. 
He wrote a kṛti titled “kalaśōdbhava munivara upāsmahē” which is a rare composition on 
Agasthyar Muni in Kānada ragam. He has also masterfully composed some rāgamālika-s 
namely śiva pañcākṣara rāgamālika, śrīdēvi rāgamālika and rāmāyaṇa rāgamālika. 

His music had great standards and good pāṭhāntaram. He simultaneously had a very 
melodious yet vibrant and robust voice. One of his students remembered him for his 
splendid śruti śhuddham, remarking that when he sang śaḍjam in the classroom, the chair 
table all started vibrating and one could not differentiate the sound of tambūra 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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காவாிகுஞ்�ர பொரதிிகாவாிகுஞ்�ர பொரதிி
(1810 – 1896)

Vidūśi Dr. Rama Kausalya

19-ஆம் நூற்றொண்டிளைனா திமாிழிிளை�யின் சபொற்காொ�ம் என்று கூற�ொம். பகாொபொ� 
காிருஷ்ண பொரதிி, காவாிகுஞ்�ர பொரதிி, ஆளைனா ஐயொ, மாஹொ ளைவாத்திியநாொதி ஐயர் - ரொமா�ொமாி 
ஐயர் �பகாொதிரர்காள், திஞ்ளை� நாொல்வார், பவாதிநாொயகாம் பிள்ளைை, கானாம் காிருஷ்ண ஐயர், 
பிக்ஷொண்�ொர் பகாொவாில் சுப்பரொமா ஐயர், ஸ்ரீவாொஞ்�ியம் சுப்பரொமா ஐயர், வாள்ை�ொர் 
பபொன்ற ஏரொைமாொனா வாொக்பகாயக்காொரர்காள் இக்காொ� காட்�த்திில் திமாிழிிளை�க்குத் திங்காள் 
பொ�ல்காள் மூ�மாொகா வாைம் ப�ர்த்தினார். இதிற்கு மூன்று சூழில்காள் காொரணமாொகாக் 
கூறப்படுகாின்றனா.

 1.  இக்காொ�காட்�த்திில் காிருதிி என்னும் இளை� வாடிவாம் முழுளைமா சபற்றுப் 
பிரப�மாொனாது. இதிளைனா இயற்றுவாதும் பொடுவாதும் முந்ளைதிய வாடிவாங்காளைைப் 
பபொல் அல்�ொமால் எைிளைமாயொகா இருந்திது. 

 2.  ஹொிகாளைதி என்னும் காளைதி ச�ொல்லும் வாடிவாம் மாக்காைிளை�பய சபரும் வாரபவாற்ளைபப் 
சபற்றது. இதிற்கு ஏரொைமாொனா பொ�ல்காள் பதிளைவாப்பட்�னா. 

 3.  அச்சு வா�திி திமாிழிகாத்திிற்குக் காிளை�த்திது. அப்சபொழுது இயற்றப்பட்� காிருதிிகாளும், 
�ொித்திிர காீர்த்திளைனாகாளும் அச்சு இயந்திிரம் ஏறினா. சுரதிொைக் குறிப்பு பரவா�ொகா 
இல்�ொதி காொரணத்திினாொல் சுத்தி �ொஹித்திியங்காபை பிரசுொிக்காப்பட்�னா. இளைவா 
மாக்காைிளை�பய பொ�ல்காளைைக் சகாொண்டு ப�ர்க்காப் சபொிதும் உதிவாினா.

இந்தி மாகாத்திொனா வாொிளை�யில் ஒரு துருவா நாக்ஷத்திிரமாொகா வாிைங்காியவார் காவாிக்குஞ்�ர 
பொரதிி அவார்காள். 

 “�ிவாளைனா நாிளைனாந்திவார் எவார் திொழ்ந்திொர் - �திொ 
 �ிவாளைனா மாறந்திவார் எவார் வாொழ்ந்திொர்”

- இது �ங்காீதி கா�ொநாிதிி ஆ�த்தூர் �பகாொதிரர்காைொல் பிரப�ப்படுத்திப்பட்� பொ�ல்.
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 “எல்ப�ொளைரயும் பபொ�பவா என்ளைனா 
 எண்ண�ொகுபமாொடி பபொடீ”

- இது எஸ் �ி காிட்�ப்பொ அவார்காள் குரலில் பட்டி சதிொட்டிகாைில் எல்�ொம் ஒலித்தி 
பொ�ல். இவாற்ளைறயும் இளைவா பபொன்ற ஏரொைமாொனா பொ�ல்காளைையும் இயற்றியவார் 
காவாிகுஞ்�ர பொரதிி ஆவாொர். திமாது இயற்சபயபர சவாைி உ�காத்திிற்குத் சதிொியொமால், 
அவாருக்கு அைிக்காப்பட்� காவாிகுஞ்�ரம் என்ற பட்�ப் சபயரொப�பய வாழிங்காப்படும் 
அைவு �ிறந்தி பு�ளைமாயும் புகாழும் உளை�யவார்.

காவாிக்குஞ்�ர பொரதிி 1810 ஆம் ஆண்டு (ஆங்காீர� வாரு�ம், ஆடி மாொதிம்) அன்ளைறய 
ரொமாநாொதிபுரம் மாொவாட்�ம் �ிவாகாங்ளைகா �மாஸ்திொனாம் சபருங்காளைர என்ற காிரொமாத்திில் 
பிறந்திவார். இந்தி ஊர் இவாருளை�ய முன்பனாொர்காளுக்கு ரொமாநாொதிபுரம் மான்னாரொல் 
திொனாமாொகா அைிக்காப்பட்�து. நால்� வாித்வாத் பரம்பளைர. பொரதிி என்பது குடும்பப் சபயர். 
திமாிழிிலும் �மாஸ்காிருதித்திிலும் சபரும் பு�ளைமா சபற்ற குடும்பம்.

இவாருளை�ய திொய்வாழிிப் பொட்�னாொர் நாொகு பொரதிி சபரும் பு�வார்; வாொக்பகாயகாொரர். �ிவா 
காவா� நாொ�காம் பபொன்றவாற்ளைற இயற்றியவார். ஆகா, பொரதிி அவார்காளுக்கு இரு வாழிியிலும் 
நால்� பு�ளைமா உளை�ய குடும்பப் பின்னாணி.

சுப்பிரமாணிய பொரதிி என்பவார் குழிந்ளைதிப் பபறு பவாண்டி சபருங்காளைரக்கு அருகாில் 
உள்ை சகாொடுமாளூர் முருகான் பகாொவாிலுக்குத் திம் மாளைனாவாியு�ன் வாொரம் நா�ந்து ச�ன்று 
வாிரதிம் இருந்து, அம் முருகான் அருைொல் சபற்ற பிள்ளைைபய காவாிகுஞ்�ர பொரதிி ஆவாொர். 
குழிந்ளைதிக்கு பகாொடீஸ்வாரன் என்று இவாருளை�ய பொட்�னாொர் சபயளைரபய ளைவாத்தினார். 

பகாொடீஸ்வாரன் �ின்னாஞ்�ிறு வாயதிிப�பய திமாிழ், �மாஸ்காிருதிம், இளை� ஆகாியவாற்ளைற 
நான்கு காற்றுத் பதிர்ந்திொர். 12-ஆம் வாயதிிப�பய காீர்த்திளைனாகாள், பதிங்காள் இயற்றும் 
ஆற்றல் மாிகுந்திவாரொகா வாிைங்காினாொர்.

இைளைமாயில் ஒரு முளைற இவார் பநாொயுற்றசபொழுது சபருங்காளைரயில் பகாொவாில் 
சகாொண்டுள்ை திர்மா �ொஸ்திொ இவார் கானாவாில் பதிொன்றி, ‘தின்ளைனாப் பொடும்படி’ 
பணித்திொரொம். அவ்வாொபற மாறுநாொள் திர்மா �ொஸ்திொ மாீது “பள்” ஒன்று பொடி வாழிிபட்�ொரொம். 
உ�பனா பநாொயும் நாீங்காி வாிட்�திொம். அது முதில் இவார் குடும்பத்திினார் ஆண்டுபதிொறும் 
இக்பகாொவாிலுக்கு வாந்து பளை�யலிட்டு அந்திப் பள்ைிளைனாப் பொடி வாழிிபடுவாொர்காைொம். 
ஆனாொல், அந்திப் “பள்” இப்சபொழுது காிளை�க்காவாில்ளை�.

சதிொ�ர்ந்து ரொமாநாொதிபுரம் மாொவாட்�ப் பகுதிிகாைில் உள்ை கா�வுைர்காள் மாீது பொ�ல்காள் 
இயற்ற�ொனாொர். அக்காொ� காட்�த்திில் வாொழ்ந்தி பிரப� வாொக்பகாயக்காொரொனா சபொியவார் 
மாதுரகாவாி பொரதிி அவார்காளுளை�ய நாட்பு இவாருக்குக் காிளை�த்திது. இந்தி நாட்பு இவாருளை�ய 
பு�ளைமாக்கு பமாலும் ஒைி ஏற்றியது. பிரப� வாித்வாொன்காள் காவாிகுஞ்�ர பொரதிியுளை�ய 
பொ�ல்காளைைப் பொடி அவாற்ளைற நாொச�ங்கும் உள்ை ர�ிகார்காைி�ம் சகாொண்டு ப�ர்த்தினார்.

இவ்வாொறு வாித்வாொன்காள் வாொயி�ொகா இவாருளை�ய பொ�ல்காளைைக் பகாட்� �ிவாகாங்ளைகா 
மான்னார் சகாௌொி வால்�ப மாகாொரொ�ொ இவாளைரத் திம் அரண்மாளைனா அளைவாக்கு வாரவாளைழித்திொர். 
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இவார் இயற்றிய பொ�ல்காளைை இவாபர பொ� பநாொிப�பய பகாட்� மாகாொரொ�ொ காவாிகுஞ்�ரம் 
எனா பட்�மாைித்து �ிறப்பித்திொர். (குஞ்�ரம் என்றொல் யொளைனா. காவாிஞார்காளுள் யொளைனா 
என்பது இப்பட்�த்திிற்காொனா சபொருைொகும்.) �ிவாகாங்ளைகா �மாஸ்திொனா வாித்வாொன் ஆகாவும் 
காவாிகுஞ்�ர பொரதிி நாியமாிக்காப்பட்�ொர்.

இவாருளை�ய பு�ளைமாளையக் பகாள்வாியுற்று அப்பபொளைதிய ரொமாநாொதிபுரம் ப�துபதிி ஆகாிய 
முத்துரொமாலிங்கா ப�துபதிி (1841-1873) திம் அளைவாக்கு வாரவாளைழித்து, பொ�க் பகாட்டு 
மாகாிழ்ந்திொர். ரொமாநாொதிபுரம் �மாஸ்திொனா வாித்வாொனாொகா நாியமாித்துக் சகாௌரவாித்திொர். 
இவ்வாொறு இரண்டு �மாஸ்திொனாங்காைில் ஆஸ்திொனா வாித்வாொனாொகாக் சகாௌரவாிக்காப்பட்� 
சபருளைமா உளை�யவார் பொரதிி ஆவாொர்.

இவாருளை�ய பளை�ப்புகாைின் பரப்பு மாிகாவும் பரந்துபட்�து ஆகும். மாரபு வாடிவாங்காைொனா 
ஆ�ிொியப்பொ, வாிருத்திம், சவாண்பொ முதில் ச�வ்வாிளை� வாடிவாங்காைொனா காீர்த்திளைனா, பதிம் 
ஈரொகா அளைனாத்து வாளைகா வாடிவாங்காளைையும் ளைகாயொண்டு இருக்காிறொர். நாித்திிபயொத்�வாப் 
பொ�ல்காள், திிருமாணப் பொ�ல்காள், ப�ளைனா �ம்பிரதிொயப் பொ�ல்காள், காிரொமாியப் 
பொ�ல்காள் ஆகாியவாற்ளைறயும் இயற்றி இருக்காிறொர்.

1886-இல் காவாிகுஞ்�ர பொரதிியின் பதிங்காள்  புத்திகாமாொகா சவாைிவாந்திிருக்காின்றனா. 
இப்புத்திகாம் புஷ்பரதி ச�ட்டியொர் அவார்காைொல் ச�ன்னாப் பட்�ணத்திில் 
சவாைியி�ப்பட்�து.

இப்புத்திகாத்திின் திளை�ப்பு:

ரொமாநாொதிபுரம் �ிவாகாங்ளைகா 

என்னும்

 உபய �மாஸ்திொனா வாித்வாொன்காைொனா

காவாிகுஞ்�ர பொரதிி

மாதுரகாவாி பொரதிி

ஆகாிய வாித்வாத் �ிபரொன்மாணிகாளும்.  
ச�ன்ளைனா மாொநாகாொில் பிர�ித்தி  

காவாியொ யிருந்தி  
ஸ்ரீ ரொமா காவாிரொயர் அவார்காளும்  

பொடிய பதிங்காள்

 இப்புத்திகாத்திில் 37 உருப்படிகாள் உள்ைனா. வாிநாொயகார் மாீது முதில் பொ�ல் உள்ைது. ஏளைனாய 
36 பொ�ல்காள் திமாிழ்ப் பதிங்காள் ஆகும். இளைவா, நாொ�, பதிவாகாொந்திொொி, ளைபரவாி, முகாொொி, 
தின்யொ�ி, பமாொகானாம், கால்யொணி, சுத்தி �ொபவாொி, காொம்பபொதிி, அ�ொபவாொி, மாத்திியமாொவாதிி, 
திர்பொர், புன்னாொகாவாரொைி, சுருட்டி, ஆஹிொி, ஆனாந்தி ளைபரவாி, பியொகாளை� பபொன்ற 
புழிக்காத்திில் உள்ை ரொகாங்காைில் இயற்றப்பட்டிருக்காின்றனா. இளைவா அபிநாயத்திிற்கு 
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மாிகாச் �ிறப்பொனா முளைறயில் இ�ம் சகாொடுக்கும் வாளைகாயில் அளைமாந்துள்ைனா. ரூபகாம், 
ஆதிி, �ொபு, திிொிபுளை� பபொன்ற திொைங்காைில் இளைவா அளைமாந்துள்ைனா. “வாருவாொரொனாொல் 
வாரச் ச�ொல்லு” என்ற முகாொொி ரொகாப் பதித்திிற்காொனா திொைம் அ�ச்�ொப்பு என்று 
குறிப்பி�ப்பட்டுள்ைது. 

பபொின்பக் காீர்த்திளைனாகாளும் பதிிகாங்காளும் – இத்சதிொகுப்பு 1915 -ஆம் ஆண்டு காவாிகுஞ்�ர 
பொரதிி அவார்காைின் பபரன் பகாொடீஸ்வார அய்யர் அவார்காைொல் பதிிப்பிக்காப்பட்�து. 
நாித்பயொத்�வா  ப�ளைனாகாள் காீர்த்தினாங்காள் என்று உள் திளை�ப்பிட்டு வாிநாொயகார் 
காீர்த்தினாங்காள் முதிலில் காொணப்படுகாின்றனா. 

பிறகு குன்றக்குடி காீர்த்தினாங்காள் – அக்பகாொவாிலில் கும்பொபிபஷகாம் அதிளைனா 
வாிவாொிக்காிறது பல்�வாி அனுபல்�வாி மூன்று �ரணங்காள் சகாொண்� ஒரு காீர்த்திளைனா: 
(கும்பொபிபஷகாம் சகாொண்�ொபர – அ�ொணொ-ஆதிி)

மாதுளைரயில் ச�ொக்காநாொதிர் ச�ய்தி 64 திிருவாிளைையொ�ல்காளைையும் ஒரு காீர்த்தினாமாொகாப் 
பொடியுள்ைொர். (ச�ொக்பகா�ர் ச�ய்தி லீளை� – ச�ௌரொஷ்டிரம் – ஆதிி) ஒவ்சவாொரு 
திிருவாிளைையொ�ளை�யும் அதிற்குொிய வாொிளை� எண்ணு�ன் ஒபர வாொியில் கூறி, சதிொ�ர்ந்து 
64 திிருவாிளைையொ�ல்காளைையும் (பல்�வாி, அனுபல்�வாி, நாொன்கு �ரணஙகாள்) திருகாிறொர்.

�ொன்றொகா, அனுபல்�வாி :
 �க்காரன்தினாக்குமுன் னுற்றபழிிளையநாீக்காித் 
  திநு காணயிரொவாதித்திின் 
 �ொபமாிரண்டிற்பபொக்காி 
 முக்காியமாொய்மூன்றில்மாதுளைர  முதுநாகார்திளைனாயுண்�ொக்காி 
 மும்முளை�ப்பிரொட்டிநாொன்காி  லிம்ளைமாயிலுதிிக்காபநாொக்காி 
 அக்காளைறயொளையந்திினாிற்கா  யற்காணிளைய மாணஞ்சூடி 
 ஆறினாிற்பொம்பு புலிக்காொ  அம்ப�த்திில்நா�மாொடி 
 சமாய்க்குண்ப�ொதிரற்பகாழிி�  னாக்குளைவாவாரபவாநாொடி 
 வாிளைரவு�சனாட்டினாில்ளைவாளைகா  சபருகாிவாரவுங்சகாொண்�ொடிச் 
(ச�ொ)

இப்பொ�ல் நாித்திிய வாழிிபொட்டிற்குச் �ிறந்திது எனாக் சகாொண்�ொ�ப்படுகாிறது.

பொ�ல் இறுதிியில் இக்காீர்த்திளைனாக்காொனா ப�ஸ்ருதிி ‘காருத்திில் நாிளைனாந்திது ளைகாகூடும்’ 
என்காிறது.

மாளைழி சபய்யப் பொடிய காீர்த்தினாங்காள்மாளைழி சபய்யப் பொடிய காீர்த்தினாங்காள் என்ற திளை�ப்பில் மாளைழி பவாண்டி �ி� பொ�ல்காள் 
பொடி இருக்காிறொர். வாொனாம் பொர்த்தி பூமாி என்று குறிப்பி�ப்பட்� அப் பிரபதி�த்திில் 
பவாண்டிய பநாரத்திில் மாளைழி சபய்திொல் திொன் வாிவா�ொயம் ச�ய்ய முடியும். இவார் 
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பொடினாொல் காட்�ொயம் மாளைழி சபய்யுமாொம். ஒரு பொ�ல் பகாொளை�க்  காொ�த்திில் மாளைழி 
பவாண்டுகாிறது:

தின்யொ�ி ரொகாம் - �ொபு திொைம்

�ரணம் 1

அருங்பகாொளை� சயன்சறண்ணொமாப� ஐயமாின்றி சயன் ளைகாவா�ந்தினாில்
இருந்திபகாொளை� வாிளைதிசயல்�ொம் வாயற் காிரம்பபவாவாிளைதித்து
வாருந்திிவாருந்திிப் பயிர்முகாம் பொர்த்து
மாளைழிமுகாம் பொர்த்து மாயங்காித் திியங்காி
காளைரந்துருகுசமான் மானாக்காவாளை� திீர்த்துக் 
காஞ்�மா�ர்க்காளை�க் காண்க்ருளைப பொர்த்து

(மாளைழி)

ஸ்ரீ ரொமாொயண �ம்பக்ஷப காீர்த்தினாம் ஸ்ரீ ரொமாொயண �ம்பக்ஷப காீர்த்தினாம் - ஒரு நாீண்� காளைதிளைய சுருக்காமாொகா ஒரு காீர்த்திளைனா 
வாடிவாில் இயற்றுவாது �ம்பக்ஷப காீர்த்தினாம் ஆகும். இவார், ரொமாொயணத்ளைதி சுருக்காமாொகா 
ஒரு காீர்த்திளைனா வாடிவாில் ஸ்ரீ ரொமாொயண �ம்பக்ஷப காீர்த்தினாம் (பல்�வாி அனுபல்�வாி 
4 �ரணங்காள்) இயற்றி இருக்காிறொர்.

இக்காீர்த்தினாமும் நாித்திிய பொரொயணத்திிற்குச் �ிறந்திதிொகாக் காருதிப்படுகாிறது.  �ரணங்காள், 
சகாௌ�ிகான் பின் ச�ன்று யொகாம் காொத்திதிிலிருந்து பட்�ொபிபஷகாம் வாளைர வாிவாொிக்காிறது. 

ளைபரவாி ரொகாம் - அ�திொைச் �ொபு திொைம்
பல்�வாி
ரொமா ப�ளைனா ச�ய்திொல் மானாபதி உனாக்சகாொரு 
நாொளுங் காவாளை� யில்ளை� பய.

�ரணம் 4

சபொரு வாிபீஷணன் �ங்ளைகாக் காரச�னா வாிதிித்து 
புஷ்பகா மாீதிினாிற் ப�வாடி. பதிித்து 
காருமுகாில்பபொ�பயொத்திி நாகாொில்வாந் துதிித்து 
கானாகாமாகு�ம்சூடி யளைனாவாருந் துதிித்து 
காவாிகுஞ்�ரம்நாிதிம் நாவாிலும் ச�ந்திமாிழ்க்கு 
சுபகாரமாருளும் ரவாிகு� பட்�ொபி

(ரொமா ப�ளைனா) 
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மாதுளைர மாீனாொக்ஷி அம்மான் மாீது காீர்த்திளைனாகாள், ஸ்ரீ மாீனாொக்ஷி திிருப்பள்ைி எழுச்�ி, ஸ்ரீ 
மாீனாொக்ஷி அளை�க்கா� மாொளை�, ஸ்ரீ மாீனாொக்ஷி சவாண்பொ, ஸ்ரீ மாீனாொக்ஷி காயற்காண்ணி 
மாொளை� முதிலியவாற்ளைறப் பொடி இருக்காிறொர்.

இவார்காள் குடும்பத்திில் மானாம் அளைமாதிியற்று இருந்திொப�ொ ஏபதினும் ஒரு காொொியம் 
நாிளைறபவாற பவாண்டும் என்றொப�ொ மாீனாொட்�ி அளை�க்கா� மாொளை�ளைய ஒரு மாண்��ம் 
படிப்பது உண்டு. அன்ளைனாயி�ம் �ரண் அளை�ந்து உன் அளை�க்கா�ம் நாொன் 
என்று தின்ளைனா முழுவாதுமாொகா அர்ப்பணித்துக் சகாொள்ளும் பக்திி சவாள்ைத்திிளைனா 
இப்பொ�ல்காைில் காொண�ொம்.

இதிில் வாிநாொயகார் காொப்பொகா ஒரு சவாண்பொவும் அளைதித் சதிொ�ர்ந்து காலித்துளைறயில் 
முப்பத்சதிொரு ச�ய்யுட்காளும் உள்ைனா. ஒவ்சவாொன்றும்

“யொன் உன் அளை�க்கா�பமா” என்று முடிகாிறது.

திிளைனாபயனு முன்றன் றிருவாடிக் பகாசதிொண்டு ச�ய்திறியொ 
வாிளைனாபயளைனா சயப்படி யொட்சகாொள்ளைவா பயொசகாொன்ளைற பவாய்ந்தி ச�ொக்கார் 
மாளைனாபய மாளை�யன் றளைனாபய ளைவாபவா� வாளைனாயுவாந்தி 
அளைனாபய சதின்கூ�ற் காயற்காணி யொனுன் னாளை�க்கா� 7.

மாொட்�ியுநாீ மாதுரொபுொிச் ச�ொக்கார் மானாமாகாிழ்காண் 
காொட்�ியுநாீ காருளைணக்கா�ல்நாீ மாளைற காண்�றியொச் 
சூட்�ியுநாீ மாளை�யத்துவா �ன்சபற்ற சுந்திொிமாீ 
னாொட்�ியுநாீ யங்காயர்காணி யொனுன் னாளை�க்கா�பமா. 31

குன்ளைறக் குகான் அந்திொதிி சவாண்பொ என்னும் அந்திொதிி ஒன்று பொடி இருக்காிறொர். 
ஆனாொல் இந்தி அந்திொதிி முழுவாதும் காிளை�க்காவாில்ளை�.

இத்சதிொகுதிியில் காொணப்படும் “�த்ரு �ங்காொர ஆ�ிொியப்பொ” குறித்து இவார்காள் 
குடும்பத்திில் ஒரு நாிகாழ்ச்�ிளையக் கூறுகாிறொர்காள்: காவாிகுஞ்�ர பொரதிி குடும்பத்திினார் 
ச�ப்புத் திகாடு மாொனாியமாொகாப் சபற்ற ச�ொத்துக்காளைை ஒருவான் தினாது என்று கூறி 
இவாருக்கு இளை�யூறு ச�ய்திொனாொம். மானாம் சநாொந்து பபொனா காவாிகுஞ்�ர பொரதிி அவார்காள் 
“�த்ரு �ங்காொர ஆ�ிொியப்பொ” ளைவாப் பொடினாொரொம். இதிில் பதிினாொன்கு பொ�ல்காள் 
உள்ைனா. ஒவ்சவாொன்றும்,

�த்ரு�ங் காொரபகாொர �ரப ஓம்பிரணவாகாொர  
திிொிபுரொந்திகா குமாொர �ரண திொண்�வா மாயூரபனா.

ஏன்று முடிகாிறது. பளைகாவார்காளைை அழிிக்கும் முருகானுளை�ய ஆற்றளை�ப் ப�ப�ப் பொடி 
பின்னார் திமாது மானா வாருத்தித்ளைதி சதிொிவாிக்காிறொர். �ொன்றொகா,
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அய்யபனா யொன்படும் சவாய்ய துயரங்காள்திளைனா
 ஆர்க்சகான் சறடுத்துளைரப்பபன்
அக்காிரமாமாொய் நாீ�ன் வாக்காிர வாழிக்ளைகாயிட்
 �வாதிிப் படுத்துகாின்றொன்
சமாய்யது �ிறந்திநாின் �ந்நாிதிியி னுத்திரளைவா
 மாிகா வுறுதிி யொகாசவாண்ணி
பவாந்தின் சகாொடுத்திபூ மாிப்ப�ன் ளைகாக்சகாொண்�
 வாிதிமாின்றி பவாறில்ளை�பய
சதிய்வாபமா சயன் ச�ய்பவான் சபொய்வாஞ்�நாீ�ன்
 திிடுக்காி� வாழிக்ளைகாசயல்�ொம்
ச�ந்தூட் படுத்திிசயனா திந்திரங் காப்படி
 ச�யங்சகாொடுத் திருள்புொிகுவாொய்
ளை�வார்காள் திளைழிக்காசவாஞ் �மாணளைரக் காழுவாிட்�

�த்ரு�ங் காொரபகாொர �ரப ஓம்ப்ரணவாகாொர 
 திிொிபுரொந்திகா குமாொர �ரண திொண்�வா மாயூரபனா. 11

முருகானுக்கு ஊஞ்�ல், �ொலி, கால்யொணம், நா�ங்கு ஆகாியளைவா பொடி இருக்காிறொர்.

�ொன்றொகா ஊஞ்�ல் :
ரொகாம் - ளைபரவாி

ச�ொர்ணமாகாொ பமாருகாிொி காொல்காைொகாத். 
 துங்காமாிகு வா�வாளைரபய வாிட்�மாொகா
பன்னாொகா மாணிச்ப��ன் காயிற திொகாப்
 பொரு�பகா ச�ம்சபொன்மாணிப் ப�ளைகா யொகா
மாின்னாியபதிொர் சபொன்னு�காம் பந்தி �ொகா
 வாிச்வாகான்மாொ ச�ய்துளைவாத்தி ஊஞ்�ல் மாீதிில்
அன்ளைனாவாள்ைி குஞ்�ொியொ ைொடி ரூஞ்�ல்
 ஆறுமுகா பவா�வானாொ ரொடி ரூஞ்�ல்.

இபதி பபொ� முருகானுக்கு நாித்பயொத்�வாத்திிற்காொனா பொ�ல்காைொனா, பதிொ�ய மாங்காைம், 
திிருப்பள்ைிசயழுச்�ி, �ரணு, எச்�ொிக்ளைகா, திீபொரொதிளைனா, அ�ங்காொர திீபொரொதிளைனா, காற்பூர 
ஹொரத்திி, காட்டியம், பு�ங்காம், அவாதிொொிளைகா, திொ�ொட்டு, மாங்காைம் ஆகாியவாற்ளைறயும் 
இயற்றி இருக்காிறொர்.

�ிவாகாங்ளைகா சகாொடுமாளூர், சபருங்காளைர, ளைநானாொர் பகாொவாில், திிருப்பூவானாம், மாொனாொமாதுளைர, 
�ொக்ளைகா, காொனாொடுகாொத்திொன், ரொமாநாொதிபுரம், திிருப்பதிி, அழிகார் பகாொவாில், காண்�னூர் 
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பதிளைவாயம்பதிி பபொன்ற பற்ப� தி�ங்காைின் இளைறவான் இளைறவாியளைரப் பபொற்றி 
காீர்த்திளைனாகாள் பொடி இருக்காின்றொர்.

இவாருளை�ய பொ�ல்காைில் பமாொளைனா, எதுளைகா வாளைகாகாள், ஏளைனாய அணிகாள் பபொன்றளைவா 
சபொருத்திமாொகாவும் அழிகாொகாவும் அளைமாந்துள்ைனா. காவாிகுஞ்�ரம் என்னும் இவாருளை�ய 
முத்திிளைர, பொ�ல்காைின் �ொகாித்திியத்பதிொடு இளையந்து சபொருத்திமாொகா அளைமாந்துள்ைதும் 
குறிப்பி�த்திக்கா மாற்சறொரு அழிகு ஆகும்.

சுருக்காமாொக் கூறுவாதிொனாொல், இத்சதிொகுப்பு காவாிக்குஞ்�ர பொரதிி என்னும் 
வாொக்பகாயகாொரளைர முழுளைமாயொகாப் புொிந்து சகாொள்ைப் சபொிதும் உதிவுகாிறது.

அன்றொ� வாொழ்க்ளைகாயில் �ந்திிக்காின்ற அளைனாத்துப் பிரச்�ளைனாகாளைையும் சதிய்வாங்காைி�ம் 
பநாரடியொகா �மார்ப்பித்து, திீர்த்து ளைவாக்காச் ச�ொல்லி முளைறயிட்டு வாிடுவாொர். அளைவா 
உ�னாடியொகா  �ொியொகாிவாிடும்.

ஒருமுளைற இவார் வீட்டில் பொல் காறந்து சகாொண்டிருந்தி எருளைமா மாொடு பநாொய் வாொய்ப்பட்டு 
வாிட்�து. உ�னாடியொகா இவார் முருகானாி�ம் முளைறயிட்�ொர்:

பவா�வாபனா ச�ம்சபொன் வாிளை�சகாொடுத்து வாொங்காியசவான்
பொச�ருளைமாக் குற்றிடுந்துன் பங்காளைைத்திீர்த் — பதிலுளைவாயொய்
வாொச�டுத்து வீ�ி மாடிசுரந்து சமான்பமாலும்
பொல்காறக்காச் ச�ய்வாொய் பொிந்து.

மாொடு பநாொய் நாீங்காி பளைழியபடி பொல் காறக்காத் சதிொ�ங்காியது.

அழிகார் குறவாஞ்�ி

குறவாஞ்�ி, திமாிழிில் உள்ை �ிற்றி�க்காிய வாளைகாகாளுள் ஒன்று. இயல் இளை� நாொ�காம் 
என்னும் முத்திமாிழும் வாிரவாி வாரும் குறவாஞ்�ி நாொ�காங்காள், அளைனாத்து வாளைகா மாக்காளைையும் 
ஈர்ப்பதிொகா உள்ைனா.

குறவாஞ்�ி நாொ�காங்காைின் காளைதி அளைமாப்பு ஒபர வாிதிமாொகாத்திொன் இருக்கும். திளை�வான் 
திளை�வாி சபயர்காள் மாட்டுபமா மாொறுபடும். உ�ொ வாருகாின்ற கா�வுைி�பமாொ அர�னாி�பமாொ 
திளை�வானாி�பமாொ திளை�வாி காொதில் சகாொள்காிறொள். வாிரகாதிொபத்திொல் துன்புறும் அவாள் 
நாி�ளைவாயும், சதின்றளை�யும் மான்மாதிளைனாயும் பழிிக்காிறொள். பதிொழிிளையத் தூது 
வாிடுகாிறொள். குறத்திி வாருகாிறொள். திளை�வாி வாிரும்பும் திளை�வாளைனா அளை�வாொள் என்று 
குறி ச�ொல்காிறொள். பிற்பகுதிியில் குறவான் குறத்திி சதிொ�ர்பொனா நாிகாழ்வுகாள் இ�ம் 
சபறுகாின்றனா.

பொத்திிரங்காளுக்கு ஏற்றபடி சமாொழிிநாளை�யும் இளை�யளைமாப்பும் அளைமாந்திிருப்பது 
குறவாஞ்�ி நாொ�காங்காைின் தினாிச்�ிறப்பு ஆகும்.
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அழிகார் குறவாஞ்�ிஅழிகார் குறவாஞ்�ி
காவாிகுஞ்�ர பொரதிியொொின் சவாற்றிகாரமாொனா பளை�ப்பொனா அழிகார் குறவாஞ்�ியின் 
பொட்டுளை�த் திளை�வான் : அழிகார் மாளை�யில் வீற்றிருக்கும் மாொல் அழிகார். திளை�வாி : 
பமாொகானாவால்லி. 

குறவாஞ்�ிகாைின் இ�க்காணப்படிபய அழிகார் குறவாஞ்�ியும் சதிொ�ங்குகாிறது ; அழிகாொகா 
வாிொிகாிறது. பொயிரம் ; அதிளைனா அடுத்து காொனா�ொ ரொகாத்திில் வா�சமாொழிியில் ஸ்வாொமாின் 
கா�முகா வாிபபொ என்ற வாிநாொயகார் துதிி, பிறகு முருகான், வாிஸ்வாநாொதிர் - வாி�ொ�ொட்�ி 
வாிருத்திம், மாொல் அழிகார், காளை�வாொணி, துர்க்ளைகா, ஆஞ்�பநாயர், ஆழ்வாொர்காள் துதிிகாள் 
உள்ைனா. அளைவாய�க்காத்திிற்குப் பிறகு காளைதி சதிொ�ங்குகாிறது. 

காட்டியக்காொரன் பிரபவா�ிக்காிறொன். மாொல் அழிகாொின் சகாொலுவும், பவானாியும் 
வார்ணிக்காப்படுகாின்றனா. திிருப்பவானாி வாந்தி வாி�ித்திிரங்காளைை ஆதிிப��னாொலும் ச�ொல்� 
முடியொதிொம்.

பவானாி வாரும் அழிகாளைரக் காண்� சபண்காள் சமாய் மாறந்து பபொகாிறொர்காள்.

பபரழிகாியொனா பமாொகானாவால்லி வாருகாிறொள். அவாள் பந்திடிக்காிறொள். பொ�லின் ஓளை�பய 
பந்து அடிப்பது பபொல் இருக்காிறது. அடுத்து பமாொகானாவால்லி கும்மாி அடிக்காிறொள் . 

மாொஞ்�ி ரொகாத்திில் 17 காண்ணிகாள் சகாொண்� இப்பொ�லில் கும்மாியின் �ந்திமும் 
ச�ொல்�ொட்�ியும் சுவாொர�ியமாொகா இருக்காின்றனா.

பமாொகானா வால்லி யமுதி வால்லியடி 
முத்து வால்லி யதிி�ித்ர வால்லி 
நாொகாவால்லி பசுந்பதிொளைகா வால்லி நாவா 
ரத்னாவால்லி யொனாந்தி வால்லி. 3

ச�ண்பகாவால்லி �ிபநாகாவால்லி குண 
�ீ�வால்லி துளைண மாொளை�வால்லி 
அம்பு�வால்லி �ர� வால்லி நாீங்காள் 
அஞ்�ொறு சபண்காளும் வாொருங்காடி. 4

அழிகாளைரக் காண்ணுற்ற பமாொகானாவால்லி பொங்காியி�ம், 
இவான் யொபரொ அறிபயபனா - �காிபய 
யொசதிொன்றும் அறிபயபனா  (காொம்பபொதிி - ஆதிி)

என்று வாினாவுகாிறொள். அவார் யொர் என்று பொங்காி கூறக் பகாட்�வாள், வாிரகாமுற்றுப் 
பொடுகாின்ற பதிங்காள் அழிகாொனா �ிருங்காொரச் சுளைவாயின் சவாைிப்பொ�ொகாத் திிகாழ்காின்றனா.

பமாொகா மாிஞ்சுசதின்னா ச�ய்பவான் என்ற பதிம் வாகுைொபரண ரொகாத்திில் சுத்தி 
�ொகாித்திியமாொகாத் திரப்பட்டுள்ைது. சபொதுவாொகா, வாகுைொபரண ரொகாத்திில் அதிிகாமாொகா 
உருப்பபடிகாள் இல்ளை�. இப்பதித்திில் �ிருங்காொரம் �ற்பற தூக்கா�ொகா உள்ைது.
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�காி, திளை�வாியின் வாிருப்பப்படி அவாளுளை�ய காொதிளை� அழிகாொி�ம் ச�ன்று 
சதிொிவாிக்காிறொள்.

பமாொகானாவால்லி �ந்திிரளைனாயும் மான்மாதிளைனாயும் நாிந்திிக்காிறொள். மாளை�க் குறவாஞ்�ி 
வாருகாிறொள். ப�ொளை�மாளை� வாைத்ளைதியும், தின் கு�வாைளைமாளையயும் பபசுகாிறொள்.

தின்னுளை�ய குறி ச�ொல்லும் திிறளைமாளைய வாிவாொிக்காிறொள். அவாள் கால்லிலிருந்து நாொர் 
உொிப்பொள்.  மாணளை�யும் காயிறொகாத் திிொிப்பொள். �ொட்ளை�யின்றி பம்பரம் ஆட்டுவாொள். 
பமாொகானாவால்லியின் உள்ைம் காவார்ந்திவார் யொர் என்று கூறி, அவார் வாந்து ப�ர்வாொர் 
என்றும் குறி ச�ொல்காிறொள்.

வாந்துப�ருவாொர் மாொபனா = இனாிசயொன்றுக்கும் 
மாளை�யொபதி நாீதிொபனா

மாொ�ழிகார் பமாொகானாவால்லிளையத் திிருமாணம் புொிந்து சகாொள்காிறொர்.

நாொ�காத்திின் பின்பகுதிியில் �ிங்கான், �ிங்காி, குளுவான் ஆகாிபயொர் இ�ம்சபறுகாின்றனார்.

�ிங்கான் 108 திிருப்பதிிகாைிலும் �ிங்காிளையத் பதிடிச் ச�ல்காின்றொன்.

�ிங்கானாின் வாொய்சமாொழிியொகா வாரும் ஒரு சநாொண்டிச் �ிந்து �ிங்காியின் அழிளைகாயும் 
குணத்ளைதியும் சபருளைமாயு�ன் வாிவாொிக்காிறது. �ிங்கான் �ிங்காிளைய �ந்திிக்காிறொன்.

மாங்காை காவாியு�னும் காீர்த்தினாத்து�னும் வாொழிி வாிருத்தித்து�னும் அழிகார் குறவாஞ்�ி 
நாிளைறவு சபறுகாிறது.

வாொழிி வாிருத்திம்

மாதிிவாொழிி ஆழ்வாொர்காள் பதிின்மார் வாொழிி  
மாளைறபயொர்காள் வாொழிிகாளை� வாொணர் வாொழிி 
நாிதிிவாொழிி மாயிப�றும் சபருமாொள் வாொழிி 
நாீள்புவாிபயொர் வாொழிி மானு நாீதிி வாொழிி  
துதிிவாொழிி வாொழிி ச�ங்காண்மாொ �ழிகார் மாீது  
சுகுணகாவாி குஞ்�ர நாொவா�வான் ச�ொன்னா 
பதிிபுகாழும் குறவாஞ்�ிப் பொவாினா த்ளைதிப் 
படிப்பபொரும் பகாட்பபொரும் வாொழிி மாொபதிொ. 

இக் குறவாஞ்�ியில் காொணப்படும் வாடிவாங்காள் : வாிருத்திம், சவாண்பொ, காீர்த்திளைனா, ஓரடிக் 
காீர்த்திளைனா, �ிந்து, திிபளைதி, அடி மா�க்கு திிபளைதி, கும்மாி முதிலியளைவா. அழுத்திமாொனா 
ச�வ்வாிளை� வாடிவாமாொனா பதிம் முதில் நாொட்டுப்புறக் கும்மாி சமாட்டு வாளைர சூழில்காளுக்கும் 
பொத்திிரங்காளுக்கும் ஏற்றவாொறு மாிகா சவாற்றிகாரமாொகாப் பயன்படுத்திப் பட்டுள்ைனா. 
ரக்திி ரொகாங்காபை ளைகாயொைப்பட்டுள்ைனா. இங்கு காொணப்படும் ச�ஞ்சுருட்டி ரொகாம் 
உபொங்காமாொகா உள்ைது.
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ஒரு நாொட்டிய நாொ�காத்திின் �ிறப்பு அம்�மாொனா �திிக்பகாொர்ளைவாகாள் இளை� இளை�பய 
சபொருத்திமாொகாத் திரப்பட்டுள்ைனா. பழிசமாொழிிகாளும் உவாளைமாகாளும், கூற வாந்தி 
காருத்துக்காளுக்க்கு கானாம் ப�ர்க்காின்றனா.

பமாொகானாவால்லி கா�ளை� பநாொக்காிப் பொடுகாிறொள்:

கா�ப� சயன்றளைனாப் பபொ�பவா நாீயும் 
காொதிலுற்றொபயொ 

என்று சதிொ�ங்கும் பொ�லின் இரண்டு �ரணங்காைிலும் காொணப்படும் �ிப�ளை� 
இன்புறத்திக்காது. �ொன்றொகா,

மாொளை� அளை�ந்து நாின்பறன் = நாீயும் 
மாொளை� அளை�ந்து நாின்றொய்

(மாொல் - திிருமாொல் ; மாொல் - மாயக்காம்)

வாளைைகாள் சநாகாிழ்ந்து நாின்பறன் = நாீயும் 
வாளைைகாள் சநாகாிழ்ந்து நாின்றொய்

(வாளைை - வாளைையல்; வாளைை - �ங்கு)

அழிகார் குறவாஞ்�ியின் முதில் அச்சுப் பதிிப்பு காவாிகுஞ்�ர பொரதிியொொின் பபரன் 
பகாொடீஸ்வார ஐயரொல் 1916 -ஆம் ஆண்டு சவாைியி�ப்பட்�து. ஸ்காொட்டிஷ் அச்சு யந்திிர 
�ொளை�யில் அச்�ி�ப்பட்டிருக்காிறது.

1963 - இல் பகாொடீஸ்வார ஐயொின் குமாொரர்பகா. நாொகாமாணி அவார்காைொல் �ொக்�ர். எஸ். 
ரொமாநாொதின் அவார்காைின் சுரதிொைக் குறிப்பு உதிவாியு�ன் பதிிப்பி�ப்பட்�து. �ொக்�ர் 
ரொமாநாொதின் அவார்காள் நாொகாமாணி அவார்காள் பொடிக் காொட்டிய பொ�ல்காளுக்கு மாட்டுபமா 
சுரங்திொைக் குறிப்பு வாழிங்காி இருக்காிறொர். ஏளைனாயளைவா சுத்தி �ொகாித்திியங்காைொகாபவா 
திரப்பட்டுள்ைனா.

அழிகார் குறவாஞ்�ி, நாொட்டிய நாொ�காமாொகா பபரொ�ிொியர் பி �ொமாமூர்த்திி அவார்காைொல் 
ச�ன்ளைனா திமாிழிிளை�ச் �ங்கா பண்ணொரொய்ச்�ி மாொநாொட்டில் 

25.12.1960-இல் நாிகாழ்த்திப்பட்�து. இளை� நாொ�காமாொகா ச�ன்ளைனா வாொசனாொலி நாிளை�யத்திின் 
வாொயி�ொகா 18.11.1961-இல் வாழிங்காப்பட்�து.

இ�க்காிய பநாொக்காில் இளை� நாொ�கா பநாொக்காில் நாொட்டிய நாொ�கா பநாொக்காில் - எந்தி வாளைகாயில் 
பொர்த்திொலும் இது ஒரு சுவாொர�ியமாொனா பளை�ப்பொகாபவா இருக்காிறது. குறவாஞ்�ி நாொ�கா 
வார�ொற்றில் பல்பவாறு �ிறப்புகாள் காொரணமாொகா அழிகார் குறவாஞ்�ி �ிறப்பொனாசதிொரு 
இ�ம் சபறுகாிறது.
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ஸ்காொந்தி புரொணக் காீர்த்திளைனாஸ்காொந்தி புரொணக் காீர்த்திளைனா
ஸ்காந்தி புரொணம் பதிிசனாண் புரொணங்காளுள் ஒன்று. �மாஸ்காிருதித்திில் உள்ைது. 
�மாஸ்காிருதி ஸ்காொந்திம் புரொணங்காளுள் அைவாில் சபொியது.  வாியொ�ர் இயற்றியது. 
திமாிழ் சமாொழிியில் �ிவாொச்�ொொியொர் மாரபினாரொனா காொஞ்�ிபுரம் காொைத்திியப்ப 
�ிவாொச்�ொொியொொின் திிருமாகானாொர் காச்�ியப்ப �ிவாொச்�ொொியொர் இயற்றியுள்ைொர். 
காச்�ியப்ப�ிவாொச்�ொொியொர் காொஞ்�ிபுரம் குமாரக்பகாொட்�த்திின் அர்ச்�கார். ஸ்காந்திபுரொணம் 
அங்கு திொன்அரங்பகாற்றப்பட்�து.

இதிற்கு திிகாி� �க்கார என்று இளைறவாபனா அடி எடுத்துக் சகாொடுத்திதிொகாக் கூறுவார். 
காந்தி புரொணம் ஏழு காொண்�ங்காைில் 10, 345 ச�ய்யுட்காளைைக் சகாொண்�து. முதில் 
ஆறு காொண்�ங்காளைை காச்�ியப்ப �ிவாொச்�ொொியொரும், ஏழிொவாது உபபதி� காொண்�த்ளைதி 
குகாபனாொியப்ப முதிலியொரும் இயற்றினார். இதிளைனா அடிசயொற்றி காவாிக்குஞ்�ர் பொரதிி 
அவார்காைொல் காீர்த்திளைனாகாள் வாடிவாில் இயற்றப் பட்�பதி காந்திபுரொணக் காீர்த்திளைனா 
என்று வாழிங்கும் ஸ்காொந்தி புரொண காீர்த்திளைனா ஆகும். இதிளைனா, காந்திபுரொண மூ� 
நூலிலிருந்து வாி�காொமால் காவாிக்குஞ்�ர பொரதிி அவார்காள் பளை�த்திிருக்காிறொர். 

ரொமாநாொதிபுரம் மான்னார் முத்துரொமாலிங்கா ப�துபதிி அவார்காள் பொரதிியொருளை�ய 
பு�ளைமாளையயும் இளை�ஞாொனாத்ளைதியும் சபொிதும் மாதிித்து திம்முளை�ய ஆஸ்திொனா 
வாித்வாொனாொகா நாியமாித்துப் சபருளைமாப் படுத்திினாொர்காள். மான்னாருளை�ய �பகாொதிரர் 
சபொன்னு�ொமாித் பதிவார் அவார்காளுக்கும் காவாி குஞ்சுர பொரதிி அவார்காைின் பொ�ல் 
இயற்றும் ஆற்றல் மாீது மாிக்கா மாதிிப்பு இருந்திது. சபொன்னு�ொமாித் பதிவார் அவார்காள், 
ஒரு நாொள் காவாிக்குஞ்�ர பொரதிியொொி�ம் �ம்பந்தி �ரணொ�யர் இயற்றிய ஸ்காந்தி புரொணச் 
சுருக்காம் என்ற நூலிளைனா அைித்து அருணொச்��க் காவாிரொயொின் ரொமா நாொ�காத்ளைதிப் 
பபொன்றசதிொரு நூ�ொகாக் காந்தி புரொணத்ளைதி காீர்த்திளைனா வாடிவாில் இயற்றித் திரும்படி 
பகாட்டுக்சகாொண்�ொர்.

பொரதிியொொின் கு� சதிய்வாம் முருகான். அவார், அருணொ��க் காவாிரொயொி�த்திில் மாிகுந்தி 
மாதிிப்பும், ப�துபதிி அவார்காைி�மும் சபொன்னு�ொமாி பதிவார் அவார்காைி�மும் பபரன்பும் 
சகாொண்டிருந்திொர். ரொமாநாொதிபுரம் �ிவாகாங்ளைகா ஆகாிய இரு �மாஸ்திொனாங்காைின் 
ஆஸ்திொனா வாித்வாொன் என்பபதிொடு அப்பகுதிியில் வாொழ்ந்தி கானாதினா வாொன்காைொலும் 
ஆதிொிக்காப்பட்�ொர். எல்ப�ொருளை�ய பபரன்பும் ஆதிரவும் இவாருளை�ய வாொழ்க்ளைகாளைய 
�கா� ச�ௌகாொியங்காளு�ன் வாைமாொகா ளைவாத்திிருந்திது. இயல்பிப�பய பக்திிமாொனாொனா 
இவார் உ�னாடியொகா இப்பணிக்கு ஒப்புக்சகாொண்�ொர்.

அரண்மாளைனாயின் ஆரவாொரங்காைில் இருந்து வாி�காி அளைமாதிியொகா இருந்திொல் திொன் 
இப்சபொிய சபொறுப்பிளைனா நாிளைறபவாற்ற முடியும் என்று திீர்மாொனாித்து ப�துபதிி 
அவார்காைி�மும் சபொன்னு�ொமாித் பதிவார் அவார்காைி�மும் வாிளை� சபற்றுக் சகாொண்டு, 
திம்முளை�ய ஊரொனா சபருங்காளைரக்கு வாந்துவாிட்�ொர். அப்பபொது அவாருக்கு 55 
வாயது. ஐந்து ஆண்டு காொ�ம் காந்திபுரொணத்பதிொடு திவாம் இருந்திொர் என்பற கூற�ொம். 
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காந்திபுரொணத்ளைதி காீர்த்திளைனாகாைொலும் வாிருத்திங்காைொலும் அளைமாக்கா ஐந்து ஆண்டுகாள் 
ஆகாினா. திம்முளை�ய 60 ஆவாது வாயதிில் இந்தி ச�யற்காொிய ச�யளை� நாிளைறவு ச�ய்திொர்.

இது நூல் வாடிவாமாொகா காவாிகுஞ்�ர பொரதிியொொின் பபரனும் பிரப� வாொக்பகாயகாொரரும் 
வாித்வாொனுமாொனா பகாொடீஸ்வாரர் ஐயரொல் 1914 ஆம் ஆண்டு பதிிப்பிக்காப்பட்�து.

திற்பபொது 1922 ஆம் ஆண்டு வாளை�யப் பபட்ளை� ரொ. காிருஷ்ணன் அவார்காள் இதிளைனா 
�ந்திி பிொித்துப் பதிிப்பித்திிருக்காிறொர்.

மூ�த்திிலிருந்து வாி�காொமாலும், புரொணக் காீர்த்திளைனாகாளுக்காொனா இ�க்காணங்காள் நாிரம்பப் 
சபற்றும் ஸ்காொந்தி புரொணக் காீர்த்திளைனா அளைமாந்துள்ைது குறிப்பி�த் திக்காதிொகும். இதிில் 
காொணப்படும் வாடிவாங்காள் : சவாண்பொ, வாிருத்திம், நாிளை� மாண்டி� ஆ�ிொியப்பொ, 32 அடி 
ஆ�ிொிய வாிருத்திம், காட்�ளைைக் காலித்துளைற, வாண்ணதிரு, �ந்தி திிபளைதி, �ந்தி வாிருத்திம் 
காீர்த்தினாம், திிபளைதி, உத்திர பிரத்உத்திர திிபளைதி ஆகாியனா.

அக்காொ�த்திில் புழிக்காத்திில் இருந்தி இரொகாங்காளைையும் திொைங்காளைையும் சூழ்நாிளை�க்கு 
ஏற்றவாொறு சபொருத்திமாொகாக் ளைகாயொண்டு உள்ைொர். வாியப்பொனா இ�ங்காளும் உண்டு. 
இறந்தி ஏழு வீரருக்காொகா வீரபொகு பதிவார் இரங்கால் என்ற திளை�ப்பின் காீழ் உள்ை 
திிபளைதிக்காொனா இரொகாமாொகா ஆனாந்தி ளைபரவாி திரப்பட்டுள்ைது. ஒரு ப�ொகாமாொனா சூழிலில் 
ஒரு மாகாிழ்ச்�ியொனா ரொகாத்ளைதிப் பயன்படுத்திி உள்ைொர். இபதி பபொ� பொனு பகாொபன் 
தின்னுளை�ய திந்ளைதியொகாிய சூரபதுமானுக்குப் புத்திிமாதிி ச�ொல்காிறொன், அதிற்கு சூரபத்மான் 
காடிந்து மாறுசமாொழிி கூறுகாிறொன்.

“என்னா மாதிி ச�ொன்னாொய் - பயப� - நாீ” என்று சதிொ�ங்கும் திிபளைதிக்காொனா இரொகாமாொகாக் 
காருளைணயும் சமான்ளைமாத் தின்ளைமாயும் சகாொண்� காொனா�ொ ரொகாம் குறிப்பி�ப்பட்டுள்ைது.

உத்திர பிரத் உத்திரம் என்பது வாினாொவும் வாிளை�யுமாொகா அளைமாந்துள்ை வாடிவாம் ஆகும்.

இவாற்ளைற பவாறுபடுத்திிக் காொட்�, வாினாொவுக்கு திர்பொர் இரொகாத்ளைதியும், திிொிபுளை� 
திொைத்ளைதியும், வாிளை�க்குக் கானா�ொ ரொகாத்ளைதியும் ஆதிிதிொைத்ளைதியும் பயன்படுத்திி 
உள்ைொர். இளைவா பபொன்ற இ�ங்காள் அந்தி வாொக்பகாயகாொரருக்கு இரொகாங்காைின் மாீதிொனா 
ஆளுளைமாளையக் காொட்டுகாிறது.

ஸ்காொந்தி புரொண காீர்த்திளைனாப் பொ�ல்காளைை காவாிக்குஞ்��ர பொரதிியொொின் மாருமாகான் 
ஆத்மாநாொதி பொகாவாதிரும் பபரன் குஞ்�ரமாய்யரும் பிரப�ப்படுத்திினாொர்காள்.ஸ்காொந்தி 
புரொண காீர்த்திளைனா இயற்றி முடித்தி பிறகு அவார் மானாம் பக்திியில் கானாிந்து நாின்றது. 
இதிற்குப் பிறகு அர�ளைவாக்குத் திிரும்பச் ச�ன்று சகாௌரவாங்காளைைப் சபருக்காிக் 
சகாொள்ை பவாண்டும் என்று பதிொன்றவாில்ளை�. பல்�க்கு மாொியொளைதி பபொன்றவாற்று�ன் 
வாொழ்ந்தி மாபகாொன்னாதிமாொனா வாொழ்க்ளைகாளையத் துறக்கும் அைவு மானாம் பக்குவாப்பட்டு 
நாின்றது. பூளை�, ப�ளைனா, நாித்திிய கார்மாொனுஷ்�ொனாங்காள் என்பற அவார் வாொழ்க்ளைகா 
ச�ன்றது.
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அளைமாதிியொனா மாகாிழ்ச்�ியொனா குடும்பம்; வா�திிகாளுக்குக் குளைறவாில்ளை�. பபரப் 
பிள்ளைைகாள் சகாொள்ளுப் பபரப்பிள்ளைைகாள் என்று நாிளைறவாொழ்வு வாொழ்ந்திொர். அவாருளை�ய 
எண்பத்து நாொன்காொவாது வாயதிில் ஆயிரம் பிளைற காண்� நாிளைறவாொகா �திொபிபஷகாம் 
சகாொண்�ொடி மாகாிழ்ந்தினார் அவார் குடும்பத்திினார். அதிற்கு இரண்டு ஆண்டுகாளுக்குப் 
பிறகு, அவாருளை�ய 86 ஆவாது வாயதிில் குடும்பத்திினார் அளைனாவாரும் சூழ்ந்திிருக்கா, 
திம்முளை�ய இஷ்� சதிய்வாத்திிளைனா மானாதிில் இருத்திி, வாொயில் அவான் நாொமாத்ளைதிக் 
கூறியபடி எந்திவாிதி அவாஸ்ளைதியும் இன்றி அளைமாதிியொகா இவ்வு�கா வாொழ்ளைவா நாீத்திொர்.

இரு �மாஸ்திொனாங்காைில் ஆஸ்திொனா வாித்வாொனாொகா வாிைங்காியவார். ப� கானா தினாவாொன்காைின் 
பபரொதிரவு சபற்றவார். இருந்திபபொதிிலும் இவார் பொ�ல்காைில் நாரஸ்துதிி காிளை�யொது.

இளை� உ�காிற்கு இவார் காவாிகுஞ்�ரம்; வீட்டில் ஆளைனாத் திொத்திொ; ஊரொருக்கு ஆளைனாப் 
பொட்�ொ; இவார் வீடு ஆளைனாப் பொட்�ொ வீடு. குடும்பத்திினாரொலும் ஊரொரொலும் 
புரவா�ர்காைொலும் பொ�த்து�னும் அன்பு�னும் மாொியொளைதியு�னும் பொர்க்காப்பட்�ொர்.

அளைனாவாரும் இவாளைரத் சதிய்வாொம்�ம் சகாொண்�வாரொகாபவா மாதிித்தினார். இவார் ளைகாயொல் 
வாிபூதிி சபற்று அணிந்து சகாொள்ை பவாண்டும் என்று அளைனாவாரும் வாிரும்பினாொர்காள். 
காொைபமாகாம் என்று பபொற்றப்பட்� பவாம்பத்தூர் பிச்சுளைவாயர் இவாொி�ம் வாிபூதிி சபற்று 
அணிந்து சகாொண்� பின் பொடிய பொ�ல்:

சநாற்றிதினாில் அணிந்பதி நாீங்காிபனான் கார்மாவாிளைனா 
எற்றிவாிட்ப�ன் இன்பநாிளை� எய்திிபனான் - முற்றுணர்ந்து 
காந்தினாருள் சபற்ற காவாிகுஞ் �ரமாளைறபயொன் 
திந்தி வாிபூதிி திளைனா.

இவாளைரப் பற்றியும் இவார்திம் பளை�ப்புகாள் பற்றியும் நாிளைறய �ிந்திித்தி பிறகு மானாதிில் 
ப��ொனா ஒரு சநாரு�ல். சபருங்காளைரயில் இவார் வாொழ்ந்தி வீடு இப்பபொது இல்ளை�. வீடு 
இருந்தி மாளைனா கூ� எது என்று சதிொியவாில்ளை�. இவாருளை�ய பளை�ப்புகாளைை இவார்காள் 
குடும்பத்திினார் மாிகுந்தி பக்திியு�ன் பொடிக்சகாொண்டு வாருகாிறொர்காள். இருந்தி பபொதிிலும் 
கூ� இவாருளை�ய பளை�ப்புகாள், அவாற்றின் எண்ணிக்ளைகாளைய பநாொக்கும்பபொது, 
(�ி�வாற்ளைறத் திவாிர) பரவா�ொகாப் பொ�ப்ப�வாில்ளை�.  இவாருக்கு �ீ�ர்காள் யொரும் 
இருந்திதிொகாத் சதிொியவாில்ளை�. மாதுளைர �ங்காீதி வாித்வாத் �மாொ�ம் இளை�க் கால்லூொியில் 
�ொக்�ர். எஸ். ரொமாநாொதின் அவார்காைின் சதிொ�ர்பு காொரணமாொகா அழிகார் குறவாஞ்�ி 
பொ�மாொகா ளைவாக்காப்பட்டிருந்திது. அதின் காொரணமாொகா அதிில் உள்ை பொ�ல்காள் சவாைி 
உ�காத்திிற்குப் பொிச்�யம் ஆயினா. இன்று வாளைர பொ�ல்காளைைப் பொடிக் சகாொண்டிருக்கும் 
அவார்காள் குடும்பத்திினாொி�மாிருந்து பொ�ல்காளைைப் சபற்று சுரதிொைக் குறிப்பு�ன் 
சவாைியி�ப் படுமாொனாொல் இளை�யு�காம் மாிகுந்தி பயன் சபறும்.

கார்நாொ�கா �ங்காீதி உ�காிற்கு மாிகாப்சபொிய சகாொளை� ஆற்றியுள்ை இந்தி யுகா புருஷொின் 
வாொழ்க்ளைகாளையயும் பளை�ப்புகாளைையும் �ிந்திிப்பபதி நாம்ளைமாப் புனாிதிப்படுத்தும் என்று 
ச�ொல்�த் பதிொன்றுகாிறது.
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Sañcāri-s in Saṅgīta Sampradāya Pradarśini

Sangita Kalā Achāryā 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 vēda-s since the sāma vēda is mostly set in a musical style. 
After the Saṅgīta Ratnākara 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 gītam, varṇam, svarajati, jatisvara, varṇa & kṛti 
etc. However, there is a unique musical term or form provided by Subbarama Dikshitar in 
his work ‘Saṅgīta Sampradāya Pradarśini’ (1904) - sañcāri-s. 

Saṅgīta Sampradāya Pradarśini (SSP) is a treatise consisting of a compilation of several 
composers including Subbarama Dikshitar’s own compositions, his brother Nādajyōti 
Muthuswami Dikshitar’s compositions, their father, Ramaswami Dikshitar’s compositions 
amongst other compositions of that era/times. The compositions include various musical 
forms including gīta-s, kṛti-s, varṇa-s, rāgamālika-s, etc. Amongst these, Subbarama 
Dikshitar has also given sañcāri-s. 

Sañcāri-s are svara passages that represent the important prayōga-s set in tāla, that can 
be used in a particular rāga. There are no lyrics attached to them. The special element 
or aspect of the sañcāri is that it gives us a glimpse of the prayōga-s that were in vogue 
during Subbarama Dikshitar’s period. This is the first documented source available to 
understand about the various rāga-s, prayōga-s and compositions that were sung/played 
during his and his earlier times. In this treatise, Subbarama Dikshitar has mentioned 189 
rāga-s. He has given compositions in these rāga-s and even notations for these compositions. 
However, there are at least a few rāga-s that are mentioned, yet do not have any composition 
given. This is not the case with respect to sañcāri-s. They are provided for every rāga 
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mentioned by Subbarama Dikshitar. The sañcāri-s are given with tāla-s. some of the tāla-s 
being rūpaka, maṭya, tripuṭa, dhruvarūpaka, raganamaṭya, etc. sañcāri-s do not contain any 
sectional divisions, like the pallavi, anupallavi, caraṇam, 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 rāga-s for (māyā)
mālavagaula, the 15th Janaka rāga’ (rāgaṅga rāga/mēla). He also mentions the usage of 
prayōga-s, etc of his (Subbarama Dikshitar’s) period. His svara nomenclatures were different 
from that we use presently. For instance, he mentions the riśabha-s and madhyama-s as 
triśruti riśabha, pañcaśruti riśabha, śuddha madhyama and varāli madhyama respectively. 
But he has also used the term prati madhyama for some rāga-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 pañcama’, which sounds slightly lesser than the sound of 
pañcama. For example, he has mentioned in the description of rāga vasanta, that ‘whenever 
the pañcama is pulled in the madhyama fret on a vīṇa, the pañcama sounds lesser than its 
original sthāna and it is known as the cyuta pañcama.’

śuddha madhyama, prati madhyama, cyuta pañcama are different from each other based on 
their sthāna sounds. It is like what is said at present too. For instance, taking just a riśabha 
svara, there are so many varieties of holding a same note - gaula riśabha, madhyamāvati 
riśabha, sahānā riśabha, etc. Even though there may be slight difference in holding the 
riśabha, the handling of the note defines what rāga 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 upāṅga rāga-s as bhāśāṅga rāga-s and vice versa. For 
example, mōhanam, śrīrañjani, ānandabhairavi. Any rāga having an anya svara is given 
under bhāśāṅga set, not as upāṅga. 

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

This book contains the following musical forms, gītam, svarajati, jatīsvara, tāna varṇa, 
cauka varṇa, pada varṇa (only one), kṛti-s (of Muthuswami Dikshitar, and many other 
composers), rāgamālikā, padam-s. All the 189 rāga-s may or may not have these musical 
forms composed in it, but there are sañcāri for all the 189 rāga-s. 
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Here comes the importance of sañcāri. All the prayōga-s of a rāga can’t be composed in 
a composition. Hence, he has composed sañcāri-s in all the rāga-s in svara form to put 
in light the prayōga-s of a rāga. These are composed with tāla-s to make it seat with the 
kālpramāna it must be sung in. The most used tāla for sañcāri was maṭya tāla, and there 
are a few sañcāri-s in raganamaṭya tāla and dhruva tāla. Out of these 189 rāga-s, there 
is only one rāga’s sañcāri that has been composed in ādi tāla. Raganamaṭya tāla is the 
vilamba kāla rendition type of the maṭya tāla. This tāla is a bit slow paced, and Subbarama 
Dikshitar has used this tāla to compose the sañcāri-s for rāga-s like sāvēri, bhairavi, etc, 
which themselves demand a vilamba kāla structure.

The sañcāri in bhūpāla rāga is composed with tisra ragana maṭya tāla, which is an interesting 
point to note, which is split as (6 3 6).

Taking few rāga-s and their sañcāri-s

gaula – 
A Janya of the 15th rāgaṅga rāga, (māyā) mālavagaula, gaula has a gītam, 2 kṛti-s of 
Muthuswami Dikshitar and the sañcāri. 

This sañcāri is composed in maṭya tāla. The gīta contains PMRGMRS, PMRS, RMRS 
prayōga-s. The kṛti-s (śrī mahāgaṇapati and tyāgarāja pālayāṣumām) do not have PMRS 
or RMRS prayōga-s. This sañcāri contains these rare prayōga-s PMRS and RMRS, and 
RGMRS within the first few āvartana-s. 

These prayōga-s indicate that he has handled the prayōga-s from the gīta period (around 17th 
Century) and his grandfather’s tradition. He has also given the pañcaratna-s of Tyagaraja, 
where Tyagaraja has not used RGMRS, expect in one ciṭṭasvara of the gaula pañcaratna. 
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sāvēri –
The sañcāri in sāvēri rāga is composed in raganamaṭya tāla. 

In the description Subbarama Dikshitar has given, the phrases MGM and SNS occur. These 
phrases were in vogue during the lakṣaṇa gīta period. 

In Muthuswami Dikshitar’s śrī rājagōpāla, the niśāda he has used is kaisiki niśāda and the 
gāndhāra is sādhāraṇa gāndhāra predominantly. Subbarama Dikshitar has mentioned that 
he had given the sign for the antara gāndhāra and the kākali niśāda prayōga-s. 

In the sañcāri, Subbarama Dikshitar has not used MGM prayōga. The SNS prayōga is 
used in the end of the sañcāri, by giving a N touch to the S. The niśāda wasn’t a note, 
but a touch. 
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mārgadēśi, mālavapañcama, rāmakali –
All the three rāga-s are the janya of the 15th mēla, (māyā) mālavagaula. 

mārgadēśi- 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 kṛti, maṅgaladēvatē by Muthuswami Dikshitar, the first phrase of the song starts 
with the same phrase. But there is no prati madhyama sign used in the kṛti and musicians 
do not sing the line with prati madhyama. Since he has given the usage of prati madhyama 
in the lakṣaṇa, it is not necessarily used in the composition.
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mālavapañcama – This rāga’s description contains many phrases with prati madhyama, 
which is also found in the compositions, starting from the Gita to Muthuswami Dikshitar’s 
kṛti and the sañcāri.
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rāmakali- 
rāmakali’s description too contains prati madhyama prayōga-s, but there is no usage found 
in the kṛti, rāma rāmakali kaluśa, and in the sañcāri. There is an assumption at present 
that when Dikshitar had gone to the North, he rāmakali, which has the usage of prati 
madhyama in the Hindustani tradition. This is in a way correct, but this rāga is found in 
Venkatamakhin’s lakṣaṇa gita, in the bhāśāṅga kāṇḍam, as a mālavapañcama janya rāga. 

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

Subbarama Dikshitar has mentioned in the description that rāmakali is also known as Bhibās. 
This is a rakti rāga in the Hindustani tradition, which has the usage of prati madhyama.
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rudrapriya – 
The ārōhaṇa avarōhaṇa of rudrapriya is given as s r g m p d n n s – s n p m g r s, a 
janya of the 22nd rāgaṅga rāga, śrī. There are many compositions, Muthuswami Dikshitar’s 
rudrakōpa, Balaswami Dikshitar’s śrī valli, nīvē rasika śikhāmaṇi, Krishnaswamayya’s ambā 
paradēvatē tuned by Subbarama Dikshitar and Ettendra Maharaja’s murugā unnai nambinēn 
tuned by Subbarama Dikshitar. There is no use of antara gāndhāra mentioned in the lakṣaṇa 
gīta and in any of these compositions, but there is a usage of antara gāndhāra in the 
sañcāri. We could doubt if that was a printing mistake, but Subbarama Dikshitar has given 
a footnote mentioning, ‘In the prayōga- mgM of this rāga, in some places, antara gāndhāra 
is employed. This rudrapriya is known as Hindustani kāpi.’

Now, a question arises, ‘What happens to Dikshitar’s kāpi?’ His kāpi, vēṅkaṭācalapatē, has 
a sādhāraṇa gāndhāra, and it is completely different from present day’s kāpi. 
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Taking a few janyas of 20th rāgaṅga rāga, nārirītigaula, which has the usage of D1, where 
Subbarama Dikshitar mentions that the pañcaśruti dhaivata has got entered in these rāga-s 
without our knowledge.

bhairavi- A janya of the 20th rāgaṅga rāga, has a bigger sañcāri in ragana maṭya tāla. 
Subbarama Dikshitar has clearly mentioned about the usage of pañcaśruti dhaivata in the 
phrase ‘SNDNS’, but he has started his sañcāri with the D2. This being the anya svara for 



135VO LU M E  9 3

The Music Academy  J O U R N A L  2 0 2 4

this rāga, there is no kṛti that starts with this svara, but his sañcāri does. We could find 
the usage of pañcaśruti dhaivata a lot.
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āhiri- 
āhiri, in Subbarama Dikshitar’s school is a rāga that is given with all the svarasthāna-s 
except the prati madhyama. He has given a footnote saying that ‘āhiri can be understood 
only through experience’. This sañcāri is given in Maṭya tāla. The description of the rāga 
āhiri tells the prayōga-s that can occur in āhiri. All the combinations of PDNS occur in 
this rāga according to his text.
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bṛndāvani- 
In the Lakshana Shloka, bṛndāvani is mentioned as an auḍava rāga, and ārōhaṇa and 
avarōhaṇa is RMPNS NPMRS. But RGRS prayōga is found in the rāga. For instance, 
the beginning phrase of the kṛti saundararājam, RGRS prayōga is found. Similarly, SGRS 
and NGRS prayōga-s are used in the sañcāri, wherein the G is given with the ‘odukkal’ 
sign (the note should be pulled on a lower fret in a vīṇā). When a note is pulled on its 
lower fret, the sound of the svara does not reach the exact sthāna but will be lesser than 
the sthāna sound. bṛndāvani and bṛndāvanasāraṅgā are the same according to Subbarama 
Dikshitar where there is no usage of the kākali niśāda.

aṭhāna- 
The gamaka signs given in aṭhāna are so much. Subbarama Dikshitar mainly highlights the 
way of handling gāndhāra. Though aṭhāna is the janya of the 28th rāgaṅga rāga, sādhāraṇa 
gāndhāra is used. And when sādhāraṇa gāndhāra is handled, it should be handled where it 
sounds like RMRM. Similarly, when pañcaśruti dhaivata is handled, the sound is DNDP. 
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aṭhāna has antara gāndhāra, sādhāraṇa gāndhāra, and both the dhaivata-s. When we see the 
usage of antara gāndhāra, nowadays, it is predominantly used in the tāra sthāyi. Subbarama 
Dikshitar, in his sañcāri, has given a prayōga where both the signs denoting G1 and G2 
are giving. This indicates that, the prayōga can be sung with either G1 or G2. We can find 
a reference of this in AM Chinnaswami Mudhaliyaar’s book. 
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suruṭṭi- 
suruṭṭi is given as a bhāśāṅga rāga, and the usage of sādhāraṇa gāndhāra is occurring. 
For instance, in the kṛti aṅgārakam āśrayāmyaham, we could find the phrase PGRS in the 
madhyamakāla line, maṅgala dāyaka mēśa turaṅgam makarōttuṅgam. The gāndhāra has a 
glide and odukkal sign, where the gāndhāra must be played in the riśabha fret on the vīṇā, 
where the sthāna sound of gāndhāra gets lesser. The rāga which Subbarama Dikshitar has 
given as bhāśāṅga is now an upāṅga rāga.
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bilahari- 
bilahari has a lot of kaisiki niśāda prayōga-s. There are few prayōga-s in the sañcāri, 
that has DNS in a sequence, and DD NN S phrases too, which we find interesting which 
existed back then.
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ārabhi- The ārōhaṇa and avarōhaṇa based on the present day is SRMPDS SNDPMGRS. 
It has two special phrases, DNS and SNS. There are two kṛti-s of Dikshitar in SSP, śrī 
sarasvatī and mārakōṭi. DNS and SNS prayōga-s are not found in śrī sarasvatī, but both 
the prayōga-s are figured in the latter. But he has given only DNS (in the lower octave) 
in the sañcāri. 

navarōj and kuriñji-
These were not explained for its phrases. He has mentioned navarōj as a madhya rāga, 
ranging from pañcama to madhyama. When he gives description for kuriñji, he specifies 
that the sañcāra is from N to S, and he has given the ārōhaṇa till śaḍja. The sañcāri also 
contains phrases till śaḍja. 

kumudakriya- 
This rāga was only handled in Dikshitar’s school. We sing the kṛti ardhanārīśvaram, but 
which is not given in the SSP. kumudakriya, in SSP, has no gīta, kṛti, ślōka, but has sañcāri 
by Subbarama Dikshitar, which shows the importance of the rāga. Even though the ārōhaṇa 
and avarōhaṇa, 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 sañcāri is the 
only source representing this rāga of his school. 
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saurāśṭram- 
Being a mālavagaula Janya, saurāśṭram has its natural notes, but Subbarama Dikshitar has 
mentioned pañcaśruti dhaivata in almost all the phrases. Only a U-Turn kind of phrase, 
like MDP, has the use of D1.

These sañcāri-s can be further analyzed, and phrases could be jotted out to present ālāpana 
in these rāga-s. 

{
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Nagmā-s & Dhun-s of Mysuru Vaiṇika-s

Vidūśi Geetha Ramanand

The 18th and 19th centuries are considered the golden period of karṇāṭik music, especially 
with reference to Mysore Province. It is well-established that the Mysuru Wodeyars were 
great patrons of art. ‘Veeṇeya beḍagidu Mysūru, Nālvaḍi Kṛṣṇana Mysūru’, wrote the 
renowned Kannada poet Śrī B M Srikantaiah, emphasising the prominence enjoyed by 
the vīṇā in the royal court of Mysuru, especially during the reign of Nalwadi Krishnaraja 
Wodeyar. 

Mysuru, under Śrī Nalwadi Krishnaraja Wodeyar, was a musical melting pot. The king, a 
great scholar and musician himself, was well-versed in karṇāṭik, hindustāni and Western 
Classical music. During his rule, many great hindustāni musicians visited Mysuru and 
performed in the royal court. Ustad Natthan Khan was the first hindustāni classical musician 
to become an āsthān gavāyi (court musician). His sons Ustad Abdullah Khan and Ustad 
Vilayat Hussain Khan were also āsthān gavāyi-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 ‘Aftāb-e-Mousiqi’’ meaning ‘The Sun of Music’, by the Maharaja of 
Mysuru. Sitār maestro Barkatullah Khan, Ustad Abdul Karim Khan of Kirana Gharana, the 
legendary singer Gauhar Jan, Kesarbai Kerkar and many such eminent hindustāni 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 thus1: 

“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 karṇāṭik music. An instrumental presentation had to include a couple of 
hindustāni and Western classical compositions, in addition to karṇāṭik kṛti-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 hindustāni musicians to teach 
hindustāni classical compositions to the musicians of the palace orchestra. 
Expert Musicians such as Allijan Saheb and Vilayat Hussain Khan taught us 
many cīz 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 rāga-s, new compositions and new compositional forms 
were created.

Born in this vibrant atmosphere were nagmā-s and dhun-s, pioneered by the vaiṇika-s of 
Mysuru. While nagmā-s were composed by vaiṇika vāggēyakāra-s of Mysuru, dhun-s were 
taken from hindustāni music, and presented with their own improvisations. 

Nagmā:
‘Nagmā’ is a compositional form pioneered by vaiṇika pravīṇa 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 nagmās, let us look into the etymology and origin of the 
word. The word ‘nagmā’, is of Persian origin, meaning a song, a melody or something 
new. It is evident that nagmā came from hindustāni music where the term ‘lehrā nagmā’ 
is used for short compositions without lyrics. These compositions are played during Tabla 
or Pakhawaj solo performances and in Kathak dance accompaniment. Lehra or nagmā is a 
repetitive melodic pattern set to the same number of beats in a rhythmic cycle (tāla) being 
performed. The lehrā can be played on a variety of instruments like sāraṅgi, harmonium, 
sitār, sarōḍ, 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 laya and svara 
control as it is the canvas on which the main performer paints. 

Now moving on to how the nagmā came into becoming a part of the Mysuru Vaiṇika 
Vāggēya parampara, during Śrī 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 Śrī Devalankar’s harmonium recital of a nagmā in the rāg pīlu 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 nagmā-s with the distinct 
stamp of Mysuru Vaiṇika Vāggēyakāra-s were born. This incident is documented by Prof 
V Amrutha, daughter of Venkatagiriyappa, in her book ‘Vipanchi Vaibhava’2, a work on 
vaiṇika-s of Karnataka. 

Dr Ra Sathyanarayana in his ‘Karnataka Sangeetha Vahini’, clearly mentions that 
Venkatagiriyappa was the first one to compose nagmā-s in the karṇāṭik context3.

From the above references, it can be deduced that nagmā-s were first composed in the 
early 1930s by Veena Venkatagiriyappa. Venkatagiriyappa retained the name ‘nagmā’ 
mentioned on the gramophone record of Śrī 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 nagmā-s. 

Based on the available nagmā-s by the Mysuru Vaiṇika Vāggēyakāra-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 nagmā, which can be equated to a pallavi of 
traditional karṇāṭik compositions, is generally followed by svara passages in two or more 
segments. The nagmā of hindustāni music is one basic melody that is repeated, as mentioned 
earlier. However, in the nagmās composed by Mysuru Vaiṇika-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 vaiṇika Veena Sheshanna. He was 
inducted into the royal court as an āsthāna vidvān. Knowing his ability, the King created 

2 Amrutha, V, Vipanchi Vaibhava, P 98.

3 Sathyanarayana, Ra. Karnataka Sangeetha Vahini, P 577. 
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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 hindustāni and 
Western music. Venkatagiriyappa mastered them all and was made the Chief of Palace Band 
- karṇāṭik music. He was eventually promoted as the Chief Director of Palace Orchestra. 
Venkatagiriyappa has documented a number of compositions of karṇāṭik music in Western 
Staff Notation system.

Venkatagiriyappa has composed nearly 35 compositions including varṇa-s, kṛiti-s, tillāna-s, 
rāgamālika and three nagmā-s4. 

His nagmā-s are in the rāga-s:

 1. behāg
 2. kīravāṇi
 3. hindōḷa

The nagmā in behāg set to caturaśrajāti ēka tāla5 begins with a beautiful phrase:

  g m p n d n Ṡ Ṡ;. 

After resting in tārasthāyi śaḍja, the next 2 avarta-s join as a theme line, together giving 
a vibrant picture of behāg.

  P N N, ṡ d N d P, D | m P m g m G r s Ṇ | Ṡ ,, ,,,, |

Along with this, the other phrase that repeats is:

  s g m P m g m G r s Ṇ ̣ S

The next segment starts from the higher octave gāndhāra with plenty of dāṭu svara-s.

  ġ ṁ ġ ṗ ṁ ṗ ġ ṁ ṙ ġ ṙ ṁ ġ ṁ ṙ ġ 
  ṡ ṙ ṡ ġ ṙ ġ ṡ ṙ n ṡ n ṙ ṡ ṙ n ṡ
  d n ṡ ṙ ṡ n d p m p g m g r s ṇ ̣

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

5 He has mentioned the tāla for this nagmā as Bhairava. No references could be found about this 
tāla. As the chaturaśra jaati éka tāla suits the composition well, Mysuru vainikas have continued 
to play it in Chaturaśrajāti Éka tāla.
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In the last segment, we can find the beauty of gōpuccha yati in the svara pattern:
  p n n n n n 
  p n n n
  p n n 
  p n n 

  and 

  p ṡ ṡ ṡ ṡ ṡ 
  p ṡ ṡ ṡ 
  p ṡ ṡ 
  p ṡ ṡ

Here, a lot of janṭi svara patterns are woven beautifully with only 3 svara-s - pañcama, 
niśāda & śaḍja. Repetition of phrases or svara-s paints an effective picture of the rāga6.

This nagmā 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 nagmā in kīravāṇi performed by Rani Vijaya Devi, 
with Smt Ranganayaki Parthasarathy, also a disciple of Venkatagiriyappa, and Smt Prabha 
Ramaswamy, can be found on YouTube7. 

The kīravāṇi	 nagmā has 4 segments. This nagmā is set to ādi tāla. Similar to behāg 
nagmā, this too has a lot of dāṭu svara-s & janṭa 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 Mysūru bāṇi of Veena: 

(The underlined svara-s are in third speed)
  ṇ s || R g r s r G m g r g M p m g m P d p m p |
  D n d p d N ṡ n d n | S ṙ ṡ n ṡ R ġ ṙ ṡ, ṙ ṡ ||
  N ṡ n D n d P d p M p m G m g R g r S r s ṇ s |
  r g m p d n ṡ ṙ | ġ ṙ ṡ n d n ṡ n ||
  d p m d p m g r s ṇ s r S… 

The other nagmā of Veena Venkatagiriyappa is in hindōḷa8. It 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 nagmā-s. It has a profusion of janṭa prayōga-s. The tāla for this nagmā 
is mentioned as Keharwa. In the hindustāni tradition, this is an 8-count tāla, consisting 
of 2 groups of 4 counts. The Mysuru vainikas have been playing this nagmā in caturaśra 
ēka or ādi tāla.

This nagmā begins as 
  ṇ ̣ s g m g m d n m d n ṡ d n ṡ ġ | Ṡ;;;

This nagmā contains 5 segments, consisting of Gopuccha yati, dāṭusvara-s and janṭasvara-s. 

An example for gopuchcha yati in the second segment of this nagmā:

  s m m m m m 
  s m m m 
  s m m
  s m m
  g d d d d d
  g d d d d
  g d d 
  g d d ….

The final segment of this nagmā is very different from that of the other two nagmā-s. It 
is longer than the last segments of the other two nagmā-s. Instead of a tihāyi/tīrmāna-like 
ending that lands in tāra sthāyi śaḍja in the last segment as found in the other two nagmā-s, 
here there is tristhāyi sancāra including dāṭusvara-s, gradually concluding in ādhara śaḍja. 

This segment begins with the pattern: 

  Ṡ ṁ ṁ Ġ Ṁ ṡ ṁ ṁ ġ ġ ṡ ṡ n | N ġ ġ Ṡ Ġ n ġ ġ ṡ ṡ n n d | 

  D ṡ ṡ n ṡ d ṡ ṡ n n d d m |...

It continues with dāṭusvara phrases like 

  s m g m g d m d 

and concludes as 

  ṡ n d n d m g m | d n ṡ n d m g m | g s s ṇ ̣ S;; |

In the notations of Venkatagiriyappa’s three nagmā-s, a vertical bar (|) is found after 8 
aksharas of madhyama kāla 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 nagmā-s in caturaśrajāti 
ēka tāla.

These nagmā-s of Venkatagiriyappa are published in Veena Venkatagiriyappanavara 
Kritigalu, edited by Prof R N Doreswamy and Prof V Amrutha9. 

It is also interesting to note that Venkatagiriyappa himself presented some nagmās along 
with other compositions of Mysuru bāṇi 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 varṇa-s, 
kṛti-s, tillāna-s, nagmā-s and a ‘melody’ in the rāga Kōlāhala. His unique contribution 
to the world of karṇāṭik music is ‘Swayambhu Swara’, a rāga with the 3 svara-s - śaḍja, 
antara gāndhāra and pañcama. He has composed 4 kṛti-s10,11 in this rāga, a fact that bears 
testimony to the richness of his creativity. Shivaramaiah has composed three nagmā-s in 
the rāga-s: 

 1. pīlu
 2. dhun pīlu and 
 3. behāg 

All of them are set to caturaśra ēka tāla.

The pīlu	nagmā, starts from mandra sthāyi niśāda. 

  ṇ s r m r m p n m p n ṣ p n ṣ ṛ Ṣ; 

The higher octave sancāra:

  ṡ ġ ġ ṁ ṡ ġ ṁ ṗ ġ ṙ ġ ṡ 

gives a clear picture of the rāga pīlu. The composer gives different shades of the rāga in the 
avarōhaṇa krama. The rāga bhāva is portrayed with some special, unusual sancāras like:

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

10  1. Shrī Rājarājéśwari Samrakśisou (in Kannada) - Adi tāla; 2. Rāma Tyāgarāja Prema (in 
Sanskrit) - Adi tāla; 3. Shree Rāma Raghulalāma (in Sanskrit) - Adi tāla tiśra gati; 4. Bhajé 
Bhajé Pārvatīramaṇam (in Sanskrit) - Adi tāla tiśra gati. 

11 Murthy, M S Narayana, Shivarama Sangeetha Sudha. Vol 2
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 1. g m p d2 N2, d2 D1, p G2 G3 m D, p ġ ṙ Ṡ d n ṡ ṙ || 
  d1 n ṡ ṙ ṡ n d1 p M, r m | p d1 p m P ṡ ġ2 ġ2 ṙ || 
  ṡ ṙ ṙ ṡ ṡ n ṡ ṙ1 || ṡ n d1 p m p n ṡ || 
  ġ ṙ ġ ṡ ṇ ̣ s r m r m p n || m p n ṡ p n ṡ ṙ || Ṡ;;;

 2. ṙ ġ ṙ n d n d n p n ṡ ṙ ṡ n Ṡ ṡ n ṡ ġ ṙ ġ ṡ n ṡ ṁ ġ ṁ ġ2 ṙ ġ2 n2 || 
  d n p n ṡ ṙ n ṡ p n p m p r m g r S

dhun	pīlu is a rarely heard rāga. The mūrcchana for it is:

  Ārōhaṇa: s r2 m1 p n3 ṡ

  Avarōhaṇa: ṡ n2 d2 n2 p m1 g3 m1 p g2 r2 s ṇ3 s

The nagmā opens with a special sancāra:

  S; g m p d n ṡ Ṡ Ṡ 

‘g m p d n ṡ’ prayōga is seen in the later segments of this nagmā too. śuddha daivata 
prayōga can be noted in the phrases:

 i)  M p D1 d1 p
 ii)  m p D1 d1 p m r 
 iii)  g m p d1 
 iv)  p m p d1 

The segment divisions common to the nagmā-s of Venkatagiriyappa, are not seen in this 
nagmā. Tiśra and khaṇḍa groupings of svara-s, and a mixture of madhya and viḷamba 
laya can be seen here. 

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

  p ̣ ṇ s g s g m p g m p n m p n ṡ 

and in the third segment, phrases like:

  p n n n n n n p n n n p n n p n n

are reminiscent of Vekatagiriyappa’s behāg nagmā. However, the second segment stands 
on its own, with the following phrases eventually culminating in the pallavi, with lots of 
dāṭusvara prayōga-s:
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  p n p n d ṡ n ṙ n ṙ ġ ṙ ṡ n d p 
  ṡ n d p m n d m p d m g m p m 
  g r m g  r s g r s ṇ

Overall the composition has some unique rāga sancāras with a combination of tiśra and 
khaṇḍa svara groups and plenty of dāṭusvara-s like: 

 i)  ṡ ṗ ṁ ṗ ġ ṁ ṙ ġ n ṙ, 
 ii)  ṡ ġ ṙ n, 
 iii)  ṡ ṁ ġ ṙ, 
 iv)  ṡ ġ ṁ ṙ ġ.

The nagmā-s of Shivaramiah have been published in ‘Shivarāma Sangeetha Sudhā Bhāga 
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, kṛti-s, rāgamālika, 
bhajan, tillānā-s and nagmā-s12. His compositions are in the languages: Kannada, Sanskrit, 
Telugu and Hindi. He has co-authored ‘Vīṇā Veṅkaṭagiriyappanavara Kṛtigaḷu’, the 
compilation of his Guru’s compositions, with V Amrutha. He has also written a biography 
of his Guru13. 

His nagmā-s are in the rāga-s: 

 1. naṭabhairavi
 2. dharmavati
 3. durgā and 
 4. cakravāka. 

All these are set to caturaśra ēka tāla, with the nagmā in dharmavati being in khaṇḍa gati.

The naṭabhairavi	nagmā begins with a mixture of madhyama and viḷamba laya: 

  R g g M p p D M p p | D n n Ṡ ṙ n Ṡ ||

It continues in viḷamba gati. After two āvarta-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 tārasthāyi śaḍja and eventually returns to the ādhāra śaḍja. If we consider the first ten 
āvarta-s to be the pallavi, the subsequent ones are all filled with diverse svara patterns. It 
progresses delightfully, sometimes in viḷamba, sometimes in druta kāla, and other times 
in a combination of both. Janṭi and dāṭu swara phrases in druta kāla make it more lively. 
This nagmā ends with madhyama kāla svara-s, finally resting in ādhāra śaḍja:

  r s r g M p d m p D n ṡ d n || Ṡ ṙ Ṙ ġ ṙ ṡ n D p m p d n ||
  ṡ ṙ ġ Ṙ ṡ N d p m p d n ṡ ṙ || ṡ n d p m g r s R d p m p ||
  d n ṡ ṙ ṡ n d p m g r s R || d p m p d n ṡ ṙ ṡ n d p m g r s || 
  R ṡ n d p m g r s R || S;;; ||

The	nagmā	in	dharmavati set to caturaśra Éka tāla - khaṇḍagati begins from madhyasthāyi 
riśabha:

  R g m p D n ṡ ṙ Ṡ,; Ṡ,; ||
  Ṙ s n d N d p m D p m g R g r s ||

The progression of this nagmā from mandrasthāyi pañcama to tārasthāyi pañcama is 
beautiful. The expansive janṭa, dāṭu svara-s and diverse svara patterns in the khaṇḍa naḍe 
make this nagma special, adding to its rhythmic beauty. 

  M m m m m g r g m P p p p m g r s r |
  G g g g g r s ṇ s R r r r r s ṇ ḍ ṇ ||
  S s s s r s Ṇ s R r r r r s R g ||
  S s s s s ṇ Ḍ n S s s s ḍ ṇ s r g ||
  m m m m m m g r g m p p p p p p m g m p |
  d d d d d d p m p d n n n n n ṡ n d n ṡ ||
  ṙ ṙ ṙ ṙ ṙ ġ ṙ ṡ ṙ ġ ṁ ṁ ṁ ṁ ṁ ṁ ġ ṙ ġ ṁ ||
  ṗ ṗ ṗ ṗ ṗ ṁ ṁ ṁ ṁ ṁ ġ ġ ġ ġ ġ ṙ ṙ ṙ ṙ ṙ || 
  ṡ ṡ ṡ ṡ ṡ n n n n n d d d d d p p p p p ||
  m m m m m G r s ṇ S r g m P d n ṡ ||
  Ṙ ṡ n d N d p m D p m g R g r s ||
  R g m p D n ṡ ṙ Ṡ,; Ṡ,; ||

The nagmā	 in	 rāga	durgā set to caturaśra ēka tāla, begins as:
  r m p m r s r m p d m p d ṡ Ṙ Ṡ Ṡ d ṡ d ṡ m p D || 
  Ṡ ṙ ṡ ṡ d Ṡ d m P m r M ; ;||
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The rāgabhāva of durgā brought out in these initial āvarta-s by the composer is mesmerising. 
It can be observed that much like the other nagmā-s, this nagmā too consists of janṭasvara-s, 
dāṭusvara-s, tiśra, caturaśra, khaṇḍa svara patterns. There is also śrōtōvāha yati: 
  r M 
  s r M 
  ḍ s r M … 

The nagmā	 in	 rāga cakravāka set to caturaśra ēka tāla begins as: 
  g m p d n ṡ Ṙ Ṡ Ṡ 

in the same fashion as Venkatagiriyappa’s behāg nagmā which begins as 
  g m p n d n Ṡ Ṡ Ṡ. 

However, the similarity ends here and the composer’s creativity shines in the āvarta-s that 
follow. Traversing from the madhyasthāyi daivata to the tārasthāyi pañcama and filled 
with innovative svara patterns, the lilting melody of this nagmā is extremely attractive.

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

The nagmā-s of Prof R N Doreswamy are published by him in ‘Lakshmiramaṇa Kṛti 
Manjari’. 

Nagma of Sangita Kalanidhi V Doreswamy Iyengar(1920-1997): 
A torchbearer of the Mysuru vaiṇika parampara, V Doreswamy Iyengar has composed two 
svarajati-s in the rāgas behāg and garuḍadhvani, a tillāna in the rāga Sāḷaga Bhairavi, a 
nagmā in the rāga Sindhubhairavi and many orchestral compositions. He has set tunes to 
many Haridāsa pada-s. He was a producer of music at AIR, Bengaluru.

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

The opening phrase itself is beautiful:
  P p d p d m p m d p n d p G S g m P g m p d p G r S

In this nagmā, the segments are clearly indicated as pallavi and caraṇa-s 1, 2, and 3. While 
most nagmā-s of other composers have a profusion of janta prayōga-s and dāṭustara-s, 
both these prayōga-s are minimal in this nagmā. The phrases in each caraṇa emanate from 
a melodic impulse, and reflect the rāga bhāva beautifully. 
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Other than the pallavi, another phrase that repeats in the first and second caraṇa-s is 
  Ṙ Ġ ṙ Ṡ  D N d P  g s g m

While the pallavi and two caraṇa-s are in caturaśra naḍe, the last caraṇa is in tiśra naḍe, 
adding a spring to the step of the rāga:
  G m g r1 s Ḍ ̣ṇ ̣ s R1 | S;;| ;, ṛ Ṇ2̣ ||
  S m M ; ; g m s | s g m p d p | M;; ||
  D; d p D; ṡ n | D; ṙ ṡ |n d p D, ||
  Ṡ Ṙ1 Ġ ṙ1 ġ ṙ1 n D | ṙ1 R1 n D | m g r S, ||
  g m d n Ṡ m d g m d n | Ṡ m d g m | d n Ṡ s d || 

We can also observe a tihāyi/tīrmāna-like ending in the last āvarta of the segment above. 
This nagmā is published in Vipanchi Vaibhava14. 

It can be noted that most of the nagmās are in ēka tāla. Considering that these were 
primarily composed for instrumental ensembles involving karṇāṭik, hindustāni and Western 
Classical instruments, the choice of ēka tāla 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 
hindustāni 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 Śrī Nalwadi Krishnaraja Wodeyar encouraged and even 
ordered his court musicians to learn certain rāga-s and compositions from visiting North 
Indian musicians. Thus, many dhun-s and gat-s were learnt and performed by Mysuru 
āsthāna vidvān-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 tērē’ 
and ‘Mērē dard-e-jigar’ in Jinjhōṭi, ‘Gavāra nahi tujhē’ in Yaman, and ‘Murali ki dhun’ 
in Mālgunji.

The dhun ‘Gavara nahi tujhē’ in Rāg Yaman, is set to tiśra naḍe. While the original lyrics 
for this dhun is śṛṅgāra-based, there is also a Kannada lyric written by Ponnamma (sister 

14  Amrutha, V, Vipanchi Vaibhava, P 182.
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of Vid. Thitte Krishna Iyengar) that is devotional. It starts as: ‘Namāmi Prabhō’. Thitte 
Krishna Iyengar used to sing this dhun. 

The dhun ‘Nain	 Tērē	 mann	 kē’ is in Janjhūṭi rāga, set to ādi tāla. This was played by 
Veena Sheshanna frequently. Janjhūṭi rāga had a special place in Veena Sheshanna’s heart. 
He used to play two dhun-s in this rāga.

‘Nain tērē’ starts in atīta eḍuppu. The sāhitya is in Hindi, with a mix of Urdu. Sheshanna’s 
version of this composition shows us a gradual expansion of the rāga. There are a few 
phrases with kākali niśāda too: 
  s ṇ3 s r s r s ṇ, ṇ s R g s, Ḍ Ṇ S R

As mentioned earlier, Sheshanna regularly hosted concerts of hindustāni 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 tērē mann kē’, would go 
on for hours! His renditions were greatly enjoyed and appreciated by the visiting hindustāni 
musicians, who extolled Sheshanna as the ‘Maharaja of music’.

The dhun ‘Murali	 ki	 dhun’ is in rāga mālgunji, set to ādi tāla. This is a rāga from 
hindustāni music. It is a śāḍava sampūrṇa rāga of Kāfi tāṭ.
  Ārōhaṇa: s r2 g3 m1 d2 n3 ṡ 
  Avarōhaṇa: ṡ n2 d2 p m1 g3 m g2 r2 s 

It uses two gāndhāra-s - antara & sādhāraṇa gāndhāra, and two niśāda-s - kaiśiki & kākali.

Vādi - Madhyama, Samvādi - śaḍja. Mālgunji is a mixture of Khamāj, Bāgeśrī, Rāgeśrī 
and Jaijayavanti rāg-s. 

An audio clip of this dhun in its hindustāni form sung by Prof Narayan Rao Vyas (1902-
1984), a disciple of Pt Vishnu Digambar Paluskar, is available on YouTube15. This dhun 
would often feature in the concerts of V Doreswamy Iyengar. Further, inspired by this dhun, 
he composed a song: ‘Koḷalanūduva celuvanyāre’, for the Kannada film ‘Subba Shastry’, 
sung by Saṅgīta Kalānidhi M Balamuralikrishna16.

‘Mērē	dardé jigar’, a dhun in rāga Janjhūṭi is set to caturaśra ēka tāḷa. 

One can see a lighter brisk movement of the rāga and variety in rhythm structure with a 
mixture of caturaśra and tiśra 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=f9B37lvvZ-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 YouTube17.

The notation of this dhun and the dhun in mālgunji were collected from the manuscript 
collection of late Vid. M Cheluvarayaswamy, renowned musicologist and disciple of vaiṇika 
pravīṇa Śrī Venkatagiriyappa and father of my Guru Vid C Krishnamurthy18.

The beautiful confluence of karṇāṭik and hindustāni music genres is evident in all these 
dhun-s. All these dhun-s were also played by Saṅgīta Kalānidhi Mysore T Chowdiah along 
with V Doreswamy Iyengar. Some other dhun-s that were often performed by Mysuru 
musicians are: 

  Rām ko ādhār - pīlu - Tisra Éka
  ān bān jiyā mē lāgi - Kāpi - ādi
  Hōri khēlat mōse - Khamāch - miśra cāpu
  Pyāri pyāri qurbān - pīlu - ēka tāla
  dhīrē dhīrē - ēka tāla
  Hindustāni - Dhun Bhairavi - ēka tāla19

It is interesting to note here that many of these nagmā-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 nagmā-s of Venkatagiriyappa in behāg, kīravāṇi and hindōḷa, the dhun-s - 
Hindustāni (dhun bhairavi), Nain Tērē, Murali ki dhun, etc20. 

Practising these nagmā-s can help one gain mastery over the instrument. Group renditions 
of the nagmā-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 nagmā-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



158 J O U R N A L  2 0 2 4

J O U R N A L  2 0 2 4   The Music Academy

APPENDIX 1: Notation for Veena Venkatagiriyappa’s nagmā	 in 
behāg
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APPENDIX 2:

Notation for Dr Veena Doreswamy Iyengar’s nagmā	 in	 Sindhu	
Bhairavi
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APPENDIX 3: Notation for Murali	 ki dhun in mālgunji,	 from 
the music book of Vid M Cheluvarayaswamy, a disciple of Veena 
Venkatagiriyappa. 
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and  Suḷādi Sapta Tāḷas
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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 Mēḷakarta Rāgas and Suḷādi Sapta Tāḷas across Carnatic Classical Music, Hindustāni 
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 Mēḷakarta Rāgas 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 Mēḷakarta 
Rāgas and Suḷādi Sapta Tāḷas, 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 Suḷādi Sapta Tāḷas 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, 
Hindustāni, and Western Classical Music. This approach not only facilitates cross-genre 
understanding but also underscores the universal appeal and relevance of Mēḷakarta Rāgas. 
The inclusion of Braille ensures accessibility, enabling visually challenged learners to engage 
with the material alongside sighted counterparts. Tactile graphics represent Suḷādi Sapta 
Tāḷas, 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 tāḷa

Conclusion
In conclusion, this teaching aid serves as a pivotal resource in making the intricate concepts 
of Mēḷakarta Rāgas and Suḷādi Sapta Tāḷas 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  
Śrīmān N.Ch. Krishnamacharyulu Gāru 

A Polymath in Karṇāṭik Music

Vidvān T.K.V. Ramanujacharyulu

The world of karṇāṭik music is graced by the contributions of numerous legendary figures, 
whose lives and works continue to inspire generations. Among these luminaries, Śrīmān 
N.Ch. Krishnamacharyulu Gāru stands out as a remarkable polymath. His unparalleled 
virtuosity in karṇāṭik 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
Śrīmān N.Ch. Krishnamacharyulu Gāru was born in 1923 in Jaggayyapet, Krishna district, 
Andhra Pradesh, to Śrīmān N.Ch. S. J. Tiruvenkatacharyulu Gāru and Śrīmati Venkata 
Ramanamma Gāru. From a young age he exhibited a prodigious talent for learning. His 
father, a distinguished scholar, imparted rigorous training in tarkam, vyākaraṇam, Sanskrit, 
and the divya prabandham. By the age of 16, young Krishnamacharyulu had already 
memorized complex texts like the amarakōśam and gurubala prabhōdhikā, 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, Śrīmān Chilakamarri Kesavacharyulu 
Gāru, a proficient violinist, recognized and nurtured Krishnamacharyulu’s latent musical 
talents. Under his uncle’s guidance, Krishnamacharyulu mastered the fundamentals of violin 
karṇāṭik 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 Vidvān 
Śrīmān Peddinti Suryanarayana Dikshita Dasu Gāru. This event marked the beginning of 
his illustrious journey in karṇāṭik 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 Vidvān “gāyaka sārvabhauma” Śrī Parupalli Ramakrishnayya Pantulu. 
This placed him in the esteemed lineage of Sadguru Śrī Tyāgarāja svāmi’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 Tyāgarāja. 
Krishnamacharyulu’s rigorous training under Parupalli Ramakrishnayya Pantulu honed his 
skills and deepened his understanding of karṇāṭik music. While Parupalli Ramakrishnayya 
Pantulu was his direct guru, Sangita Kalanidhi Śrī Dwaram Venkataswamy Naidu Gāru 
was his mānasika-guru or indirect guru. Sri Krishnamacharyulu was a great admirer and 
follower of his renditions, practicing diligently along with his recordings and always holding 
Śrī 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 
Maharajapuram Viswanatha Iyer, Madurai Mani Iyer, 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 Gāru not only up-skilled his disciples but also 
recommended some of them to All India Radio (AIR). Consequently, Krishnamacharyulu 
Gāru 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 yakṣagāna-s, 
bhaktiranjani, and śuktimuktāvali programs in Vijayawada AIR. He excelled as a poet, 
critic, and above all, a great vāggēyakāra.

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 Tyāgarāja kīrtana 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. Śrīmān 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 kṛti-s, devotional songs, and translations of classical Sanskrit texts 
into songs, such as Kulaśēkara Āzvār’s mukundamālā ślōka-s.

One of his notable contributions at AIR was the composition of a kṛti in kīravāṇi rāga, 
inspired by Tyāgarāja’s pancaratna kṛti-s. Encouraged by the music section producer, 
Sangita Kala Acharya Śrī Sandhyavandanam Srinivasa Rao, Krishnamacharyulu created 
a composition that followed the styles of both Tyāgarāja and Śyāmā Śāstri. His ability 
to compose kṛti-s resonated with the classical traditions of the great composers and 
was a testament to his deep understanding and respect for karṇāṭik music heritage. His 
composition “mārajananīm āśrayē” in nāṭakapriya rāga, requested by the legendary Śrī 
Voleti Venkateswarlu Gāru, is a shining example of his ability to create music that embodies 
the essence of great classical composers like Muttusvāmi Dīkṣitar. This composition was 
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also rendered in concerts by great vidvān’s like Lalgudi G Jayaraman, Sangita Kalanidhi 
T M Tyagarajan, etc.

In this kṛti, the verses are structured in dvitīya vibhakti, and both anupallavi and caraṇa-s 
feature beautiful madhyamakāla sāhitya-s. Each subsequent phrase is progressively shorter, 
resembling the tail of a cow (“gōpuccha”). For example: “vasumahitām… sumahitām.. 
mahitām.. hitām.. tām”. Each segment of the line maintains significant meanings, creating 
a cascading effect that is both intellectually and aesthetically pleasing.

Similarly, the kṛti ‘śrī kanakadurgē’ composed in kalyāṇi was developed when legendary 
vidvān-s Śrī BV Raman and Lakshmanan inquired about kṛti-s praising the Goddess 
Vijayawada Kanakadurga.

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

In my personal experience, I once requested him to teach a dēśādi tāla kṛti in kēdāragaula, 
to which he obliged and taught me one that started with ‘sarigādura caukasēyuṭaku’. I was 
unsure of the composer of that kṛti, thinking it had similarities to Śrī Patnam Subrahmanya 
Iyer. Later, I learned that he composed that kṛti extempore upon my request. Many 
such experiences were shared by his other disciples as well. To his credit he has many 
compositions in rare rāga-s like hēmavati, nāmanārāyaṇi etc. He is a true vāggēyakāra.

In addition to his musical compositions, Krishnamacharyulu was a prolific writer. He 
authored several poetic works in Telugu and Sanskrit, including “tyāgarāja caritam,” 
“parakāla vilāsam,” “bidala mōkṣam,” “naukā caritram,” and “candrakalā śōḍasi.” His 
works are characterized by their depth, erudition, and poetic beauty, reflecting his profound 
command of both languages.

Innovations in Karṇāṭik Music
Krishnamacharyulu’s contributions to karṇāṭik 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:

Pañcaratna kṛti “sādhincene” Analysis
One significant innovation was his detailed analysis and interpretation of the pañcaratna kṛti-s 
of Tyāgarāja. During a lecture demonstration at the Madras Music Academy, he proposed 
a revised approach to singing the eṭṭugaḍa svara-s of the ārabhi rāga kṛti “sādhincene.” He 
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suggested that musicians should revert to the pallavi “sādhincene” instead of the caraṇa 
“samayāniki,” 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 kṛti. 

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 ‘śaḍjamam’ (actually ‘śaḍjam’) and clarified the proper usage of terms 
‘pāṭham’ and ‘pāṭhāntaram.’

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

Garbha Kṛtis
Another remarkable contribution of Krishnamacharyulu to Karṇāṭik music was his concept 
of “garbha kṛti-s.” This innovative idea involved composing kīrtana-s in any tāla and 
allowing an ādi tāla kīrtana to be sung in three or four other tāla-s, such as khaṇdacāpu, 
rūpakam, and tiśra tripuṭa, without disrupting the prāsa (rhyme scheme). This novel 
approach demonstrates his deep understanding of rhythm and tāla, and it remains a unique 
contribution to the field of karṇāṭik music.

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

Krishnamacharyulu’s work exemplifies a harmonious blend of traditional karṇāṭik 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 kīrtana-s effectively 
and developing their manōdharma saṅgītam (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 karṇāṭik music, including those specializing in violin, vocal, flute, and 
vīṇā. His legacy as a teacher is a testament to his dedication to nurturing and passing on 
the rich traditions of karṇāṭik 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 Gāru, and aunt, Rukminamma Gāru, 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 Gāru, 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
 • I 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
 • Krishnapriya
 • PKD Mallikharjuna Sarma

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

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

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

His mastery of aṣṭāvadānam left audiences spellbound, further cementing his reputation as 
a polymath and a true master of his craft.

Contribution towards Visishtādvaita sampradāyam
Sri Krishnamacharyulu was a distinguished ubhaya vēdānta scholar, deeply versed 
in the traditional scriptures of both Sanskrit and drāviḍa vēdānta, such as the nālāyira 
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 vēdānta scholars, sharing profound insights and discussing intricate 
concepts. Inspired by HH Śrī Tridandi Srimannarayana Cinna Jīyar Svāmiji, 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 vāggēyakāra-s, especially the Trinity of karṇāṭik music—Tyāgarāja, Muttusvāmi 
Dīkṣitar, and Śyāma Śāstri. 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 karṇāṭik music, Harikatha, and literature continue to inspire 
and enrich the lives of musicians, scholars, and music lovers.

Conclusion
Sriman N.Ch. Krishnamacharyulu Gāru’s legacy is a testament to his extraordinary talents 
and unwavering commitment to the arts. His contributions to karṇāṭik 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 karṇāṭik 
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 mṛdaṅgam, 
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 1971.1

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 mṛdaṅgam vidvān, he has introduced numerous kōrvai-s, mōra-s, koraippu-s and 
other laya-centric compositions that bear the stamp of his artistry and have influenced 
younger generations of laya vidvān-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, mṛdaṅgam/
mṛdaṅga taraṅg, kanjīra
Commissioned by Evergreen Club Contemporary Gamelan (Toronto, CAN)

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

1993 Catch 21 (Genre: world) Instruments: marimba, vibraphone, congas, triangle, 
claves, kanjīra, konnakkōl
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YEAR COMPOSITION

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

1996 Jhampalaya (Genre: jazz) Instruments: Piano, mṛdaṅgam, saxophone

1997 Carnatic Concerto (Genre: contemporary/Western classical) Instruments: 
Piano, Flute, Violin, Viola, Cello, Double Bass, Clarinet, Western percussion, 
mṛdaṅgam, and kanjīra
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 
mṛdaṅgam

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

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

2003 Malkar (Genre: Middle-Eastern) Instrumentation: voice, flute, mṛdaṅgam, and 
percussion
rāga-s Malahari and Hejaz-kar

2005 Nalinakanthi (Genre: world/jazz) Instruments: voice, bass, mṛdaṅgam, 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, mṛdaṅgam 
rudrakēśi 11-beat tāla

2014 Hamsa (Genre: contemporary/Western Classical) Instruments: cello, clarinet, 
violin, flute

2018 Chapu Tala Malika (Genre: world/jazz) Instruments: vibraphone, guitar, 
vocal, violin, mṛdaṅgam, 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 kaccēri-enhancing 
mṛdaṅgam vidvān 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, I 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: 

 1. the use of a drone
 2. rāga-based melodic ideas
 3. ālāpana-like introductory sections and interludes
 4. tāla-based rhythmic structures and phrases, including naḍai changes
 5. Carnatic-derived forms (pallavi, anupallavi, caraṇam)
 6. improvisation (theme and variation)
 7. cadential figures and cues such as mōra-s and kōrvai-s
 8. 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 ālāpana-type introduction by the suling (bamboo flute) before 
the introduction of the main melodic motif (akin to a pallavi) in ādi tāla which alternates 
between catuśra and tiśra naḍai, played by the suling and metallic melodic percussion 
such as the bonang and saron. After this another short unmetered ālāpana-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 saṅgati-s are used in kṛti-s, finishing with arudi-like motifs back into the pallavi section.
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The following sections are defined by a new tāla structure (saṅkīrṇacāpu) over which 
some fascinating musical ideas are brought forth, including a mṛdaṅgam solo and a 
koraippu between mṛdaṅgam and kendhang (the main drum used in gamelan). This section 
composition is further defined by Śrī Sankaran’s decision to employ not only the mridangam 
in the context of a gamelan ensemble but the use of a mṛdaṅga-taraṅg, tuned to the five 
pitches of the gamelan itself, upon which he played a short improvised melodic solo (which 
is remarkably free from standard mṛdaṅgam repertoire) before playing the actual mṛdaṅgam 
solo. Rare even in India, the decision to use a mṛdaṅga-taraṅg speaks to his interest in 
expanding the role and possibility of what a mṛdaṅgist can achieve in novel contexts.

Figure 1 Trichy Sankaran and the Evergreen Club Contemporary Gamelan performing “Svaralaya”, 1984. 
Photo courtesy of Andrew Timar

Śrī 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 I 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 mṛdaṅgam. Another interesting thing that I created in that piece was 
the mṛdaṅga-taraṅg, I created an interesting tune within that piece where I could really 
play the mṛdaṅga-taraṅg. 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 mṛdaṅgist 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 śruti bhēdam, Hindustani lehera, 
naḍai-s, and cadential structures such as mōra-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 Śrī 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 Tiruppugaẓ tradition, specifically the composition “kādi mōdi”. 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 tāla 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 Śrī 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 
Śrī 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 21”, Śrī Sankaran has taken this idea but applied 
it to the 21-beat tala using four players of clave, each playing the tāla at different starting 
points, introducing a type of phasing. 

A further influence which was impactful on Śrī 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 
rhythms, 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 21” Śrī 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 Śrī Sankaran has used 
the voice, this time employing konnakkōl. 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 rāga, 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 Śrī 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 Śrī 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 Śrī Sankaran 
as a rāga-tāla-mālikā, with each of the six main movements of the piece being composed 
in a different rāga and tāla, each ending with a return to the main theme in kīravāṇi in ādi 
tāla. Aside from kīravāṇi and ādi tāla, the concerto features kalyāṇi in ādi tāla, hindōlam 
in khaṇḍa ēka, kadanakutūhalam in ādi tāla (khaṇḍa naḍai), hamsānandi in miśracāpu and 
kuntalavarāli in ādi tāla (tiśra naḍai). 

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 ālāpana-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 4th (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.
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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, Śrī Sankaran has 
also generated some captivating music that is firmly rooted in the tradition. Aside from 
composing pallavi-s, and a series of ciṭṭasvara-s for the Dikshitar’s “vātāpi”, in 2001 he 
composed a moving tillāna in kāpi rāga, miśracāpu tāla. First released on his Trichy’s 
Trio album2, the tillāna 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 tillāna. It is infused with interesting tīrmānam-structures, as well as a caraṇam with 
sāhityam in Tamil that he also composed, which are as follows:

  pāmarargal paṇivanbuḍan toẓum 
  paramakṛpākaranē guganē 
  pannirukaivēlavanē 
  pārpugaẓparamajñānadēsikanē

  பொமாரர்காள்பணிவான்பு�ன்சதிொழும் 
  பரமாக்ருபொகாரபனாகுகாபனா 
  பன்னாிருளைகாபவா�வாபனா 
  பொர்புகாழ்பரமாஞாொனாபதி�ிகாபனா 

It must be stated that in the Carnatic context unless sāhityam is included, a piece is not 
complete and that composing music alone does not qualify one as a vāggēyakāra. We find 
numerous examples of this within the history of Carnatic music wherein sāhityam 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 rāga and tāla 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, kanjīra and mṛdaṅgam. 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 cāpu talas of tiśra cāpu, khaṇḍa cāpu, 
miśra cāpu and saṅkīrṇa cāpu as a series of tāla-s, almost giving it a tiruppugaẓ-like quality. 
Set in kharaharapriya rāga, 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 
mōra-s and kōrvai-s), in addition to a khaṇḍa koraippu, played between the melodic and 
tāla vādya-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 Śrī 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 mṛdaṅgam tradition after collaborating 
deeply in other musical styles he replied “Of course. That’s my music, and that’s my God”.3

Related to this, what is notable about Śrī 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”.4 Śrī 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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The Arutpas of Vallalar Ramalinga Swamigal –  
A Bi Centenary Tribute

 Dr. Arimalam S Padmanabhan

வாள்ை�ொர் இரொமாலிங்கா சுவாொமாிகாள்  வாள்ை�ொர் இரொமாலிங்கா சுவாொமாிகாள்  
அருைிச் ச�ய்தி திிருவாருட்பொஅருைிச் ச�ய்தி திிருவாருட்பொ

�ொக்�ர் அொிமாைம் சு. பத்மாநாொபன்�ொக்�ர் அொிமாைம் சு. பத்மாநாொபன்

வாள்ை�ொர் வாொழ்க்ளைகாக்குறிப்பு :வாள்ை�ொர் வாொழ்க்ளைகாக்குறிப்பு :
“வாொளைழியடி வாொளைழிசயனா வாந்தி திிருக்கூட்� மாரபில் யொன் ஒருவான்”“வாொளைழியடி வாொளைழிசயனா வாந்தி திிருக்கூட்� மாரபில் யொன் ஒருவான்” என்று திம்ளைமா 
உ�காிற்கு அறிமுகாப்படுத்திிக் சகாொண்�வார் வாள்ை�ொர் இரொமாலிங்கா சுவாொமாிகாள்வாள்ை�ொர் இரொமாலிங்கா சுவாொமாிகாள்.
இம் மாரபு, அகாத்திிய முனாிவார், திிருமூ�ர், திிருவாள்ளுவார் சதிொ�ங்காி, பதிவாொர மூவார், 
மாொணிக்காவாொ�கார், ஆழ்வாொரொதிிகாள், இளை�க்காொ� �ித்திர்காள், திொயுமாொனாவார், முத்துத் 
திொண்�வார் எனா ஒரு சபருந்திிருக் கூட்�மாொகா நாீட்�ிசபறுகாிறது. வாள்ை�ொருக்குப் 
பின்னும் அது, ரமாண மாகாொிஷி, மாகாொன் அரவாிந்திர், மாகாொத்மாொ காொந்திி, மாகாொகாவாி பொரதிியொர் 
எனாத் சதிொ�ர்ந்து ச�ன்று சகாொண்டிருக்காிறது. 

கா�லூர் மாொவாட்�ம் வா�லூர் அருபகா உள்ை மாருதூர் காிரொமாத்திில் சுபொனு வாரு�ம் 
புரட்�ொ�ி மாொதிம் 21ஆம் நாொள் ஞாொயிற்றுக் காிழிளைமா (5-10-1823) அன்று இரொளைமாயொ 
பிள்ளைை, �ின்னாம்ளைமா திம்பதிியருக்கு மாகானாொகாப் பிறந்திவார் இரொமாலிங்காம். ஆன்மாிகாத் 
பதி�லில் தின்ளைனா காளைரத்துக் சகாொண்� வாள்ை�ொருக்கு இல்�ற வாொழ்வாில் ஈடுபொடு 
இல்ளை�. சபற்பறொொின் வாற்புறத்தி�ொல் தின் �பகாொதிொி உண்ணொமுளை� அம்ளைமாயின் 
மாகாள் தினாபகாொடிளைய மாணந்திொர். பின் மாளைனாவாிளையயும் ஆன்மாிகா வாழிியில் ஈடுபடுத்திினாொர். 
திம் வாொழ்நாொைில் குழிந்ளைதிப் பருவாத்திிலிருந்து நாீண்� காொ�ம் ச�ன்ளைனாயிலும் (1825–
1858), பின்னார், கா�லூர் மாொவாட்�ம் காருங்குழிி (1858 – 1867) வா�லூர் (1867–1870) 
பமாட்டுக்குப்பம் (1870–1874) ஆகாிய காிரொமாங்காைில் வாொழ்ந்திவார். இறுதிியில் ஸ்ரீமுகா 
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வாரு�ம் ளைதி மாொதிம் 19 சவாள்ைிக்காிழிளைமா (30-01-1874) அன்று பமாட்டுக்குப்பத்திில் �ித்திி 
அளை�ந்திொர். அந்தி இ�ம் ‘�ித்திி வாைொகாம்’‘�ித்திி வாைொகாம்’ என்று அளைழிக்காப்படுகாிறது.

வாள்ை�ொர் திந்தி வாொழ்வாியல் சநாறிகாள்வாள்ை�ொர் திந்தி வாொழ்வாியல் சநாறிகாள்
கா�வுள் ஒருவாபர. அவாபர அருட்சபருஞ்ப�ொதிியொகா இருக்காிறொர். பு�ொல் உணவு 
உண்ணக் கூ�ொது, எந்தி உயிளைரயும் சகாொல்�க் கூ�ொது, �ொதிி, மாதிம், இனாம், சமாொழிி 
முதிலிய பவாறுபொடு கூ�ொது, இறந்திவார்காளைை எொிக்காக் கூ�ொது; �மாொதிி ளைவாத்தில் 
பவாண்டும், எதிிலும் சபொது பநாொக்காம் பவாண்டும்; ப�ித்திவார்காளுக்கு �ொதிி, மாதிம், 
இனாம், சமாொழிி முதிலிய பவாறுபொடு காருதிொது உணவாைித்தில் பவாண்டும்; �ிறு சதிய்வா 
வாழிிபொட்டில், அவாற்றின் சபயரொல் பலி இடுதில் கூ�ொது; உயிர்காளைை துன்புறுத்திக் 
கூ�ொது; மாதிசவாறி கூ�ொது.

வாள்ை�ொர் பற்றிய �ிறப்புக் குறிப்புகாள்வாள்ை�ொர் பற்றிய �ிறப்புக் குறிப்புகாள்
 • திமாது சகாொள்ளைகாக்சகான்று �மார� சுத்தி �ன்மாொர்க்காம்�மார� சுத்தி �ன்மாொர்க்காம் என்ற ஒரு தினாி மாொர்க்காத்ளைதிக் 

காண்�வார் இரொமாலிங்கா அடிகாபை.

 • திமாது மாொர்க்காத்திிற்சகான்று ஒரு தினாிச் �ங்காத்ளைதி நாிறுவாி தினாிக் சகாொடி, தினாி 
மாந்திிரம், தினாிச் �ளைப காண்�வார் வாள்ை�ொபர.

ப�ிப்பிணி பபொக்குவாதுதிொன் அறச்ச�யல்காளுக்கு எல்�ொம் முதின்ளைமாயொனாது என்று 
பபொதிித்திொர். மாக்காைின் ப�ிப்பிணி பபொக்குவாதிற்காொகா, 1867ம் ஆண்டு வா�லூர் அருபகா 
பொர்வாதிிபுரம் என்ற காிரொமாத்திில் 80 காொணிநாி�த்ளைதி மாக்காைி�மாிருந்து திொனாமாொகா சபற்று, 
�மார� சுத்தி �ன்மாொர்க்கா �த்திிய திருமா �ொளை��மார� சுத்தி �ன்மாொர்க்கா �த்திிய திருமா �ொளை�ளைய நாிறுவாினாொர். 21 அடி நாீைம், 205 அடி 
அகா�ம், சகாொண்� அடுப்பு அன்று முதில் இன்றுவாளைர 154 ஆண்டுகாள் அளைணயொமால் 
எொிந்து மாக்காள் ப�ிப் பிணி பபொக்காி வாருகாிறது. அதிில், எந்திவாிதி பொகுபொடின்றி 
அளைனாவாருக்கும் மூன்று பவாளைையும் உணவாைித்து வாந்திொர்.

நாிறுவாிய நாிளை�யங்காள் நாிறுவாிய நாிளை�யங்காள் 
 1. �ன்மாொர்க்கா �ங்காம், வா�லூர் - 1865 1. �ன்மாொர்க்கா �ங்காம், வா�லூர் - 1865
 2. �த்திிய திருமாச்�ொளை�, வா�லூர் - 1867  2. �த்திிய திருமாச்�ொளை�, வா�லூர் - 1867 
 3. �ித்திி வாைொகாம், பமாட்டுக்குப்பம் - 1870 3. �ித்திி வாைொகாம், பமாட்டுக்குப்பம் - 1870
 4. �த்திிய ஞாொனா �ளைப, வா�லூர் - 1872  4. �த்திிய ஞாொனா �ளைப, வா�லூர் - 1872 

ப�ொதிி வாழிிபொடுப�ொதிி வாழிிபொடு
வாள்ை�ொர், எல்ப�ொருக்கும் சபொதுவாொனா பகாொயி�ொம் �த்திிய ஞாொனா �ளைபளைய 
நாிறுவாி அதினுள் “ப�ொதிி” வாழிிபொட்ளை� மாட்டுபமா புகுத்திினாொர். �மாயம் �ொர்ந்தி 
ப�ொதிி வாழிிபொட்டுக்கு முற்றிலும் மாொறுபட்�து வாள்ை�ொொின் ப�ொதிி சநாறித் 
தித்துவாம். “அஞ்ஞாொனா இருளைை இளைறவான் அருைொல் சபற�ொகும் அருட்ப�ொதிியின் 



191VO LU M E  9 3

The Music Academy  J O U R N A L  2 0 2 4

துளைணசகாொண்ப� நாீக்குதில் இயலும். இவ்வாருட்ப�ொதிிபய சமாய்ஞ்ஞாொனாம் அல்�து 
இயற்ளைகா வாிைக்காம் அல்�து உண்ளைமாயறிவு எனாப்படும்.

�ொதிிகாளைையும் �மாயங்காளைையும் மாட்டுமால்�ொது, உருவா வாழிிபொட்ளை�யும் வாள்ை�ொர் 
கா�ந்து நாின்றொர். துறவுக்குொிய காொவாி உளை�ளையத் திவாிர்த்து சவாண்ளைமா நாிற ஆளை�ளைய 
உடுத்திினாொர். திிருவாருட் பிரகாொ� வாள்ை�ொர், வா�லூர் வாள்ை�ொர் என்ற �ிறப்புப் 
சபயர்காளும் உண்டு.

பளை�ப்புகாள் பளை�ப்புகாள் 
 1. திிருவாருட்பொ: 6000 பொ�ல்காள் சகாொண்�து. ஆறு திிருமுளைறகாைொகாத் 

சதிொகுக்காப்பட்டுள்ைது. காிளை�த்திிருப்பளைவா 5818 பொ�ல்காள். முதில் திிருமுளைற : முதில் திிருமுளைற : 
1 - 570 ; 2ஆம் திிருமுளைற : ஆம் திிருமுளைற : 571 - 1958 ; 3ஆம் திிருமுளைற : ஆம் திிருமுளைற : 1959 - 2570 ; 4ஆம் ஆம் 
திிருமுளைறதிிருமுளைற : 2571 - 3028 ; 5ஆம் திிருமுளைறஆம் திிருமுளைற : 3029 - 3266 ; 6ஆம் திிருமுளைற ஆம் திிருமுளைற : 
3266 - 5818.  திிருவாருட்பொ பதிொத்திிர நூல் எனாப்படுகாிறது. 

 2. மானுமுளைற காண்� வாொ�காம் :மானுமுளைற காண்� வாொ�காம் : உளைரநாளை� நூல் (1854) சபொிய புரொணத்திில் 
‘மானுமுளைற காண்� புரொணத்ளைதித் திழுவாி எழுதிப்பட்�து.

 3. �ீவாகாொருண்ய ஒழுக்காம் :�ீவாகாொருண்ய ஒழுக்காம் : உளைரநாளை� நூல் (1867) �ொத்திிர நூல்.

திிருவாருட்பொவாில் இளை� : திிருவாருட்பொவாில் இளை� : 
இளை�ப் பொ�ல்காைொல் நாிளைறந்திது திிருவாருட்பொ. எைிய சமாொழிி நாளை�யிலும், இனாிய 
ஓளை�யில் �ந்தி நாயத்து�னும் அளைமாந்திளைவா இப்பொ�ல்காள். இரொகா பொவாத்துக்கும் 
காற்பளைனாக்கும் இ�ம் அைிக்காக் கூடிய �ொகாித்திிய அளைமாப்புகாள் நாிளைறய உண்டு. 
திொைத்து�பனாொ திொைம் இன்றிபயொ பொ�க் கூடியதிொகாபவா சபரும்பொ�ொனா அருட்பொக்காள் 
அளைமாந்துள்ைனா. ஆறொம் திிருமுளைறயில் காீர்த்திளைனாப் பகுதிியில் ப� பொ�ல்காள் 
இ�ம்சபற்றுள்ைனா. இளை�ப் பொ�ல்காைில் பதிவாொரம், திிருவாொ�காம், திொயுமாொனாவார், 
முத்துத் திொண்�வார், �ித்திர் பொ�ல்காைின் ச�ல்வாொக்கு அதிிகாம் உள்ைது. இளைவா திவாிர, 
�ிந்துப் பொ�ல்காைொனா கும்மாி, ஆனாந்திக் காைிப்பு, காிைிக்காண்ணி, பிறவாளைகாக் காண்ணிகாள், 
பந்திொட்�ப் பொட்டு பபொன்ற பொ�ல்காளும் உண்டு. ‘வாருவாொர் அளைழித்து வாொடி’, ‘எனாக்கும் ‘வாருவாொர் அளைழித்து வாொடி’, ‘எனாக்கும் 
உனாக்கும் இளை�ந்தி சபொருத்திம்’, ‘திண்�னாிட்ப�ன் என்று ச�ொல்லுவீர்’, ‘வாொனாத்திின் உனாக்கும் இளை�ந்தி சபொருத்திம்’, ‘திண்�னாிட்ப�ன் என்று ச�ொல்லுவீர்’, ‘வாொனாத்திின் 
மாீது மாயி�ொ�க் காண்ப�ன்’மாீது மாயி�ொ�க் காண்ப�ன்’ முதி�ொனா பொ�ல்காள் இளை�யு�காில் பிரப�மாொனாளைவா.
திிருவாருட்பொவாில் ப�ளைனா �ம்பிரதிொயத்திில் பொடுவாது பபொன்ற நாொமாொவாைிகாளும் நாிளைறய 
உண்டு. திிருவாருட்பொ இளை�த் துளைறயினார்க்குக் காிளை�த்துள்ை மாிகாப் சபொிய இளை�க் 
காருவூ�ம் ஆகும். அருட்பொக்காளைை வாிருத்திமாொகாப் பொடும் பபொது இரொகாங்காைின் முழு 
பொவாத்ளைதியும், இரொகாத்திின் முழு ச�ொரூபத்ளைதியும் பதிர்ந்தி காளை�ஞார்காள் சவாைிப்படுத்தி 
இயலும். அந்தி அைவாிற்கு அருட்பொவாில் ஓளை� நாயம், ச�ொல் நாயம், சபொருள் நாயம், 
உணர்ச்�ிப் சபருக்கு ஆகாியளைவா நாிரம்பி இருக்காின்றனா. ஏறத்திொழி 4000 பொ�ல்காளுக்கும் 
பமால் இளை� அளைமாத்துப் பொ�த்திக்கா அருட்பொக்காள் இளை�க் காளை�ஞார்காளுக்கு ஒரு 
காைஞ்�ியமாொகா இருக்காின்றனா. 
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�ன்மாொர்க்காத்ளைதிப் பின்பற்றுபவார்காள் வாொழ்க்ளைகாயில் காளை�பிடிப்பதிற்காொனா சநாறி 
முளைறகாைொகா வாள்ை�ொர் நாொன்கு வாளைகா ஒழுக்காங்காளைை உபபதி�ித்திொர். அவாற்ளைற 
அவார் திம் உளைரநாளை�காைிலும் திிருவாருட்பொவாிலும் பரவா�ொகாக் காொண�ொம். இங்கு 
நாொல்வாளைகா ஒழுக்காங்காளைைக் கூறி, அவாற்று�ன் சபொருந்திிவாருகாின்ற ப� அருட்பொக்காைி 
லிருந்துவாளைகாக்கு ஒன்றொகா இனாிக் காொண்பபொம்.

இந்திிொிய ஒழுக்காம், காரண ஒழுக்காம், �ீவா ஒழுக்காம், ஆன்மா ஒழுக்காம்இந்திிொிய ஒழுக்காம், காரண ஒழுக்காம், �ீவா ஒழுக்காம், ஆன்மா ஒழுக்காம் எனா நாொல்வாளைகா 
சநாறிமுளைறகாளைை வாள்ை�ொர் உபபதி�ிக்காிறொர். இளைவா ஒவ்சவாொன்றும் தினாித் 
தினாியொனாளைவா 

அல்�; ஒன்பறொச�ொன்று சநாருங்காிய சதிொ�ர்பு உளை�யளைவா. இவாற்ளைற வாொழ்க்ளைகாயில் 
காளை�பிடிப்பதின் மூ�ம் ஒருவார் மாரணமாி�ொப் சபருவாொழ்ளைவா அளை�ய�ொம் என்பது 
வாள்ை�ொர் சகாொள்ளைகா. 

1. இந்திிொிய ஒழுக்காம் :இந்திிொிய ஒழுக்காம் : இந்திிொியங்காைொகாியசபொறி, பு�ன்காளைை ஒழுங்குபடுத்துதில், 
அ�க்காி ஆளுதில் என்பபதி இந்திிொிய ஒழுக்காமாொகும். நாொன்காொம் திிருமுளைறயில் 
இ�ம் சபற்றுள்ை பின்வாரும் பொ�ல் இவ்சவாொழுக்காத்ளைதிக் காளை�பிடித்தில் குறித்து 
வாிைக்குவாதிொகா அளைமாகாிறது.

 இரொகாம் : காரஹரப்ொியொ  வாிருத்திம்
சதிொடுக்கா பவாொநால்� ச�ொல்மா�ர் இல்ளை� நாொன்சதிொடுக்கா பவாொநால்� ச�ொல்மா�ர் இல்ளை� நாொன்
 துதிிக்காபவாொ பத்திி சுத்திமும் இல்ளை� உள் துதிிக்காபவாொ பத்திி சுத்திமும் இல்ளை� உள்
ஒடுக்கா பவாொமானாம் என்வா�ம் இல்ளை� ஊஒடுக்கா பவாொமானாம் என்வா�ம் இல்ளை� ஊ
 டுற்ற ஆணவா மாொதிிமா �ங்காளைைத் டுற்ற ஆணவா மாொதிிமா �ங்காளைைத்
திடுக்கா பவாொதிி�ம் இல்ளை� என் மாட்டிப�திடுக்கா பவாொதிி�ம் இல்ளை� என் மாட்டிப�
 தியவு திொன்நாினாக் காில்ளை� உயிளைரயும் தியவு திொன்நாினாக் காில்ளை� உயிளைரயும்
வாிடுக்கா பவாொமானாம் இல்ளை�என் ச�ய்குபவான்வாிடுக்கா பவாொமானாம் இல்ளை�என் ச�ய்குபவான்
 வாிைங்கு மான்றில் வாிைங்காிய வாள்ைப�.  வாிைங்கு மான்றில் வாிைங்காிய வாள்ைப�. 

சபொறி, பு�ன்காளைை அ�க்காி ஆளுதில் என்பது அவ்வாைவு எைிதிொனா ஒன்றல்� என்பளைதி 
வாிைக்குவாதிொகா இப்பொ�ல் அளைமாந்துள்ைது. அதிளைனாத் திம்முளை�ய அனுபவாமாொகாபவா 
வாள்ை�ொர் சவாைிப்படுத்துகாிறொர். 

2. காரண ஒழுக்காம் :காரண ஒழுக்காம் : உட்காருவாிகாைொகாிய ‘மானாம்’ முதிலியவாற்ளைற ஒழுங்குபடுத்திி, அ�க்காி 
ஆள்வாபதி ‘காரண ஒழுக்காம்’ எனாக் கூறப்படுகாிறது. வாொக்கு பவாறு.. மானாம் பவாறு.. ச�யல் 
பவாறு.. என்ற நாிளை�யில் இளைறவாளைனா வாழிிப�ொதிீர்காள்வாழிிப�ொதிீர்காள். மூன்றும் ஒன்றிய நாிளை�யில் 
வாழிிபடுங்காள். மானாளைதி அ�க்கா நாிளைனாத்திொல் அ�ங்காொது. அளைதி அறிய நாிளைனாத்திொல் 
அ�ங்கும். திவாறு ச�ய்வாதும் மானாம் திொன். இனாி திவாறு ச�ய்யக் கூ�ொது என்று 
திீர்மாொனாிப்பதும் மானாம் திொன்.அன்பும் இரக்காமும் வாொழ்க்ளைகாயின் அடிப்பளை�.
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மானாத்ளைதி அ�க்குதில் ஞாொனாிகாளுக்குக் கூ� எைிதிொனா ஒன்றல்� என்பளைதி 
வாிைக்குவாது�ன், நாிளை�யொளைமா தித்துவாத்திின் உச்�த்ளைதியும் இப்பொ�ல் வாிவாொிக்காிறது. 
ஆறொம் திிருமுளைறயில் இ�ம்சபற்றுள்ை இப் பொ�ல் மாிகாவும் பிர�ித்திமாொனா அருட்பொ 
ஆகும். 

இரொகாமாொலிளைகா  வாிருத்திம்
காைக்காம் அறப் சபொது நா�ம் நாொன் காண்டு சகாொண்� திருணம்காைக்காம் அறப் சபொது நா�ம் நாொன் காண்டு சகாொண்� திருணம்
 காளை�ச்�ிறிபயன் உைம்பூத்துக் காொய்த்திசதிொரு காொய்திொன் காளை�ச்�ிறிபயன் உைம்பூத்துக் காொய்த்திசதிொரு காொய்திொன்
வாிைக்காமுறப் பழுத்திிடுபமாொ சவாம்பி உதிிர்ந் திிடுபமாொவாிைக்காமுறப் பழுத்திிடுபமாொ சவாம்பி உதிிர்ந் திிடுபமாொ
 சவாம்பொது பழுக்காினும்என் காரத்திில் அகாப் படுபமாொ சவாம்பொது பழுக்காினும்என் காரத்திில் அகாப் படுபமாொ
சகாொைக்காருது மா�மாொளையக் குரங்குகாவார்ந் திிடுபமாொசகாொைக்காருது மா�மாொளையக் குரங்குகாவார்ந் திிடுபமாொ
 குரங்குகாவா ரொசதினாது குறிப்பில் அகாப் படினும் குரங்குகாவா ரொசதினாது குறிப்பில் அகாப் படினும்
துைக்காமாற உண்ணுவாபனாொ சதிொண்ளை�வாிக்காிக் சகாொளுபமாொதுைக்காமாற உண்ணுவாபனாொ சதிொண்ளை�வாிக்காிக் சகாொளுபமாொ
 ப�ொதிிதிிரு உைம் எதுபவாொ ஏதும் அறிந் திி�பனா. ப�ொதிிதிிரு உைம் எதுபவாொ ஏதும் அறிந் திி�பனா.

இங்கு மானாம், பூவாிலிருந்து பிறக்கும் காொயொகாவும், மாொளைய, குரங்காொகாவும் உருவாகாப்படுத்திப் 
படுகாின்றனா. காொய் பழிமாொகாி உண்ணப்படுவாபதிொடு மானாம் பக்குமாொவாது ஒப்பி�ப்படுகாிறது. 
இந்தி ஒப்பிடுகாளு�ன் வாொழ்வாின் நாிளை�யொளைமாத் தித்துவாமும் வாலியுறுத்திப்படுகாின்றது. 
திிருவாருட்பொவாில் இப்பொ�ல் மாிகாவும் பிரப�மாொனா பொ�ல் ஆகும். இளை� நாொ�கா பமாளை� 
காைிலும், இளை� அரங்குகாைிலும் அக்காொ�த்திில் அதிிகாமாொகாப் பொ�ப்பட்�திொகும். 
மாகாொகாவாி பொரதிியொருக்கு மாிகாவும் வாிருப்பமாொனா பொ�ல் ஆகும். இதின் சபொருட்டும், 
பொ�லின் பிரப�ம் காருதிியும் திமாது பதி� பக்திிப் பொ�ல்காைில், மாின்ப�ொ மாொர்லி 
�ீர்திிருத்திம் குறித்தி பொ�லுக்கு, “காைக்காமாறப் சபொதுநா�ம்’ என்ற சமாட்டு என்று பொரதிி 
குறிப்பிட்டிருப்பளைதிக் காொண�ொம். 

இப்பொ�லில் மூன்று படி நாிளை�காள் உள்ைனா. அதிற்பகாற்ப மூன்று சபொருத்திமாொனா 
இரொகாங்காைில் இப்பொ�ளை� பொவாத்து�ன் பொ�ச் �ிறப்பொகா அளைமாயும். 

3. �ீவா ஒழுக்காம் :�ீவா ஒழுக்காம் : இப் புவாியில் வாொழும் மானாிதிர்காள் யொவாளைரயும் �ொதிி, மாதி, இனா, 
நாிற, நாி� பபதிம் இன்றித் தின்ளைனாப் பபொல் பொவாித்து ஒழுகுதில். இதுபவா மானாிதி பநாயம் 
வாைர்க்கும் ஒழுக்காமாொகும். இந்தி ஒழுக்காம் குறித்து வாிொிவாொனா நூளை� உளைரநாளை�யொகா 
1867இல் சவாைியிட்டுள்ைொர் வாள்ை�ொர். திிருவாருட்பொவாில் ஏரொைமாொனா பொ�ல்காள் 
இவ்சவாொழுக்காம் குறித்து வாிவாொிக்காின்றனா. 

4. ஆன்மா ஒழுக்காம் :ஆன்மா ஒழுக்காம் : வாி�ங்குகாள், பறளைவாகாள், புழு, பூச்�ிகாள், ச�டி, சகாொடி, மாரம் எனும் 
திொவாரங்காள் உள்ைிட்� எல்�ொ உயிர்காளைையும் தின்ளைனாப் பபொல் பொவாித்து ஒழுகுதில் 
என்பபதி ஆன்மா ஒழுக்காம் ஆகும். இதிளைனா வாிைக்கும் பல் பொ�ல்காள் அருட்பொவாில் 
உள்ைனா. 
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இரொகாம் : �ிவாரஞ்�னாி  வாிருத்திம்
வாொடிய பயிளைரக் காண்�பபொ சதில்�ொம் வாொடிபனான் ப�ியினாொல் இளைைத்பதிவாொடிய பயிளைரக் காண்�பபொ சதில்�ொம் வாொடிபனான் ப�ியினாொல் இளைைத்பதி
வீடுபதிொறு இரந்தும் ப�ியறொது அயர்ந்தி சவாற்றளைரக் காண்டு உைம் பளைதித்பதின்வீடுபதிொறு இரந்தும் ப�ியறொது அயர்ந்தி சவாற்றளைரக் காண்டு உைம் பளைதித்பதின்
நாீடிய பிணியொல் வாருந்துகாின்பறொர் என் பநார் உறக்காண்டு உைம் துடித்பதின்நாீடிய பிணியொல் வாருந்துகாின்பறொர் என் பநார் உறக்காண்டு உைம் துடித்பதின்
ஈடின்மாொனாிகாைொய் ஏளைழிகாைொய் சநாஞ்சுஇளைைத்திவார் திளைமாக்காண்ப� இளைைத்பதின்.ஈடின்மாொனாிகாைொய் ஏளைழிகாைொய் சநாஞ்சுஇளைைத்திவார் திளைமாக்காண்ப� இளைைத்பதின்.

வாள்ை�ொர் என்ற சபயளைரக் பகாட்�துபமா நாிளைனாவாிற்கு வாரும் அருட்பொ இதுவாொகும். 
இப்பொ�ல், �ீவா ஒழுக்காம், ஆன்மா ஒழுக்காம் இரண்ளை�யும் மாிகா எைிதிொகாவும், 
ஆழிமாொகாவும், இரத்திினாச் சுருக்காமாொகாவும் வாிவாொிக்காின்றது. மானாிதி பநாயத்திின் உச்�த்ளைதிக் 
காொட்டும் அருட்பொ இது. 

இதின் சதிொ�ர்ச்�ியொகா பொரதிியொொின் நாொன்மாணி மாொளை�யில் வாரும், 
 “பப�ொப் சபொருளைைப் பப� நாொன் துணிந்பதின்” “பப�ொப் சபொருளைைப் பப� நாொன் துணிந்பதின்” என்றபொ�ளை�யும், 
 “வாயிற்றுக்குச் ப�ொறி� பவாண்டும் இங்கு வாொழும் மானாிதிருக் சகால்�ொம்”“வாயிற்றுக்குச் ப�ொறி� பவாண்டும் இங்கு வாொழும் மானாிதிருக் சகால்�ொம்” என்பது 
பபொன்ற பொ�ல் அடிகாளைை இங்கு நாிளைனாவுகூர�ொம்.

மாரணமாி�ொப் சபருவாொழ்வு :மாரணமாி�ொப் சபருவாொழ்வு :
வாொழ்நாொள் முழுவாதும் �ன்மாொர்க்கா சநாறிகாளைைத் தூய்ளைமாயொகா காளை�பிடித்து வாொழ்பவார் 
மாரணமாி�ொப் சபருவாொழ்வாிளைனா எய்தி முடியும் என்பது வாள்ை�ொொின் உபபதி�ம் ஆகும். 
அளைதி அளை�வாதிற்கு ஒருவார் இளைறவாளைனா வாணங்கா பவாண்டிய முளைறளையப் பின்வாரும் 
பொ�லில் வாிைக்குகாிறொர். 

இரொகாம் : ஹிந்பதிொைம்  வாிருத்திம் 

நாிளைனாந்து நாிளைனாந்து உணர்ந்து உணர்ந்து சநாகாிழ்ந்து சநாகாிழ்ந்து அன்பப நாிளைனாந்து நாிளைனாந்து உணர்ந்து உணர்ந்து சநாகாிழ்ந்து சநாகாிழ்ந்து அன்பப 
நாிளைறந்து நாிளைறந்து ஊற்சறழும் காண்ணீரதினாொல் உ�ம்பு நாிளைறந்து நாிளைறந்து ஊற்சறழும் காண்ணீரதினாொல் உ�ம்பு 
நாளைனாந்து நாளைனாந்து அருைமுபதி நான்னாிதிிபய ஞாொனா நாளைனாந்து நாளைனாந்து அருைமுபதி நான்னாிதிிபய ஞாொனா 
நா�த்திரப� என்னுொிளைமா நாொயகாபனா என்று நா�த்திரப� என்னுொிளைமா நாொயகாபனா என்று 
வாளைனாந்து வாளைனாந்து ஏத்துது நாொம் வாம்மாின் உ�காியலீர் வாளைனாந்து வாளைனாந்து ஏத்துது நாொம் வாம்மாின் உ�காியலீர் 
மாரணமாி�ொப் சபருவாொழ்வாில் வாொழ்ந்திி��ொம் காண்டீர் மாரணமாி�ொப் சபருவாொழ்வாில் வாொழ்ந்திி��ொம் காண்டீர் 
புளைனாந்துளைரபயன் சபொய்புகாப�ன் �த்திியம் ச�ொல்காின்பறொர் புளைனாந்துளைரபயன் சபொய்புகாப�ன் �த்திியம் ச�ொல்காின்பறொர் 
ச�ொற்�ளைபயில் �ிற்�ளைபயில் புகுந்திருணம் இதுபவா.ச�ொற்�ளைபயில் �ிற்�ளைபயில் புகுந்திருணம் இதுபவா.

பொ�லின் சபொருள் :பொ�லின் சபொருள் : மானாிதின் பக்திி நாிளை�யில் இளைறவானாின் அருள் ஒைிளைய 
நாிளைனாந்து பின் அளைதி உணர்ந்து அந்தி ஒைி ஆற்றல் நாமாது ஆன்மாொவாிலும், சூட்சுமா 
பதிகாத்திிலும் கா�ப்பதிொகா பொவாிக்கா பவாண்டும். அப்படி பொவாளைனா முழுநாிளை� அளை�யும் 
பபொது காண்காைிலிருந்து காண்ணீர் சபருக்சகாடுக்கும். பக்திி நாிளை�யின் உயர்நாிளை� 
அனுபவாமாொகும் இது. எனாபவா இளைற ஒைிளைய ப�ொர்வாில்�ொது பொவாளைனா ச�ய்தில் 
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பவாண்டும். அப்படி உண்ளைமாயொனா அன்பு பொிணமாித்து வாைர வாைர நாொமும் அருள் 
ஆற்றல் சபற்று மாரணமாில்�ொப் சபருவாொழ்ளைவா அளை�ய இயலும் எனா சதிைிந்து 
ச�யல்ப� பவாண்டும். பமாலும் இந்தி பக்திி நாிளை�யில் இந்திிொிய காரண ஒழுக்காமும் 
பமாப�ொங்கும் பபொது, நாமாது பதிகாமாொனாது இளைற அருைொல் பவாதிிக்காப்பட்டு, தூ�பதிகாம் 
– படிப்படியொகா சுத்தி பிரணவா ஞாொனாபதிகாமாொகா மாொறும். இந்தி சதிய்வா பொவாளைனாளைய முழு 
நாம்பிளைகாயு�ன் ச�ய்துவார நால்� அனுபவாம் காிளை�க்கும்.

�ரணொகாதிி தித்துவாம் �ரணொகாதிி தித்துவாம் (Complete Surrender) : 
திிருவாருட்பொவாில் ப� பொ�ல்காள் ஸ்ரீ ளைவாஷ்ணவாத்திின் ‘�ரணொகாதிி தித்துவாம்’ �ொர்ந்து 
காொணப்படுகாின்றனா. �ொன்றொகா இங்கு ஒரு பொ�ளை� மாட்டும் காொண்பபொம்.

இரொகாம் : பமாொகானாம் வாிருத்திம்
பொட்டுவாித்திொல் பொடுகாின்பறன் பணிவாித்திொல் பொட்டுவாித்திொல் பொடுகாின்பறன் பணிவாித்திொல் 
 பணிகாின்பறன் பதிிபய நாின்ளைனாக்   பணிகாின்பறன் பதிிபய நாின்ளைனாக்  
கூட்டுவாித்திொல் கூடுகாின்பறன் குளைழிவாித்திொல்கூட்டுவாித்திொல் கூடுகாின்பறன் குளைழிவாித்திொல்
 குளைழிகாின்பறன் குறித்தி ஊளைண   குளைழிகாின்பறன் குறித்தி ஊளைண  
ஊட்டுவாித்திொல் உண்காின்பறன் உறக்குவாித்திொல் ஊட்டுவாித்திொல் உண்காின்பறன் உறக்குவாித்திொல் 
 உறங்குகாின்பறன் உறங்காொ சதின்றும்  உறங்குகாின்பறன் உறங்காொ சதின்றும் 
ஆட்டுவாித்திொல் ஆடுகாின்பறன் அந்பதிொஇச் ஆட்டுவாித்திொல் ஆடுகாின்பறன் அந்பதிொஇச் 
 �ிறிபயனாொல் ஆவா சதின்பனா. �ிறிபயனாொல் ஆவா சதின்பனா.

என்னுளை�ய ச�யல்காள் யொவுபமா இளைறவானாின் திிருவுைப்படிபய நாளை�சபறுகாின்றனா. 
என்னாொல் ஆகாக் கூடியது எதுவுமாில்ளை� என்பளைதி வாலியுறுத்துகாிறது இப் பொ�ல்.

நாிளைறவுளைர :நாிளைறவுளைர : வாள்ை�ொர் திம் வாொழ்க்ளைகாயின் இ�ட்�ியத்ளைதி அளை�ந்துவாிட்� நாிளை�ளைய 
வாிைக்கும் ஆனாந்தி பமாலீ�ொகா இப் பொ�ல் அளைமாகாிறது. திம்முளை�ய பிறவாித் துன்பம் 
எல்�ொம் நாீங்காி வாிட்� திொகா ஆறொம் திிருமுளைறயில் வாரும் இப்பொ�லில் சபருமாொன் பதிிவு 
ச�ய்காிறொர்.

இரொகாம் : மாத்யமாொவாதிி  திொைம் : �துச்ர ஏகாம் – காண்� நாளை� 
ளைகாயறவாி �ொதுநாடுக் காண்புருவாப் பூட்டுளைகாயறவாி �ொதுநாடுக் காண்புருவாப் பூட்டு
காண்டுகாைி சகாொண்டுதிிறந் துண்டுநாடு நாொட்டுகாண்டுகாைி சகாொண்டுதிிறந் துண்டுநாடு நாொட்டு
ஐயர்மாிகா உய்யும்வாளைகா அப்பர்வாிளைை யொட்டுஐயர்மாிகா உய்யும்வாளைகா அப்பர்வாிளைை யொட்டு
ஆடுவாசதின் பறமாளைறகாள் பொடுவாது பொட்டு.ஆடுவாசதின் பறமாளைறகாள் பொடுவாது பொட்டு.
�ிற்�ளைபயும் சபொற்�ளைபயும் ச�ொந்திசமானா திொச்சு�ிற்�ளைபயும் சபொற்�ளைபயும் ச�ொந்திசமானா திொச்சு
பதிவார்காளும் மூவார்காளும் பபசுவாசதின் பபச்சுபதிவார்காளும் மூவார்காளும் பபசுவாசதின் பபச்சு
இற்�மாய வாொழ்வாில்எனாக் சகான்ளைனாஇனாி ஏச்சுஇற்�மாய வாொழ்வாில்எனாக் சகான்ளைனாஇனாி ஏச்சு
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என்பிறப்புத் துன்பசமா�ொம் இன்பறொப� பபொச்சு.என்பிறப்புத் துன்பசமா�ொம் இன்பறொப� பபொச்சு.
ஐயர்அருட் ப�ொதிிஅர �ொட்�ிஎனா திொச்சுஐயர்அருட் ப�ொதிிஅர �ொட்�ிஎனா திொச்சு
ஆரணமும் ஆகாமாமும் பபசுவாசதின் பபச்சுஆரணமும் ஆகாமாமும் பபசுவாசதின் பபச்சு
இவ்வு�கா வாொழ்வாில்எனாக் சகான்ளைனாஇனாி ஏச்சுஇவ்வு�கா வாொழ்வாில்எனாக் சகான்ளைனாஇனாி ஏச்சு
என்பிறவாித் துன்பசமா�ொம் இன்பறொப� பபொச்சு.என்பிறவாித் துன்பசமா�ொம் இன்பறொப� பபொச்சு.
�ிற்சபொதுவும் சபொற்சபொதுவும் நாொன்அறிய �ொச்சு�ிற்சபொதுவும் சபொற்சபொதுவும் நாொன்அறிய �ொச்சு
�ித்திர்காளும் முத்திர்காளும் பபசுவாசதின் பபச்சு�ித்திர்காளும் முத்திர்காளும் பபசுவாசதின் பபச்சு
இற்பகாரும் இவ்வு�காில் என்ளைனாஇனாி ஏச்சுஇற்பகாரும் இவ்வு�காில் என்ளைனாஇனாி ஏச்சு
என்பிறவாித் துன்பசமா�ொம் இன்பறொப� பபொச்சு. என்பிறவாித் துன்பசமா�ொம் இன்பறொப� பபொச்சு. 

(இப்பொ�லில் சமாொத்திம் 11 �ரணங்காள் உள்ைனா.)

இளை� நாொ�கா பமாளை�காைில் பொ�ப்பட்� அைவாிற்குக் கா�ந்தி காொ�ங்காைில் கார்நாொ�கா இளை� 
அரங்குகாைில் அருட்பொ பொ�ப்ப�வாில்ளை� என்பபதி உண்ளைமா. முன்னாபர குறிப்பிட்� 
வாண்ணம் திிருவாருட்பொ முழுவாதும் இளை�க் காளை�ஞார்காளுக்குக் காிளை�த்திற்கு அொிய ஓர் 
இளை�ப் சபொக்காிஷமாொகும். இங்கு எடுத்திொைப்பட்டுள்ை பொ�ல்காள் �ி� திொைத்து�னும் 
பொ� ஏற்றளைவாபய. எனாினும், வாிருத்திமாொகாப் பொடும் பபொது காருத்திின் ஆழிம் திிறம்ப� 
மாக்காளுக்கு சவாைிப்படும் என்பதிில் ஐயமாில்ளை�. ‘பகாொளை�யிப� இளைைப்பொற்றி’,  ‘பகாொளை�யிப� இளைைப்பொற்றி’, 
‘தினாித்தினாி முக்கானாி பிழிிந்து’, ‘ஒருளைமாயு�ன் நாினாது’, ‘திடித்தி ஓர் மாகாளைனா’, ‘சபற்ற ‘தினாித்தினாி முக்கானாி பிழிிந்து’, ‘ஒருளைமாயு�ன் நாினாது’, ‘திடித்தி ஓர் மாகாளைனா’, ‘சபற்ற 
திொய்திளைனா மாகா மாறந்திொலும்’, ‘வாொளைழியடி வாொளைழிசயனா வாந்தி’, ‘அன்சபனும் பிடியுள்’ திொய்திளைனா மாகா மாறந்திொலும்’, ‘வாொளைழியடி வாொளைழிசயனா வாந்தி’, ‘அன்சபனும் பிடியுள்’ 
எனா நூற்றுக் காணக்காொனா அருட்பொக்காள் வாிருத்திமாொகா அரங்குகாைில் பொ�த் திக்காளைவா. 
இளைவா திவாிர காீர்த்திளைனாப் பகுதிியிலும் இரொகாம், நாிரவால், கால்பனாொ ஸ்வாரம் பொ�த் திக்கா 
வாளைகாயில் ப� பொ�ல்காள் உள்ைனா. அவாற்றிற்காொனா இரொகா, திொைமும் வாள்ை�ொரொப�பய 
குறிக்காப்பட்டுள்ைனா. எனாபவா நாம் �ங்காீதி வாித்வாொன்காள் காவானாத்ளைதி அருட்பொவாின்பொல் 
திிருப்பினாொல் நாம் இளை� பமாலும் சமாருபகாறி வாைப்படும் என்பபதி உண்ளைமா, சவாறும் 
புகாழ்ச்�ி யில்ளை�.

{
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Saṅgīta Kalānidhi Vidvān  
Budalur Krishnamurti Sastrigal

Saṅgīta Kalā Achāryā 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 kuṛta, knotted his hair (kuḍumi), 
wearing vibhūti 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 Saṅgīta Kalā Acharya Sarada Hoffman, I was allotted music classes under 
Budalur Sir. There were other eminent teachers too in the music department like vidvāns 
M.D. Ramanathan, T.K. Ramaswami Iyengar, Saṅgīta Kalā Acharya D Pasupathi, and 
others. Budalur Sir’s class was meant for seniors or advanced students who had come up 
to the level of manōdharma saṅgītam. 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 (araṭṭai 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 ārōhaṇa and avarōhaṇa of major and minor rāga-s in various degrees of speeds 
in akāra-s, ukāra-s and so on, apart from their svara format; jaṅṭa varisai-s in different 
speeds with sphurita gamaka added to them; rava jāti exercises; building up svara patterns 
on the basic group or format; singing varṇams in akārams and doing tiśram 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., manōdharma saṅgītam, or 
creative music. Along with these vocal training exercises, Sir introduced rāga ālāpana 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 rāga ālāpana and build svara 
patterns in svara kalpana, comfortably. 

Passing down a legacy
One must confess that there were few takers of the goṭṭuvādyam – 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 
Saṅgīta Kalānidhi 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 chitravīna exponent 
N. Narasimhan, who himself belongs to a great musical lineage and has a trail of world-
renowned chitravīna artists. Vidvān Rama Rao, the elder brother of the world-famous 
Bharatanāṭyam Guru Adyar Lakshman, was yet another student to have learned the 
goṭṭuvādyam from Budalur Sir. Ramu Sir (Vidvān Rama Rao) used to learn vocal music 
along with us from Budalur Sir. He underwent separate coaching from Sir for learning to 
play the goṭṭuvādyam.

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 Saṅgīta Kalā Acharya 
the late Kalpagam Swaminathan (an eminent vaiṇika), Saṅgīta Kalānidhi 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 Vidvāns Konerirajapuram 
Vaidyanatha Iyer, Saṅgīta Kalānidhi Harikesanallur Muthiah Bhagavatar, and Sakha Rama 
Rao who is said to have re-shaped and revived the goṭṭuvādyam 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 goṭṭuvādyam under Vidvān 
K.S. Narayana Iyengar – the legendary goṭṭuvādyam exponent of the early 20th Century, and 
the Āsthāna Vidvān at the Mysore Palace. Interestingly, Budalur Sir learned from Vidvān 
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 “Sōmavāra 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 ālāpana of 
rāga Mālavi stole the show. It was an amazing concert on the whole and how he handled 
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the rāga Mālavi (an ubhaya vakra, minor raga), by way of ālāpana, and svara prastāra, 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 Saṅgīta Kalā 
Acharya Prof. C.V. Chandrasekhar (the renowned Bharatanāṭyam 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 goṭṭuvādyam. 

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
Saṅgīta Kala Ācharya V.P. Dhananjayan & Nritya Kalānidhi Shanta Dhananjayan

Once upon a time, Adyar Kalakshetra used to be a hub of great saṅgīta vidvāns. The 
galaxy of stalwarts included Saṅgīta Kalānidhi Mysore Vasudevachar, Saṅgīta Kalānidhi 
Karaikudi Sambasiva Iyer, Saṅgīta Kalānidhi Papanasam Sivan, Saṅgīta Kalānidhi Budalur 
Krishnamurthi Sastrigal, Turaiyur Rajagopala Sarma, T.K. Ramaswami Iyengar, M.D. 
Ramanathan, Saṅgīta Kala Āchārya Kalpakam Swaminathan, Saṅgīta Kalānidhi 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 “goṭṭuvādyam vidvān” was also a vocal teacher 
for many of the senior vidvāns 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 goṭṭuvādyam to demonstrate 
sensitive gamaka-s and saṅgati-s, while teaching the youngsters. We used to long for his 
class sessions. He was very affectionate and patient with youngsters and being nāṭya 
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 kālapramāna 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 nātya or periodical music 
concert of great vidvāns and viduṣi-s. His prominent presence on the Bahula Panchami 
day used to be vibrant, with him conducting the Tyagaraja Pancaratna Kīrtanas. 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 āsān 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 Saṅskṛt and Tamil, and he tuned the verses which 
the students used to sing every day (each day different ones). The Navagraha stōtram, 
Lakṣmi Aṣṭakam, Gaṇeśāṣṭakam, Kṛṣnāṣṭakam, Sankaracharya’s Şatpadi, 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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Saṅgīta Kalā Āchārya 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 Bharatanāṭyam. 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 Bharatanāṭyam. 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 Bharatanāṭyam by Rukmini Devi, Karaikkal Saradambal, K.N. Dandayudhapani 
Pillai, Peria Sarada, and Sarada Hoffman, and in music by eminent musicians like Saṅgīta 
Kalānidhi Mysore Vasudevachar, Saṅgīta Kalānidhi Budalur Krishnamurthy Sastrigal, 
Saṅgīta Kalānidhi Mudicondan Venkatarama Iyer and vidvān 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 
Bharatanāṭyam over Botany. In 1954, he got selected by Sir C.P. Ramaswami Iyer, 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 Bharatanāṭyam in Banaras which was a seat of Kathak, ṭhumri-s and 
Hindustāni music. He was  invited to dance for dignitaries like the Shah of Iran. He 
taught Bharatanāṭyam at many institutions like the Vasant Kanya Mahavidyalaya, the 
Vasant College at Rajghat, and the Faculty of  Performing Arts at the Banaras Hindu 



204 J O U R N A L  2 0 2 4

J O U R N A L  2 0 2 4   The Music Academy

University. He was also instrumental in the upgradation of Bharatanāṭyam as a formal 
regular course. 

To reach out to the audience in Varanasi, he had set to tune songs in Hindustāni rāga-s, rare 
in Bharatanāṭyam in those years. He also included compositions in north Indian languages 
like Hindi, Brajbhāsha in the Bharatanāṭyam repertoire. Some of his popular items which 
are among my favourites are ‘gāyiye Gaṇapati jaga vandana’ (Tulsidas) in Kalāvati rāga,  
‘śrirāmacandra kripālu bhajamana’  (Tulsidas) in Yaman, and ‘Jasoda Hari pālanei  jhulāvai’ 
(Surdas). He composed tillāna-s in praise of the deities of Varanasi – On Kasi Visalakshi 
in Hamīrkalyāṇi rāga, Ādi tāḷa, and on Annapūrnéswari in Hamsanādam in Khanḍa Tripuṭa 
tāḷa. 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 gurukulavāsam 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 thiṇṇai 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 Bharatanāṭyam.

Well versed in both Carnatic and Hindustāni musical genres, he composed the music for 
all his productions. He has composed jatisvarams, varṇams and tillāna-s which are very 
popular. His varṇam “Yennai marandanalo, ninainthu ninainthu”, written from the nāyaka’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 Bharatanāṭyam technique. Famous for his perfect 
araimandi, angaśuddham, 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 
Bharatanāṭyam, 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 Samhāram and Meghadūtam 
of Kalidasa, Bhoomija (Rāmāyaṇa), Aparājita (Devi Mahātmiyam), Pancha Maha 
Bhoota, Aarohaṇam, 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 Saṅgīta Kala Āchārya in 2006 
(the Nāṭya Kala Āchārya 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 Nāṭya Kala Āchārya award on Bharatanāṭyam 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 
nāṭyam and respected the special features in different bāṇi-s of Bharatanāṭyam. 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 sṛngāra was always subtle and divine. I remember his performance with 
wife Jaya, of the Panchavati scene from the Rāmāyaṇa, 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 naṭanam ādinār, 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 aḍavus — 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 tāṇḍava 
along with Lord Nataraja Himself.

{
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Dhrupad of The Dagars
Conceptual Foundations and Contemporary Questions

by Ashish Sankrityayan
New Delhi, Munshiram Manoharlal  

(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 
(Dāgar) 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 gharāna 
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 rudravīṇā 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 rudravīṇā 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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ஆபிரகாொம் பண்டிதிொின்ஆபிரகாொம் பண்டிதிொின்
“காருணொமாிர்தி �ொகாரம்” “காருணொமாிர்தி �ொகாரம்” 

என்ற இளை�த்திமாிழ் நூல் என்ற இளை�த்திமாிழ் நூல் 
(முதில் புத்திகாம்) சுருக்காப்பட்� பதிிப்பு(முதில் புத்திகாம்) சுருக்காப்பட்� பதிிப்பு

முளைனாவார் மாொர்காசரட் பொஸ்டின்முளைனாவார் மாொர்காசரட் பொஸ்டின்

மானாிதின் நாொகாொீகாத்திின் எல்ளை�ளையத் சதிொட்�வான் என்று கூறுவாது அவானாது 
உண்டி உளை� உளைறயுள் என்பளைதிக் சகாொண்டு அளை�யொைப் படுத்திப்ப�வாில்ளை�. 
மாொறொகா ச�ம்மாொந்தி பண்பொடும் ச�ழுளைமாயொனா காளை�க் கூறுகாளும் உளை�யவானாொய் 
இருப்பதிொப�பய அவான் உயரந்தி நாொகாொீகாம் பளை�த்திவான் என்று உயர்வாொகா மாதிிக்காப் 
சபறுகாின்றொன்.

சதிொ�க்கா காொ�த்திில் இயற்ளைகாயிலிருந்பதி சபரும்பொ�ொனா ச�ய்திிகாளைை மானாிதிர்காள் 
காற்றிருக்கா பவாண்டும். குயில் ஒய்யொரமாொய் மாரக்காிளைைகாைில் அமார்ந்து கூவாியது. மா�ர்ந்து 
மாணம் பரப்புகாின்ற மா�ர்காளைைக் காண்� வாண்டுகாள் ொீங்காொரமாிட்�னா. மாளைழி பமாகாத்ளைதிக் 
காண்� மாயில் தினாது அழிகாியத் பதிொளைகாளைய வாிொித்து ஆடுகாின்றது. இளைவாகாளைைக் காண்� 
மானாிதின் திொனும் தினாது மாகாிழ்ளைவா, உள்ைக் காிைர்ச்�ிளைய இவ்வாளைகாயில் சவாைிப்படுத்தி 
முளைனாந்திிருப்பொன். நாொைளை�வாில் இந்தி ஒலிபய சமாொழிியொகாவும் இளை�யொகாவும் மாொறி 
இருக்கா பவாண்டும். அவானாது உ�ல் சமாொழிிபயொ பிற்காொ�த்திில் நாவார�ங்காபைொடுக் கூடிய 
நா�னாமாொகாியது. இக்காொரணம் காருதிிபய உ�காில் பப�ப்படுகாின்ற எம்சமாொழிியிலும் ஓர் 
இளை� இன்பத்ளைதி நாம்மாொல் அனுபவாிக்கா முடிகாின்றது.

சமாொழிிளைய முக்கூறொகாப் பிொித்து முத்திமாிழ் என்று சபருளைமாப் படுத்திியது நாமாது திமாிழ் 
சமாொழிிமாட்டுபமா. ‘சதிொிமாொன் திமாிழ் மும்ளைமாத் சதின்னாம் சபொருப்பன்’ என்றத் சதிொ�ர் 
பொிபொ�லிலும் ‘�ங்காத்திமாிழ் மூன்றும் திொ’ என்று ஒைளைவாயொொின் தினாிப்பொ�லிலும் இ�ம் 
சபற்றிருப்பதுமாொனா இளைவாபய முத்திமாிழ் குறித்தி மாிகாப் பழிளைமாயொனாச் �ொன்றுகாைொகும். 
இயல் இளை� நாொ�காம் என்ற இம்மூன்றனுள் இயலுக்கும் நாொ�காத்திிற்கும் இளை�யில் 
நாின்று அழிகு ப�ர்ப்பது இளை�பயயொகும்.

இ�க்காியத்திிற்கும் வாொழ்க்ளைகாக்கும் மாிகாவும் சநாருக்காமாொனாத் சதிொ�ர்பு உண்டு என்பது 
�ொன்பறொர் உறுதிி ச�ய்திது. மாக்காைது வாொழ்க்ளைகாயில்திொன் இ�க்காியபமா மா�ர்காிறது. 
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அதிொவாது இ�க்காியத்திின் பொடுசபொருைொகா அளைமாவாது வாொழ்க்ளைகாபய ஆகும். ஒரு 
நாொணயத்திின் இரு பக்காங்காளைைப் பபொ� இன்புறுத்துதிலும் அறிவுறுத்துதிலும் 
இளைணந்தும் இளைழிந்தும் இ�க்காியத்திில் இ�ம் சபறபவாண்டும் என்பது நாம் 
முன்பனாொர்காள் வாகுத்தி இ�க்காியக் சகாொள்ளைகாயொகும்.

காளை� அழிகாொனாது. அழிபகா அறம், அறபமா அழிகு இவ்வாிரண்ளை�யும் பிொித்துப் பொர்க்கா 
நாம் முன்பனாொர்காள் வாிரும்பவாில்ளை� என்பது இ�க்காியங்காள் வாழிி நாமாக்குப் புொிகாின்றது. 
காளை�காள் ஒருவாருக்கு இன்பத்ளைதித் திந்திொல் மாட்டும் பபொதிொது. அது அவாளைர அற 
வாழிியில் ச�லுத்துவாதிொகாவும் அளைமாய பவாண்டும் என்பளைதிபய ஆணித்திரமாொகா நாம்பினார்.

நாம் பழிம்சபரும் பு�வார் சபருமாக்காள் மான்னார்காைது ஆட்�ி முளைற, சகாொளை�த்தின்ளைமா, 
வீரம், நாட்பு, காொதில், சபொது உளை�ளைமா, காளை�காபைொடுக் கூடிய பண்பொடு பபொற்றும் 
வாொழ்க்ளைகா சநாறிமுளைறகாள் ஆகாியவாற்ளைறபய பொ�ல்வாழிி இ�க்காியங்காைிப� சபொறித்து 
ளைவாத்துள்ைனார். இளைவாகாள் சபரும்பொலும் அகாம் புறம் என்ற இரு பொகுபொட்டிற்குள் 
வாளைகாப் படுத்திப்பட்டுள்ைனா. ‘அகாம்’ அன்பு வாொழ்க்ளைகாளையப் பொடு சபொருைொகாக் 
சகாொண்டிருக்கும் ‘புறம்’ திளை�மாகானாின் சபொதுப் பண்புகாளைை எடுத்துளைரக்கும். பொட்டும் 
சதிொளைகாயுபமா �ங்கா இ�க்காியம் என்றறியப்படுகாின்றது. ஒரு நூல் எப்படி அளைமாய 
பவாண்டும் என்பதிற்காொனா வாளைரயளைறளைய நாமாது சதிொன்ளைமா நூ�ொகாியத் சதிொல்காொப்பியம் 
திருகாின்றது.

“நூல் எனாப் படுவாது நுவாலுங்காொளை� 
முதிலும் முடிவும் மாொறுபகாொள் இன்றித்
சதிொளைகாயினும் வாளைகாயினும் சபொருண்ளைமாக்காொட்டி 
உள்நாின்று அகான்ற உளைரசயொடு சபொருந்திி
நுண்ணிதிின் வாிைக்கால்அது அதின் பண்பப” (சதிொல்:1422)

திமாிழிியல் ஆய்வுகாளுக்காொனா வாித்து இருபதிொம் நூற்றொண்டில்திொன் வாிளைதிக்காப்பட்�து 
எனாக் கூற�ொம். அந்நூற்றொண்டின் பிற்பகுதிியில் அவ்வாிளைதியொனாது நான்கு பவாரூன்றித் 
துைிர்க்காத் சதிொ�ங்காியது. இன்று அவ்வாித்திொனாது ஒரு சபரும் மாரமாொகாி திமாிழிி�க்காியம், 
இ�க்காணம், இளை�, நாொட்டியம், நாொ�காம், நாொட்டுப்புற இயல் எனாப் ப� காிளைைகாைொகாப் 
பல்காிப் சபருகாித் திமாிழ் மாணம் பரப்பி வாருகாின்றது என்பது அறிஞார் வாொய்சமாொழிியொகும்.

பழிந்திமாிழிர்திம் இளை� மாற்றும் நாொட்டியம் குறித்தி ஆய்வுகாளுக்கு நாமாக்கு உறுதுளைணயொகா 
இருப்பதும் மாளைறந்தும் மாொறியும் பபொய்வாிட்� பல்பவாறுச் ச�ய்திிகாளைை நாொம் முளைறயொகா 
அறிந்துசகாொள்ளுதிற்கு ஏதுவாொகா வாிைக்காம் திருவாதும் �ி�ப்பதிிகாொர மூ�மும் அதின் �ி�ப்பதிிகாொர மூ�மும் அதின் 
உளைரகாளும்உளைரகாளும் ஆகும். திமாிழ்த்திொத்திொ என்று அன்பு�ன் நாிளைனாவு கூறப்படும் உ.பவா. 
�ொமாிநாொதி ஐயொின் சபரு முயற்�ியொல் இைங்பகாொவாடிகாள் அருைிச் ச�ய்தி �ி�ப்பதிிகாொரம் 
இன்று நாம் ளைகாகாைில்; நூ�ொகாத் திவாழ்காின்றது. இதிளைனா அடிப்பளை�யொகாக் சகாொண்ப� 
இளை�த்திமாிழ் ஆய்வுகாள் சதிொ�ர்ந்துள்ைளைதிக் காொணமுடிகாின்றது.
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அருைொைர்காளைையும் அனுபூதிிமாொன்காளைையும், அறிவாியல் காண்டுபிடிப்பொைர்காளைையும், 
�முதிொயத்திின் மாீது அக்காளைறயுள்ை தின்னா�மாற்ற சதிொண்�ர்காளைையும், 
திளை�வார்காளைையும், மாருத்துவாத்துளைறயின் �ொதிளைனாயொைர்காளைையும், அந்திந்திக் காொ�க் 
காட்�த்திில் அந்திந்தி பதிளைவாகாளுக்கு ஏற்ப அந்தித் துளைறப் பபொகாியவார்காளைை இளைறவான் 
பதிொற்றுவாிக்காின்றொன் அல்�து இளைறவாபனா மானாிதினாொகா அவாதிொிக்காின்றொன் என்பளைதித் 
சதிய்வா சநாறி அறிந்து ஒழுகுகாின்ற �ொன்பறொர்காள் நாம்பி வாருகாின்றனார்.

இவார்காைது வாொிளை�யில் 19ஆம் நூற்றொண்டின் இறுதிியில் எைியசதிொரு குடும்பத்திில் 
பதிொன்றி இளைறயருைொலும், இளை�யறொதி உளைழிப்பொலும் உயர்ந்பதிொங்காி 20ஆம் 
நூற்றொண்டின் முற்பகுதிிவாளைர உ�காபமா பயன்சபறும்படி வாொழ்ந்து திமாது முத்திிளைரளையப் 
பதிித்திவார். 21ஆம் நூற்றொண்டு மாக்காளும் அறிந்து, பபொற்றித் சதிொழித்திக்கா பமான்ளைமாப் 
சபொருந்திிய இவார் திமாிழிிளை� வாைர்ச்�ிக்கு முதில் வாித்திிட்�வார். ‘ஆபிரகாொம் பண்டிதிர்’ 
என்றளைழிக்காப்பட்� இவார் திிருசநால்பவாலி மாொவாட்�ம் சதின்காொ�ிளைய அடுத்தி, �ொம்பவார் 
வா�காளைர என்னும் ஊொில் திிருவாொைர் முத்துச்�ொமாி நாொ�ொருக்கும் அன்னாம்மாொளுக்கும் 
1859 ஆம் ஆண்டு ஆகாஸ்ட் திிங்காள் 2 ஆம் நாொள் பிறந்திொர்.

160 வாரு�ங்காளைைக் கா�ந்தி பின்னும் ஏன் இவாளைரப் பற்றி நாிளைனாவுகூர பவாண்டும் என்ற 
பகாள்வாிளைய இன்ளைறயச் �மூகாத்திினார் எழுப்ப�ொம். இவார் ஓர் இயற்றமாிழ்ப் பு�வார், 
பகாொள் காணிதி பமாளைதி, திமாிழிிளை�க் காளை�ஞார், �ித்தி மாருத்துவார், புளைகாப்ப�க் காளை�ஞார், 
பவாைொண் �ொதிளைனாயொைர், அச்�காம் நாிறுவாிய சபொியொர் என்பது மாட்டுமால்� �மூகாச் 
�ிந்திளைனாயொைர், இரங்கும் உள்ைமும், பொிவும் சகாொண்�வார் என்பதும் ஒரு காொரணம்.

ஒருவார் இளைறவானாொல் தினாிப்பட்� முளைறயில் ஆட்சகாொள்ைப்பட்�ொச�ொழிிய 
இத்திளைகாய சவாற்றிகாளும், திர்மா �ிந்திளைனாயும், ச�யற்காொியச் ச�யளை� ஆற்றுகாின்ற 
திிறனும் சபறுதிற்கு இய�ொது என்பதிற்கு இவாரது வாொழ்வு ஒரு �ொன்று எனா�ொம். 
இவார் ஆக்காியைித்தி ‘காருணொமாிர்தி �ொகாரம்’ என்னும் இளை�த் திமாிழ்நூல் 24 
சுருதிிகாளைைப்பற்றியது. இந் நூ�ொனாது 1,227 பக்காங்காளைைக் சகாொண்� மாிகாப்சபொிய 
நூ�ொகும்.

சுருக்காப்பதிிப்பிற்காொனா அவா�ியம்சுருக்காப்பதிிப்பிற்காொனா அவா�ியம்
இவ்வாைவு சபொிய நூளை�ப் படிக்கா மாிகா நாீண்� நாொட்காள் ஆகும் என்பதிொலும் துொிதி 
உணவுக் கா�ொச்�ொரத்திில் வாைர்ந்து வாரும் இளைையத் திளை�முளைறயினாருக்கு இதின் 
உள்ை�க்காத்ளைதிச் சுருக்காித் திருவாதின் வாழிியொகா இந்தி நூல் எளைதிப்பற்றியது என்பளைதியும் 
இதின் உள்ை�க்காங்காள் என்னா என்பதுப்பற்றியும் மாிகாச் �ி�ப் பக்காங்காைின்வாழிி 
அறியும்படித் திருவாதும், உண்ளைமாயொனாத் பதி�லில் உள்பைொருக்கு முந்து நூளை� 
முழுளைமாயொகாக் காற்றறியும் வாொய்ப்ளைப இளை� அறிஞார்காளுக்கும், ஆய்வாொைர்காளுக்கும் 
ஏற்படுத்திிக் சகாொடுக்கா முடியும் என்பதுபமா இந்நூல் சுருக்காத்திின் அடிப்பளை�த் 
பதிளைவாயும் பநாொக்காமாொகாவும் அளைமாகாின்றது.
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பண்டிதிர் குறித்தி நூல்காள்பண்டிதிர் குறித்தி நூல்காள்
பல்காளை� வாித்திகாரொம் ஆபிரகாொம் பண்டிதிொின் வாொழ்க்ளைகா வார�ொற்ளைற �ித்திொிக்கும் 
பநாொக்காிலும், அவாரது இப் சபருநூலின் பகுதிிகாளைை அடிப்பளை�யொகாக் சகாொண்டும் �ி� 
நூல்காள் சவாைிவாந்துள்ைனா.

 1. பண்டிதிொின் மாகான் வாரகுணபொண்டியன் திமாது திந்ளைதியொொின் நூலில் 
கூறப்பட்டுள்ை வீளைணக்குறித்தி ச�ய்திிகாளைைத் திிரட்டி ‘பொணர் ளைகாவாழிி ‘பொணர் ளைகாவாழிி 
எனாப்படும் யொழ்நூல்’எனாப்படும் யொழ்நூல்’ என்ற நூளை� ஆக்காியைித்துள்ைொர்.

 2. பபரொ�ிொியர் து.ஆ. தினாபொண்டியன் பண்டிதிொின் சபயரர் ஆவாொர். இவார் 
‘இளை�த்திமாிழ் வார�ொறு’ ‘ஆபிரகாொம் பண்டிதிர்’, ‘புதிிய இரொகாங்காள்’, ‘இளை�த்திமாிழ் வார�ொறு’ ‘ஆபிரகாொம் பண்டிதிர்’, ‘புதிிய இரொகாங்காள்’, 
‘நுண்ண�குகாளும் இரொகாங்காளும்’‘நுண்ண�குகாளும் இரொகாங்காளும்’ பபொன்ற நூல்காளைை ஆக்காியைித்துள்ைொர்.

 3. வாரகுணபொண்டியொின் சபயரனாின் துளைணவாி பபரொ�ிொியர் அமுதிொ பொண்டியன் 
‘காருணொமாிர்தி �ொகார சுருக்காத் திிறனாொய்வு’‘காருணொமாிர்தி �ொகார சுருக்காத் திிறனாொய்வு’ என்ற நூலிளைனா திமாிழிிலும் 
ஆங்காி�த்திிலும் பளை�த்திைித்துள்ைொர்காள்.

 4. முளைனாவார் �ண்முகா.ச�ல்வாகாணபதிி முளைனாவார் ச�.காற்பகாம் ஆகாிய இருவாரும் 
இளைணந்து ‘இளை�த்திமாிழ் அறிஞார் ஆபிரகாொம் பண்டிதிர்’‘இளை�த்திமாிழ் அறிஞார் ஆபிரகாொம் பண்டிதிர்’ என்று நூலிளைனா 
சவாைியிட்டுள்ைனார்.

ஆயினும் இளைவா எதுவும் காருணொமாிர்தி �ொகாரத்திிற்காொனா சுருக்காப் பதிிப்பு என்ற 
தின்ளைமாளையக் சகாொண்டிருக்காவாில்ளை�. எனாபவா முதில் முதி�ொகா காருணொமாிர்தி முதில் முதி�ொகா காருணொமாிர்தி 
�ொகாரத்திினுளை�ய சுருக்காப் பதிிப்ளைப திமாிழ்ச் �மூகாத்திிற்கு அறிமுகாப் படுத்தி பவாண்டியத் �ொகாரத்திினுளை�ய சுருக்காப் பதிிப்ளைப திமாிழ்ச் �மூகாத்திிற்கு அறிமுகாப் படுத்தி பவாண்டியத் 
பதிளைவா இருப்பதிொகாபதிளைவா இருப்பதிொகா உணர்ந்திதின் காொரணமாொகா இதின் சுருக்காப்பதிிப்பிளைனா சவாைிக் 
சகாொணரும் எண்ணம் உதிித்திது.

சுருக்காப் பதிிப்பின் வாளைரயளைறசுருக்காப் பதிிப்பின் வாளைரயளைற
நூல் சுருக்காத்திிற்காொனா வாளைரயளைற எனுமாி�த்து, நூலின் பக்கா அைளைவாக் குளைறப்பது 
ஆகும். நூலின் �ொரொம்�ம் எவ்வாளைகாயிலும் குளைறவுப�ொமாலும் அதின் காருப்சபொருள் 
வாிைக்காங்காள் மாொறுப�ொதிவாொறும் வாொர்த்ளைதிகாளைை நாீக்குவாது அல்�து சுருக்குவாது 
எனா�ொம்.

சுருக்காப் பதிிப்பின் பதிளைவாயும் பயன்பொடும்சுருக்காப் பதிிப்பின் பதிளைவாயும் பயன்பொடும்
ஒரு நூலிளைனா சுருக்காித் திருவாதிற்குப் பல்பவாறு காொரணங்காளைை முன்ளைவாக்கா�ொம்.

 1. நூலினாது அைளைவாக் குளைறப்பதிற்கு,

 2. மாீண்டும் மாீண்டும் இ�ம்சபறும் பகுதிிகாளைை நாீக்குவாதிற்கு,

 3. சுருக்காத்ளைதிப் படித்பதி அதின் �ொரொம்�த்ளைதிப் புொிந்து சகாொள்ளுவாதிற்கு,
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 4. வாொ�ிப்பவார் எைிதிில் புொிந்துசகாொள்வாதிற்கு,

 5. மூ� நூளை� வாொ�ிப்பதிற்காொனா ஆவாளை�த் தூண்டுவாதிற்கு,

 6. இந்தித் திளை�ப்பில் ஒரு நூல் உண்டு என்பளைதி மாற்றவார் சதிொிந்து சகாொள்வாதிற்கு,

 7. பளைழிய காொ�த்து நூச�னாில் அதின் நாளை�ளைய மாொற்றித்திந்து இளைையத் 
திளை�முளைறயினாொின் காவானாத்ளைதி ஈர்ப்பதிற்கு,

 8. நூளை� வாொ�ிக்கா எடுத்துக்சகாொள்ளும் பநாரத்ளைதிக் குளைறப்பதிற்கு,

 9. புொிந்து சகாொள்ை முடியொதி பகுதிிகாளைை எைிளைமாயொக்காித் திருவாதினாொல் வாொ�கார்காள் 
மூ� நூளை�த் தியக்காமாின்றி வாொ�ிக்கா வாழிிபகாொலி� என்றிவ்வாொறு ப� 
காொரணங்காளைை முன்ளைவாக்கா�ொம்.

சுருக்காப் பதிிப்பில் ளைகாயொைப்பட்டுள்ை �ி� குறிப்புகாைொவானாசுருக்காப் பதிிப்பில் ளைகாயொைப்பட்டுள்ை �ி� குறிப்புகாைொவானா
 1. மூ� நூலில் உள்ைவாொபற திளை�ப்புகாள் திரப்பட்டுள்ைனா

 2. பண்டிதிொின் காருத்துகாளுக்கு மாொற்று காருத்பதிொ இது �ொி அல்�து இது திவாறு 
என்ற வாிவாொதித்திிற்பகாொ இ�மாைிக்காவாில்ளை�.

 3. இளைைய �முதிொயத்திினார் புொிந்து சகாொள்ை பவாண்டும் என்பளைதிக் காருத்திில் 
இருத்திி பளைழியத் திமாிழ் வாொர்த்ளைதிகாளுக்கு பதிில் அதின் அர்த்திம் மாொறொதி 
வாளைகாயில் வாழிக்காில் உள்ை புதிிய வாொர்த்ளைதிகாள் திரப்பட்டுள்ைனா. (உ-ம் �ொல்ளைவா 
என்பது பமா�ொளை�)

 4. ப� முளைற மாீண்டும் மாீண்டும் இ�ம் சபறும் பகுதிிகாள் நாீக்காப்பட்டுள்ைனா.

 5. ஆங்காி�ச் ச�ொல் அல்�து வா�சமாொழிிச் ச�ொல் திரப்பட்�ொல் அது எைிளைமாயொனா 
சமாொழிி சபயர்ப்பில் திமாிழிில் திரப்பட்டுள்ைனா. மாற்றளைவா அளை�ப்புக் குறிக்குள் 
திரப்பட்டுள்ைனா.

 6. பதிளைவாயொனா இ�ங்காைில் மாட்டுபமா அட்�வாளைணகாள் திரப்பட்டுள்ைனா.

 7. நூல் வாொ�ிப்பில் சதிைிவு காருதிியும் எைிளைமா காருதிியும் �ிற்�ி� இ�ங்காைில் 
பளைழியத் திமாிழ் வாொர்த்ளைதிகாள் எைிளைமாயொக்காப்பட்டுள்ைனா.

சுருக்காப் பதிிப்புக்காொனா மாரபுவாழிி வார�ொறுசுருக்காப் பதிிப்புக்காொனா மாரபுவாழிி வார�ொறு
இது புதுளைமாயொனா முளைறயல்�. பமாளை�நாொடுகாைில் இதின் பயளைனா பமாளை�நாொட்�வார்காள் 
சவாகு காொ�த்திிற்கு முன்பப அறிந்திவார்காைொய் இருந்தினார் என்பதிளைனா 
உணரமுடிகாின்றது. திமாிழிில் மாிகாச் �ிறிய அைவாிப�பய காொணப்படுகாின்றது. 
சபொன்னாியின் ச�ல்வான், என்�ொித்திிரம் பபொன்ற நூல்காபைொடு நாமாது இதிிகாொ�ங்காள் 
காொப்பியங்காள் பபொன்ற பக்கா அைவாில் சபொியதிொனா நூல்காளைை �ிரமாமாின்றி எல்ப�ொரும் 
படித்துப் பயன் சபற பவாண்டும் என்ற பநாொக்காில் இவ்வாொறு அந்திந்தி நூல்காளுக்காொனா 
சுருக்காப் பதிிப்பிளைனா வாழிங்காியுள்ைளைதிக் காொண முடிகாின்றது.
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சுருக்காப் பதிிப்பிளைனா பமாற்சகாொள்ளுதிற்காொனா சநாறிமுளைறகாள் எளைவாசயளைவா என்பளைதி 
ஆங்காி� அகாரொதிி குறித்துக் காொட்டுகாின்றது. அதின் திமாிழிொக்காமாொவாது:

 1. மூ� நூளை� வாொ�ிப்பதிற்கு எடுத்துக் சகாொள்ைப்பட்� பநாரம் சுருக்காப்பதிிப்பிளைனா 
வாொ�ிப்பதிற்கு ஆகாக் கூ�ொது.

 2. பக்கா அைவாில் மூ� நூலின் அைளைவாவாி� சுருக்காப்பதிிப்பு குளைறவாொனா 
பக்காங்காளைைக் சகாொண்டிருக்கா பவாண்டும்.

 3. திிரும்ப திிரும்ப வாரக்கூடிய பகுதிிகாளைை சுருக்காப் பதிிப்பொைர் நாீக்காிவாி� உொிளைமா 
உண்டு

 4. ஏற்றுக்சகாொள்ைப்பட்� சுருக்காக் குறியீடுகாளைையும் அளை�யொைக் 
குறியீடுகாளைையும் பயன்படுத்திவும் அனுமாதிியுண்டு

 5. காருத்துச் ச�றிவு குளைறவுப�ொமால் சதிைிவாொகாத் திருவாது சுருக்காப் பதிிப்பொைரது 
சபொறுப்பொகும்

 6. சுருக்காப் பதிிப்பிளைனா வாொ�ிக்கும் சபொழுது �ி� பநாரங்காைில் மூ�த்ளைதி வாொ�ிக்காத் 
தூண்��ொம் அல்�து இதுபவா பபொதும் என்று வாொ�ிப்பொைர் நாிளைனாக்காவும் 
வாொய்ப்புகாள் உண்டு. எனாபவா சுருக்காப் பதிிப்பிளைனா �ிறப்பொகா அளைமாக்கா 
பவாண்டியது பதிிப்பொைொின் கா�ளைமாயொகும்.

 7. மூ� நூலில் உள்ை காருத்துக்காளுக்கு சுருக்காப் பதிிப்பொைர் மாொறொனா 
காருத்துளை�யவாரொகா இருந்திொலும் மூ� நூலினாது காருத்திிளைனா வாிமார்�ிக்காொமால் 
உள்ைது உள்ைபடிபய பதிிவு ச�ய்ய பவாண்டும்.

 8. சுருக்காப்பதிிப்பில் எவ்வாி�த்தும் சுருக்காப் பதிிப்பொ�ிொியர் திமாது காருத்துக்காள், 
வாிைக்காங்காள், வாிமார்�னாங்காள் முதிலியவாற்ளைற முன்ளைவாக்காக் கூ�ொது

 9. வாிவாொதித்திிற்குொிய �ி� இ�ங்காைில் இது சுருக்காப் பதிிப்பொ�ிொியொின் காருத்து 
இல்ளை� என்பளைதி நாிறுவுவாதிற்கு மூ� நூலிலிருந்து பமாற்பகாொள் காொட்��ொம்

 10. குளைறந்தி அைவு முக்காியத்துவாம் வாொய்ந்தி ச�ய்திிகாளைை சுருக்காப் பதிிப்பொ�ிொியர் 
நாீக்குவாதிற்காொனா உொிளைமா உண்டு

 11. சுருக்காப் பதிிப்பிளைனா எழுதுதிற்கு சதிொ�க்காத்திில் எந்தி சநாறிமுளைற 
பயன்படுத்திப்பட்�பதிொ அதுபவா நூல் முழுளைமாயிலும் பயன்படுத்திப்படுமாொயின் 
வாொ�ிப்பொைருக்கு �ிரமாம் இருக்காொது

 12. எந்தி சமாொழிியில் மூ�நூல் எழுதிப்பட்டுள்ைபதிொ, அம்சமாொழிியில் சுருக்காப் 
பதிிப்பொைர் பு�ளைமாப் சபற்றவாரொகா இருக்கா பவாண்டும்
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 13. சுருக்காப் பதிிப்ளைப பமாற்சகாொள்ை ஆர்வாபமாொ சமாொழிிப்பு�ளைமாபயொ மாட்டும் 
இருந்திொல் பபொதிொது பதிர்ந்து சகாொண்� நூல் எந்தித் துளைறளையச் �ொர்ந்திபதிொ 
அந்தித் துளைறயில் பதிர்ச்�ி சபற்றவாரொய் இருந்திொல் மாட்டுபமா �ிறப்பொனா 
பங்காைிப்ளைப வாழிங்கா முடியும்.

 14. அதிிகாமாொனாத் சதிொகுதிிகாளைைக் சகாொண்� நூல் எனும் சபொழுது இருவார் அல்�து 
மூவார் இளைணந்து ச�ய்ய�ொம். மாற்றபடி ஒபர ஆ�ிொியரொல் சுருக்காப் பதிிப்புப் 
பணிளைய ச�ய்யும் சபொழுதுதிொன் காருத்து �ிதிறொமால் இருக்கா முடியும்.

 15. நூலின் ளைமாயக் காருத்ளைதி வாிைக்கும் சபொழுது காருத்துத் சதிொ�ர்பு 
அறுந்து பபொகாொமாலும் ஒன்று மாற்சறொன்பறொடு இளைணந்து மாயக்காத்ளைதி 
ஏற்படுத்திொதிவாொறும் எழுதுவாது அவா�ியமாொகாின்றது.

 16. பமாற்பகாொள்காளைைத் திரும் சபொழுது அதின் உண்ளைமாத் தின்ளைமா மாொறொதிவாொறு 
திருவாது காட்�ொயமாொகும்.

 17. காருத்ளைதி வாிைக்குவாதிற்குத் சதிொ�ர்புளை�ய பமாற்பகாொள்காளைைத் திருமாி�த்து 
காவானாமாொகாத் திரபவாண்டும். பதிளைவாயில்�ொதி அல்�து சபொருத்திமாற்ற 
பமாற்பகாொள்காளைைத் திருவாளைதித் திவாிர்த்துவாி� பவாண்டியது அவா�ியமாொகாின்றது.

 18. நூல் முழுளைமாயும் எழுதிி முடித்திவு�ன் இத்துளைறயில் பதிர்ச்�ி சபற்ற ஒருவாொி�ம் 
அந்நூளை�க் காொண்பித்து அவாொின் பொிந்துளைரளையயும் வாழிிக் காொட்டுதிளை�யும் 
சபறுவாது நூல் �ிறப்புற அளைமாவாதிற்கு வாொய்ப்பொகும்.

இவ்வாழிிக்காொட்டுதில்காளைைக் காருத்திில் சகாொண்ப� இப்பணி ச�ய்யப்பட்டுள்ைது. 

காருணொமாிர்தி �ொகார நூல் அளைமாப்புகாருணொமாிர்தி �ொகார நூல் அளைமாப்பு
‘காருணொமாிர்தி �ொகாரம் என்னும் இளை�த் திமாிழ்நூல்’‘காருணொமாிர்தி �ொகாரம் என்னும் இளை�த் திமாிழ்நூல்’ என்ற சபயர் சபற்றுள்ை இந்நூல் 
இளை�த்திமாிழ் குறித்தி ச�ய்திிகாளைை உள்ை�க்காியது. முதில் புத்திகாம் சுருதிிகாளைைப் முதில் புத்திகாம் சுருதிிகாளைைப் 
பற்றியதுபற்றியது ஆகும். காருணொனாந்தி முனாிவாருக்கு இந்நூல் உொிளைமாயொக்காப்படுமாி�த்து, 
இப்புத்திகாம் ‘காருணொனாந்திர் சபொற்கா�காம்’‘காருணொனாந்திர் சபொற்கா�காம்’ என்று சபயர் வாழிங்கும் எனாக் 
குறிப்பிட்டுள்ைபபொதும் சபொருண்ளைமா காருதிி திற்பபொதுள்ை இப்சபயர் திரப்பட்�து.

�ங்காீதி ரத்னாொகாரம், �ங்காீதி பொொி�ொதிம், இரொகாவாிபபொதிம், சுரபமாை கா�ொநாிதிி ஆகாிய 
வா�சமாொழிி நூல்காள் திரும் 22 சுருதிி பற்றிய வாிைக்காங்காளைை ஆழ்ந்து படித்திது�ன் 
திிரு �காஸ்ரபுத்திி, E. காிைசமாண்ட்ஸ், திிரு ரொ�ொசுபரந்திிர பமாொகான்திொபகாொர், திிரு KB 
பதிவாொல் ஆகாிபயொர் ச�ொல்லிய காருத்துக்காபைொடு �ி�ப்பதிிகாொர வாிைக்காம் இவாற்ளைற 
ஒப்பு பநாொக்காி ‘காருணொமாிர்தி �ொகாரம் முதில் புத்திகாம்  ‘காருணொமாிர்தி �ொகாரம் முதில் புத்திகாம் 24 சுருதிிகாளைைப்பற்றியது’ சுருதிிகாளைைப்பற்றியது’ என்ற 
நூல் உருவாொனாது.

1916-இல் மாொர்ச் 20 முதில் 24 வாளைர பபரொ�ொ ச�ன்று, அகாி� உ�கா இளை�மாொநாொட்டில் 
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கா�ந்து சகாொண்டு மாரகாதிவால்லி அம்மாொவாொல் வீளைணயில் வாொ�ித்தும் பொடியும் 12, 24, 48, 
96 ஆகாிய சுருதிிகாளைை நாிறுவாி அளைனாவாரது பொரொட்டும் சபறப்பட்�து. இச் ச�ய்திிகாள் 
இந்நூலினுள் பதிிவு ச�ய்யப்பட்டுள்ைனா.

இப்புத்திகாத்திில் முகாவுளைர 20 பக்காங்காள், சபொருை�க்காம் 22 பக்காங்காள், அரும்பதிவுளைர 
11 பக்காங்காள், பொயிரம் (இப்புத்திகாத்ளைதிப் பொர்ளைவாயிட்� �ி� கானாவாொன்காைின் 
அபிப்பிரொயம்) 69 பக்காங்காள், அனுபந்திம் 19 பக்காங்காள், பிளைழி திிருத்திம் 4 பக்காங்காள், 
ப�ங்காள் 12 பக்காங்காள் ஆகா சமாொத்திம் 1346 பக்காங்காள் உள்ைனா.

“காருணொமாிர்தி �ொகாரம் என்னும் இளை�த்திமாிழ்நூல் “காருணொமாிர்தி �ொகாரம் என்னும் இளை�த்திமாிழ்நூல் 24 சுருதிிகாள் பற்றியது” சுருதிிகாள் பற்றியது” என்ற இந்நூல் 
நாொன்கு பொகாங்காளைை உள்ை�க்காியது. முதில் பொகாம்:- இந்திிய �ங்காீதி �ொித்திிர சுருக்காம் 
கூறுவாது. �ங்காீதிம் பூர்வாகாொ�த்திில் இயல், இளை�, நாொ�காம் என்னும் முத்திமாிழிில் 
ஒன்றொயிருந்திது என்பளைதியும் திமாிழ் சமாொழிியின் பூர்வீகாத்ளைதியும் திமாிழ் நாொட்டின் 
சதிொன்ளைமாளையயும் இளை�த் திமாிழ் வாழிங்காிய வாிவாரத்ளைதியும் �ி� இளை� வால்ப�ொளைரயும் 
பற்றியக் குறிப்புக்காளைையும் உள்ை�க்காிய 280 பக்காங்காள்.

இரண்�ொவாது பொகாம்:-இரண்�ொவாது பொகாம்:- ஒரு ஸ்திொயியில் வாழிங்கும் ஏழு சுரம் மாற்றும் 22 சுருதிிகாளைைப் 
பற்றிய ப�ரது அபிப்பிரொயங்காளைை ஒப்பு பநாொக்காி திற்காொ� இளை� முளைறக்கு அளைவா ஒத்து 
வாரொது என்று நாிறுவுவாது என்பளைதி உள்ை�க்காிய 242 பக்காங்காள். 50 அட்�வாளைணகாள் 
இந்தி இரண்�ொம் பொகாத்துள் இ�ம் சபற்றுள்ைனா.

மூன்றொவாது பொகாம்:-மூன்றொவாது பொகாம்:- இளை�த் திமாிழிில் வாழிங்காப்பட்டு வாரும் சுரம், நுட்ப சுருதிிகாள், பூர்வா 
திமாிழ்ப் பண் முளைறகாள், யொழ், காிரகாசுர மாொற்றுமுளைற இவாற்ளைற உொிய வாளைரப்ப�ங்காள் 
திந்து வாிைக்காியுள்ை 255 பக்காங்காளைைக் சகாொண்�து. இதினாில் வாட்�ப்பொளை� வாிைக்காமும் 
அட்�வாளைணயும் எனா 85 இ�ம் சபற்றுள்ைனா.

நாொன்௧ாொவாது பொகாம்:-நாொன்௧ாொவாது பொகாம்:- நாொன்கு பொளை�காள், ஆயப் பொளை�யில் காிளை�க்கும் 12 சுரங்காள், 
வாட்�ப் பொளை�யில் பிறக்கும் 24 சுருதிிகாள், திிொிபகாொணப் பொளை� மாற்றும் �துரப் 
பொளை�யில் காிளை�க்கும் 48, 96 நுட்பமாொனா சுருதிிகாளைைக் காணிதி முளைறப்படி நாிறுவாி 
அட்�வாளைணப் படுத்திிக் காொண்பிக்கும் 421 பக்காங்காள்.

சுருக்காப் பதிிப்பின் காட்�ளைமாப்புசுருக்காப் பதிிப்பின் காட்�ளைமாப்பு
மூ� நூல்மூ� நூல் 1227 பக்காங்காளைைக் சகாொண்டுள்ைது. சுருக்காப் பதிிப்பபொ சுருக்காப் பதிிப்பபொ 244 பக்காங்காளைை 
மாட்டுபமா சகாொண்டுள்ைது. முதில் பொகாம்முதில் பொகாம் 280 பக்காங்காைில் ஏழு திளை�ப்புகாைின் காீழ் 
வாிைக்காம் சபறுகாின்றனா. ஆனாொல் சுருக்காப் பதிிப்பில் இளைவா 47 பக்காங்காளுக்குள் 
வாிைக்காம் சபற்றுள்ைனா. அவ்வாளைகாபய இரண்�ொம் பொகாம்இரண்�ொம் பொகாம் 242 பக்காங்காைில் நாொன்கு 
திளை�ப்புகாைின் காீழ் வாிைக்காம் சபறுகாின்றனா. ஆனாொல் சுருக்காப் பதிிப்பில் இளைவா 33 
பக்காங்காளுக்குள் வாிைக்காம் சபற்றுள்ைனா. மூன்றொம் பொகாம் மூன்றொம் பொகாம் 255 பக்காங்காைில் நாொன்கு 
திளை�ப்புகாைின் காீழ் வாிைக்காம் சபறுகாின்றனா. ஆனாொல் சுருக்காப்பதிிப்பில் இளைவா 
52 பக்காங்காளுக்குள் வாிைக்காம் சபற்றுள்ைனா. நாொன்காொம் பொகாம்நாொன்காொம் பொகாம் 421 பக்காங்காைில் 
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நாொன்கு திளை�ப்புகாைின் காீழ் வாிைக்காம் சபறுகாின்றனா. சுருக்காப்பதிிப்பில் இளைவா 57 
பக்காங்காளுக்குள் வாிைக்காம் சபற்றுள்ைனா.

இளை� ஆரொய்ச்�ிஇளை� ஆரொய்ச்�ி
சதிொல்காொப்பியம், �ி�ப்பதிிகாொரம் ஆகாியனாக் காொட்டும் இளை�க் குறித்தி வாிைக்காங்காைில் 
ப� பகாள்வாிகாள் ஆபிரகாொம் பண்டிதிொின் மானாத்திில் பதிொன்றியதிொல் திமாிழ் அறிஞார்காள், 
இளை� வாிற்பன்னார்காைின் துளைணபயொடு அதின் நுணுக்காங்காளைைப் புொிந்து சகாொள்ை 
முயன்றொர்.

 1. இளை�த்திமாிழுக்கு எது ஆதிொரம்?

 2. ஒரு இயக்காில் (ஸ்திொயியில்) உள்ை 12 ஸ்வாரங்காளைை எப்படிக் காண்டுபிடிப்பது?

 3. சுருதிிகாள் எத்திளைனா?

 4. நுட்ப சுருதிிகாள் எளைவா?

 5. பூர்வா திமாிழிர் பொடிய பண்காள் எளைவா?

 6. பண்காைின் இ�க்காணம் என்னா?

என்ற பகாள்வாிகாள் அவார் மானாத்திில் பதிொன்றி வாிளை�காொண முடியொமால் திவாித்திதின் 
வாிளைைவாொகாபவா வா� இந்திிய இளை� அறிஞார்காளைைசயல்�ொம் திம் ச�ொந்தி ச��வாில் 
அளைழித்து இளை� மாொநாொட்டில் பங்கு சபறும்படி ஏற்பொடு ச�ய்து இளைவாக் குறித்தி 
அவார்காைது வாிைக்காங்காளைைக் பகாட்�றிந்திொர். அதுபவா இவாொின் இளை� ஆரொய்ச்�ி 
நூலுக்காொனா வாித்திொகா அளைமாந்திது.

இளை� மாொநாொடுகாள்இளை� மாொநாொடுகாள்
1912 முதில்முதில் 1916 வாளைர ‘�ங்காீதி வாித்யொ மாகாொ�னா �ங்காம்’‘�ங்காீதி வாித்யொ மாகாொ�னா �ங்காம்’ என்ற சபயொில் ஐந்து 
ஆண்டுகாைில் ஏழு மாொநாொடுகாளைைத் திஞ்ளை�யில் திம் ச�ொந்திச் ச��வாில் நா�த்திினாொர். 
அம் மாொநாொட்டில் அறிந்தி ச�ய்திிகாளைைசயல்�ொம் சதிொகுத்து, ‘காருணொமாிர்தி �ொகாரம் ‘காருணொமாிர்தி �ொகாரம் 
முதில் புத்திகாம் முதில் புத்திகாம் 24 சுருதிிகாளைைப் பற்றியது’ சுருதிிகாளைைப் பற்றியது’ என்ற நூலிளைனா 1917 இல் சவாைியிட்�ொர்.

இளை� குறித்தி இளை� குறித்தி 2ஆம் புத்திகாம்ஆம் புத்திகாம்
முதில் நூலின் மூன்றொம் பொகாத்திில் இரண்�ொம் புத்திகாம் எளைதிப்பற்றியதிொகா அளைமாயும் 
என்பது பற்றி பண்டிதிபர குறிப்பிட்டுள்ைொர்.

 1. கார்நாொ�கா இரொகாங்காள் கா�ப்பின்றி சுத்திமாொய் சுரஞாொனாமுள்ை எவாரும் 
பொடுவாதிற்கும்,

 2. பொடிக் சகாொண்டிருக்கும் ரொகாங்காைின் பிளைழிகாளைைத் திிருத்திிக் சகாொள்வாதிற்கும்,

 3. புதிிதிொனா ஒரு ஆபரொகாண அவாபரொகாணத்திில் ஒரு இரொகாம் உண்�ொக்குவாதிற்கும்,
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 4. உண்�ொக்காிய இரொகாத்திில் காீதிம், வார்ணம், காீர்த்தினாங்காள் ப� ச�ய்வாதிற்கும் 
அனுகூ�மாொனா வாிதிிகாளும் �ட்�ணங்காளும் இரண்�ொம் புத்திகாத்திில் சதிைிவாொகாச் 
ச�ொல்�ப்படும் எனாத் திரப்பட்டுள்ைது. (காரு.�ொ.பக். 530)

முதில் நூலின் இறுதிியில், “யொவாரொலும் மாிகாச் �ிறந்திது என்று சகாொண்�ொ�ப்படும் 
சதின்னாிந்திியொவாில் வாழிங்காி வாரும் இரொகாங்காளைைப் பற்றியபதி முதில் புத்திகாமாொகா 
இருந்திிருக்காபவாண்டும் ஆனாொல் சுருதிிகாளைைப்பற்றி எழுந்தி வாொதித்ளைதி முன்னாிட்டும் 
அளைவாபய முதிலில் வாிைக்காப்ப� பவாண்டியளைவா என்பதினாொலும் முதில் நூ�ொகா 
சுருதிிகாளைைப் பற்றி எழுதி பவாண்டியதிொயிற்று” என்று பண்டிதிபர திமாது உள்ைக் 
குறிப்பிளைனா பதிிவு ச�ய்துள்ைொர்.

இரண்�ொம் புத்திகாபமாொ இரொகாங்காளைைப் பற்றிய முழு வாிவாரங்காளைையும் உள்ை�க்காியது.
 1. ஆபரொகாண அவாபரொகாணத்திில் காீதிம் உண்�ொக்கும் முளைற
 2. ஆவாற்றில் �ீவா சுரம் காண்டுபிடிக்காம் முளைற
 3. இரொகா �ஞ்�ொரம் ச�ய்யும் வாிதிம் (ஸ்பு� முளைற)
 4. புதிிதிொகா ஒரு இரொகாம் உண்�ொக்குவாதிற்கு மாட்டுமால்�ொது பழிளைமாயொய்ப் 

பொடிவாரும் இரொகாங்காைில் பிளைழிகாளைைத் திிருத்திிக் சகாொள்ைவும் வாழிி வாகுக்கும்.
 5. சுரஞாொனாம் உளை�யவார்காளுக்கு இந்நூல் மாிகாவும் அருளைமாயொனாது. (பக்.1227)

என்பளைதித் திமாது முதில் புத்திகாத்திின் இறுதிியில் பண்டிதிர் அவார்திம் ளைகாப்ப�ப் பதிிவு 
ச�ய்துள்ைளைதிக் காொணமுடிகாின்றது.

முடிவுளைரமுடிவுளைர
யொரும் பயணிக்காொதி ஒரு புதிியப் பொளைதிளைய திமாதிொக்காி மாிகாப்சபொிய ஆய்வாிளைனா 
பமாற்சகாொண்டு இளை�த்திமாிழு�குக்கு வாழிிகாொட்டியுள்ைொர். இவாளைர அடிசயொற்றி 
�ி�ப்பதிிகாொரத்திிளைனா ஆய்வு ச�ய்து ப�நூல்காள் வாந்துள்ைபபொதும் இவாளைர 
பமாற்பகாொள்காொட்�ொமால் ஒருநூலும் சவாைிவாரவாில்ளை� என்பது மாறுக்கா இய�ொதி 
ஒன்று. பவாறுபொடுகாளைை வாிடுத்து மானாிதிம், திிறளைமா, அர்ப்பணிப்பு, உளைழிப்பு, உணர்வு 
பூர்வாமாொனா பங்காைிப்பு இவாற்ளைறக் காருத்திில் சகாொண்டு பபொற்றுபவாொம். நான்ளைமா 
என்பது எங்காிருந்தும்; எவாொி�த்திிலுமாிருந்தும் வாரக்கூடும். இவாருக்கு வாந்தி எதிிர்ப்புகாள் 
�ந்திித்தி �வாொல்காள் ஏரொைம். இவாற்ளைறசயல்�ொம் இவார் சபொருட்படுத்திொது திமாது 
ஆய்வாிளைனா பமாற்சகாொண்�வார். திமாது ச�ொந்தி உளைழிப்பில் �ம்பொதிித்திப் சபொருட்காைின் 
துளைணக்சகாொண்டு இவ்வாொிய ச�யளை� ஆற்றிய இப் சபொிபயொளைர பபொற்றுவாதும் 
இவாரது உளைழிப்பிற்கு உொிய அங்காீகாொரத்ளைதி நான்றியுணர்வு�ன் அைிக்கா பவாண்டியதும் 
இத்துளைறயில் பயணிக்கும் நாம் ஒவ்சவாொருவாொின் கா�ளைமா என்பளைதி உணர்பவாொம்.
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