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THE XLVIIth MADRAS MUSIC (‘CONFERENCE
OFFICIAL REPORT

The Opening Day
21st December 1973

The XLVIIth Annual Conference of 1hc. Mus'ic Arc:(]i;n:g;
Madras, was held in the T. T. Krishnamachari Audxtor:u_600014
. isex f the Academy, 115-E, Mowbray’s Road, Madras .
from 21< 0D cember, 1973 to Ist January, 1974. The Conference
fro:npf;ssitde;over b;' the foremost exponent of Bharata Natyam,
;V;t. Dr. T. Balasarasvati.

.. .
There was a record attendance of musicians, scholars, mt:mb::‘:rd
f the Academy, and lovers of music and dance; The. no ’
o , : oted
industrialist of Delhi and patron of arts, Dr. Bharat Ram, inaug
1
rated the Conference.

Dr. Bharat Ram was received by c?ri T. Si‘ni;(l,];i,egret:dfl?ct
aries, und was

o th'e Acadi‘mt);):ngo:jl‘zr:)ecire;Lc;eSMenlbers of the Executive and
PreSldel’nCO mittees of the Academy. There was thenagrOl'lp'
Experts _ 0}"{’ and the President and the Members of the Executive
Photo with ’“(nf]o;nmittees. The distinguished guest was the‘ﬂ talfcn
and Exper(;?mrium of the Academy where the inaugural runcthn
:)c::gt:r? \:iltlh the singing of prayer by Vidvan K. V. Narayanaswami.

Messages

Sri T. V. Rajagopalan, Secretary, then read the following
ri T. V. :
messages received for the success of the 47th Conference :

Dr. S. Radhakrishnan, former President of India, sent his best
r. S. ’
wishes.

His Excellency the Governor of Tamilnadu, Sri K. K. Shah,
wished the Conference all success.
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Messages had al o been receiveq from the Governors of Jammy
and Kashmir, Orissg and Pondichcrry.

The Maharajah of Mysore, Sri Ja
Bahadur, said in his message : *“ Ag one

with the activities of the Music Academy, Madras, { ap aware
of the best efiorts jt has put f

orth for fostering, €ncouraging ang
promoting the fine art of music.

[am sure the Academy will contj.
Bue to enlighten and delight oy  thi i

India’s rich heritage

Y assocjated

The Hon'ble Sri ¢, Subramauiam, Union
congratulations to Balusarasvati and best wishes f
the Conference and its concerts.

wishes and hoped thas the discussion by experts in muygjc and
musicology would Jead to fruitful resy]ys.

Messages had aiso been received from some other Tamilnadu
Ministers.

The Chief Ministers of Mysore and Kerala hag Sent their goog
wishes and greetings,

Sri K. Kamaraj congratulated Academy on itg
yeoman service to the Cause of music a

his good wishes,

Dr.P v, Rajamannar, former Chairman ofthe Centra] Sangeet
Narak Ak:lt!emi, paid hig tribute to the Musg;
consistent, cop

¢ Academy for the
Y work done by ;

aditiona] lines

tinuous and worth
tion and development on tr

South. He sajd that he weyly
discussions by the Experts i
of which he haq attended.

participaticn in the Ann

specinlly  stregs the very Valuable
co]ogy,

tmusic and s Several Sessiong
He recaijeq with nappin

: ess hjs Previoyg
ual Conterenccs.

finan, Chairman, S
Akademi, stateq in his message

world-renowned artistes in Bhar
was doing yeomap servic
and but for 4p Ofydanis

tate Sangita Nataka
that Balasarasvati Was one of the
’ la Natyam gngq the Music Academy
€ 1n the figld of Carnatj; miusic apg dance

“on like this, we Wonld not haye Preserveq

. : field of music and dance,
iy e'mCient andhrl*;h t:\i"?slthe)lnstrel:sir}:l1:Zse of varied cultural
Tamilnadu, ;V ;;a*)e of folk-arts, music, dance and dfaf“}? I:V:;
traditions m,t ; 'nst‘\i(utions like the Music Academy whic di-
proyd ” ‘hjlwf: 1 r>sefve the pristine purity of our cultural tradi
dedicated l'tbe]AtOdZ[:ly was really Jucky to have Dr. V. Raghavan,
tiOns‘f t::lxioblecind learned sons of India, as its Secretary.

one o

a Menon, Executive Director, National‘ Centr; :Zr
Dr" Nafaya” sald In his message that the President of the
A A”S’q: the  greatest Bharatanatyam daucc?r of our
Conrc;‘?z;e,\v:shz?ls:;dis!inguishcd musician in her own right.
generation,

i T : -India Radio, said
jee, Director-General, All
i S. K. Mukherjee, i ‘ R
. ,S‘rls\gsage that the Music Acudcmy,. Madraé, hzii A
S mc‘rvice to the earichment of Hindustani anh amese
Yeorf““} slclalt‘a century now. The Academy was furt e:jn gomd
m“Z“bflL’r service to which All-India Radio was equally dev .
laudable )
He wished the Conference all success

ived f i C : iraman
Messages had also been received from Sri C. R.:dt.tabhlr ,
| i i ari.
former Minister of Broadcasting, and Sri H. C. Kot

i tings : Sangita
i ici had conveyed their gree !
following musicians ; ' ongita
Tl.];pi Semmangudi Srinivasa Iyer,. Vidvan Tlttt)e Jerishn
e Sri Sankarasivam, Madurai, Sri Sathur Dudr; magiri,
Jeneer havachariar and Na -
imala, Embar Vijayarag
Smt. Vijayanthimala,
pettai Krishnan.

ici 3 1 > i 1 » atld
stu

]’] ‘() c t

i hno-Musicology
irector of Institute of Et

Dr. Mantle Hood, Direc _ icology
f the University of Los Angeles, Mr‘. R. L Slmgnl,al»; ((:f ras
o king in the Academy during the previous year, 0;11. e.1 of the
Ca i iversity, Jon Higgins

i i tate Polytechnic Univers ,
Cahflorma;‘ F?ne Arts of the York University, Ijoronto, Dr..Har.old
b ty":f the Music Department of the Princeton University,
Powers

-

L’w
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and James A, Rubin,

Executjve Direetor,
Foundation, had sent their

Pan  Orient Arts
messages,

Messages had also been received fropy,
Tamilnady Sangeeta Natak, Sangam, Andi
Academy, Mysore Sangita Nataka Academy,
Academy, Bharatanatya Research Society, p
Manram and Kalaraniani, Madras,

sister Institutions :
\fa Pradesh Sangita
Manipur State Kala

00na,  Sivajj Nataka

SuiT. T Krishnamachari, Vice-

President of the Academy, had
seat  a  special message ip tonnention  witp Balasarasvati’s
presidentship of the 47th Conference, This message wag read by
Dr. V. Raghavan.

“{am AUppy that the Expart Commit
has  decided (o honour 4 votary of By

her as President of the Conrerence for t
to deprecate the good that g being
to Smt. 2lasaraswat;

tee of the Mugic Aca
1arata Natyaq by electing
his vear, | do nat intend
done by SSYING that this honouy

demy

i3 long overdie. [p many Tespects the
president-elect of e Conference 4 * Unique persop It is an
undisputed fact tiat <he s gp tOp ‘n the field of her art, Bharaty
Natya. [t s noy SUTprising that iy g S0 as she is an hejp toa great
tradition iy music  and dancing. Her grandmother, Veenaj
Dhanamma!, 5 stil] nonparsil in the field of music. Hey
grandmother's grandmother .

S anoted Bhargty Natya dancer,
But that is not all. 1 wip ot be exg

she has, by her ability in ey
art which was well
Obscurantist Indi

. g8erating whenp I'say that
Position and i isation, fevived ap
nigh dead by the twenties of this Century,
ansocial reformers of the last decade of the a5t
century and the carly decidg, of the current ¢

kill this art a¢ itthen floyy

ished mainly j
South India, The nautch girl was
musical and artjstic tradition
sought to be obliterat

Nattuvanar—experrs in
of melody in music, ang above ajj

sastra by Cquating it wity Y vocal elfort §
generally Iccognised.

a term of abug
f the Nattyy
ed. Ip fact

Bharata Nittya have made j

€.

Be that as ¢ may,

it was Smyt,
this art and given jt

Balasarggy,
a statys,

Phirst saw h

o 5
; 1- CONFERENCE
| THE XLVIIth MADRAS MUSIZ €
Prs. -1v

¢ i . i lC
SS8 11 thiS “cld h'L bcel aslo UShl &
‘ T I ress i S 1 4 Lot ng n it h

-ompensated by
he death of her Nattuvanar WleS Low psuprcme i
he deu

foss caused ?yitill the gap on her own and she isn

her attempl to

the field.

ati has demonstrated that pr?fessfl?hf;a];\sd‘zsliz
Smt. Balasaraswali ine qua non for its survival, sphare
Bharata Natya is the :lmis fact and help to create annd has given
Academy must.recoviﬂtls;s great and superb art'tﬂf’lat lege
! pmfles\iii(s);:ilfizn;/(lusic Conference all success.
to us.

Sri T. S. Ruajam, then welcomed

The President of the Academy, s of the Academy and the

sts ¢ Member
the distinguished gucsis and

p . H S o} dld .
ub 1c 1 S 1ddl SS s'.] l(l am ¢
‘ II 1S < ¢

3 n
<« Ladies and Gentlemen,

. 3 Q v Cm)’, to
sident of this Acad
gieat pleasure, as President icians, members of
It gtves mf:] ] 7nb"rs of the Acadcmy, musi s
all-membe
welcome you 4

(=4 5 he th
(8] 1uttee an 81831931 Heb‘s ( t 4
XpertS IH”N o 1S t 7

o the
i Conference of the Auadefn'y, as ©
i hisd a;h;r:aptiitanlilatyam exponent alndd” )r::]l;s‘:;u;;; isSr:;e
stingishe ‘ residi rit. Asyou: ,
il.s;algasamswati, 15 p'rt?(s)]r(ljl:tgl}?evflighest standard in both Bg?irzlt]:
bearer o' ¢ great'c“i('ihlich her family had preserved for gene
natyam and music, . o
lso particularly glad that we hav;h;r:ato i
we are. 2 SO’ dustrialist of this couutry,'Dr. parat Ram, to
the distingishe ® nference. Members Wl‘” r‘ec<1 that our 81h
nauguraie 007 4'7th thl)x'ated by a great industrialist, Sri :CS ;l e
Conference s ”?ﬂUg' m in which we are assembled, ow  ereat
to whom th amqltomfl Dr. Bharat Ram to have accepted our ilsts >
deal, It 1s very kmd}?'s C;)nference. This Conference consming‘
tiom 0 e o ‘" which will begin from .tomorrow I;o i 0;
meetings of the Ex?erth ic and Dance, extending ur.)tc')‘t € o
and the festal M‘USIferencc and its different act1v§ues.sta'r -
January, L LO:d go on continuously till 12-90 Tldnlfes;
o0 A M ev'ery "d;)tl ?Ior keeping this tempo and makmgkd stL:)c s
fora whos m’rstméoﬁference, 1 must express my thanks
of each year
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Secretaries and Convener, ang e members of our Executive
Board. You will licte, Dr. Bharat Ram, that, Whatever the prevail-
ing condition or things the Academy’s Conference and Festiya)
attract the largest attendance of music loverg

and scholars from all over ¢}
would show 1t
hearts of the people, music-Jovers and scholars.

Lam glad o say the Academy Las taken on seve
mental

activities during the Past twe yea;s. Apart fr

ments to our building, we have st
to be built on tie Euastern sjge.

the Confererce, College. Librayy, €1C. 1t is gray
o note that whorever they mey Detiorm,
appreciate the huli-mark of the Academy’s p
the great pressure o, the number of
additionully CTEAINRY Zot only
two or thruc speciy
the most significan
extend Nnancial
the cause of my

raj develop.

dtronage s and i
applicacions, we h
. ~ nonthly performances but alse
I ‘semes OF performances during th year, Perhaps
Lis the smay beginning which we have made tq
ad (o indigent Mmusicians why have dope Service to
SIC in the Past. Itis gyr hope that we Mmay en)arge
the scope of this £rariin the veyrs 10 come.

ave beep

Lam sure 1., large body of members of (i,
glad that Dy Bliarat Raw, who ;
industria} e>tablishmenty pyg
found it possjble to

S associated poy onj
alsv with educationa
associate aimself

)
with oy Work and ¢o Come
and inaugurate oyr 47th Conference, Apart from the Participation
of musicians anq musicologists from the North, tfe assocj
such distinguishe(

persons Jike D,

sufficient proof of (he nationg]

Academy. Ag un industrialist myselt, I may say, Dr.
how my OWn aclive z¢

sociation for Soimne time
premier body devoreqd 10 music apg dance,
great personal satisfaction tq me. and

& the opporlunity it
to me to serve the Arts,

is, | hope, 5
character and standing of this

Bharay Ram

To all thege Institutions and indivxduals who }
operating with anq helping the Acudemy to
standard and Pobularity, | Wisl to €xpress my gy

1ave beep co-
Maintain jyg high
tefy) thanks.

g f the Academy, to
est Dr. V. Raghavan, Secretary hog t};est
u . V. ceretary of the !
l “‘;W r\i?elcome Address to our distinguis g
present the

Thank you.”

Welcome Address

[ a (t Ram
D[ \ R l van Seu,refal‘y, the“ plesent(d to ;]l B] ra
. ag 1d » ) A

i . is our forty-
* Dear Sin at pleasure in welcoming you to tlTls] of
e
We have g; Conference and the connected Festiva
seventh Annua

and dance.

-ateful to you for having accepted ou'r 11'1v1ut’a]t'1lc))(n
Mo g ate our Conference. You come in 4 galaxy
to come and maug‘fr‘ s, official and nen-oflicial. who hi‘lVC, in .o.ne
of leadine ;')CFSO”J“UCSX:I a role in 12 promotion of humanities
AN O:::l:e’uigai}x/;oug‘;mted our previous Conferences,
and arts an

ly a leading entrepreneur const.antly engaged
Yo are o o yfthe country on the production front, but
in the advancement o arrying on the tradition of your respected
you ha.ve also t?ee‘n :coumgement of higher education. ‘ We know
father IE tshe:l](;tolwbien considerable interest in music and arts
there has ¢ e
in your family.

a pi ring role
The Music Academy, Madras, has i;;la;zsg ;)a;:;nc:nd e
in the f'Ostel"i“‘c:?./’?t[;[::’;r‘::: tzlll;tsprz-flnti/leupscndence 1im.es when‘ these
forms like II(i;l\tflcUpv)ort' The Academy 1S an incarnation of
arts had no o‘..lzuxa'u nlusided cuitural awareness which was then
one aspect of tic “:Vt[}i’ national consciousness. Our annual
growing ‘q?ong‘ e in ali-India and it assembles a large body
Confefencevls un'Klllu ver illC cotniry and also from abroa'd, who
ofExperlsrroma' 0)rg and give demonstiations on s.ubj.ccts of
discuss, present pip%;vo weeks. From the very beginning the
music and danci».lmou;ded by the Sustras which define A?’anglt('l
Academy ha;j ‘bf;;t:uiqenml music and dance, {7 a1 ¥ a9 T 39
o VOCill_ 3““') A'“»-xdcmy has striven frowm the beginning to
#‘ﬂa‘fq? {;ll(:ax\c;:ux*t and promote its understanding through
e
(rizst‘;.?fé(tlaeduca!ive programimes
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farty-four volumes, wil]

have been the contributiog

s of our ;
also brougt ou

1t OuUt over 3 score  of
The scope of gur Conference is
0O 13 it merely natjop

al Confereuces.
books op music ap

4 dance
ot confined ¢o Carnat ‘

al with - - e music;
participating ; but it afferd. 1. number of Hindustag; ex ;
System {c : ords the widest SCODPE a8 severa) perts
§ of music are alsy dealt with by 1 ¢ral non-Indian

he

participants, We hay
Music Teachers, We have now
of musical and devotiong}
great influence jn (he sust

" learned foreign
: Music for trainin
. decided to give fillip to the argt
: §c0urse called Hm-ikaifza, which h

aning of vhe higher values of Jjfe .

¢ a Teachers’ College ot

/-Six performances of
asswcal dance, Perforrg.

all senjor artj
‘ Artists chers
the 3pring-board of their career B

‘ ntal, and alsg o)
STBy i3 g Prestige which

and those younger aspire for as

Si? we d‘) not e h
H t est bDn our o s
) ars,
Wh(ch We may be ‘[HS(I W

shold of furt

carrying on gy
Conferenze, smaller conceryg etc, A

Indian Music ang Dance, like otix ity e sur
to be enjoyed and appreciated ase
the world and institutiong |
calfing for greater

like ourg have to play 4 new rol
- oc,
years in the consolida

ve and fesponsibility ;
f the new enthusiasm for

initiatj
tion o

We have recejved
patrons and the public.
trends of the timeg bai
the circle of oyr friends an
never been disappointed j

i the pasg ab
With our actjvie: b from o

d patrong. We must Say
N our appeais.
W

€ ROW request ¥0u, Sir, tg naugur

an ‘ ! ate ¢
d the “onnected series of performances e

h Confercnce

y We femain, Sir,
Our sincere friends and i
THE Music ACADEMY i‘;“:g;igl
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Inaugural Address

Then Dr. Bharat Ram delivered his Inaugural Address. Dr.
Bharat Ram said :

““Ideem it an honour to have been asked to inaungurate the
47th Conference of the Madras Music Academy which has earned
a just recognition and wide reputation for its many-sided activities
to promote music as well as the classic Indian dance of Bharata
Natyam. When your President, Sri T. S. Rajam, invited me to
undertake this task, I could not refuse him, although 1 was and am
duly conscious of my limitations. The only title which I can claim
to my presence here is the privilege I enjoyed of listening to some
of the greatest maestros in Carnatic, Hindustani and even Western
music right from my childhood. While I am not a composer or
musician, 1 belong to the large fraternity of music-lovers. Can you
imagine any one who has not attempted to sing or who has
remained untouched by some song or the other ? My observations
this evening, therefore, will be those of a lay man interested in the
healthy growth of an art which has a universal appeal.

First of all, I must pay my humble and sincere tribute to the
galaxy of emincent people who started and sustained the progress of
your Academy. It has always struck me as remarkable that of all
the States, Tamil Nadu has thrown up so many public figures in
politics, professions and business, who could find time to cultivate
a real taste for art and philosophy. This explains in a considerable
measure the leavening influence of Tamil Nadu on our national
affairs over several decades. This influence is often subtle and
sophisticated, but its impzct is always deep and sometimes even
startling in so far as it sets in motion new thinking, and even a
testing of generally accepted premises and propositions.

I shall now venture te share with you some of my thoughts,
though os an amateur, on what 1 believe should be done by
academies like yours to fuse the different systems of Indian music,
and even gain for it proper recognition and popularity in inter-
national spheres. While saying this, 1 would like to add that I for
one would not like that either the individualities of different
systems of Indian music be obliterated, nor that effort should be
slackened in the direction of refining them.

M-—-2
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In the field of music, as anywhere else, the
on-going movement for diversific
Indian culture remained richar and

. re has got to be an
ation and diffusiop. Indeed

creative so long iri

: = as the spirit

enquiry and self-examinatior: was vibrant. For historical f i
easons

this spirit got occasionally clouded, but never eliminated in per;
when life in India became moribund. We always had h 1[)enods
seers whose keen mind reached out to ampler vistas VYO o ond
Bharati, for instance, sang because as Jie said, he has ;‘ dn;);: (;’::/:n
D

of.the ambrosial wine blended with the moonlight, star
wind'"; this was at a time w from f(;l-eig > anld the
0 rule was

he horizog,

hen deliverance
far too distant even to be seen us a speck in t

Today, as always. the work-a-day world

and we are also pre-occupied with the
Common objects

1S t00 much op us
day-to-da ’
. Y problems,
o °ls Touse mo curiosity, but only indignation -
unfamlhar. possibilities do not stimulate, and are viewed eith ‘o‘n ;
a.pprehenswn Or rejected out-right. The different argg er w1’th
literature, dance, drama and the like-provide the fequisite t«musw,

Incture

al’ld help us tO understand tha i 1 nite ar (l b
: t Ilfe 18 nOt SO i 4] V.

Just asa story must
above all be a story fi i

bt ’ : Y lhirst, and jtg m
must come next. a >0ng must be pleasing to the eqr' to the m o
ar, asses

anc-i classes alike. A pleasing rendering of g song is i

as its content. If 3 story does not interest ga reader\ ?S Cporant
a'ltogether lost on him. Similarly, if the song do ot o S
listener, the higher PUrposz is also lost op him ZS oterest a
does not like abstract thinking and he does. g on man
elaborate rendition of music either. [ am -
mom.ent that classical musie which is accur A
clartity of voice-production, should be re
songs which, in any Indjan
virtuosity of folk music w
feelings pertaining
social life,

like an over-
© Suggesting for ,
acy of Pronunciation and
duced to the level of fim
dian language to-day, do bot share th
N Occulc ‘expresses Qrdlnziry and simple hu ;
pations, festivals and other '1spect;na[;

d Q

There are severa] systems of notations prev

s of notation now ;
W It vosye
evolve a common system acceptable (g all t}é' » We must try and

. . 1€ varg
:nusm, both in the North and South Indja. This W%;’IUS schools of
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and North, but also to the enrichment of this ancient art.
With regard to the further progress of our classical and folk music,
the tradition must be maintained as far as possible, keeping pace
with the modern ideas. However, for light music, orchestral
compositions and also our musical instruments, experiments should
be carried on according to the contemporary trends to enrich this
music still further.

It is time that we also consider as to how our notation system
could be suitably modified, adapted and geared to enable it to
express the very delicate tonal and rhythmic graces of our music as
much as possible to the different pecplc in the world, since there is
growing interest in our music outside India. Besides, really compe-
tent, popular and educative musicians, both foik and classical, who
have already established themselves by virtue of the contributions
and performances should be selected to sing, explain and popula-
rise this art abroad. Publication of traditional compositions of
classical and folk music in the proposed improvised notation would,
I am sure, promote the objective I have set out.

There are some well-established institutions and Universities
which turn out a good number of students of music every year.
These students possess adequate knowledge of the theory of music,
but unfortunately, most of them do not prove successful perform-
ing musicians, because they seem to lack proper practical training
for which there is hardly much provision in these institutions even
today. In my opinion, if we want really good performing musi-
cians in our country, the practical aspect of music has to receive
much greater attention than hitherto. It means re-orientation of
our course of study, system of examination, etc. in these institutions
without further delay. Though voice-culture plays a very important
role in vocal music, yet adequate attention is not being paid to it,

The fixation or adjustment of the pitch (tonic) of a singer
at the preliminary stage is very often over-looked and neglected
by some teachers. Also, no degrees or diplomas should be
conferred on the students, unless they have attained a minimum
level of proficiency in the practical aspect of the art. Such
examinations should be conducted only by recognised and
educated musicians not attached to the institutions or Universities
concerned. We should also have different courses of studies for
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from the syllables of the word Bha-ra-ta, there is an underlying
concept of the equality of these three elements. In the nuances in
the Abhinaya, the Raga-bhava stands beautifully integrated, includ-
ing the subtle expression of gamakas, intonation of sruti, and the
unfolding of improvisation in niraval. It is my teacher’s instruction
that the above-mentioned aspect should be brought out in the
Abhinaya and I hold it as my objective when doing Abhinaya. The
masters have created separately compositions suited especially to
dance. The hundreds of songs useful for music-concerts are of a
different kind. Leaving them aside, the masters had separated the
dance-music; their idea in doing this should be inquired into.
Their main ideas are (1) Raga and Tala should stand inter-twined.
(2) Raga and Bhava should go hand in hand in Abhinaya (3) Raga
and the words of the song should mingle together in the Abhinaya.
I do not have the boldness to take away the time-honoured crea-
tions of the great honoured masters of Bharatam from the dance-
performances. Songs suited to concert-singing afford no scope for
the full creative unfolding of Abhinaya. This is my full experience.
Padas and Pada-varnas are indeed the jewels of dance-music. The
Bhairavi Tana-varna in the sequences involving strenuous physical
movements alternate, with relaxed passages of Abhinaya. Similarly
between the Padavarna and the Tillana, they placed padas for quiet
Abhinaya. Natya-rasikas may see this arrangement of fast and
slow tempos alternating, affording a quickening and relaxation
following each other. The students of dance who are to come up
in the future should acquire an equal mastery of the twin arts of
music and dance, understand the subtle aspect of both and abide by
the underlying principles of the art as it had been developed by our
ancestors over the centuries.

It was my good fortune to have been born in a family, in
which the traditions of music and dance have been the focus of
life for generations. Although it is known to many that my
grandmother’s grand-mother Kamakshiammal danced and sang
in the court of Tanjore, it is important to point out that my
great-grandmother Sundarammal was a musician, as were my
grand-mother Dhanammal and my mother Jayammal. In fact,
most of the artists of our family in recent generations have been
musicians rather than dancers. Among those remembered are
several violinists, and performers of vina, flute. ghatam, and
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Conference Souvenir

The Academy broughi out as usual a Souve
Conference which, besides carryin

nir for the 47th
the performances of tie

& annotated programmes of all
Conference ang photogr
persons connected with the A

aphs of important
the Academy and the
also a detailed acc

dance:
Music® by K. Chandrasekharan,

Dr. Sita, * From Kamatchi to Bal
Balasarasvati~ by Dr.

‘The Dance-inspiring
¢ Ghanam Sinayya® by
a’ by ‘Dhanikan’, <Padams and
sv Jon  B. Higgins, ‘Syama Sastri and his
Compositions’ by Dr. T. s, Ramakrishnan, ‘Padam’ by Vidvan
K. C. Tyagara

: jan, ‘My Art Experience * by the late Mylapore
Gowri Ammal, one of the teachers of
Vadyam cha Nrityam cha tr

Agenda of the Conference

The following was the A
meetings of the 47th Conferenc
I.

genda of the Experts’ Committec
e

The President T, Balasaraswati’s Demonstration

It. Other Talks

and Demonstratio i
. NS on different forms of
Indian Dance:

(1) Koodiyattam of  Kerala
Madhava Chakyar with

Netrabhinaya by Mani
Rajagopalan.

explanations by L. S.
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ce
Thyagarajan : (i) The eleven formf1 l());nsdan
@ Sﬁl ppat}ilikaram (i) Navasandhi Talas an .
- i : rtistes
V. V Narasimhacharya, Kakinada : Dance A
3 . V.l
* of Andhra (Paper)-

itions :
[i{. Presentation of Dance Com;;osmo  mvosttions y
. makrishnan: . s of
O by S.a RIgikshitar and others in the Sampraday
bbaram .
Psrlzltdarsini (with Demonstrations).

. dam: Dance
) and K. V. Sivanan

v. Kittappa and. [lustrated)
Compositions 0

it j ti
e ¢ ositions of Sri Swa
aphavan: Dance uo‘mp o
& V.legiwith Demonstration by Smt. Nan
Tirunal.
Ramani).

. . . SaSUV & Ea[t y Bdll alOIe . l;an ] .
( ) B “

T. Muktha with Smt. R. Vedavalli: Rare
5y Smt. L. :
© Kshetragna Padas and Javalis.

Talks/Papers : e 5. ¢
T IlluStra[t)edN A. Jhairazbhoy of Windsor University, U.S
1 r. N. A.
@ Bharata’s Gramas.

i d Ragas.
Madurai: Relate

- Ramanathan,

(2) DI. S.

y. V. Satagopan, Delhi  University: Basic

f. V. V. ' !

e fI’{rc(:)lationship between Music and Dance' N
Vidya Sankar: A critcal study of the ,

(4) Smt. VI

V. Papers: v, Narasimhacharya, Kakinada: Simhabhupala’s
m V. V.

ibuti Music.
Contribution to | -
b i Satyagopal : Blending of Melakarta g
ri
(2) Tunubu
A\ 8 Discussions :

asva-Dirgha ctc.
S Narayauaswami: Kampa, Hrasva-Dirgha
K. S. 1
@ in playing Ragas on the Vina

: and Prati
Devakottai Narayana Ayyangar: Suddha
e
@ Madhyama Ragas.
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(3) Sathoor A. G. Subrahmanjap Some poings in singing
Varna, Svary and Raga,

[VoL. xpv

VII. North Indian Music -
(3 Pt Vishnudas Shiralj

VIIL,

A Comparative Study of
dancing (with dcmonstration).

IX. Book-Release -
(1) Hindi Edition of

. nfor § N Akadem;j
with recital of select pieces from the book by Dr, &
Mrs, P, K. Dikshit of Banarag Hin i

(3) Essays on Natya (Tamj]
X. Other Systems of Music :

(1) Mr. Eddo vap der Hoog,

The Hagye -
Music and Violin-Playing

Western Violip

(2y M. David Reck,

Wesleyan
Improvisation in Weste

University, uU.s.:
™ Music,

3) T. Visvanathan - Other Music Cultures,
XI. Any other subject to b

€ taken Up  with
approval,

THE FIRST DAY
22nd Deceinbey 1978

my began toda

Smt. T, Balasarasvati, President of
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iharan on Violin
ccompanied by Trivandrum Harihar
thuraman a : ar
:‘r;ds‘;(handadevi Srinivasan on Mridang

i n gave an informative talk on
O Ramaﬁ;;?snasugz‘:heg in the momu.lze;tta;r wc;;l:
B Pradarsini by Subbarama Diks {tio;ls y
o S“"’Pra“;‘;y“that book, nearly 70 Sl;fh com}}));;; o
R, jswar jati, Pada-Varna, ,
‘S/:lrious forms-Jatésﬁilda’insv:;fécular to some of tl?es; [cl];nzc;
i rti:S'aeirndhavi Pada and a Devagandhari hzeztra.na
composi.tioﬂ_s: hA later of which (Vedukato naduchu) Ks " be
e unt c;“the total number of the Padas coTnpos ¢ b
B o the. co ts where he composed them, an dnonyPada
e 0 B “c'our' of Kuppusvamiah, a Parimala Ranga- ‘
e Subbarama Dikshita’s Clzowka. Varnas an
e andSchrllcu in Anandhabhairavi, Yentani in Ka.m.as 01;
e l'/amas’ ‘"_a at Tiruvarur, and Vanitaro a composition o
the Deity Tyag?raj ith further embellishments by Sut.)baram;
D Po'nmah analika, Bilahari, Varali, Gamakapriya an
Doyt ant .R”ga aka Tala. The above were demon‘stratc.d
A, Rgp I;r T. S. Ramakrishnan along v.nth his
o Vglcegzrt]:rsvgfnnta S.yR. Mangalam and Smt. S.R. Kesari.
two dau .

i i the speaker and given in
One of the I;’leazc;jzrsdi:lth::ltt};ebi'amil composition * Mamohg
the Sampratars I Rupaka by Katikai Namassivaya Pulavar an
fahart” 10 KhamaS-Sublfarama Dikshitar, with echoes from. .the
set fo danes % us Useni Svarajati. This dance composxt;]on
passages of (he falrano Smt. Nandini Ramani, as taught by her
was performed lysarasvati. The melam consisted of Messrs.
ey Smt}{f;aadas Ramayya and Kanchipuram Ekambaram,
K. Ganesan, )

If of the President of the Confen?nce, Dri)Ragl:::;
On beha ks of the Experts’ Committee to Dr. L.
conveyed the .than hters and mentioned that the Svarajati in
krishnan an l:s dl::tg was part of the Val/ibhiratlc;m:;::f;alvlvli[?;
Khamas danc . tation at the Ac
prepared by Balasazi;‘;zt; u;;tpf;::h’ owing to some ex:atnetth;:
e Smdtenn:zeosfhzrolxld not be produced. He said that this
circumsta ’



by his pupils Nagalakshm;j
accompanied by gy ’
T. H. Subashchandran on Mridangam and
n
on ‘the Ghatam, Thanking Sri T
President, Dr. Raghavap i ) arajan
of the President that in add;
set to them, they should b

a future Session of th
e Co
danes. nference and presente

T. H. Gurumoorthy

THE SECOND DAY
23rd December 1973

by Sri T,

Orchestration

Dr. Raghavag then
Gwalior w

in Indiap Music

introduced p
e ho was associated with Pt v; )
w1‘t. Udaya Shanker and or o
Division, pt, Shiralj o
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whether there were any principles of orchestration in them. The
idea of orchestration has only recently come up in our music and
several experimentations had been carried on in different centres
of India by senior musicians like Pt. Vishnu Digambar and
Allauddin Khan. But all this was merely playing of a number
of instruments in unison with breaks for different soloists and
for individual improvisation. Later again, several senior
musicians started on their own experimentations in this line.
The film gave a further momentum to this movement. After
mentioning the several elements which constituted orchestration
in the West the speaker posed the question whiether orchestration
would be permissible in Indian music with its characteristics of
the 22-srutis scale, the single medlodic line, the difficulty of
placing chords in a non-tempered scale, and the continuous
sounding of the drone which was the basis of our music. Would
the introduction of harmony as understood in the West, destroy the
unique character of the Indian music? The speaker thought that
in spite of all this there was a possibility of introducing some
kind of harmony or counterpoint by the super-imposition of
melodic passages by different instruments and by mini-melodies
within the parent melody, without giving up the character of
parent melody, and by introducing distrinction in the different
parts of the development of the raga like Asthayi, Antara,
Sanchari and Abhog. An indian system of harmony required to
be explored. Also the tonal value of each variety of the
Indian instruments could be studied from this point of view,
including their manufacture and their system of tuning. Such
compositions could also be built on folk airs, on pure rhythm
and percussion instruments and for coral singing, all of which
would meet popular taste. Finally he hoped that Indian music
beld unlimited potentiality along orchestral lines and played
three orchestration experiments of his. The first entitled ¢ the six
seasons ’tried to portray the feelings of the seasons through phases of
the same raga, Bahar, instead of through different ragas. The
secondwas a psychological piece and the third based on folk melodies.

There were several critical observations on the paper and the
experimental pieces. Dr. Raghavan pointed out that the basic points
on this question were whether orchestration was suited to the grain
and genius of Indian music, whether we were producing harmony or

M—5
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Dr. Raghavan, thanking Pt. Shirali and the other participants,
observed that the subject called for a special seminar for full
discussion and the discussion could be continued in the future
Conferences.

Songs of Tulasidas in Carniatic Ragas

Vidvan Venkata Ramanujam of the Banaras Hindu University
then presented a selection of Tulasidas’s songs trom Ramuacarita-
manasa and his other works which he had set to Carnatic
ragas. He was preparing an edition of these for the use o)
South Indian musicians which would be published by the
Banaras Hindu University.  Assisted by his daughter and
accompanied by Sri T. V. Ramani on Violin and Sri T. V. Vasan
on Mridangam, he sang the following pieces: Gayiye
Ganapati - Nuttai (Adi); Sarva Soubhagya - Bhupalam (Jhampa)
Rajata Raghuveera - Bilahari (Rupakam); Santa Santapahara -
Kharaharapriye  (Adi);  Raghunatha  Tumhare - Ragamalika ;
Dehi sat Sanaka (Kuntalavarli - (Jhampa); Bhavana suvana -
Chenchurti (Rupakam).

Dr. Raghavan, on behalf of the Academy, thanked Sri
Venkata Ramanujam for the programwe he had presented in
connection with the 400th Anniversary Celebrations of Tulsidas
and his Ramayana.

THE THIRD DAY
24th December 1973

At the meeting today of the Experts’ Committee of the Music
Academy convened in connection with the 47th Conference with
the President, Smt. T. Balasarasvati in the Chair, there was first
the recitation of selections from Divva Prabandhast by Sri
V. Venkata Vardan accompanied by Sri P. Ramachandriah ou the
Violin and Sri Chandramouli on Mridangam.

There was then a Telugu paper giving a bird’s eye view of
the history and development India Music and Dance from
Bharata’s times upto date by Vidvan Aripirala Satyanarayana.

Improvisation in Western Music

Mr. David Reck of the Wesleyan University, U.S., then gave
a talk on *Improvisation in Western Music’ and ilustrated with
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recordings, 16 orms in Western inusic involving one kind or

other of improvisation, the examples ranging from the 8th
century A. D. onwards to the j9ih century. He said that the

elements originally improvised were lafer notated and became
more or less composed. He referred to solo improvisation and
instrumental group-improvisation, to gamakas and ornamentation,
as seen in operas and oratario. There were in religious chants

musical phrases comparable 10 visesha prayogas in Indian ragas.

There were similar elements in compositions referred to as Fantasia
and in Toccata, Adagio and Fugue. In contemporary music in
the West, the composers had again gone back to improvised
sections, particularly in jazz. Dr. Raghavan thanked him for
his paper and reterred to another paper on the rel
Alaap - form in other musical cultures,
Conference.

ated subject,
coming up later in the

Bharata’s Gramas

Dr. Nazir Jairazbhoy of the Windsor Univ

ersity, Ontario,
then read a paper on

‘Some Thoughts on Bharata’s Gramas,
illustrated with charts. He reviewed the theo

by Fox Strangways, Bhatkhande and Lo
Sa-Grama of Bharata as similar to Bilay

Kamaj (Harikambhoji) or Kafi {Khara/zm‘apriya) and the Ma-Gramq
as similar to Kalyani (Bilaval) or Kamaj. The above hypotheses
were based by their authors on their assessments 0

centre and ground-note of the twWo gramas.
with their arguments.

ries so far proposed
bo for identifying the
al (Sankarabharana) or

the tonic
The speaker disagreed
ure of the Sruti-inter-
wo Vinas.

He examined the nat
vals which Bharata demonstrated on the t

the view that the sruris were equal, wiic
meaning of the term Pramang Sruti,
many of the interpretations of ap
the assumption that Bharata’s sy
of modern ideas of the physics of music, Byt this,
the speaker, was not borne out clearly by the te
explanation was that there were

altered the pure physics of sound.
that the tradition of the origin of in Sama Veq
might be explored to understang B He played .
tecord of Suma Veda of the Kauthumg siyle of Teamilnady y hi "
was similarto Kafi or Kharaharapriyg mela. He thought’tl?;tlcﬁ

He was of
h he thought, was the
The speaker thought that
cieat Indian music proceeded on
stem must be coherent in terms

according 1o
: xts  His own
various cultural factors which

He then Proceeded to show

indian music
harata’s music,
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was this system which was dealt with by Bharata i'n the music
which was employed in his drama and dance. Plﬁerent from
this was the later development of Desi music which superceded
the former and has since been current. There was' no do.ubt that
drastic changes had occurred in the history of Indlan. music ?t the
early stage. Their explanations could only be tentative solutions.

Dr. (Mrs.) E. Te. Nijenhuis of Nethet:lands who spoke (;n
this question referred 1o her book which w?s_about' to hc
published, ‘Indian Music- History & Structure’ in which s €
had dealt with the questions raised by the speaker. In thank{r;ig
the speaker Dr. Raghavan observed that there were there s;;ecn t'(:
stages of Indian music, the Sama gana, ' the Gandharva of B araba
and the Desi of the post-Bharata period. There was. 1?0 dc?ukt
that drastic changes had occurred and there we.rc n'nssmg hr.x s
which were difficult to be identified. He referred in this conncctxox:.
to a seminar on Suma Veda conducted by the Academy, one.o
the findings in which was that the Svamstlzanas. of Samar(z-su;glzg
were slightly different from those of the Laukika Svaras of the
current music.

THE FOURTH DAY

260th December (973

Avt the meetings of the Experts’ Com.mittce f‘)f th&‘: 47th
Conference of the Music Academy held th}s morning w;tﬁh tthe
President Smt. T. Balaraswati in the Chair, there was first a
recital of Devaram by Swaminatha Oduvar.

Rare Padas and Javalis

Then Smt. T. Mukta with Smt. R. Vedavalli accompanied b.y
Messrs. T. Kesavalu and Karaikudi R. Krishnamurthy onivloh.n
anfissM.rid‘angam respectively, gave a recital of the following six
Kshetregna Padas and four Javalis.

Adiyoga - KNamhhoji (Triputa) ., }n{rulwma Mrjta - jg [Z,nb[}wj ;‘
(Rupakamy;  Moratopu - Sahana :/Trzpu-ta)‘ :”. bntc;ctt - b: y:;a
(Rupakam); Rama Rama- Bhairavi (Adl)‘, \;l. wnee u-. tha.ma
(Chapu) ; Ennadi gani - Todi {Rupakam) -1. e;;\ .z'muna
(Jhampa) ; Mosamaye - Ahiri (Chapu) and Samiradaya.
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Thanking Smt. T. Mukta and other participants Dr. Raghavan

mentioned that under the Fellowship Scheme of the Sangeet Natak

Akademi for the preservation of rare forms of music, dance eic,

Smt. Mukta had taught R. Vedavalli a large number of Padays

and Javalis and that a similar Fellowship scheme was now being
held under the Music Academy by Sangita Kafanidhi
Venkatarama lyer {or

singing.

1 Mudicondan
amng Vidvan B, Krishnamurthi in Paltavi

Relationship of Music and Dance

Prof. V. V..Sathugopan of Dethi University then gave a paper
and demonstration and said that the twin arts of music and dance
were fundamen:ally relateq. being ex

spirit.  Singing several kinds of son
rhythm and the voluntary display of dance on the part of the

singer and the listener.  In this connection he said that the
tng position was mote favourable for i

of music and dance, than the sitting pos

pressions of the same joy of the
gs he showed the underlying

' stand
be integrated presentation
ition.
THE FIFTH DAY

27th Deremper 1973

At the Experts’ Committee Mee
part of the 47th Conference of the Music Academy with §
T;Balasarasvati in the Chair, there was firgt a demonstrationm;&

bhinaya with special references t i j
e o the Eyes in Koodivattam of

ting held this morning as

Koodiyattam

In his istroduction Dr.
Koodiyattam as the only su
Drama according to Bharata, Madhava C}

of the art; and he would present ane cant;
mani of Saktibhadra {Asokay

Raghavan referred to ¢

. he val
tviving form of ue of

Presenting Sanskrit
wkyar, 75, wag the doyen
© ext from Aschirya Chuda-
' ana Act) and a verse f Y
D:anan];lzya. Koodiyaiiamwag closely related with th: ;::a’]‘”:bh“d’“
wher I '
€r¢ they were presented i the Koottambajg, i s
Madhava Chakyar who fipss pres ] i emppy Man,
and outside Keraly upder i
. the a g
o outs uspices of the Samskrj
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The programme begarn with the playing of Muzhavu by his son
Narayana Nambiar. Sri L. S. Rajagopalan gave explanations of the
playingon Muzhavu. Madhava Chakyar first showed abhinaya of the
differentrasasa and hhavas on the eyes and then took up a sloka from
the Asoka Vana Act of Ascharya Chudamani in which Ravana was
saying within himself that Sita was always engrossed in bher
thoughts on Rama, all the time in tears, and always disdainful of
himself. Before giving the actual meaning of the words in gestures,
Sri Chakyar showed elaborately, without the use of the hands.
how the meaning and the feelings of the versec could be brought
out by facial expression, particularly of the eyes. In the technique
of Koodiyattam, there was an important aspect of improvisation
catled Nirvahana, by which, to bring out the main idea, a support-
ing theme or motil was used. To underline the anguish of
Ravana, g verse describing the beauty of Parvati at the time of
Ravana lifting Ka'lasa was introduced and the Chakyar did
abhinava for that verse also. Chakyar also gave demonstration
of the abhinaya solely with the parts of the face of a verse from
Subhadra Dhananjaya, depicting the reign of amity in the Asrama.
L. S. Rajagopalan provided explanations in English.

In thanking the participants, Dr. Raghavan pointed out that
thanks to the various legislations, the roots of the arts which
had been affiliated in Kerafa to thetemples and to the Illoms of the
affluent Namboodris had been cut and that it was necessary for the
Government to devise methods to preserve such precious traditions
of art as the Koodivattam. He suggested that ‘ Commission for
Art’ should be constituted with funds at its disposal to rehabili-
tate the different drying art-forms in the different parts of the
country,

Dr. V. Raghavan Shashtyabdapurti i.ecture
Dance of Mayurbhanj

Sri T. V. Rajagopalan, Secretary, then requested Dr. Kapila
Vatsyayan, Delhi, to deliver the sixth Dr. V. Raghavan
Shasshtyabadapurti Eidourment Lecture for which she had chosen
the subject, A study of Mayurbhanj Dance in relation to other
dancc forms of Orissa’. Dr. Kapila Vatsyayan who had under-
gone training in diverse forms of Indian Dancc, gave on
account of the dance ot Mayurbhanj. She traced th: oniga of
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Mayurbhanj dance to the ritualistic practices

and showed how the dance form embodied

primitive. tribal, raral, as well as highly
elements.

of the area
in it many

stylised sastriac
She gave a detailed account of the priliminaries of the

dance-drama form of Mayurbhanj and drew attention to the

inter-connections with other dance forms in Orissa

» such as the
Seraikala Chh

au and the Purulia Chhau and the Purulia Chhau of
Bengal, and other dance drama forms Jike the Jatra of Bengal
and Orissa and the Yakshagana of Karnatak. She analysed the
dance-technique of Mayurbhanj and demonstrated the basic
motifs of the rribhanga and the chauk from which all other units
of movemet such as the dharanas the topkas and uflis evolved.
She drew special atteation to the characteristic feature of the
dance which was reminiscent of the Vrschika Karanas of Bharata.
Slides of sculptural reliefs from the Udyagiri caves of Orissa, the
rock temples of South and the Karanas on the
desvara, Sarangapani and Chidambaram ter

establish the inter-relationship between
Karanas in Bharaia

temples of Braha-
ples were shown to

the discription of the
the seulpturai reliefs and movemsnts in
Mayurbhanj. She also made comparisons with oth

er dance forms,
particularly Orissi and Bharatanatyam.

Dr. Vatsyayan concluded by saying that thece were problems
of classifications of cortain dance and dance-drama forms into
classifical form : Mayurbhanj Chhau was one such form.

Sri T. V. Rujagopalan thanked the lecturer.

THE SIXTH DAY
28th December 1973

At the meeting of the Experts Committee of the 47 Confe-
rence of the Music Academy this moraning, there was first a recital
ol the Bhajans of Tulasidas by Smt. Chandra and Party and Sri
Srinivasa Rao.

The Music Trinity

Smt. Vidya Shankar then
three composers Tyagaraja,
ring to the religious b
atyle of the three great

gave a comparative study of the
Dikshitar and Sastrigal.
ackground and the literary
SOMPOsers

After refer-

medium and
the speaker took snatches or
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whole pieces from the works of the three composc?rs, ‘ax'naly.sed
them musically and showed how each composer had his 'dlStmctIOﬂ
in the integration of the music phrases and the meaning of the
words and the feelings expressed therein. Raga was the essence
of Indian music and even in pieces in the same Raga different
settings had been given by the same composer, and the perfgrmers
had to bring out the distinctions of theﬁe different forms in the‘
same Raga. She illustrated this by playing some examples from
the three composers. She illustrated also the Svarakshara 'be'auty
in Syama Sastri’s Kritis. She then took up Ragas whosct rdlstmct-
ness was due to the treatment of single svaras and illustrated
the same. The next point dealt with by. the speaker r‘elated t(()i
the employment of sangatis by Tyagaraja. ' She therll. ?llustfratlel
the graces of single notes as they occurred in the KNI‘I‘?‘ o ht- ;
Trinity, and then the groupings of Svaras, then &kritis v; i;
followed the style of neraval. She t.hen referred. to some o , e
rare Ragas handled by Dikshitar which had the unpressl ?n dt :;1;
of corresponding North Indian Ragas.. She al?o. exp g'neh'
unfoldment of the Raga in Alapa style in the kritis of 1kslntz;r,
So far as Tala was concerned, th.e use and ecase of Sarva-laghu
was patent in the kritis of Tyagaraja.

President’s Recital

The Presideat Smt. Balasarasvati then. gave a splc};did

ition of the theme which she had emphasxseg in her Presi ex'l.
e'XPOSl dress, namely, the integration of music and dance in
ot At‘dn;f;a’ how the gesture and the expression of the face
Towed tof,the music and the Sanchara of the Svaras ‘and th'e
ﬂ’owed'ou d the Sangatis. She herself sang, along with their
gvfrtfstril::ture, most of the pieces 'which 'she selectedbfor the
exposition and was supported by~ Sri T. _V:s.wanathan, oth on
voice and flute, and by Sri Tyagarajan on violin.

She first chose the Kshetrajna Pada in Erulcuta
Kambhoji-Tamarasaksha and showe.:d for thed stlhngle (;pemtl}l}g
word Tamarasaksha varied 11/7h’”“’_3’” and ben. or t;
hrase Eppudu vachitivo which she said shoul e mtgprec
p d form and not in a coarse way as it was likely to
;r; id oie:inzr used to be donme. She then took up the
M—6
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Tams! Pades Candd To i Anvnrinen i Saveri and  Yarukkahilum
, mierpreted cluborately the abhinaya-
Imprevisations following doselv the  musical variations, She
then rendered tie whole of the Kanaada Pada in Dnan,

Terer gt

ni e

clnsoan Beesds oanu

Krishna
LI O the programme was the Sanskrit

Tingar:m L_shitinandin:\'iharune) representing
Rama us the cmbodiment of the nine rusds.  Dr.

mtroduced the items and evplained some

Tane cure. The

s.oka on Ruma

Raghavan
of them.

Tie pached hwlll full of students
as well us severs! musicians.
programme.

and performers of dance,
walched with rupt attention the whole

Tranking Smr, Balasarasvati, Dr, Razhavan said that, that

morninz would Iive long in the memory of rasikas.
THE SEVENTH pay
29th DL'(L’HII"L", 73
When the

¢ Fxperts” Committee of the 47th Conference presided

over by Sttt T, Balusaiusvati met this morning. Vina Vidvan
Muncnala Juzannatiy Ruo wssisted hy AMiss Jogulamma and Miss

Oi tie whirtunas of Bhadrachala
e had learnt aoenr

Subbulursnmi guve 4 regitdd

Ramadus, 130 of whishd Jdingto a putha current

with notation in book-
form for the A P, Sangeet Nuatuka Akademi.

recited were in the Ragus Boui, Damyasi,
Phairasi, Asaveri,

I ARGRIL a0 which he was br.onzing out

The kirtanas
Mulhari,  Ananda-

Napi and Sunkarabharana.
‘O rare Crishin: : e ned 3. : ,

Two rare songs on Krishina, one o which was in Sanskrit, were
10 the list.

Punnarayarci,

Kannada Javalijs

Sri B. V., K. Sastri then read
the evolution of the Javali ty
the contribution of some Karnada composers to this category
of songs. Tie carliest of these Kunnale Javalis belonged to
180 A D, As exumples ol Javahis of the :ubsequent period the
spcaker. dealt with the Compositions of Sangitam \”en’kata-
famanaiyya and Huyllan} znd a Hindustanj Javali

of Vina Seshanna, ¢fe sung by Miss Indra and

an informative paper on

p: ot crotic composition and

hally Ramanna
These Javalis w
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Miss Santa, accompanied by Sri P. P. Ramakrishnan and Sri
B. K. C. Mouli on the Violin and Mridangam respectively.

To a point raised about the origin and meaning of the word
Javali, the speaker and Dr. Raghavun referred to the article on
the subject in the Jouraal of the Music Acudemy, Volume XXXV and
the note in the preface to the edition of Javalis (1960, by
T. Brinda puotlished by thie Academy.  While thanking the partlici-
pants Dr. Raghavan mentioned also that on the same subject
on Kannad. Javalis Vidwan N. Chennakesavaiah of Mysore had
sent a short paper to ihis Conference along with edition and
notation of tour Javalis of Hullanhally Ramanna for publication
in the Academy’s Journal.

Kampa etc. in Raga-Singing

Vidvan K. S. Narayanaswami then deslt with the charac-
teristics Nampa, Hrawvu and Dirgke of Svares which were rc$—
ponsible for the distinction of Ragas and constituted their
mutual distinctiveness. Their exactness and limits were to be
imbibed by listening to masters and training according.to
tradition. This was an tmportant aspect of our Ragas which
followers of other schools were not able to appreciate. The
Vidvan then stressed that our own artists should develop the
correct discipline regarding these features, Kampa, and s].mrt and
long and also Nvavevvara. He illustrated the points by
demonstrating on the Vina. He showed also how some Svaras
were just touched and were more or less merged in the other
Svaras. He submitted to the FExperts’ Committee that he had
opened this subject so that at the next Confcrcncc a day might
be devoted to the discussions of these points. Dr. R.ughav;m
stressed the importance of the ten /ukshunas of Raga laid down
in the Sastras which went to determine (he correct c‘onmur‘ of
a particular raga and its distinctness from others which mlg;ht
use the same Svaras. He agreed with the Spcaker that the subject
might be discussed at length at the next Conference.

Suddha and Prati-Ma Melakartas

Vidvan Devakottai Narayana Iyengar then gave an exposition
on Vina, assisted by his daughter Vedavalli and accompanied by
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gam, of a few Melakar
onding Prati-

Vaikom Devarajan on the Mridan
with Suddha-Ma and theijr corresp

how the distinctiveness of thes: pairs of Ragas were brought out.
After the Nattai Varng (Palumaru) of Patnam Subrap
the Vidvan played Todi-Bhavapriya,
vardhini, and Kharaharapriya-Hemavati and concludeq his recital
with a Pada of Purandaradasa, a Thiruppugazh ang the Surati
Javali (Veganiva).

ta ragas
Ma Melakartas and

manya lyer
Mayamalq vagowla-Kama-

THE EIGHTH DAY
30ih December 1973
Dance Compositions of the Tanjore Quartette

At the Experts’ Co
Music Acudemy held thjg
the Chair, Sri K. P,
Sarada(Veena),

mmittee of (he 47th C
morning with Smt.
Kittappa, ang K. p.

onference of the
T. Balasarasvat; in

their ancestors

» the  Tanjore
Ponniah,

Chinniah, Sivananda
the present form of our dance g
of the famoug Varnas,
Tanjore and the Tanjo
Muthuswamy Dikshitar,
four of their music
Mayamalavagowlq

Sarasakshi in Sai/adesakshi
Dikshitar,~and Deenaraksha
Srirangam. The Jatisy
of Jatisvarag compos
(Rupakam) was
explained ; g

Quartette, The
m and Vadive]
ad were also ¢o

Were  attached to the
re Cour

four brothers
U, who codified
mposers of some

me began with
Mayateeyq - svarupini
Guruguhamoorti

-both these
ka in Ahiri

in
and  Sy; in Bhinnashadja,
being in pruise  of
on Sri Ranganatha at
aram was thep ¢Xplained and 45 4, example
ed by them, the one in Sankarabharanam
played, The structure of Svarajati was then

an i]lustration, Sarojakshi in Erukulakamblzoji

na, Srj Kittappa
They then presented

Rupakam). This  was

The final jtem
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i rasvati desired to draw attention

The Pl'e:deE: lsllni]gtt.lt:.oBfalzia Varnas of the Tanjore Quartette

. s'omc Ofthe bihalf Sri T. Viswanathan placed before t.he
Whlch‘ on T‘;re Tanjore Quartette, as composers of fiarfce-mquc,
gathcrmg.l d on a par with the Carnatic Trimurtis 19 music.
R bepa}fc:la they left nothing to be desirec_i. Thelr”hou.sc
e Raga or a; referred to by them as « Ifernyaveedl? (Big
o TanJOFC_WV. wanathan particularly stressed tw? points, the
House). S(ril y dulterated form of the Ragas which they had
corredt aﬂ_ tl;:ilr dance-compositions and also the Svarakshara.
(I:):I:Islf)li]::l(:ioll?s. In illustration, he sang portions of the Kapi

‘a’ na 00 Sa ersion a vama rusha A\

On behalf of the President,.Sri T. Yiswal.]ﬁ,ﬂ.]anf ':xll]seor p:;dS:-

tributc to Sangita Kalanidhi Ponniah Pf ai, fa e sinm

1 d Sivanandam, two of whose Jatzsv?rams w .

Kl[ta'ppa a“;;l one in Hemavati and another in Poorvikalyani,

1bny Zi;ifv;;r;:iri?z,m, the latter one havi.nlg( b:zx;p;augh;;f g::::

g an . .

Saf'ds"at.i by ;:lzdc?? I:l?:e:)r:)}tlirlz:: hKiSt:;ppa and Sivanandam to

:i:isgvzlli?l)ﬁ these compositions lying with them.

dorsed the

i icipants Dr. V. Raghavan en :

king the participan hava th

Tlhanf tlgle President, and requested Sri Kittappa z:;.;iough
O . .

aPpea dam to bring out in print either by then.)sel.ves orthe ueh

e 'an Academy or through other organisations orare

the MU?‘f s of Dikshitar, of the Tanjore Quartette etc.

composition - '

in the family manuscripts with them

Tyagaraja for North Indian Musicians

ioned that at the time of the
br. Raghava{n art:;an r::;:z:;; celebrated, the C?ntral Sang:i:
Bicentenary of TY“% ted a proposal to bring out in D'cvanag :
Ntk Aledet al:liide notation, hundred representanl:e I;c:lti)agn
seript and. phat that the songs of the 'famous .So.ut ndian
of Tyagarajfﬂl $0 ¢ into vogue among Hm.dustam singe : also-
The wort m!ght' C'Om these with Hindi meaning and Bhat ante
o Work Ota\smet:i%usted to Vidvan Srirangam Kanpan
Dotation w
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Banaras Hindu University and as a
printed. The Central Sangeet Natak
the release of the book at the 47¢
Academy. Sangita Kalanidhi

then spoke about the publication

first step 50 songs were
Akademi hagd arranged for
h Conference of the Music
Mudicondan Venkatarama Iyer

and its contents and the method
of presentation and Congratulated the Central Sangeet Natak
Akademi and Vidvan Kannan for the w

that in the past Abdul Khbarim Khan san
kritis. An organised effort of a book like
better (0 make Tyagaraja’s composition
in the North. Vidvan 5rj Kannan sp
by him on this volume and the initi
had taken for this project.
of Tyagaraja and his

ork. He mentioned

$ gain a wider vogue
oke about the work done
ative which Dr, Raghavan
The book also carried an account
contribution by Dr. Raghavap, The

rasvati then commended the efforts of
the Central Akadem; and Vidvan Kannan and said that it
representsd an important S'eP in the spiead of the kritis of the
great composer in the North, she presented

In token of release,
a copy to Vidvan Kannan Wwo  Hindustanj musj

Then
Dr. and Mrss. Dixit of Banaras Hindy University,
Omkaimath, sang three

near relation of the late Pr.
Melukovaiaj (Bouli ),

from the book -
‘Vamzupa{impa (

Cians,
the former 5
compositions
Sitammaq mayamma
Mohanam). Congratulating Vidvan
Kannan and Mr. ang Mis. Dixit, Vidvan Norij Nagabhushanam
Pantulu cxpressed ). appreciation of the Experts’ Committee

(Vasantay and

Andhra Contribution to Dance
Sri V. v, Narasimhacharya,
then read a paper on the History

and dancers in Andhradesg. He continue
January.

Experts’

Committee Member,
of dance

and dance literaturc
d his Paper on pq

NINTH DAY
35t December 1973
ng of the Expertg’

. Committee of the 47th
orning held unge, the Presidentship of Smt
T. Balasarasvati, Mrs. Sushily Achyutha '

faman gpqg party accom-

At the meeti
Conference this m

- /
S.

p i i i dran
i . A ayam Ra u on v -
on (<] Vlll angam \J a .CCIfa] Q tl € compo (4]

Other Musical Cultures

i natic musician now working in Cali-
'Mr.'T. Vlsii?c?r'r};i?i’vecatra]k on Other M'usical Cultures atr})::
Y an’ ilarities with them with special reference- to
e ot arI]—Iisklecture was illustrated by lantern slides and
o oY sic from different countries. He 09vercd
e fapc muth-East Asia, the countries on either.mde. of
opal Cl']ma’ Soi and the Middle East. There are .hxstorlcal
o Medlterraneiontact of India with all these countrle.s. The
e O'f ths Iso to a large variety of instrumen.ts in thCSfB
Speakef o ?them having parallels among the Indian vadyaad.
countrles,' Someoles plaved were from Japanese Gagaku a'nh
o mUSI'c-examp‘t calleJd Soshi . the Vietnamese drum wh]cd
o me]ofhc_ as'lt)'i: with the Indian Mridangam, and flutes an
Sh(')wed S’fm]a“ ]ents from the same region; the Javanc.s}e‘
o ms_”um tained the melodic aspect called Patetlwilt
e ble to Raga Lakshanas and also admxmﬁng
e r“‘_es C'mm?artz}:e Burmeske percussion instrumer.ns; Spam.sh
o "mpm‘”sa“zn'; from Turkey and other I§lam1c countrlé.s
e S'”struments having the Raga-cquxva?ent‘Maqam,
played’ on' - nts called Duduk from Armenia, Persian Awaz
i wmdtlknasucl:;nnfparable to Raga; the Rebab and the Tambur
Eflrlzin i?gsanistan which was close to India.

. 2 > Committee
half of the Experts
i he speaker on be k
Thanli“:sgidtent P;)r Raghavan referred to the lnt:reSt OISitc}:;
I it ther m
and' o of Ethnomusicology and study O.fj omi rations of
subject hich revealed similarities and possible mig oo
1 ; 1es.
Cultl.lre? e;:mcnts from India through gypsies and other agen
musica

THE TENTH DAY
Ist January 1974

i ositions
Svati Tirunal’s Dance Comp

) . day in connection
) eeting held to .
Experts’ Committee m .. Chair,
hAttl tljte’lth gonference with Smt. T. Balasarasvati in the
with the
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Dr. Raghavan spoke on the contributio
Tirunal of Travancore to Dance.
Varma and Princess Karthikaj Tirunal

n of Maharaja Svati

Elayaraja Srj Marthanda
were present.

Dr. Raghavan said that Sri Svati T
place in the history of dance not on]
dancers of his time from Tamil Districts but wag also, along with
Vadivelu of the Tanjore Quartette who stayed for a long time
with  the Maharaja, responsible for the creation of quite
a good number of beautiful Varnas. Dr, Raghavan described
the Varna as g multi-splendoured thing and as a unique
contribution to the art of dance-composition. He referred
to some of the Varnas of the Maharaja, in particular
to Dani Samajendra in Todi, Smt, Nandinj, a student of Bajla-
sarasvati, then danced this Varna. The melam was conducted
by Sri Ganesan and party.  Dr. Raghavap then referred 1o the

discovery of a Tamil Varng of the Maharaja in the manuscripts
of the family of the descendants of the Tanjore Quartette, Sri
K. P. Kittappa and Srj K. P. §j

vanandam. The Speaker thep
mentioned the large number of Padas written by the

irunal had ap important
¥ as a patron of severa]

Maharaja

{Athana) and Jalajabandjym, in Swati. She then rendered a

Javali of the Mabharaja in Behag, Saramaing, The recita] ended
with a  Mangala Sloka in Sanskri Maharaja in ragas
Kalyani, Mohana,

and Javalis were sung

i the accom animent
of Sri Hariharan on flute. P

Members’ Day

The Music Acade
Year Day as
President of the

my, Madrags,
the Memberg’

Conference Smt.

observed as

usual, the New
Day. After

refreshments, the
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THE ELEVENTH DAY
2nd January 1974

The last sittings of the Experts’ Committce in conncetion
with the 47th conference took place this morning with the President
Smt. T. Balasarasvati in the Chair.

Andhra Contribution to Dance

Sri V. V. Narasimhacharya continued his paper on th;
writers, patrons, literary data, composers, dance-ar‘tlste: dz;r;a
others related to the history and development of dance. in n :

turies. The speaker had collected information
down the (;enSO names. Vidvan V. V. Narasimhacharya placed
apout nearyosal before the Experts’ Committee that a sub-
also 'a pro?th Dr. V. Raghavan as Chairman, be requested
o e e vent(;ry of Padas with identification of the MNayika-
o P orc acri1 1;1 each to help the dancers and others interested
1ype deplCteD1 Raghavan thanked the speaker on behalf of the
n d:ance. fi r.the pains he has taken to collect details of the
president :rular]y those belonging to the last one hundred years.
names, partic sal regarding Nayikas depicted in Padas, he
On  his przl.)o own publication called Sringaramanjari for th.c
referred t(') llsDept of Hyderabad and his treatment of this
Arc.hwloglea and I'nemioned aiso the existence of a Telugu
bl t'herecalled Sringararasamanjari giving Kshetragna-Padas
miﬁuts::g‘ention of the Nayika for each pada, which deserved
wi
to be published.

Related Ragas

e an illustrated talk on Ragas
i §. Ramanathan then gav o
. irl ¢ closely related in one way or other and were yet distinct
whic .wcrs only by the Kampa of a single note common to both.
som;tuiletraced the development of the conf:cpt of Raga frc?ﬁm
He] rts"mes its Lakshana, classification, particulatly the classj ;
1mes, d .
ea:_yn into Chayalaga, that is a Raga which took thekshzdebzr
" Raga. The speaker took pairs of Ragf'is like ar.
angthj\r’ yakig 'Arabhi and Sama, Madhyamavati and Sri a1.1d
an “ ’ i air.
illustrated the subtle differences between the Ragas in each p.
M7
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In this connection he also pointed out that a Raga would come
under more thanone Mela on different grounds.

Sri §. Ramanathan then placed a proposal before the

Committee that in connection with the Muthuswamy Dikshitar
Bicentenary in 1975, as had been done in the case of the Bi-centenary
of Tyagaraja, a volume of select kritis of Dikshitar in Bhatkhande
notation be brought out in collaboration with the Central
Sangeet Natak Akademi, for popularisation of Dikshitars Kritis
in the North. On behalf of the President and the Experts’
Committee, Dr. Raghavan said that the proposal would be placed
before the Committee of the Academy and forwarded to the
Central Sangeet Natak Akademi which had brought the
Tyagaraja Voiume with Bhatkhande notation.

Blending of Melakarta Ragas

Pumuluri Satyagopal then presented a paper oa the possibiiity
of the blending of Melakarta Ragasand thus making a few thousands
of Ragas possible by such blending of each Raga with the remainin
71 Melakartas. He referred in this connection also to the ;atc Profg

P. Sambamoorthi who had worked on this line. The speaker then

explained the structural features of such blending and als

) ped ¢ ira Tes o presented
st¢ specimen compositions of this kind. Dr. T. § Ramakrishnan
a4 an,

Sri S. Ramanathan and Dr, Raghavan made critical observations
the scheme and said that such multiplication of Ragas was °sb't(>)1n
and that it had bzen attempted in the past. Whether the rz; i .
scales had the requisite melodic form was always a problem l\llv;:ll&t:

nmtheryahml permutations and combinations  were possiblet
aesthetic value was problematic.

Fibre-Glass for Instruments

Mr. i / iversi
| b T Dav.1d Reck of the Wesleyan University then spoke on his
experiments in the manufactuie of music instry

Glass. The idea started with the need for eas
f T i

Zf ?m?ur, .Veena, gnd Mrndangam. He showed severaj photographs

o is e‘_xperlmem with fibre-glass. He exhibited a small light-weight
ina W{lh the body made in fibre-glass and also played u i ;

a question about the use of wax for fixj ettt o

ng the frets, he said t
that stage he was not able to substitute wax by other umtcrialhatl?t

ments with Fibre-
Yy transport by plane

€
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also said that the preservation of the tonal quality was still a
problem and he was continuing his experiments.

Concluding Function

Bringing the proceedings of the Experts’ Committee of the 47th
Conference to a close, Dr. Raghavan gave a resume of the work
done during the session through talks, papers, demonstrations etc,
by musicians and musicologists from South India and North India,
and from other parts of the world.He thanked Dr. Bharat Ram whbo
inaugurated the Conference, Dr. T. Balasarasvati who presided, the
Central Sangeet Natak Akademi who continued their assistance,
the Universities: which sent delegates, the Vidwans and Vidushis
who contributed to the Experts’ Committee’s work. He particularly
expressed his gratification that the members of the different dance
families of the Tamil country could be brought for participating and
eariching that year’s conference. He thanked also the musicians
who took part in the Concerts series, the musicians who acted as
judges in the competitions and the members of the public, the
press, the authorities of the Union and Local Governments, the
Corporation and the Police Department and the volunteers.

Academy’s Journal

He then announced the publication of Volume 44 of the
Journal of the Music Academy carrying the official report of the
proceedings of the 46th Conference and its papers, and other
articles, editions of rare songs etc.

Condolences

He then placed before the assembly a resolution of condolence
touching the demise of Prof. P. Sambamoorthy, Sri Papanasam
Sivan. Vecruswamy Pillai and Palani Soundarapandyan. The

membars stood for a minute in silence in memory of the departed
musicians.

The members of the Experts’ Committee had then a group
photo.

The proceedings ended with Mangalam in Sri sung by Sangita
K alanidhi Budalur Krishnamurthi Sastrigal.
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[VoL. xrv
The Sadas

The Sadas (Convocation) of
) of the 47th Co
. nf
Academy was held in the auditorium of the AC::}?;];;C of the
y on st

January 1974 at 4-30 :
p.m. with Elayaraj .
Travancore in the Chair. ayaraja Sri Marthandavarma of

The proceedings be i
gan with the son i :
R. . g of inv
Secr\e/:::avalfh. The Sadas was convoked by Srioc:tu;l by S.mt.
. ty of the A'cademy. Then Sri R. Ranganathan, § - Natarajan,
e es‘:sages .I‘(?CCIVCd for the success of the C , Secretary, read
adas in addition to those read on the opening d0nfercnce and the
ay.

The President, SriV i
ent, . V. Giri and i .
Pathak sent their good wishes to the Co:;:r;;ce-Premdent SriG. S.
ce.

The Governor : .
an intearal of Punjab said in his messa
gral part of our culture and no ind ge that Music was

be considered to be cultured without its dj vidual or society could
i

‘ _ scinli
fortunately classical music had received ttttllplme. In our country
€ conti

of Indian i
rulers from ancient times. It is fitting th e Jatronage
at

should be presided th
in Bharata Natys over by Smt. T. Balasarasvati, an eem(i::  ence
) ’ ent artist

The Hon’ble T. A. Paj i
. Pai, Union Minister, sent his best wi
The Hon’ble A. P. Dharmalip .

nadu, sent his - gam, Minist

best wishes and felicitations 1o Be;f Govt. of Tamil-
: . asara i
Sri Sudhi Bhushan Bhattachar et

. . . a ]
said in his message - 03; l,d Ethno-musmologist, Calcutt
you and other music-lovers af e Tush to Madrag to be witﬁ

The Rajastha

n Sangj
They sent their felicitng_‘ta Nataka Akademj sens ;

Rajastha _cenations to Bala 1 5ent its best wishe

n at their invitation i 1962 sarasvati who hag b s

. een to

The Indian Muys;
usicologi
Annual  Conference of gt‘;:l

SOCiety, Barod
national and internationa) culty

Music A, 2, said that the

C
ademy wag a great

ral
event. It had helped very

-
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considerably in the growth of musicology in India. They sent their
felicitations to Smt. T. Balasarasvati.

Vidvan N. Chennakesaviah and Sri B. Subba Rao of Mysore,
members of the Academy’s Experts’ Committee, sent their best
wishes.

Smt. Priyamvada Shankar, Balasarasvati’s disciple, cabled
felicitations to her teacher from Montreal, Canada.

Friends and students of Balasarasvati in U. S. who had
telegraphed their felicitations on the occasion :

Mr. & Mrs. Scripps, American Society for Eastern Arts;
Kris Buckner of Chamber Music Society, Berkeley, California;
Dr. & Mis. Peter Barg of Mendacino, California;

Mr. & Mrs, Steward and Miss Lauren Paul of Los Angeles.

Sri Duraiswami Iyer, a great devotee of Dhanammal and
admirer of Balasarasvati, telegraphed from Pondicherry Ashram
his congratulations and blessings to Balasarasvati.

Sri T. S. Rajam, President of the Academy, welcomed the
Sadasyas and the chief guest Elayaraja Sri Marthanda Varma. He
said in the course of his speech :

« Members of the Academy, Vidvans and Vidushis of the
Experts’ Committee, Ladies and Gentlemen !

First of all, I wish to express our sense of prayerful gratitude
to Lord Sri Ramachandra for enabling us to re-arrange our
programines suitably, in the dislocation which was caused in
the middle of the Conference by the two days’ cancellation of the
programmes owing to unavoidable reasons.

I must express the Academy’s thapks to the Experts from
all over the country and from outside India who contributed to
the morning sessions. Owing to the cancellation of the festival
for two days, we had to use the hours of the Experts’ Committee
on two mornings for accommodating two performances of the
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54 THE JOUR

land we apologise for the inconvenience caused to the Experts
esti an ;
testn;a ing some of the scheduled papers ang demonstrations,
for dropp

i ho contributed to the festival’s
«ful to the artistes w
We are thankfu
success.

On the eve of the Conference, artistes may reme
ersonally sent them a request that they mj
She ideas and ideals that the Academy has
heir programmes of songs in advance and -st
e ramme. I regret that several artistes in j :
p.rog t follow the printed programme. | make once again thig
did 1‘_]03 peal to the artistes to co-operate with us in this respect
PUE :;akpe meaningful our Conference Programme Book which is
an ©
produced with great efforts and straip.

mber that |
ght co-operate with
been keeping, give
ick to the printed
cluding the juniors

Iextend to you all a welcome to this im
he Academy called the Sadus. Sadas means a learned assembly
the Ac
and accordingly we are here to honour the

President of the 47th

Conference, Smt. T. Balasarasvati, with the title of Sangita
° ' .

Kalanidhi, conferred on the President of our Cop

ferences.

portant function of

We are also to bestow the Certificate of Merit on three other
musicians who have done service to the cagse of music, One of
them is a veteran Dance Mastgr belongmg. to the same great
family of Dance-Teachers to W'hlch tae President’s teacher 2l
belonged. We are also making aWardg to several

musicians whose performances were consxde'red b'est du
season and prizes to the successfyl comr.)etltors in t.he
music competitions held during the fortnight ang Diplo
the successful students of our Teachery’ College of Music.

T have recited these to show the
function. It is our Convocation,
inviting for the Presidentship of ¢
Educational administrators

younger
ring the
various
mas to

academic charact
We have the con
he Sadas,
and those

er of thig
vention of
Educationists and
Connecteq

past. The Housge of
Travancore has for severa] centuries, particularly from the times

Vv
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of the royal composer, Sri Swati Tirunal, played this role in a
conspicuous manner in the fostering of these arts.

In the past the Academy’s Conferences had been opened by
their Highnesses the Maharaja and the Maharani of Travancore.
We have this year invited the Elayaraja Sri Marthanda Varma
to preside over the Sadas. We are grateful to him for having
accepted our invitation. The Elayaraja is the President of the
Sri Swati Tirunal Sangita Sabha, Trivandrum, and is deeply
interested in Sanskrit and traditional Indian thought and culture.

I now request the Elayaraja of Travancore to preside and
conduct the proceedings of the Sadas,”

Then Sangita Kalanidhi Smt. D. K. Pattammal read the follow-
ing citation and presented Smt. Balasarasvati for the conferment of
the title of Sangita Kalanidhi on her:

The Citation
T. Balasarasvati

Born on the 13th May 1918, as the second child of Jayammal
one of the daughters of Vina Dhanammal. Inheritor of a heritage
of music and dance whose history extends over two centuries, to
Kamakshi Ammal and Pappammal of the Tanjore Court. Learnt
dance from Kandappa, a great-grandson by the daughter’s line of
one of the Tanjore Quaretette who gave Bharata Natya its present
form and some of its greatest compositions. Had her debut in her
seventh year at Kancheepuram and in Madras in the midst of
leaders in the music field. Enriched her music with her own mother
and dance with Mylapore Gowri Ammal, Chinniah Naidu and
Kuchipudi Lakshminarayana Sastri. The excellence that she attained
in the art with which she had started performing served as one of
the effective means of the revival of this art which had been eclipsed
for a time by some social legislation against it. Started performing
in the Academy in the year 1933 and hasever since been performing
at every conference of the Academy. Started alto at the Academy
a School for Classical Bharata Natya in 1953. Like other members
of the Dhanammai family, bas a fantastic rtepertoire of rare
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compositions of music ag well as dance.-

) ) music, i
and Javalis. With her mother’s music Particularly Padas

her performances have been

a marvel of the integration of music and dance. Has performed ¢
all art festivals in different centres in India. Began to take her ;
10 countries outside India in 1961, the first East- art
Tokyo, then in 1962 to U.S., then to the Edinbu
Recently has been visiting U.S. every year for t
mance. Was honoured by the President of
Bhushan and the first S. N. Akademi Award for
a Doctorate by the Rabindra Bharati (Tagore Universiy ), C

Has been for many many years the foremost eXponenZ » Calcutyg,
Natya and the queen of Abhinaya, of Bharata

West Encounter in
rgh Festival jp 1963,
eaching ang perfor.
India with Padmgq
Bharatg Natya, With

The President of the Sadag Sri Marthanda v
the title of Sangita Kalanidhi on Sy, Balasara arma conferreq
her the Sanad and insignia of the title. svatl and Presenteq

L
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Certificates of Merit
Dr. V. Raghavan, Secretary, then presented Nattuvanar Sri
Muthaiah Pillai and read his citation.

Vidwan Pandanallur M. Muthiah Pillai

Born on 15—6—1890. Son of the celebrated dance teacher
Pandanallur S. Meenakshisundaram Pillai and a descendant on
the daughter’s side from Sri
Ponniah  Pillai of the Tanjore
Quartette. Was trained from young
age by his own father in Vocal
Music, Violin and Bharatam.
Learnt music further from Sangita
Kalanidhi K. Ponniah Pillai. Was
assisting his father Meenakshi-
sundaram Pillai in Bharatanatyam.
For sometime now, has been teaching
Bharata Natyam in Bangalore.
The oldest member now of the
descendants of the Tanjore Quartette.

The Academy’s Certificate of Merit for his service to the
cause of Bharata Natyam was then given to him by the President
of the Sadas.

Sri T. V. Rajagopalan, Secretary, then read the citation
and presented Vidvan Titte Krishna Iyengar of Mysore.

Vidwan Titte Krishna Iyengar

Born in 1902 in Mysore. Had his early training in Vocal
music under his father Mysore
Asthana Vidwan Titte Narayana
Iyengar. Learnt further by his
association with Veena Seshanna,
Veena Subbanna and Bidaram
Krishnappa. Belongs to a family
of musicians tracing their Guru-
parampara to Tillasthanam Rama
Iyengar, a disciple of Saint Tyaga-
raja. Started performing from
the early age of nine. An Asthana
Vidvan of the Mysore Court, was
honoured by the Maharaja with

M—8
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the title Gana Visgraga in, 1946, Received the Mysore State
Akademi awarg in 1965 and 4 further awarq of the Government
of Mysore in 1972, Has been associated with the Music Academy
from the carly days as member of the Experts’ Committee. Has
recently edited for the Musi

¢ Academy g book of Rare
Compositions of Veena Subbanpa.

[VoL. xLv

Sri Marthanda Varma
Merit to the Vidvan.

then presented the Certificate of

Sti R, Iswarap the

Rao and read his citation.

Sri Sandhyavandanam Srinivasa Rao
Born in Penukonda, Anantapyr Dist, A. P., on 21-~8—1918.

Initiated ip music in  his fifth
year by Pakka Hanumanthachar.
Later came to Madras and took up
Law ip 1943, Learnt Dikshitar
Kritis with Sri T. L, Venkatarams
Iyer. Had served the A. I. R,
for long and Sung  in  the
National Programme. Has been
associated with the Experts’ Com-
mittee  of the Music Academy,
Is the Principa) of the Centra)

College  of Kamataka Music,
Madras,

[ f’”‘v“-*’?f’:},_%i

The President of the Sadas

then awarded the
Merit to Sri Srinivasa Rao.

Certificate of

The President of the Conference, Sangita Kalanidh; Smt,
Balasarasvati, was then garlanded,

The recipients of the Yarioyg
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nations and requested the President to give away the Diplomas and
Prizes to them. (See list below).

President’s Speech

The President of the Sadas, Elayaraja Sri Marthanda Varma,
then spoke.

He said that although he could not claim himself to be a man
of knowledge in Carnatic music, he came of a family which had
treasured and fostered the rich heritage of Indian Music. The
bestowing of the title of < Sangita Kalanidhi’ on Balasarasvati that
day met all the requirements of the diflerent aspects of music, Giram
Vadyam and Nrtyam. The very name Bharata Natyam is derived
from the same elements which formed the basis of music, namely,
Bhava, Raga and Tala. Balasarasvati had won international recogni-
tion as an exponent of this art.

For a long time they had pursued the traditional way of render-
ing our music. This had come to be standardised into a set pattern,
The tendency to-day heowever, as in the West, was to deviate from
accepted traditions and follow something new and based on one’s
own. The proper line to pursue was, according to him, to evolve
innovations within the frame work of the tradition, and avoid the
extremes of the hidebound on the one hand and the hotch-potch on
the other. The Academy had a great responsibility of maintaining
not only the tradition and conserving it, but also the balance
between the old and new and hand over to the next generation, the
heritage, if not in an improved way, but at least in the form in which
it had been received. He congratulated also the other recipients of
the Awards and also the youngsters who had come out successfully
in the competitions and examinations. He congratulated also the
Academy’s Office-bearers on the good work which they were
doing and thanked the Academy for inviting him to preside over the
Sadas of the 47th Conference.

Smt. Indira Ramadurai, a Member of the Executive Committee,
then thanked the President of the Sadas for accepting their invita-
tion and the various individuals and organisations who had contri-
buted to the success of the whole Conference.

M—9
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THE PROBLEM OF ORCHESTRATION N INDIAN MUSIC

Sri Vishnudass Shirali
Gwalior

I fee) greatly honoured at the

invitation to read a paper
on the problem of orchestration

in Indian Music in

the presence
of music scholars, musicologists and prominent  Vidwans.
You know more than what [ can $ay on this occasion. [n spite
of this fact 1have taken the liberty t

O appear before you, and

Indian music, by the very nature of it development, presents
a series of probiems of fundamental importance, when we talk
of orchestration. The evolution of orchestra in Europe has
ent torm. Music and all
to develop and artists in
I sprang up through the
With the gradyaj growth of
its own laws emerged, with 1he desire to improve
the then existiug musical instruments, And gradually musical
instruments from India and the Middie East countries found
their way to Europe, and the Violin family of instruments was
perfected in the 16th and 1714 centuries.  This gives us in brief

the idea of the gradual growth and development of orchestra
through the centuries in Europe.

taken a few centuries to reach its pres
the other fine arts received ap impetus
scarch of different media of expressio

rapidly growing cities of Europe,
orchestra

It is accepted that Indian music, both VO
developed on individual lines,
we

al and inslrumental,

In the matter of orchestration

ptures depict group of
er of rmusical instruments,
existence of 3
The ideaof 5 v

have seen that our ancient
musicians playing a numb
difficult 1o ascertain the

But it js
of that period.

system of orchestration
ariety of instruments being played

Nevertheless through the
last few centuries, till the beo; ning of this century,

N0 organised
as  been made

in our music for an
Wn popularly as an orchesira,

69
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few others. But it is debatable w%xe.ther ::Je::
Khan and @ ¥ interpreted as orchestral composxt.xons :
attempts COI.IId b? hm smaller or larger number of mstrL}ments
ensembles, in whic ‘t; occasional breaks for c.iiﬁ”erent SO]O!StS]'k:
played in umson wcllently. Later in the forties con_lpos;rs olst-
improvise mdep?-mir Baran and a few others and in ]t' t;d?bar
Raicband Boral, 'ld Jayaram lyer, Ravi Shanl.car, 'Al S “,1
fndependance pcnot‘;mani Shankara Sastri, Anil Biswas, Sal
Pannalal Gho%, few more composers have made attc“mgtst}llz
Chowdhary and a orchestration. Al these can be calle the
the ficld Of.mdlan out, to establish a certain agproaf:h tod'
attempts (o nud‘a W::l)’d e’xperiment on orchestration in Indian
OrC:iecs:?tlh ?t]xzis:cown individual approach.
mu

i V, a specific
dvent of sound films, radio and TV, “Ls) -
With the aﬁveld with scope was created for orches 3 "
a lie : : 4 co-ordina
demand and faced with a situation that demdndsd. ‘ Tt o
now, we arcd aﬂ”ort in the direction of standardising
and concerled ¢

{ i situation is associated with the term ((:;"
e TOHOWI”% lly selected, trained and balauced groupand
orchestra: 2 Cflre L;tryinged bow, wood-wind, brass, drun;s o
musiciaas playmsg he guidance of a composer and a con ufc ﬂ;
percussions, under t ductor. An occasional blen.dmg o 1]
or a Composer'({um-contised. Orchestration means instrumenta
voices is also.bemg.pf{::r and tones, blended in a characterlﬁtlc
sounds of various “(I)nce a variety of tone-colours. .The selectlohn.
combination, Lo Pro‘ - s an importance in orch?stram‘m as zuc‘t,
ol instrmen tlsossl’:;cbe capable of expressing itself in a definite
the instrument s

manner.

have to consider whether orchestratlonbéi
- e . . m
At th‘s.smlg:d:m music. No doubt 1t will prese?toir n:msic
permissible {ﬂ ¢ want to keep to the character ao N i}
of problems f \f’ stem of the 22 sruti-scale. ”Rm:; or melodies
and retain <thc bYt s is used, and take only the :gt mpered scale
the scale of 12 o' the other sruti-intervals. he dp trom any
i ot use L in any chor
which do I; r creating identical mtcrvals'm ofychords from on
gives scope 10 and simplifies the placing
; issue
point of

mi ing of
ther. The 22 sruti-scale limits the placing
0 .

keynote to an
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chords, from one keynote to another,
are non-identical. When the shifting of t
colour to the composition

keynote and the valuati

since the sruti-intervals
he key is applied, to give
> the relation between the changed

on of other notes wil] automatically

relation.

It is to be remembered that the continuous sounding of the
keynote or the drone is the basis o our
Naturally a constant vigilence will be n

tcessary to maintain the
stuti-relation with the keynote, if and whe

n it is shifted.

Introduction of harmony, as understood in the West, deprives
our music of its most notable and unique feature. And this is not
merely an issue, involving advantage or prestige, but a matter of the
spirit and the character of our music. One may as wel) ask, ¢ why
do we require orchestral music at all, when we have a highly
developed classical music for vocalists and instrumentalists,
which alone takes a life-time to achieve mastery’. Our mugic
is primarily meant for individual or solo performance, as such
orchestral music may become a non-aligned subject. Yet, another
question may arise, in the mind of a modern progressive musician,
that, if melody is the essence of our music, how would it be possible
to orchestrate Indian music, when it has only the horizontal
treatment. Unless the vertical treatment of music is introduced in a
composition it may not be of much use to do such an experiment.
If we do not want to, or we cannot adopt, the Western harmonic
triads, the common chords and counterpoints, then what would be
the direction, is a point for serious consideration.

It may not be out of place to recall an incident of 1936,
when I was touring the United States, with Uday Sha
dancers and musicians. I had known Leo

Conductor of Philadelphia Philharmo

nkar group of
pold Stockowsky, the famouys
nic Orchestra,

about my desire to avail of a scholarshi

P to study in one of the Music
Universities in the United States, and

wanted his fecommendatjop
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e et e imporant ponts for serons
uent talks he had mentioned tw :
gonsideration. Number one: What was my purpose }(::rsn:zi);?i
Western music and whether 1intended to use Westernn oy
Indian music. For, if every one use.d Weste:rn lg;r:oour);e o
music, it might no longer remain Indian music. O course his was
not my object of studying Weste}'n music. mber WO
Indian classical music is melodically scihepsze e
advanced, and our ears are trained and used to' ester orrn
delicate musical intervals. The process of learmngi o barmony,
counterpoints etc. may perhaps make my esrs ess tso b o thres
sruti-intervals afterwards since the scho.larshlp was ° or thre

did not mean to discourage me from stu ying
Wesrerr o i Hbe t merely wanted to forewarn me of ths ?ractxcal
WeStem T may h:ve to face. Anyway I was not in a position then
dlﬂicult)f { may holarship due to insufficient funds for my sta.y
o a:;;iefh‘;os[;; may agree and some may not agree with this
over . ;

viewpoint, that is a different matter.

I do feel that we can have in our music. a harmon.y by f:o.rmini
t of counterpoint achieved throug}? the supenmposmo'n' )

: SOT. with different groups of instruments. In addition
melodic passagesl dy a number of miniature melodies can be placed
to e parem“'r?'e: :s it were, having all the characteristics of the
D ren Comp(d)bl 1l;)ut’still possessing a distinctly individual quality of
parfnt milo ;’1,1 addition one can portray four separate movements
:)';fegar;?rllg' patterns based on Asthayi, Antara, Sanchari.and A?:gigaz:
There could also be various other methods of evo.lvmg ;m ian
system of harmony. Since it is a new ground, much is to be exp
mented with and explored.

For the present I feel that thereis no standard as suchin Indl'an
rchestration, either for the composer ot for the listener. A deﬁn.lte
’ ' -

ot ndard may be established after many years of experimentation with

el tific studies, and by giving quite often, orchestral performances

by d , ill then all such orchestra
i composers. Tillt

different contemporary [ » . :

o k should be categorised as mere experiments in Indian orchestra

wor

tion.

Conflicts between the new and what is considered traditional

on ; -

ds in music existed in every other form of art, and is character.
tren
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istic of each epoch., From

based on the traditional s
giving shape and form to t}
tion in our music, and to a certain limit, orchest
could be possible because of its growing need; it has algo g
tremendous possibility and 3 vast

SCOpPE to express a)j
emotions through ag entirely different media,
become an additional fare in our music.

such conflicts emerges a fre
ystem, but embracing,
€ new trends, Therefore,

sh type of art
assimi]ating and
I feel, orchestra-
ration ip Ragas,

human
Besides it could

Indian orchestration requires
musical instruments and we sh
tonal value andfrom different ins
Most of our musical instrument
bass and high-pitched varieties

acareful and elaborate
ould be ab)s
trumentswith
sare found in

study of our
to select from different
different Octave-
the middle range only:
In which cage we have to

the professional artisans having  scientific skill with
knowledge of music. Unlesg such changes gre brought aboyg and
the instruments are improved and standardised, it would be difficult
for us to achieve a complete balance, as far as musica] compositions
are concerned.

adequate

Tuning the instruments to ad
particular pitch, and the removal
instruments may be necessary in ord
such an orchestra. Here

mit g change of key and to a
of Sympathetjc Strings of the

West.  In my opinion. cven Western musica] inStruments, b
few, would fall short of the required mark, w
system of orchestration completely on
important factor and, probably a v
for writing and reading by sight
should be such that it s
the composer,

arring a
hen we devclop the

Indian lineg, Anothey
ital one, is the system of Notation
the musical score The Notation
hould tiansmit the cmotions Portrayeq by
and this aspect plays 2 ity part in Orchestry]
compositions, A slight flexibility in the imerprctation of a line of
music on the part of the instrumentaljst May spoil the €ntire

composition. In other words, the system of notation should pe
specific and should not leave any

) Seope for ambiguity or Misinter.
pretation. Hence adequate number of Musicians with the ability ¢o
read and reproduce any giv

€0 music will be ap, absolute Decessity,
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There is another aspect that remains to a certain e_x:-ent
unexplored and that is a choir, a choral group, a group c.onsxs ing
$ an

of different voices of different ranges. One may feel this a

1eitation Of the ChOll‘S Of the W est. Even SO, What does lt maller'
g -
10 so ‘a] as 1t 1s ()"lg to be another addltloﬂal Iale in our music ?

But the fact is that group-singing is an unijversal mus1c;lh eiprl;:zsr;
ion; it is found all over the world and in e.very cogntry. fe u e
ice is self-emanated; it does not require out.su?e help from any
VOIC? y 'se nt. We have in our country, varicties of group and
i 1_"5"82:35 -Usually they are sung in unison, but some
:r(:lilln::rll:i;unitgy 'songs are sung witha peculi.ar kin{i of harmor;y,
inging in different key or sruti and simultaneously.
. group':lgegcomes an unplanned and spontaneous harmony
l:iri(lilo:xl?tllielrestrictions of the laws of harmondy‘. ];lhi_s ?spclc;tssfcaar;
-India choir inc
suitably be harnessed and used for an All
music.

i i uires an entirely different kind

The tralmnghfoi'osc‘:l:?stz.cg(l)lz :'chlalists have to be highly trained

of approsc? fOTI; l:ave to read the notation while singing, and have

singers; they d to sing according to the given music without th.e

to be aceustome ing instrument or the drone, and lastly their

aié of aCFOmP?lfll);]afe to give place to a collective individualism.

mdivic'iuallsﬂlﬂdV:; uire a highly specialised training. There is a great
igpt:lfzvz(l:ca]istz as well as composers and conductors.

laborate further, Indian orchestral compositions could be
To ela g reh
classed under the following categories :

atic compositions, on the beauty of nature,. por-
- Thefn a story or a poem, where, one or more simple
traying ‘
ragas or melodies can be used.

laborate compositions in a raga, in a traditional way,
a : ‘
'E hich, selection of ragas to be made, with a partlcula_u
l:j] . f ’u;ix1g the srutis. This could be of non-thematic
idea, o . '
or at’)stract motif, in classical style.

o]

mpositions built entirely on folk fu'rs, to suit the
3. Co ull)ar demand, where, classical musxc. is nOF employed.
’I;‘;Ese can be of thematic or non-thematic motif,
4, Compositions, of purely rhythmic motif, built on drums
| and percussion variety.

M—10
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5. Compositions for choral orchestras, with or without

instruments, can be included in the above four categories,
with thematic or non-thematic motif. These could be
subjective or abstract, emotional or romantic.

Questions may well arise, asto how an orchestral music is
composed, and what is the nspiration one gets before it is
composed, and what would be the standard by which the listeners
‘would be able to understand, appreciate and judge. The
mspirgtion for a musical composition derives from the
combination of mental, emotional and spiritual qualities.
Artistic musical expression represents a balanced mental and
emotional action. A musician’s inspiration derives from nature,
human emotions and his adequate knowledge of music,
and these are moulded into a musical composition. The
thoughts and expressions of a composition, as conveyed by the
composer, may not be understood by others, in spite of the
explanation given by the composer himself. An understanding
and appreciation of anybody’s composition, would be of an
individualistic character, but the total effect, when correctly
played, will be the result of a collective work of the musicians,
the conductor and the composer. If such orchestral works are
repeated often, by giving public performances, through radio,
films and TV, then perhaps, the listener would be in a position
to understand and follow the composers’
and ultimately we would be able
large audience of listeners.

musical expressions,
to create a following of ,

After many years of trial and error, we are sur

to evolve a technique from our experiments in t
and gradually, an Indian orchestral tradition may be by;

To achieve th's end, we may have to be progeessive in oy uilt.

look., judicious in the use of the inventive faculty ajop Ur out

traditional aspect. It is understood that onc has to hgavzv“: the

sort

€ to be able
his direction,

of revolutionary spirit, but ar e Same time such expor;

. : er
should. not endanger the basis of Indian music, n p iments
make it hybrid. » RO should e

L am not going to discuss here t
tradition of Indiap orchestration
and means to maintain permanen
mental or on permanent basis ajj

ogay, as to how to keep thi
alive, apg what a .
t orchestra} grou
over India,

e the Ways
Ps on experi-
As faras I know at
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present we have only one orchestral group specifically for this
purpose recognised and maintained on permanent basis by the
Government of India, that is the National Orchestra of AIR, New
Delhi. If such orchestral groups are financed and maintained by
private sectors as well, it may have more and better scope to many
known and unknown contemporary composers to exhibit their talents,
and also we will have many more highly trained musicians for this
purpose. Also the Music Academies of different States in our
country may encourage individual composers to contribute their
orchestral compositions by forming orchestral societies. On the
basis of these different orchestral compositions, an Experts’
Committee of composers, with the help of musicologists and music
psychologists, may be able to establish a standard of Indian
Orchestration.

Indian music has uniimited petential for development along
orchestral lines. Music with its notes, torms, emotions, cxpressions
and a highly developed science, conveys deeper meaning of human
struggle, happiness, joy and a variety of moods. Indian orchestra is
still in its infancy. Given the proper scope, understanding and
opportunities for development, with active support from private as
well as public sectors, it can blossom into an extraordinary
medium of expression with its infinite scope for variety and progress,
based on materials accumulating through the centuries. With
our classical and folk music, we can weave into our compositions
a world of human emotions, physical and spiritual experiences.

1am very thankful to you, for giving me this opportunity
to say a few words before a gathering of music experts and
Vidwans. I am thankful to Dr. Raghavan and the
Madras Music Academy for inviting me to participate in these
meetings. I thank you all.

I have hete with me two taped music recordings of my own
orchestral compositions, and with your permission, I would like to
play them for you. Before I play the tapes, | would like to mention
the fact that the compositions you are going to hear, are by no
means a perfect example of my capacity as a compos?r, as I am still
in the process of experimenting. So also the recording done under
difficult conditions, otherwise could have been done in a better
condition. And lastly the musicians® performance could have been
better. In spite of all these deficiencies, I hope, this will give you a
rough idea of the work done in this field.
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The first composition entitled -« Symphony of the Seasons™
is in Raga Bahar-variety. This is an experimental composition in
creating a feeling of the six different S€asons in one Raga, Bahar and
its other variety, instead of six different ra

; gas for the six seasons.
The six seasons are,

according to the composition,
pre-Winter, Winter, Spring, Summer and the Raj
change in the seasons is indicated by a natural change in the
melodical patterr{ with other effects, instruments and voices. [tisa
thematic composition, orginally recorded for the AIR., Bombay and
later 1 made a musical documentary film of it for the Films
Division. This was composed and recorded in 1954,

(1) < Symphony of the Seasons™ ~duration 13 minutes,

The second composition entitled **Chjntap aur Chetana »
a process of thinking and the state of consciousness. This is also ar;
experimental composition, composed and recarded for the AR
Bombay in 1964. A difficult Raga to orchestrate and to ey re thﬁ
abstract motif. This is in Raga Todi, in five parts. pres fhe

Autumn,
ns. The

The first part conveys a feeli

ng of calmness ang i
. cong
of mind. The second part sig Shtration

nifies a mood of pra T i
yer.
part conveys the struggle of Atman and the Maya, the i]]usit:; ﬂ::dt
> a

separates the Atman trom the eterng) source.  The fourth
represents the yearning of the soul for realisation. Ang e P
expresses a sort of : the fifth part
and the Maya, in order to see the
the higher self, the ultimate goal,

(2) **Chintan aur Chetana
The third composition entitle
Himalayas’. Composed and Teco

- duration 15 minutes.

d ¢ Himalay kj Aur>, “Towards the

as a motif.

The call of the flute, the shepherd with his herd o

peasants and the hill-people, ang their work in the §
accasions when these people sing and dance

beauty around them, as also the hazards of the

hard struggle for eXistence, yet they are part
hazardous nature,

(3) ““Himalay ki Ayur >

f sheep, the

elds, festive
They have Nature's

nature; their |ife isa
af that beautify] and

- duration 10 Minutes,

IMPROVISATION IN WESTERN CLASSICAL MUSIC

Mr. David Reck
The New School for Social Research and Wesleyan University

I. Introduction

One of the popular myths about music in the West is that
there is no improvisation, that a// Western music is composed
by composers, written down in musical notation, and faithfully
reproduced by musicians reading from notation. This mistaken
impression has been perpetuated by musicians and scholars
from the East and West, even up to the present day. But in truth,
there has always been a strong undercurrent of improvisation in
Western music, particularly in the popular arts-in folk and
dance music, and recently, especially in jazz. That jazz is
seriously studied in the West, that it is taught in our universities,
and listened to in formal concerts, may come somewhat as a
surprise to many of you. But jazz in its highest forms is an
improvisatory music par excellence, and demands serious attention
by comparative musicologists; this point is unfortunately beyond
the scope of this paper.

Our study will be confined to the Western classical music, and
our survey will be a historical one. Several preliminary points
should be made, as also generalizations which hold true regardless
of historical period or individuai idiosyncracies. First, Western
musicians improvise in the same way that they compose (written)
music, that is, their improvisations are identical in style to their
eomposed music using harmony, counterpoint (simultaneous
melodies), timbre (tone color), as well as melody. Second,
Western musicians have tended to improvise in certain musical
forms in preference to other musical forms. Third, within
certain limitations (to be examined later), they improvise within
a given structure from beginning to end ; there is no combination
of composed music plus improvisation such as in Karnatic music
with the (composed) kriti combined with alapana, niraval, and
Kalpana svara improvisations.

If composed and improvised music use the same forms and
techniques in Western music, what arc the differences between
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them ? Basically, improvised music, created on the spur of the
moment, has a kind of edge, an excitement of the free and un-
fettered imagination of the performer flowing from idea to idea,
and culminating in what we might call <« exceptional moments -
that is, music of extraordinary beauty and uniqueness, like flashes
of lightning. In written music the composer has time
plate, to polish his musical ideas, to work out elaborat
and relationships, that is, to use a process that is m
than intuitive. History has given us a wonderful
1747 J. S. Bach (1685-1750) visited King Frederick

Prussia at the royal palace in Potsdam. The king, having heard
of this great musician, composed a short melody and gave it
to him. Bach, using the king’s theme ag a basis, improvised for
over three hours. Upon his return to his home in Leipzig, Bach
revised the ideas that had come to him during the improvisation
and wrote a collection of pieces (based on the king’s haunting
melody) titled * Musikalisches Opfer” (A Musical Offering)
which he presented to the king as a gift.

to contem-
€ structures
ore cerebral
e€xample. In
» the Great, of

The improvisations of Ludwig von
at the piano are described by his
terms.  Even more so thap hi
and smaller pieces —his

Beethoven (1770—1827)
contemporaries in glowing
S written compositions—the sonatas
improvised music was stormy, wild,
virtuosic, Imaginative, unpredictable, and indicative of the
individual frecdom so dear to his heart, But we may infer that
Beethoven’s mprovisations, like the sketches

notebooks, were absorbed into his notated mus;j
an important point : a5

improvisation has funct
a cathartic, intuitive e

in his musical

C. And this 5
often as not in Western classical music,

toned as a kind of idel-testing ground,

xeercise, the music of which wag later
reworked into written compositions.

Improvisation was,

Formulae and ryles for groups working tog
Karnatic music) simply wer

ved. So improvisations
were usually done by a sin laying instruments such
as the lute, virginal, violin, piano, or organ. Where improvisatory
elements wcre‘ used in 3 larger context, such as in Oopera or
orchestral music, 0 a specific technique
utilized by one of the perfor n of chords jp accom-

until recently, largely 3 solo affajr,

ether (such gag exists in
€ never evol

gle musician P

mers~the filling j
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" - amakas)
paniment, for example, or the addition of ornaments (g
by a singer.

volution
The history of Western music has seen a grell;:;l::] imtation.
into and domination of musical thought byt}:;se of alphabets
The advantages of this trend are the saTne as be preserved for
anc weitten language. I\iztm;(:pe;nf:cpa‘r::;ment lasts ; notated
uries, for as long as the . d fifty ora
hundr?d " ‘ﬁv'e I:S:r}d;:iot);i?(: baegir;s to dominate the thO‘:gthtc;
much in music o ian; music becomes only what can 'be nota ed
processes of.m\l;?_l; in ,process occurs), a SPO“‘a".my ‘S_IOSt’Ean
(that is, as simpl ¥ ifians lose their ability to l.mpro'vxse. ven
composers and tr;’:lsht ressurgence of improvisation in Western
today with a s l.gc the trend is still for composers to make‘ some
contemporary muSlmphic or otherwise. for musicians to Iovllow.
iind o’;}r’)(z;;:l)(:::;diion, as such, has been jost in Western music.
pure

II. Early Days

istian Church a flourishing culture
In ?he days fiiqjlf:\:yisct::\r::\ii which cousisted of a blend c'>f
eXiSte(‘i l{l Byzdan ]'ental elements). In Byzantine chant (the m1.151c
Helemisie o7 0&:1 clodies of the kanones {(hymns) were comprised
Tt e cn:otives combined by ihe singer to form the
of groups o Shc;”“ Some of these motives (prayogfls) were
Complﬂe' mcflo );.e innings, others for middles, or endings, a]nd
standardized o ug for connecting links; and there werf: as’o
il anothe! gronlt)al formulae (or melismas), The slngcrs
Standaﬂ'i Omamien the way he could combine @otlves from a
Originay!y b sibilities and then vary them with omaments'.
repertolre of pOSt’ve‘s were divided into eight groups or ‘echo;.
MOKCOVC.Q th": mon; éf the echol expressed the same quahty' of
A”_mOtwes ‘.ﬂ Oruous in melody and rhythm. and Wf?re derwe'd
P wngscale. Each echoi was associated Wxth~ certain
f'mm ﬂtl‘ethseax)?eeaf hour of the day, season, or type of wo‘rds.
umes'oilarities wi,th the concept of ruga are perhaps too ;)-b;w?;
o rem ntioned here, but the same concegts also app 1el L
N b:IHll)iew chant of that day and bad agreatinfluence on the late
zlk::veloepement of the church modes.
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As time went on, notation began to develop for Church
chant; at first little wriggly lines above the text, and later neumes,
and staves. A great collection of chants was systematized by
Gregory 1 (the Great), who was the Pope in the Roman Church
from 590 to 604 AD. We know with certainty that all melodies
were finalized in precise notation in the beginning of the ninth
century ; so what had begun as a semi-improvised, oral tradition
became a fairly stabilized notated form of music, used to this
day in the Church.

Following a similar evolution, but from outside the Church,
was the Medieval tradition of knightly love poetry and songs. 1In
northern France troubadours and in southern France trouveres
(both words mean * finders, inventors’) wandered from castle
to castle singing chaste lyrics in a style that displayed freedom of
inventiveness, spontaneity, and apparent artlessness. While there
was a refrain which remained more or less constant, the melody of
the verses varied from stanza to stanza, and melodic ornaments
were added at will, though most songs had a regular double or triple
rhythm. In Germany the minnesingers (* love-singers ”’) carried on
a similar tradition, although sometime after the thirteenth century
they evolved into the guild of meistersingers (v master-singers *°)
began to write their songs in notation, and set up rather rigid rules,
of composition. However, the beautiful songs of these mins
preserved in fragments in notation and in European oraj tra
have lived on, and we can only wonder at what must h

golden age of singing. And many of the tunes were later re-surf
to form the roots of later European nationaljst religious and m a.ced
movements. usical

trels,
dition
ave been a

L The Renaissance
The Renaissance (1450~1600) saw man
innovations in the realm of music. The dey
and keyboard instruments resulted in g4 r
improvisation. At the same time a curigys contradict;

place in that more and more music wag being notay ;00 v"ras takin
published in leaflets and books. Because of (e mane » Printed, ang
and improvements_ in mstrument-making’ the Statusy ?C.W Inventiopg
musicians, who in the Middle Ages had b of in
contempt or condescension, was ¢ cen
performance, at first duplicating ¢

y radical changes apq
elopment of plucked
€naissance of soloistic

Strumenta)
Tegarded with,
bility, Group-
al ChOTa] muSiC,

aised to respecta
r lmitatiﬂg voc
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found expression in matched sets of flute-like  recorders”’, or
bowed ¢ viols. ” But for our purposes the most important instru-
ments were keyboard instruments of the clavichord type (strings
struck by a metal tangent) or the harpsichord type (strings plucked
by a quill, and including instruments like the spint and virginal),
and the /ute which was probably the most popular household
instrument of the Renaissance. The [ute had one single and five
double strings, was plucked with the fingers, had a pear-shaped
body, and came in a family of sizes.

Improvisation was common for accompaniment of the popular
dances of the day, which were usually done in pairs; a slow dance
in duple time, such as the pavane, foliowed by a fast dance in triple
time, quite often the gaillarde. The improvising soloist simply
played tunes and chords of his own choosing to fit the rhythmic
patterns and form and tempo of a particular dance.

Beyond dance music, there were basically two ways to improv-
ise in the Renaissance. First, the musician could ornament a given
melody. Second, he could add contrapuntal parts or vary the setting
of what was called a cantus fimus, or given melody which remained
more or less unvaried. The latter method was also called discantus
supra librum, or ** (extemporized) discant on (a melody written in)
a book,” contrappunto alla mente (mental counterpoint), or
sortisatio (extemporization-as opposed to compositio, or written
composition). The basse-danse, a favourite court dance of the
fifteenth and early sixteenth centuries, was improvised using the
cantus firmus method, and often both ways of improvising were
combined (that is, melodic ornamentation plus cantus firmus.)

In addition, there was wbat might be called an improvisatory
style, an unfolding of musical ideas in a free, rambling fashion,
with varied textures, sometimes without either metre (as in alapana)
or form. Among the earliest notated compositions for solo
players are pieces in this style, usually called by titles such as
prelude, preambulum, fantasia, or ricercare. The program piece
might also fall into this category since the music was an attempt
to describe a certain event, such as a battle, a leaf falling from a
tree, an emotion or affection, or a season, the form being dictated
by what was being described.

M—11
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The theme and variations were also used for improvisations.
This instrumental form probably originated with the Spanish
lute and keyboard masters in the first half of the sixteenth century,
of whom Antonio de Cabezon (1510-1566) was particularly out-
standing. The theme was usvally a well-known popular or
religious tune and was first played almost unvaried. With each

variation the setting of the original tune became more and more
complex, often with virtuosic running passages and new counter-
melodies. The animation increased to the end (broken only by
a few interludes) when the original tune was again repeated in its
simple setting. \nother form of variation was to chop the
original melody into pieces, and treat each phrase to variation
and manipulation in various ways, putting the entire melody
together again only at the end.

In Germany the Protestant Reformation gave birth to a new
type of religious music which was to b
to later developements.
the common folk

e of prime importance
Martin Luther in attempting to bring

into more direct involvement in worship,
collected many famous old tunes, gave them religious

lyrics, and
called them choral or kirchenlieder (lit. <*church songs ™), or
in English, chorales. These beautifu) and stately pieces were
simple enough to be sung by everyone, but what is more, were
ideal for expansion on the cantus Sirmus

organ works, motets, cantatas, and oratories. The first publi-
cations, beginning in 1524, ipcluded only the words and the
melody, and the church organist was expected to improvise the
chords and settings, an art which came to a culmination {as we
shall see) with the works of J. S. Buch.

principle into extended

The Renaissance was i

irst and foremos: an Italian affair
though its ramifications spread quickly throughout Europe.
And improvisatory music found several new

developments there
Aform called canzones
of contrapuntal {many

in the latter half of the sixteenth century,

incorporated all the complexities
simultaneous melodies) music into improv

/isation, and the loccata
(from the Italian verb toccare” (1o touch) became for organists,
especially of the Venetian school, g viftuosic showpiece of fas(-
running passages and massive harmonjeg, Again we run into
names like ““fantasia, intonazione, prelude,” ete. for works in
a free improvisatory style. Contemporary accounts  describe

Ic 83
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IS, -1V) IMPROVISATION IN WESTE

i of strange

improvised organ music wandering throughha ma.f;ilar strange
icl s Sl
1 culiar chromaticism, perhap |

harmonies and pecu : o
found in a printed work called * Couzonanze stra\?g N
Jo de Macque. Frescobaldi’s later foccatus also disp
ean .
characteristic.

i le
i ¢ instrumental music and sty
mention of Renaissance 108 nusic : e
II:(;)e complete without the English school of Vlrglﬂa.lllStISt v;/)}’ncto
b i s originating in Ita
i tory forms origin
ht many of the improvisa nay L
lf?lflolugowerin; Particularly important Jw;rf: V};’:llllnazr: B,);g_(ms)
i ’ -1640), John Bu . ,
Farnaby (c. 1560-16 ‘ - .
- G[l::cs)rley (1557—16027), and Orlando Gibbons (1‘5?3t ;6;50)}1
i:osl:asreat composers brought English mus'lc to 2} he1g1l‘bli3hed
X e%haps never been surpassed, and their works as. P e
'hast}i’e Fitzwilliam Virginal Book (a keyboar-d CO“B.CUOI] o
1n_ ~n~ted in ¢, 1620} show a strong afﬁmty‘ t'o 1mprovf o
?leces S\:d procedures, particularly 1 the variation and tan
orms , al
(or < fancy ™) types of composition.

IV. The Baroque

i ern music (c. 1600-1750)
With the ?a;tosrl;eatpz:)fcdh Ooff Vivrr‘:;trovisz«).tion. In Protestant
we come 1O Fhe ;c earlier forms, many of them basgd on the
e e t‘eached fult fruition. Of partif:ular 1mportar'10e
O e ;le two or three-part form improvised by organists
vas the large_schurch service, or in special concert perforrnance.s.
5 paft o e nt was always a prelude, fantasia, o.r toccata in
The iirst mo.vehr?evirtuosic, and often without a feeling for 'bca:
free form, }.11 ;‘ly in many ways to raga-alapana). An (‘)ptlonad
or metre (1 ually called adagio, could be the second, tollowc,
slow movemet! uzind highly contrapuntal fugue. J. S. Bz‘ich.s
by 2 Cfo.mp]ex resent the apex of this massive and majesil;xc
Compos.mons ;epn and we might mention his Tocca‘ta, Ada;';zo,
impmvnsatoU COHM,HU, ' A s Famasy and Fugue. 0 G Minor
and .Fugue o 1 {Jes’s ambitious but just as be'fllltlflﬂ were the
as prime c.xampfe:t'w Lutheran chorale tunes, whlch. w.crc played
many seittmgso .qt;Oduce O ecompany hymn-m-ngmg by the
" smlcc's N hs uiet musical background for interludes and
COﬁgl'eg"‘“0“_’0r a‘h;l cantus  firmus principle, the tuqc of the
prayers. Usmin:[a| core and often attempting to picture the
chorale 45 4 ¢ ’
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emotions and implications the chorale-text,
even today improvise in this form,
profound intensity and religiosity of

organists in Europe
though seldom matching the
Bach’s chorgje preludes .

Another particularly Baroque improvisatory form was thay
of the passacaglia, which incorporated a single melodic idea or
phrase which was repsated over and over again with jp
complexity of harmony and textures, unti? final
submerged in a swarming network of
Again Bach’s works in this form,
Minor, remain unsurpassed,
which, instead of 2 repeated me
of chords ; of harmonies, over
Both these forms are related
though they are

creasing
ly it was Virtually
contrapunta) melodies,
such as the Passacq
A similar form was the

lodic phrase, had 5 Tepeated serieg
which tye Improvisatio

o the cangyy
in some ways unique. Moving
church music in particular, we come to anot

glia in ¢
c/zaconne,

n developed,
Sirmys principle,

DOW away from
her Baro

Ys Which repre.

throughoyt the
composition. It was then y player ¢ real
the full texture ang harmoni ’

ize
and imagination. He wag }

svarasy,
d by cellos or
Ut together the
! or elaborating with
unprov:satory. The basso
music, from the

» Spacing chords,
basically

performer pieces (like Sonata
orchestrat suites and co

oratorios-all haye the ke
on every beat.

s for flute
hcertos,
yboard per

Ina way, a subtle trend

Contrapunpty) Music
govcrnc

by the
4 trend
€ntually

» that is,
d counterpoint, and ey
¢ thay “Outrapupy)
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ASSICAL MUSIC
v IN WESTERN CL
MPROVISATION
P1s. 1-1iv] 1

improvisation was in the

o nomt ari?ogft?)a:.lg;l:dy bg singers in opc(;-a azz
retorin, Omameqtalndian music, notation was lol;)ke , u:nd
e l‘sle(:lc(:ltozt]S :; the melody, and]onlz'ec;:zti :elasx ac;r:il oy
as a mere . . and on ,
intensive omafnentatloﬁ: ::taf::,&;li?:fy Unfortunately, thi; trT:rm:I,;
oo widosprend broulirgely an oral one, and the art :srme : as
though wides}i)rezgu:azocal music is nowI .t%leenelzrllynope:) ronaments.

n lost. Bar : s pon '
Zf)etated, that is, in its plau;n fo:;r:t e gron g, il’aour?:
We are lucky, howc";r’has in ore aria from hls.opera - Orfeo
AP (15‘67~1”64A)c,t 111 ) written out the desored orn.et o
o e Spmol; ve the melody. There is a wide \_/ran vghile
on an extra.staffahoh varies for each strophe of tho ai .Uthemic
ornamentation wh.10 us a rare and probably qolte a hentic
B e o Baron e singers ornamented melody, it by no. neans
Do B'arfoocll’lrlnation to reconstruct the general princip
gi)V:Srzisn;nionlllﬁ?ol\l?sed ornamentation.
g

i eriormers had a great deal

e i o ?S:Ogg;gzzeﬁ I:avritten score. They coulci
of liberty to aqd to s, add or substract arias from contfztas od
e or Yanzusm\ﬁzlé of toccatas, or leave out vanatnclozn:]
operas, stop in ¢ eental scoring itself  was somc'what Oi i itaté
libitum. Instn{u;l e s Somenhat es* id
Most Perform?ra anection with noted scores. The rathehr n: !
fo use it ez/en o er’s sticking to the printed notes on the pngt
(ovon whon pcrfom;c printing errors) was a later develo]oine 0;
e Whmlly tat:gcayinjt the grain of the predominant mentality

entire
2I;l;foque musicians.

V. The Classic and Romantic

ic Period (roughly 1750 to 1810) was a penoi':chilclkcl
The Classic odern orchestra, and most of our pri p‘
saw the birth of the m ncerto, symphony, and others. The -c]ass.lc
forms: the Sonatal;clonce and precision, concisenoss, clarity, 1.n
ideal den?anded ha:haat the Baroque (and improvised forms in
shor, aguins! ml;Cr Improvisation remained in the mamstreal;n
the Wes.t) stolodi: ;wo (related) areas: in performances bthoz
of mus'liuZ:i ir this and later periods, and in the cadenza secti
eat vir
irf the concerto form.
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The cadenza section of
end of the first movement,
Probably deriving {rom an e

the concerto  comes near the
just before the fina) cadence or coda,

arlier practice by Corelli and other
Baroque composers of elaborate extension of the 6/4 chord of

the final cadence, the cadenza section Was left blank by the
composer. Here the soloist, whether violinist or pianist, would
improvise in f{ree rhythm, using thematic material from previous
sections of the piece, as well as virtuosic free figurations, ending
with a trill on the V* chord. The soloist would then be joined
by the full orchestra for the final stages of the piece, finally
cadencing on the tonic. In later periods (after Beethovcn)

composers began to notate their cadenzas (though keeping the
improvisatory style); and today, cadenz

t violinist David Oistrakh
has composed his cadenzg for Mozart’

S Violin Concerto No.

3 in
G Muajor). So, as we have s¢el in gg many cases, forms,
procedures, styles at first improvised are 8radually absorbeq into
notated music.

In the Romantie Period (181011 3)

we know th
the great composers ang

at almost aly
performing musicians improvised. As
opposed to tie Classic period with its

~oncern for balance and
control, the Romantic musician pursued the ideal of giving ful

and emotions through music, The
stormy piano improvisations

meationed. But we should
of the virtuoso performer, g

vent to his fantasies, visions,

Kind of super-
masses, charismatic cult-figures,

were the great violinist Nicolo Paga
virtuoso Franz Liszt (1811-~1836).

their performances, along with
others’ compositions.

star, adored by the
Typical musiciang of this type

ninj (1780s1840)and the piano
ovised dazzt'mgly at
of their own and

all improvisatory style.  Again an
or prelude, for example} which
music several hundred yeats ear

d again titjes cro
had been used

ler. Axnd, there

P up (fantasiq,

in improvisatory

I3 a rebirth of

ICAL MUSIC 87
PTs. -iv] IMPROVISATION IN [HE WESTERN CLASS

[§] ' i
Butt € mal o ]
Ch() & i y IlS'c (’f nOtatiOn.

VI. Recent Trends

tieth century two names stan$i out, both of fntertehs;
o f“’e“‘ ection of their musical thought with

e theAcoZrnic:ans. Charles E. Ives ,1874-1954) was a
o md'bmhl "el musical ideas were derived from the 'ljraxf.-
o genlus'wmshies of the so-called * Boston Brahfnms ,
e alan, Emen n and Henry David Thoreau, who 1{1 turn
ot Wa_ld" Eme:isz the early translations of the Upanishads.
had been {nﬁ?encet ob;ly improvisatory in character,. but. often
lves’.musl? lSHn)ounclc:ar, or vague, his idea ip music being t~o
o (mtenm_’ﬂ? yf ap or starting point from whxch‘thc ;')erforme‘r S
PmVidcalfmi-.O mdr;: take hold. Particularly in his massive
con imagma“(’? rcaiauo, he opposes the rigidly precise C?ncep[s
COnCOﬂ{SMi?oriinint in his day with a music that is truly
f)tfraryr::csel;d::nml " free, imaginative, soaring

Cage (1912), also somewhat .of a maverick', was

Jonn th importance of spomtancity and chance in the
influenced by tfeJapanese Zen Buddhism. He has composed
phil?séphles o clopaedic number of ways and [forms, very often
e accid C?C}; chance (casting of dice, for example) to'make
using ac-adei{i: scores may often be nothing more than a series of
his music. of paper, or zigzags on a graph, forcing the per-
dots onapagz‘:terpret aad improvise.  Cage’s music has been
former tO_ fl}uencial particularly in the past twenty years, an'd. his
‘extrcmel)‘rjmmusm ha:ve caused young composers and' musicians
;(Zlaii ti)nlook to improvisation as a way to making music.

In the contemporary music SCC;‘IC :(o_dayaitn nil;:iCWe(s)t;l tttllzreonlz
ookin .

3 dichotomy bet::eeisw?vc\)f:z:g fin everg—increasing rational and
hanq, c;r?fs);: concepts, in exact notation. Qn th? o.thcr,
preei>® turning more and more to improvisational
comp.osers o in electronic music some composer/pcrformt_:rs
pracmes‘mbEl‘;eanvid Behrmann and Alvin Lucier) improvise
{most notadl ‘
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using tape loops, oscillators, and synthesizers.

; Since there is no

single system of controls and balances (such as in Karnatic music)

musicians use a wide variety of means to strike a balance between
, . L.

the perforfner s freedom of imagination ang the limitation of that

freedom in forms and

! i . Improvisational procedures. Whether
improvisation will continue to be of importance in conte

Wester~n classical music, whether influences from impron:il;:iao:y
fo.rms in jazz or popular music will be felt, or whether the c cli
will r'nov? back again to the Classical ideal of precise mus);cal
no.tanon 1s a matter for conjecture. But improvisation has always
existed (although sometimes insig :

. . nificantly) as an element in
Western classical music tradition, and the chances are that the
human necessity for spontaneity and free

: : dom will
it continues to do so. ill demand that
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ELOQUENT EYES-NETRA-ABHINAYA
IN KOODIYATTAM

With special reference in Abhinaya with the Eyes

L. S. RAJAGOPALAN

Koodiyattam is the sole surviving representation of the
ancient art of drama in India. It is a stylised form of acting
Sanskrit drama in Kerala. Ithasa tradition of a thousand years
or more. The Chakyars are the traditional actors and the female
roles are acted by the Nangyars. These two ¢ Temple Servant ”’-
communities have preserved the tracitions for long. Performances
are usually in temples. Only one act of one among a repertoire
of several plays is normally performed these days though long
ago all the acts of a drama were being staged. The performances
usually take place in a special temple theatre called Koothambalam.
A big brass lamp with three wicks burning coconut oil is the only
lighting. The stage property is only a Peetba (a feur-legged stool).
In the background the Mizhav drummers etc. are stationed-just
in front of the green - room. The audience is seated on all the

three sides.

With such an utter lack of aids the actors have necessarily
to depend on their histrionic ability to create the proper atmosp:
here and efiect on the spectators. This histrionic talent has been
developed to such an extent that the performance of the drama
as in the text has almost been overshadowed by the interpretation
and annotation of even the smallest details of the text by the
actor. However the basic core of the drama is retained.

This stylised acting has naturally its elaborate conventions.
Though the actors speak and recite the texts of the drama, they
have also developed a sign language (Mudras) which can convey
even subtle shades of meaning, Bhava Abhinaya - the portrayal
of emotions is the main feature of Koodiyattam. Such impressive
portrayal necessarily calls for an arduous und long training.
There are four aspects to this training - Hastas (hand - gestures),
body - movements, voice and cyes - called Kaiyc, Meiye, Sabdam
and Kannu in Malayalam.
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(a) Mudras =24 basic gestures as
Hastalakshnadeepika form the alphabet language
In addition a few extra Mudras are in use. Laukikq Mudras:
gestures normally used by laymen during speech - are used during
descriptive acting.' Constant practice is done, the training periog

extending upto twelve years, to become g4 master of the
subject.

mentioned in the text
of this sign

(3) Dancing as such is done only to 3 very limited extent
but there are various stances and fmovements. Physica| eXercises
are done to a lesser extent than in othe $ of Kerala lik
Kathakali etc. There is a movements ang e
the depicting of Mudras, a

T art-form
general rhythm jp

(c) The prose and verse passages in the
in a chant which they call *Svara *

. . somethi i
to Vedic chanting. The hing akip

*Svaras®

are selected tq suit the ¢

- et
character, Rasa, etc.* Further the Vidushaka who l.me,
discourses on Puranas and tells stories ang Wisecrack, B
parodies has to be almost 3 \/ ° and

entriloquist,
when he takes the stage for eight or nipe hou

non-stop filibuster of 3 discourse, This calj
stamina, voice-contro] and practice.

There are Occasiong
IS even apd does 3
s for good Physica]

the face and the feelings in th
the coatrol of their movemen
Koodiyattam artist.

, during the colder g
alf : eas
This is practised for about 12 years. on% of the Year
The movements practised are
ﬁoﬂmg Clockwise and anti-clockwisc
ateral One end to the oth
———

er horizontally

he Construction o a Pa&
cts the digging, th oa
etc. by gestures shown in normal Jjfe, iching
2. See the author’s articje
the Jaurnal of the Sangeey
Sangeet Natak Vo, 10.

1. When Lakshmana acts t

(a thatched hut), he depi cuttj
ng,

‘Music iy Ko

odiyatttam, s .
Natak Akade iy

: in
Y, New Deihy,
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Vertical Up and down movement
Diagonal One corner to th.e other
Figure Eight-movements Vertical and horizontal
Semicircular Top and Bottom
Angular movements _ -
Double semicircles like figure 3, vertical, horizontal

and reverse

Finally moving the eyes in a form in which pulling in
and pushing out the eye-balls by breath - control are done by
advanced students and in the immediate presence of the
Guru ?

Along with the movements of the eyes, movements of the
eye-brows, nose, cheeks etc. are also done and the movement of
all parts of the head as a whole, contributes to the portrayals of
Rasas and their Bhavas.

The next step naturally is the portrayal of Rasas. The Chakyars
have compiled slokas for these - Drishtis -~ as they are called.
The sources of these verses are not known but they closely follow
those in the Natya Sastra. The gist of the slokas for eye - move_
ments for Rasas may be given as follows :

1. Sringara - Cheeks slightly shaking, gentle smile indicative
of love, side-long glances with the brows beautifully moving.

2. Vira - Middle of the eye blooming, majestic and
egoistic, the eye-bail straight, brave and fearless.

3. Hasya - The lid over the corner of the eye ?ent a little,
end glances a bit bent down and moving, with the pupils contracted
and rolling, and with dubious movement of the eyes.

3. Kalidasa’s Sakuntalam used to be staged in Koodiyattam,

When a Chakyar was acting as the charioteer and
acting the first Sloka ¢Krishnasare dadhaccakshuh’,
he attempted to look at the deer with one eye and
at Dushyanta with the other in opposite directions and
permanently injured his eyes and became blind. Be that
as it may, the point emphasised by the story is the
importance of proper training for those delicate organs,
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insoic ye-lid Simmering ang wiyp, b and cruel look,
piring, ¢nt eye - brows and terror-

and there, with both

7.

Bibhatsa - w;
with po 4 - With the eye-
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Koodiyattam does not aim at an imitation of life. It aims at
the sublimation of life and in creating a feeling of oneness with the
events in the minds of the spectators. The dramas acted are well
known plays and the intention is not to present a story but to
annotate and comment on the various facets of the story. Character-
tsation is the soul of drama and it is in bringing out this aspect that
Koodiyattam excels. There are occasions when the Chakyar presents
events which have occurred in the course of hours, in a few minutes,
and yet creates a feeling of having witnessed the whole event in the
minds of the spectators. There are also occasions when the incidents
of a few moments are portrayed for hours together. When Laksh-
mana shows the building of a hut he does it only for a few minutes,
whereas when Arjuna sees the eyes of a damsel (actually Subhadra)
he describes it for two or 'three hours‘. It is this aspect of
dilation that gives Koodiyattam a peculiar charm and fascination
all its own and which brings forth all the abilities of the actor into

play.

Take for example the entrance of Arjuna in the first Act of
Subhadra-Dhananjaya. When the curtain is removed the handsome
figure of Arjuna is seen. He takes the heroic stance and observes
the audience (Sabhanireekshanam). He looks with admiration the
full length of his bow in his left hand and then at the arrow in his
right. He is in a thoughtful mood, he then looks wonderstruck
that he is over-powered by the flower arrows of Kama. He contem-
plates the beautiful form of Subhadra about whom he had a good
description from a person (Gada). He is overpowered by the emotion
of Sringara and he swoons. He recovers and again contemplates
and again swoons. This is repeated thrice. Then only he starts
reciting and acting the first sentence of the play, ‘Aho’ etc. This
long stance and contemplation create the necessary background for
understanding the full import of the exclamation ‘Aho’ and
the subsequent words.®

4, The sloka ‘calakuvalaya-dhamnoh’ is acted. See later
for its quotation.

5. Subhadra-Dhananjaya Act 1.
e —(aferd frgen) a8t g aaddsh sl didamifraa-
IfyaeR gacae ete,

M—13
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. Q:lel pe.cuhar feature of Koodiyattam caljeq Nirvahana is the

apitulation of the past events and bringing them up ¢
Present contex!. In this flash-back technique the actor- 1 e ﬁ'le
be on t‘he stage-explains by gestures alone the genesis ofollll oot
For this he uses verses taken from the epics, or previo:s :cl?so:)];etrl‘lt.
e

same dramu or verses speciall or i
Yy composed for it by old
When he completes the acting of one sloka, the Nangyar ::;Z‘:ri:;

on the right side of the stage playing the cymbals, recites the verse

hi h € i t t . ()f llle irva I

In the presentation of the
Ascharya-('hooclumaizi, ¢ slage t

Wge torn with love for

g to his capturing

for

geeta. He recalis the events leadip d b

o an ringing
the first time before he
. t though he has seen the lovely
¢ and even Parvatj

to Lanka, his seeing Seety
abducted her apd his remarkse tha

Parvati at

ailasa, He then
‘ portrays the tiff.
Maulay Kinny °, Y el

the ti@e of his lifting Mount K
The acting is baseq on the sloka

w B wde, T, 337 Frnims
mf AT HARE, F v Ay t’
W %5, %, fag SER0 ﬁts:;:zwaq“t
GIGEAEEIRN 99, fifigai g, rng, g )

';ﬂtqﬁﬁsw IR nogg; -
RS AR 3 geady
‘ Rl g
I qig g
KRR LCIER Y TP a1
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the relevant portion of the Artaprakaram® will give an idea as to
how they proceed about it.

“Show Mudra for” “at the time’ (at the time Ravana lifted the
mount Kailasa), readjust the dress and sit on the stool; sit as Lord
Siva would sit with Parvati on his lap. Then in the role of
Parvati look at Siva longingly and entreating—* Oh my Lord,
Your grace be on me’. At that time Parvati saw Ganga on the
head of Siva. Look carefully, ¢ Who is she’ and contemplate, 1 will
ask him any way, ‘Oh, my Lord, what is the object I see on your
head’. Then in Lord Siva’s pose—What did Parvati say-¢ Oh my
Lord, what is the object I see on your head’—did she say like that?
She has seen Ganga--How can I hide the matter? Contemplates (and
says) ¢ Oh Parvati, what is seen on my head is water. Do you not
know that there is water on my head? Then as Parvati—what did
he say—Did he say what is seen on his head is water? Again looking
carefully. “My Lord, a face is seen there, 1 say. Has water a face?’
Then in Siva’s role~-What-did she say she sees a face? Thinking— Oh
Parvati, what is seen on my head is not a face, it is a lotus® Then
as Parvati-having heard as being fold as mentioned-again looking
carefully-¢ My Lord, curls are seen there. Does a lotus have curls?’
Then as Siva—What- Did she say she sees curls? Thinks-*Oh
Parvati, it is not curls, it is a row of bees’. Then as Parvati—

7. See “Asokavanikanka” an Attaprakara in Malayalam
edited by Surnad Kunjan Pillai and published by the
Travancore University in 1957. It is a pity the Editor
has not thought it fit to associate or even consult
some Chakyars in preparing the book. He could
then have avoided some mistakes and obtained the
necessary clarifications and also could have obtained
the Nirvahana slokas which he has omitted. While it
may be that the approach was purely literary, it reveals
the general indifference to the art. It was due to the
efforts of (late) Dr. K. N. Pisharoti and of Pandit
K. P. Narayana Pisharoti that Asokavanikanka was
acted at the Vadakkumnathan Temple, Trichur in
October 1964 for 11 days by Irinjalakuda Ammannur

Chakyars, It had not been presented anywhere before
for about 30 years.
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what? did he say it is a row of bees? Again looks-« My Lord, I see a
pair of eye-brows-wha: is the reason for 1°. Then as Si:/a “Oh
Parvati, they are not eye-brows, they are Waves in water * Then
as Parvati-* My Lord, there are eyes seen-what ig the reason:’ > Th
as Siva-thinks-<Oh Parvati, they are Ot eyes, they are a. : er;
fishes, they look like ¢yes. Then as Paryai. ‘Oh Lord, | 5 pair 0
of breasts-What is the reason for it?’, Thep as Siva-thil;ks-‘el:aarvp'ilir

they are not breasts-they are 4 pair of Chak
ray 1
like breasts. aka birds-they look

Then as Parvat - what -
* Oh fie, he is trying to decejy
no kind feeling for me

did he say Chakrava
€ me saying
- hence enough of
looking at Siva as

: ka birds - thinks-
this ang that. He hag
my stay witp him - 50

ial lovely gait). Then
@ holding the gisheveljeg
upper cloth since the clothe ¢ "8 the breasts with the
the holding of the sari sj

Then as Ravang -
frightened plight. [ pay

women but jn
- My eyes have

€role of Ryy

The same actor takes th
1y shows Mudrq

He does not speak but op

We shall take an exa
is recited and acted,

Ravana approaches See
put in the words of Ray

he play which
"Yachoodamani,

It is beautifully
(v. 26)

Scha
Purns himy.
Nayati Nayape.-

AR =Y aag g Oy A
gﬁmag:ﬂ AL 39 afy Ty |

feefy @y o R Ay g
afifiams s ey

ana ¢

AT |
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The directions for acting are like this. At the time I ]oo.k .at
Seeta (with love), she looks at me with hate. Show how it is.
Show as if she looks at you with hate. When I tell her some
words she closes her ears with her hands because they are
unbearable to her. And what sort of words were they? They
produce pleasure to the ears. When I tell her such words she
closes her ears. When I stand before her doing her namaskara
with my 20 bands—¢Oh Seeta, have mercy on me’ she weeps
for Rama. Do you think that I am able to know the means of
pleasing her daily ? No, I am not able to know.

Then seek (by gestures) where Seeta is - l0.0k at botl‘x sides -
see her with pleasure in front - then act as if in love with her -
then describe her person from head to breasts - then spread a
piece of new cloth in front and show ke‘eping pr'esents for her on
it. When the gifts are placed dance (in a particular way). Then
stand up and then describe her person frorn breasts to her feet,
Then become extremely love-sick, then sit on the ground and
swoon, regain consciousness. -

.
) . . 07N
A sloka i the drama Subhadra-dhananjaya ( I: 2,1) ;Vs'coamm'cd\f{: R
the forte of Chakyars for exhibiting their talents in #he” eloquence N\,

\
\

o Ny
of their eyes. In this sloka, Sikhini Salabhah—— A

RN

Rifaf e sareaEa AR qaq | o

fafy g AgdAr @a A /’.

i, Ve 0 W

qafy age faadl Prakaas: 1| Twime® 2

F.

N
egzrfq woA: 5| §§T qusfEar 8- \\»r —
Arjuna who sees a hermitage and its sorroundings is wonder-
struck with the peaceful co-existence of .the pr9verb1ally natural
ies of the animal kingdom there. Flies falling on Qames are
o et tigress is seen suckling a fawn an elephant-calf is pulling
ntotthl;ucr;;l;e feeth of a lioness and a cobra is licking a mongoose to
:leep. The actor takes a stance with folded pands and dbyb mc:e
facial expressions he is able to convey how f‘]les 1‘“3“6 ydtﬂe
leaping flames from the sacrificial fires fgll into the flames and fly
out unharmed, how a cobra goes and licks a mongoose an puts
it to sleep and so on. While of course a new comer to Ko?dlyattam
may not be able to follow it, for one who knows the meaning of the

i

-
.

£l
l

j

i
&/

’
/
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sloka the acting would be very clear,

Koodiyattam indeed is not
for the uninitiated.

ARFIABAAR A Repvermeny.

TaaEgfy TH Faerd) |
gaTfeerrs EECIGEICT

Erfeafy SREEECIE LI

first hearing-and wishes to gee her.

g0 and see his mother, brothers an
Subhadra compels him ¢

sa Teertha
away a maiden in the ajr,

aware that she ig Subhadra.
much. The commentator 3
translated as follows (See Ap

He rescy
This

nalyse
pendix

maiden also attractg
S the sitvation whic
2 for the text in Sans

him very
h may be
krit)-

and Kamadem, the b

estower of lo
He should stand th

; Ve, would e
inking like this>,

*“ Before (ie, before rescuing thig |
(Subhadra) or not, the

emotion (for the time bein
not have peace of mind b

ady) whether
of mipg »

hot attajn

[ attain her
~this is the basic
Subhadr, I wil
hali wiy be wild

ill be no Peace
87 (Iflde
ut if [ do attaj

103
IN KOODIYATTAM
NETRA-ABHINAYA

P1s. 1-1v]

)
Y lf S <3 (4

. . il

From this time to the period when this (newly wed)d‘%lr]a;ger

akor ) i’s
i i d how Draupa
city (Hastinapura) an ‘ ‘

" tlf;k;n pt:ci{tizfc:l an)cfl (she is made to reconcile herself to her-all
would be e
should be seen in his eyes ™.

i i i is also should be brought
e bzsl'(ilz:l;)ltz)ounldex::it;;l:i}zlsnayana-preeti (this .is the
MR challed pleasure for the eyes) due to seeing 1.161'
first st.age ‘Of lOVGi htshe be’. Then, when standing there, loo‘km’g’
am:l ‘h';]k_; slivkhaosrl(:oguld come out of his mouth quite involuntarily.
at her, thi

towed great thought

_— mamer‘lthis Ic:;)emlrgzm;tr?trte:aih:essvork afte-r seeing the

e e iixtarlas).himself acting the part. It is a pity ~that such

p— (['(umsek about thousand years old, connected with stage-
:rzpc;iztdi;dn\zzz nzt been printed and published yet.

or y i - SayS S
1‘ f ] )

has put on the

i i t character by one who

¢ acting of a differen one v (e

) Tfh:nother is also a matter for consideration. Oldkirzzs i

e O'd that for portraying a character all' the four pinds o

Aotim Angika, Vachika, Aharya and Sattvika-are require id ,
i ) ’ . > . - e

Abi}may:lslould be joined together; otherwise imitation wou

the four ‘

defective. As said:

e types
Acting is of four . , .
tbat bring out the meaning (’ Oh Brahmins ),
Firmly fixed is the actors’ art ’

in many the variations of such type.

1 m f Hanuman it is
I i tting the costumes o
t being so, after pu . s
t tt:lpropger for him to play the roles of Sri Rama or o
not a ‘
There are slokas like—
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L am no master in matterg such,

nor Lakshmana, Ok monkey-King!

You alone can give the lead.

You alone my last refuge.*

whi

in continuation. This method of takincgh ;;avti\:f:stm be acted
and acting of different characters, will pe the ?vxfles’ words
propriety. Then what will be the position of Rgyq gw;:lgh i of
very life of Natya? As is said, ““here 15 10 great o
vitiation of Rasa than impropriety . ¢ cavse for

Taking the guise of g monkey
complete with tai} and alj,

becoming Seeta, acting feminine gajes
is wonder of wonders indeed, ‘
Imitating one by costumes
Imitating another by gestureg
Whoever gave these instructious
In which treatise are they seen.

S0 goes this harsh eritic.
differences in lines of vision, H

defective. Koodiyattam a5 alread

Aniyalam Pradbanam® g Chaky
is fastidious of his make-up, bri

vahana is doge by Hap
as Rama, Lakshmana,

* W= Ay Aoy

@ As the Nir-
s aone) he has

Tara and Sugriva, to act
SF'TRQ
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Till recently Koodiyattam has never come out of the Kerala
temple-precincts. Not only the world at large, not only people out-
side Kerala but most Keralites themselves are still to realise the
importance of this traditional Sanskrit Stage. Many Western actors
have taken note of Kathakali acting, particularly after some
eminent people like Grotowsky have written about it, but
Koodiyattam needs a champion for its very survival.}
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APPENDIX 1

e
frfamwater 1 afaa Wagan
Rrewpamae 3 gEn zfbesad |

FEECRT@ATEA] HIMATArIS |
ReTFaIea € o FAASTAT |

FFFARINGT BRI |
spawagad zfeiey gaiEa o

HECIE pralcic i et aice Al
araEngnar . FET S W@ )

REsdragz =91 1 99305 |
ek AR AR AR Gl

IGEREA WU TH SRR |
A 2Ry o Neara

ZAFATATAR Esaag iy |
waEFE =i wavEaataar |

fegEaEug SUwErRgdaE )
dfmusnziieg dhwaea® wap |

izt Rewsagana |
wrwAmEe 2 awy gmfea gy

(The above slokas have been obtained from Sri Maani
Madhava Chakyar. He is shortly publishing them in the book he has

written on Koodiyattam.)
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AEE AP

ger , Rafian, #gog, 4F9, AY0T, 9999, WA@HY,
Afoaq, wawawy, fgged, safadd, @, AFAU,
afy, Frege, lten, Tgem, adunq, weq, sl |

(The names are suggestive of the nature of the glances.)

aaEEIfE g wETAfEed |
fse=s qug-aa 281 A wWega wE

[Like these there are 14 slokas and at the end the following
is mentioned] :

REATFHY RFAAARIEEG T |

From this it is clear that the work Bhavaprakasa was
popular among the Chakyars.

The names of these Drshti-bhedas and the slokas have been
obtained from Pynkulam Rama Chakyar of Kerala Kalamandalam.

APPENDIX 2
Quotation from Vyangya-vyakhya.

Y €q GUATE GR9E A FAeF faga % wewa gl
WA | ST Al 9 OF €A, RAOgI@st WA e
AR ) ¥ o eral 3R e fala ) @@ q@ A @ A,
swaal of 4 ovd 3R w1 ol aur ar 9w g
afiasuaar 4 oy aR a3 wafy sAE {9 swEai
B gat qar ARt i sipeEmE T @98 fgw
i agwa oam BwEe aaaddl aReemrafita:

g1 27 ®1 3l e fBA 1 vd AW wacad sl wheg
s@®; AaAd |
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APPENDIX 3

Quotation from Natankusq -

as : S :

. [ wEOETTE g aqld fmaohag )
N WG TF wGTD Afaw-wifea
afraan: ode, Gifey
A
ITCATHFIA |

Q
. \ - arfawcE: Q@
U agfiouliean | s sgER-

gl wlastenfumy fgam )

RAFATROE A a2 gfafgay |

[Note—This sloka is
Sloka 8] quoted from the Natya Sastra, Chapter 8,

& T 8l ¥ aqag
FO AT |

EARA 3w apRez | BEAT, 1)
TR dagsa s

[Note-The second half of the aboye Sloka is
- > ¢ .
W TG AW & Al wag e

It is from Valmiki Ramg ;
yana, K ;
used as a Nirvahana Slokq ishkindha Kanda 40.13. It is

Ascharyacudamani. ¥ Hanuman in Anguliyanka of

W S st amRaaEr-

HEPR AE R weafadizafin

A
TR W A0 wa el agp
11 )
A, SRR TaRETT o 3 | h

[Note-This last haif verse ;
e i
andavardbanal ® quoted from Dhvanyaloka of

EIRLE RG] LERIHEREIEE
R T Py Ay wifagy

RIS %ﬁm AR R )
zf IR a1 a9 EIRIE T

lNOte' h i

Bisa Rfuad

THE MIZHAVU
L. S. Rajagopalan

The Mizhavu is a percussion instrument of great antiquity. It
has several unique features.

Shape: The shape of its body is something like an egg-the
broader end up.! At the bottom end there is a small hemi-
spherical projection. The top has a cylindrical neck and the parch-
ment is stretched over its mouth. A hole-the diameter of a pencil-is
provided in the side of the body for proper resonance,

Use: The use of the Mizhavu is exclusively for Koothu and
Koodiyattam in Kerala temples. Koothu is a discourse on Puranas
and Koodiyattam is an enactment of Sanskrit dramas. The Mizhavu
is not used for any other purpose. It is purely a “temple-based’
instrument and is considered a Deva Vadyam.

Antiguity: Koodiyattam in Kerala has a tradition of more
than a thousand years and the Mizhavy has also at least that much
tradition behind it. Moreover instruments by the name Muzha and
a were in existence in Tamil Nadu for a long

Motamuzh
time and they are considered to be the same or similar
instruments. References to Muzha arc found in Silappadikaram

during the description of dance, during the Indra Festival, during
the threshing of harvested puddy and as being used as an accompani-
for marching soldiers.” Another similar ipstrument,

ment
is the «Panchamukha Vadyam ™ whichisa

also in Tamil Nadu, N R
) Mi—.wéo;le people call the instrument erroneously-as Ptavu
since it resembles the big carthen vessel called Ptava

used for storing paddy.
2. feoLis asrpio-
(@) perguewidar e FETS appGeu etc.
(b) qupmé’:&e&h’r@ﬁwﬂg; i samb af Fupb etc.
(BpFreTparBsHs srang)
(c) toed &2 wpypedar wdfos Quir gupb ete.
(ﬂsﬁ@&ffﬂ.WéNrm‘@)

(@) anGarnQyB S5 premanl @pipeuEpd ete.
(yperCeMuipigs arang)
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big pot - shaped instrument having five neckss
stretched over these and the five faces give different

The Sangita Ratnakara of Sarngadeva mentio
called Ghata in chapter 6 (Vadya Adhyaya),

I B GIFIN T ASkaw, |
A R a9, |

It isa big bellied pot with its mo
played with both hands. The Ratnakara usually gives detajlg of
measurements, but it is silent aboy

t that aspect heye. Hence we
may consider the instrument as known but not Popular at that
time.

Parchments are
tones.

BS an instrument

uth covered by leather ang

Poets have compared the soun

d of the Mizhavy to thunder,
The reverberation (Muzhakkam) is

referred to i Tamit literature ¢
tobea counterpart to

Material: Formerly the Mizhav
(Mrt). Hence in Kerala jt js referred
literally body being made of Mrt (clayye,
made of copper sheets. Instruments made of clay
but the copper instruments ar.

¢ mMore resonant, Ins
clay are still in use in places like Panja), Attur, ip Trichyr District
and n Madayikavu, Murumathyr in Cannanore District. There

is a place called Mizhakunny {also cajieq Mezhakunnu ,
“ Mrdanga Saila” in Sanskrit, where ¢, ) an
(Sri Porkali Bhagavati) of the R
located. The Mizhavy there is

In China also there seems the Mizhavy #

U used 10 be made of clay
ta as Mrdanga in Sanskrit-

truments made of

d as
aja
Dot only of clay,

M (%1 b 1
comidered to Bea * Svayambin " (setfumypigegyaqy The Rajaof
Y See V. Riefie e (SClfm, . o

3. See V. Raghavan, 7Tp; Mu!ti-fziééd’”Diiiiii"””J "ot the

Music Academy, XX > 7. Of the

V. 1954, pp. 107.3.

4. (a) Kannassa Ramayana, Kishkindha Kanda

Varnana

made of Mgt.q:qq«t
But see V., Raghav

pp. 1336, XXVI,
called’ ?

%, 97wy etc.

an J. of the Musje Aeade
) my, X
1955, p. 146, «w e Mug o

Y is the Mridanga o
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Kottayam (Malabar) is famous as the author of Kottayam Katha-
kali plays. In the Vandana Slokas to his plays he refers to the-
family deity as < Mrdanga Saila Nilayam ”.

M <l grgaeheal MaEeifeam
aea) fFragaeas q9ft 7. v aged |

Rituals : 1In Kerala Koodiyattam is considered a} ‘Chakshusha
Y:gna’-‘a visual sacrifice ’. Hence all important materials (.:onnected
with this ¢ Yagna’ have to be consecrated. The c.onstructxon of the
Koothambalam (Temple theatre) is as much r1tua1-bound'a‘s the
construction of the temple itself. Even the Chakyar (the tradmoﬁal
actor) has to undergo a puriﬁca.toxfy ceremony befqre he fnales
his debut asan actor. Im a similar ' way th? Mizhavu 1§ also
subjected to a long initiation ceremony®, The nfuals. for thl? are
condensed in the following verse, in the book Sri Krzs-/u.za Citna-
mani-a book on Tantra by Sri K. P. Krishnan Bhattathiripad.

@13 Fa7 gzgfagana ArmFyagsq
agaife e afzfafaeq @ErFqaeEad |
eﬁ}swwi’%m afk azr gedaIfRE
ﬁr%a?sﬁia T YIRS TARH 1739 |

The Mizhavu is first kept on a ritual seating (over a Swastika
design, grains are spread and  Darbha grass kept on top). Gax:‘esa
is first propitiated, then PunYaha-wgter is SP““klef1 (consecra lllon
with holy water). Naandi (pre'-ruu?ll prayers) is dlone, t er;
Bhuta Visodhana (symbolic purlﬁcat-lon of th_e five e emel;\;s 3'
the material of which the Mizhavu is made) is done and zn;
keswara is invoked in it. Nandikesvs_'ara is 9ﬁ’ered S)'m?(;hc lath
and other items of welcome. The Mizhavu is dfap ed wit a clot
(dress offering). Then a homa is performed and eight of the sixteen

7. Natya Sastra Ch. 33. Vv.259 to 284 deal with the

' installation ceremonies of drums. They are only a

general worship. The ceremonies for the_ Mizhavu are
quite different. It is a deification of the instrument.



112 THE JQURNAL OF THE MADRAS MUSIC ACADEMY [VoL. xLv

Samskaras  (Garbhadhana, Pumsavana

Seemanton
Jatakarma, Namakarana, Anna- nayana,

prasana, Chowla and
are performed. It is adorned with a sacred thre:d li)r;zg‘:)’:falz
s ~buc

skip and stick (of Palasa wood) etc. Pooi
* 1a, praye N i
are done and then offering made with burning yc;mglii:e:ig:n e:;;

priest initiates the playing and then the Namb; .
. mbiar i
and plays it. ties the skin

Only members of the Nambiar Community have the
traditional right to play on the Mizhavus,

The Nambiars are over-fond of playing the Milav Their ladi
the Nangyars, are the traditional cymbal players and. lay f els’
roles in Koodiyattam. The Nambiars have to read tze zut;g]:e
of plays known as Nambiar Tamil and they have 4 tr)y
proficient in music, dancing and instruments. o

. Directions for the ritual taken from Tantric Manuscripts are
given in the Appendix, the directions, naturally are full of Tantric
jargon and a knowledge of Tantric rituals is required to follow
Fhe directions properly. The whole jdea is that Nandikesvara
15 invoked to take his divine residence in the Mizhavu permanent]
Nandikesvara - in addition to being the ‘Vahana’ of Siv Y
also the rhythm-keeper - Tandava Talikah - for Sjva’s dancea l;
hence it is that be is invoked in the instrument. The M han
has thus the status of a *Parivara Devata® of the tem 1 ; f}vu
Mizhavu, is therefore not taken outside the temple no P}}e, . h.e
be done, purificatory ceremonies will have to be perfomr:; y-if it

If a Mizhavu gets broken or b
) _ . : tcomes unusab
rituals are prescribed for its Samskara (burial) Afterle’u::?i:ao:?te
and propitiation thehchaitanya of Nandikesvara ig itansfef:g

8. There is a stanza recited by the Ch;kYars apparently

making fun of the Nambiar

) S but whi i
picturesquely the hereditary occupation (KquhT chc.nbes
the Nambiars. 3 Thozhil) of

Angam t'fmnc mrdangamakki nitaram kaivilcakonduccakaih
Rangadriyotu tayamittu tuniyum naixﬁakutumbar'n-vaha T
x 0

Bhangikkai tamil certa

! pustakavaram kaik
ita . ondu kaksi
Sangitarthamaho Samzhitamatistannambiar vannituallk%mare
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from the old Mizhavu to a Kalasa (pot of holy water) and the
water after necessary Poojas and Homas is poused in the Sanctum
Sanctorum to unite symbolically the Chaitanya with the presiding
deity. The broken Mizhavu if of clay is buried after *handing”
it over to Chandeswara, the Keeper of ¢ Nirmalya.” If it be of
copper it is melted and re-used. The text of the ritual is not
given here as it is pretty long.

Having the status of Parivara Devata of the temple, the size
and dimensions of the Mizhavu is governed by the principles of
temple architecture and iconography. A search of all old Tantric
manuscripts may reveal the directions regarding their size and
dimensions, though the attempts made by the author so far
have not been able to iocate them.

The size of the Mizbavu made of copper at the Vadakkun-
nathan Temple-theatre, Trichur, is approximately 367 height, dia-
meter at the widest point 267, the neck protrudes about 5 from
the main body and is about 6” in diameter.

The Mizhavu is usually kept in a cage of wooden slats. Its
bottom is not to touch the ground; the sides are therefore
supported by reapers kept across the cage. It is kept in what
is known as the Kutapasthana of the theatre-which is between
the green-room and the acting area (Nepathya and Rangasirsha).
This is evidently the best place from the point of view of acoustics.
The Natya Sastra says that the drums should be arranged between
the two doors of the green-room®. This is correctly followed in
the case of the Mizhavu. Before the commencement of Koodi-
yattam the Mzhavu is draped with a cloth as ordained in the
Natya Sastra’.

Practice

Because of the divinity attached to it the Mizhavu is not
played except for Kovthu or KooZiyattam. A student therefore

"8, Natya Sastra Ch. 14 Ver. 2.
Y JrcamEgR WAl 98 SR |
Fsved e A i SAwG

9. Natya Sastra Ch, 1IL 3. 74.
sy g aatfr s asaf g

M_-15
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cannot practise on it and a separate practice instrument (Abhyasa
Kutti) is made. This is a hollow cylinder of Jack ar other

suitable wood. A leather is stretched tight over one end face
of this.

The beat is done with the open palm. Mainly two tones are
produced - Tha and Thu - one by beating at the centre and the

other near the edge. Three or more learners’ lessons are practised
in four speeds.

1. Tha Ki Ta
2. Dhi Ka Tha Ka, Dhi Ka Tha Ka, Dhi Ka tha ka Tha

3. Tha Ki Ta Kita Tha Ki Thari Kita Kita Thaki

The Talas used are :

1. Champata equivalent to Adi Tala (Jhompata) of Carnatic

Music ( 8 Matras)

2. Toputa  do  Tisra Jati Triputa ( 7 Matras)
3., Jhampa do Misra Jati Jhampa ( 8 Matras)
4. Dhruva do Chaturasra Jati Dhruva (14 Matras)
3. Atanta do Khanda Jati Ata (14 Matras)
6. Eka Tala do

Chaturasra Jati Eka Tala

In addition one Tala of 20 M

according to the Vayathari (Solkattu),
Patalai, Parichu Kondathy?

( 4 Matras)

atras (double of Jhampa)
‘Mukkutti Thirithali Patai
sisused. 1t is called Lakshmi Tala.
Restrictions in the use of Talas :

Different Talas are prescribed for use in Koodiyattam accord-
ing to the situation, character {on t

g | ity; he stage), type of gait, etc.
Similar restrictions are also there on the use of the Svara (the type
of chant equivalent to a Raga) used, P

1) B30 - by Somw - gy, |
TEFECRE = y3aw: 9@,

10. Refer Author’s article

h‘Music in Koodiyattan, Sangeer
pak ¢ Sangeet Natak Akademi, New
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%) M Argaedy Fhembesssh w1\
wra RRES fFERgen: |

3) szradie @ &% AraRaRE )
frgzare w3 A efeiEEaEs |

&) weammrl Piget AwrgeAl ia:ﬁa IS
adt, Tl aza v ¢ Hhaaga: anerd: o

5) sk = dwmat Byl wa
AR g g FefE: i

6) TFABA T3 A Fraedd AN =9 |

i are
The names of the Svaras (or tagas) m‘the above ver];casnam
as follows : Muddan, Veeratarkan, Chenpanchantasm? Tarkan,
‘ i .
ji i i Tondu, Puraneer, Ghattanthari,
Kurakkurunji, Srikanthi, : ‘ ‘
Antari, Veladhooli, Srikamaram, Pourali, Muralindalam

. . c ere
There are other verses which specify the sntuatxons’ x.v)zcm
hese Svaras are to be used. Some of these names are reynms
' ogue
tfcthe names of Tamil Pans and others of Ragas not in vog
0
now,

T1he above verses may be summarised as follows after
e » .
correlating them with the restriction on the use of svaras.

Triputa Tala. medium tempo - used in Bhayanaka, perpi?e§
i . i » ¢ Yasi
onditioli\s some dances like ‘ beating the war'drum

iIasi Pu!la;ikka >, occasion of conveying (by shouting) a message
to some oneg,

Triputa Tala, slow tempo - In Krodha, Raudra in some
dances like Jaathi, during the receiving of the news of the death
of an evil character.

Triputa Tala. fast tempo in unexpected joy, in climax of
love (Sringara Moorchana).

Dhruva Tala used in Adbhuta, Bhayanaka, .Veera and
Sringara, in some dances like Nitya kriya Valiya Kesadipadam.

Dhruva Tala, siow Tempo. In Srirama’s Sambhoga Sringara.
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Dhruva Tala,
fically elsewhere.

[Yor. xiv

Fast Tempo. For occasions not mentioned speci-

Eka Tala. Used in Santa, Hasya
the end of an act, during the killing of
cribing the rainy season.

, Bibhatsa and Adbhuta ; at
an evil character, for des-

In addition the following are used :

Ata Tala  is used when 2 character

acts that he hears what
others are saying,

Chempata Tala  is used at the start of the play (Goshthi).

Jhampa Tala is used in certain dances

and in some move-
ments of Yaugandharayana.

Lakshmi Tala is used in the dance of Jatayu.

Eka Tala is prescribed when the
what exactly has to be used. It ig e
Sarva Laghu in Carnatic Music.

drummer does not know
quivalent 10 the playing of

After studying the pilaying of the Talas the student has to
learn to follow the acting of Koodiyattam. He has to familiarise
himself with all the plays that are acted so
appropriate Tala in the proper tem
He has the disadvantage that he
can see only his back.

that he can play the
PO as the occasion demands,
is sitting behind the actor and

The Kerala Kalamandalam offers a four-year course of
Mizhavu. A few students have come

handicap is they cannot practise the
performed only occasionally.
Koodiyattam itself,

out after training but the
art since Koodiyattam is
Its uplift lies in the uplift of
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it i \ deal exhaustively on
i d it is expected to . : ’
the Mishar i:pecially the practical side of playing on it.

Note :

the subject,
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A STUDY OF MAYURBHANJ CHHAY 1y RELATION
TO OTHER DANCE-FORMS OF ORyggas

Dr. (Mrs.) Kapila Vatsyayan,
New Delhi

Esteemed Madam President of th
e
Raghavan, and Friends! Conference, Guru Dr,

th i

thou'ght of me as the lecturer for ;:‘g’:f%g;ﬁemysshou]d bave
purti Endowment lectyre this year, For me it hag o ha_lsh'tyabda-
for as I stand here, I recal) with gratitude and hu g'rﬁat Significance
owe to Dr. Raghavan for revealing to me ip no oy e debt
beauties of the Indian cultural heritage, s “S,n.la.“ m?

were my first sources of inspiration, This was fo]rlltlngs m Trivep;
pursm.nt of all his writings in the Journal O\EVed by a keen
published by the Kuppuswami Sasty] of Orientq) Research
Music Academy Journal,
since then I have also

asure the

this occagj
. onto ;

pranam. Gratitude cannot really be €Xpressed (;ﬂ‘zr oy sincerest

nd the Sanskri

rt

word Ggru-rna c?xpresses the idea better, IfI
repay this debt, it will be i the Indiag traditi can through my work
on,

. To Madam President, to d
includes the awarenegs of the ¢ many things, This
opposed to intellect in the Indian culey enfi?ﬂ of feelip
art have been the continuoys reminder o tra_d]tlon'
cultivated feeling which carries t > Of this

he
heralds the future. To her also I oﬁ‘ef ?;t

car Bala, | ow
intenge dim

ow of
» Containg e
¥ Pranamg,

assiduously

Present and
The style which I have

unknow i

o Icr;l,ozl‘:l:ough 1t has been sketchi]y dealt wit

sav_ | y © present Mayurbhanj Chhay 1hby Scholars gq
ants and artists on accoypg of t ° this Audience of

personal. "o reasons, ne j )

—_— IS purely

apurti Lecture_ \\\'»‘ -
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I have had the privilege of introducing before this audience
classical forms in previous years. Kathak was introduced by me in
1955; later Manipuri was presented for the first time in the Music
Academy. 1 thought, therefore, that a form which had not .been
presented in the Music Academy earlier might be appropriately
introduced this time.

My second consideration is of a different nature. Mayurbhanj
Chhau presents many problems of classification in terms of the
categories of Indian dance styles., During the last few years I have
been concerned with the Indian cultural phenomenon which
presents a complex picture of inter-dependance of styles in an area
and inter-connection with similar forms prevalent outside a region,
not to speak of inter-relationship of art-forms about which I have
spoken elsewhere. My inquiries into several dance-traditions, or
for that matter, musical traditions, or the traditions of the plastic
arts revealed that it was no longer possible to classify Indian
artistic manifestations into neat little categories of classical and
folk. Mayurbhanj Chhau presents a good example for conducting a
case-study of these categories and the inadequacy of the terminology
which hitherto has been used for describing Indian art-forms.

Let us begin with the different orders, or if you want to use the
term, layers, of reality which Mayurbhanj Chhau embodies.

Mayurbhanj Chhau dance is prevalent in the South-eastern part
of Orissa ; adjacent to the State of Mayurbhanj lie the States of
Seraikala and Purulia, today part of the States of Bihar and Bengal
respectively. Within the region there is a large variety of tribes who,
in turn, share many common features with the tribes of Madhya
Pradesh and Bihar. These tribes range from the Munda group to the
Austric and the Indic, even if anthropologists differ ou the classifica-
tion.

Agriculturally, many of the tribes of the region are shift
cultivators and some are tool agriculturalists. Many propitiation
rites are common to this tribal group of people, and th? agricul.tural-
ists particularly have rites which revolve around the installation of
a pole as a symbol of fertility. Many dances ofthz? Hos and Oraons
are held at a place distant from their actual living area where
the pole is installed before the Jhum (shift cultivating rites)
ceremonies begin,
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Linguistically these tribes belong to the Munda group of

languages and are inheritors of a non Indo-Aryan stream.

You may well ask the question what has all this got to do with
the form called Mayurbhanj Chhau ?

A close look at the community which performs the Mayurbhanj
Chhau dances shows that although the dance is an e)fpression of a
village culture, it has carried forward many purely tribal elements.
We may identify one or two of these elements.

The group of people who perform the danceg ; are almost with-
out exception people of what we term in India as the scheduled
orbackward classes. Among the categories listed in the Constitution
are the Nats, the Bhands, Bhumiyas, Paiks and others,
Chhau is performed by the priests from amongst t
classes. Herein lics a teli-tale key of the interaction bet
levels of Indian society ranging from tribal to vill
classes/castes. In the propitiation rites connected wj
Chhau there is one which we Just mentioned which r
the establishment of a pole at a
away from the village.

Mayurbhanj
he scheduled
ween different
age to the high
th Mayurbhan;j
evolves around
place which would be a few miles
Two occasions are considered g

ppropriate for the dance, One
is near the Dussehera time (Sept.

-Oct.) (this was introduced some
years ago) and the other at the Chaitra Parva (April~May}.
of great significance,

remember that the Chaitra Parva is celebrated throughout
the great harvest festival. We see immediately two simu

levels of operation ; the first a takeover from the propitiation rites
of the tribal groups on the occasion of shift cultivation and the
other, the rites and celebration connected with agricultural harvest,

For our

India as
Itaneous

s important to note that
g the festival. Tpe pole continues

The devotees are called Bhakias, a word
nto the form Bhagats,

there is no icon—worship durin
to represent Lord Shiva,
which is often vulgarized i
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at the consecrated place. Is this not rel?liniscent. vaguely of tll;ne
Kavadi and Karagam dances of South India? The ritual madg is the
pata ceremonies observed during the last fou.r days precedlngfthe
Chaitra Sankranti., The Bhaktas are not ordl‘nary peogﬂe.“ gttl:;
their initiation they have to perform a fire-walking ritual calle

nian pata,

They perform another rite in which- th? dev'otee is suspended by
foot on a pole over a flaming fire. Thl.S ritual is Falled j[hu/a iataé;
Finally they hang in suspension by their arms whllie apo 'elmas:;sne
complete revolution on a T-shaped structure.. There is a] soon e
walking on thorns. These and other ceremomes' come oz; y [ the
26th day of the month of Ch.aitra when a. pitcher of water i
brought out to herald the beginning of the festival.

The earthen pitcher is painted crimson and with verm?llion and
is sanctified with ¢ mantras’ (sacred verses). The ghat (pitcher) re-
presents Maha Shakti (primordial energy) and is called Jatra Ghar.

It is perhaps not necessary to deell on the signiﬁcance ;)f the(s;
rituals which precede the dance .festlval. H'ere is 2;][.1 am‘:g:m o
ancient, primitive rites, fertility ritual and deity-wors 1;;. t e;:inas
emerging from this background “{ould naturally no]td -: berin ¢
classical. However, even from this background, could it be ter
folk ?

While we may not answer this question at this stage, we may n_ow
o on to the dance itself. On the first day of the festival which
%vould roughly coincide with the last three days of the month of
Chaitra - corresponding to April 12~1§. the Chhau c;ancercsls
) d rot to the area where the ritual has been performe
but 0 n actual temple of Bhairava. The teachers or the gurus
(t));ntht;) éziancers are not called ‘guru.s’ but are calle;i ‘ustfzra;ls’
(teachers) Obviously some .syncret.lsm has tak]en -p-i-cet. e
ustads and musicians worship Bhairava and also initiate new
dancers on that date.

The initiation is done through tying a piece Odf red thread on
the right wrist of every dancer. The'us‘tads' an muswlansha;e
. new dhotis 1o wear. The preliminaries over, the w.o.c
given bly performs the ritualistic pranam dance. A characteristic
?:::::e c))/f tphe dance is an offering of the leaves of wood apple

M—16
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and flowers mixed with the earth of the

practising area of the
dancers.

dan All these are tied in a piece of red cloth which is kept
inside a 19th century-built proscenium stage. Each dancer offers
his pranams to these articles which we

sre first offered t
Bhoiang, o the Lord

Without pausing to describe the

Mayurbhanj Chhau, let us speak at this stage
connected with the performance. At the end of the festival, at
midnight, another pitcher. this time called the nishi ghata or, the
night pitcher, or sometimes also the Kamana, the desire-ghata, is
b'rought. In many ways this ghata also represents Shakti. Anot;xer
ritual connected with the dance is the offering of an especially prepa-
red dance to the Sun God. This is performed some time during the

Festival. Perhaps it is pertinent to recall here that such worship
Is common to many tribes, villages and to the so
class Brahmins of Orissa.

performance of the
of the other rituals

phisticated, high-
. ‘ It would be also necessary to draw
attention to the magnificent monument of Konarak dedicated to

the Sun God. -Co?egistence of many layers of civilization and
culture and multiplicity of meaning and of symbolism is obvioys

Let us come now to the dance itself.
in which we can analyse the form which is presented before and
after these rituals described above. We can look at it from atrlll
outside to find out whether it nas any relationship to other forme
prevalent in the area or any connections with formsg outside ths
region of Orissa. c

There are many ways

We can Jook at it from the inside, that js onl
of movement and the treatment of the human b

instrument of expression again with a view to Investigati

relationships and connections. There js ro writ'eng hl'ng thesg
Mayurbhanj Chhau. Thers are also no texts. In Sfioﬁ }Story of
outside it would appear that the form is purely g g ron‘1 the
popular, dependent on oral traditions. However, ¢ leM, folk or
the chronicles of the Kalinga kingdom and of 1’he‘i‘ c ()s:e l_ook. 'at
tell s of a flourishing martial tradition where r‘vprlt.]mpa]]ues
maintained 'm large  numbers called  Paifeg T'{‘?rrlors were
tradition reinforces thijg evidence b 8. ¢ sculptural

) Yy the prolifi icti :
war-scene, shield and sword-play and acrfb:tilclsc “piction of

y from the point
ody which is the

o

' This ranges
taves to the medieval
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monuments of Bhuvaneswar and Konarak. Much later in the
17¢h, 18th and 19th centurics is the emergence of the scroll painting
tradition of Orissa called par painting. While the Krishna-theme
dominates the content of tiese paintings there is evidence here
also of the Ramayana and the Mahabharata traditions. Many
characieristic postures and stances of Mayurbhanj thau have‘ a
close sffinity with the stances and postures arr‘estfd in stone, line
and colour in these reliefs and in paintings. From the
sculptural and painting evidence, it would‘appear. tbax the
Mayurbhanj Chhuu dancers were not unaware of the principles of
treatment of the human form, as it is known to the sculPtors of
the great tradition. In conient also the Mayurbhanj Chhau
incorporaics the dances of Mahublarcta, I.Za.muyaua and dances
revolving arcund Shiva and Krishna. In addition ‘therc are dances
which definitely depict only martial drill, These inciude numbers
like the astra danda. Resides the above themes there are others
which revolve arournd overyday life, such as hunter-dances and
the trick dances using poles, ropes and pots.

The occasion of the dances and the po.stures and stances
clearly establish the relationship of Mayurbhan; .Chhau to dances
prevalent in the regions of Seraikala and Purulia, and speak of
this multi-layering of many moments of development. They also
establish the relationship of Chhau wi.th other dance-‘drama forms
of India, particularly the Jaira Of, Orissa and Bengal. A dlsta?nt
similarity or narrative and dramatic form can also be .seen with
some forms of the Andhra Pradesh and the Karnatak regions.

This external evidence has to be f:orrelated with the a}ctual
technique of the dance. Once we enter into the daﬂFe styl.e itself,
we find that it has shed almost all‘ ff:atu.res of .trlb.al, iollf an.d
village dance and has acquired a distinctive stylization which is
a characteristic feature of the dance-for-ms c.or.nmon]y termed as
classical. One of the normal yardsticks ofxdénnfymg a dancta-form as
classical has been the existence or non-existence of a l'lC]El body
of composed poetry. namely the Sahitya. A. second ya.rqstxck l?as
Been the existence or non-existence of a musical compos'mon ‘wh.lch
is based on this sahitya and set to a raga-system. A third criterion
has been the existence Of non-existence of a complex system of

mnemonics set toa particular metrical system, namely the tala.
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Fourth, the criterion has been the existence or non-existence of a
self-imposed limitation of movement in relationship to space.
Finally, there is the last touchstone of the relationship of the word
to the note, the word and note to the thythm and the
word, the note and the rhythm to the gesture. Let us analyse
Mayurbhanj Chhau from all these points of view and also from
the point of view of its own distinctive principle of movement and
whether it responds to any of the criteria identified above, and
the final one of the principles and conventions of improvisation,

The dance begins with Rangabaja.

This is performed behind
the screen; it

s essentially a  musical invocation, almost
reminiscent ot the Purvaranga and the Purappadu of Kathakali.
This is followed by the instrumentalists playing a tune to which
the different characters appear on the stage.
as the Chali - literally speaking ¢ walking >
in their different ¢ dharans’ or stances. The particular stances
and gaits establish the character without the aid of Masks in
contrast to the other forms of Chhau, namely the Seraikala Chhau
and ‘the Puruliu Chhau. After the Rangabaja and before the
opening of the actual drama, there is the appearance of two
?haracters called Kaji-Paji. The dialogue between the two which
Is an amalgam of dialogue, mime and movement is called the
Vidushak pranalika, again r

i eminding us of the nata
siutradhar and nati of the Sanskrit theatre.

This phase is known
The characters appear

-nati, the

After the characters appear in their s
begins. The word Nach is obviously der
portion there is the introduction of them
action or the taking forward of the sto
the dance-style is contained for the mos
dance. Natki is the fina] phase perfor
where the dramatic action is heighten
vocal accompaniment, Sahitpq js very thin and minimal, The
dance-drama is presented in the maip to the accompaniment. of a
wind instrument called the Mahoori, 3 type of Shehnai, Teula
a string instrument and to 3 variety of percussion instrumc;nts c};
as the Dhol, the Chadchadi (a short cylindrical drum layed Su'th
two thin sticks), a tikra (a smalj hemispherical dmmp]: q WI'th
two thin sticks like nagada) and a dhapms, (a bowl-shapeg li:ltie dvrvlllm

pecific dharans, the nach
ived from Nritta; in this
e but there is little dramatic
Y. The dance-content of
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icks). The dhol Jeads the
played with twod b.l:ntlair‘;:ij ltl)j/a‘t,l}:e S:;zahZOri, the stringcd instru(;
drams midloso{nletirzes a bamboo flute. ‘The mel?dles Plzelk
ment Tezfla an ts have a great deal in common wnh‘ the o
by these mlsmxme“ Some ragas and raginis of Hmdu.stam class.lc.a
and Odissi SORgS: d'o erned. Mayurbhanj artists claim 36 rfzgzrzzs.
music can also b§ }:Zcre no word-note, word-note and basic taIal
HOW.eVef» 'therc llsn the classical form. There is only a gener';x
reLe o 'as hip between the sung Of played melody, the t({ a
pe Ofrela"ons’]pc:sturcs. There is, however, greaﬁt complex:t;;
and (he dz‘mCeTS 1g1 ercussion instruments. There is a system O
in the plaving o' enli)cs (bols) which are interpreted and presentc'd
tate an?] o;rmneTT):re is ablso counterpointing between the rhythmic
:;nt:;lesagf the dhol and the chadchadi.

i e broken up into the Topkas, the
e dance/ “icilj ;:jZe botht;r classical styles of Indian dance,
/jlis and ﬁ‘)e B;‘(”lllo i).egins with two basic stances or pf)stur'es.
Mo uite distinctive but have a strong affinity with
e posmres‘are ’ ophisticated Odissi. Bharatanatyam can be
the stances of th:or;bF:Js or a series of triangles in space, Katha-
“ﬁd'e"S‘OOd ore rr rectangle, Manipuri as a figure of eight and
e (') ht Jine. and Odissi as a tribhang. Mayurbhanj
K”’h”l"_ as‘a S‘tra:ghas an c;pen ¢ribhanga and chauk (akin to an open
o m'comrasbash motif. While in the Chauk the weight ot the
gfand_!’”e) alsla divi(;ed along a central median (the madhya sutra)
?Odi ‘St:i(ll;lzzn;a it is unequally divided and there are three distin?t
;r;vtia:ions from the central median. All Topkas, Uflis, at‘ld ghta;zeg:i
emerge from these two basic stances. While the close afﬁmti./ be.]di;)
the Odissi and Mayurbhanj is greatest he.re, the manner of bui -f
up a movement greatiy varies. All the units of movements are agaxt
classified from the point of view. of the nat‘ure Pf t.t(;e mc;ve;n:?c,
strong, precise, quick, terse, cutting and fluid, lxqujx{ :{1 e;ha,n;
These are known by gxpressive terms such as thc. athiyar- i
(holding of weapons), Kalikata (softest end of a s‘pr’lgbc}:r to ct:n :1
a weapon) and Kalibhang (Kali, softestend of a s.p.ng, ang, end u;lg
The first denotes stances and open positions, the secon t ¢
o f terse or cutting movement with abrupt stops, and the third
?litil;retsrso movements which are continuous. Om.?f ;ypcaof
movement can be distinguished from the other, even if they are
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Thus there is Nritta, Nritya and
The torso is used in synchronisation
the movements of the lower limbs.
definite and froatal than sem-circula
feature of the movement of upper lj
arms as compared to Odissi and

Natya and Tandava ang Lasya,

and in counter-opposition to
The neck-movements are more
rasin Odissi. A characteristic
mbs is the limited use of the

other dance-foripg, The arm-

be holding of
balaace of the right arm on a levej i

the left arm at a leve) of the waist,
frontal movements of both arms ar

holding of weapons and arms also e
or hasta-abhinaya for 1}

res of eight or
¢ non-existent, Perhaps the

Xplain the absence of hastas
1 most part,

The most important units of movements gre the six dharangs
or chalis 'the gaits), the six lopkas and 36 uflis and 250 up-uflis

Justas the thres types of moy namely the Hathiyar-dharg

the Kalikata and the Kalibj ggest the cnergy use s

movement, the units of movements suggest the manner of

ment, or niore precisely the path of

one basic posture to the other  The aames of .
. the six ¢, ka

self-explicit. They are— PKas are

<imants,
anga, su d in a

move-
Ovement p transition from

() Sada Topkq - Simple walking

(i) Lahara Topka Suggestive of ripples or zig-zag paths

(iit)  Dhan Topka suggests circular
: Paths, waves apnq t
(v) Muda Topkq o twisting, resses

Suggesting tj
movements of the torgo ¢ fhe complex
(V) Duba T()pka sugges“n

The Uflis and the Up-uflis ar
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Unlike other classical dance-stvles, the lower limb, parttcnflarlly
the calf, is used to express ideas and situations, to represefr;'t amma:)s
’ i ns. The thirty-six uflis can be
and the holding of arms and weapo . The :
broken up into five distinct categories judging from thelr. nlan;e,
the path of movement of the lower limb, the foo.t, par‘tlcu ar.y,
the ;)nkles and the toes. There are nearly eleven uflz's wéncl;1 derl}\)/e
i Oriyan house-wife, both as she
i s from the functions of an

:::gar::smtie mud house-floor and as she decorates herse(l‘fl. GTl;ese
icki -dung from the floor), (ii) Gobar-

bar-Koodha (picking cow ‘ .
azelan)m‘:;ing cow-dung in water), (iii) Chthadadia (s'preadmg ?he
fow-dung mixture on the court-yard), (iv) Choonchadia (p]fistermg
the floor with cowdung and water), (v) Chinchra (scrappl)ng(tl.l'j
iy K i the floor with a broom), (vii
earth), (vi) Kharka (sweeping ! : . )
Thoofztida (decorating the floor with rice-paste as in Kolams o

South India).

There are others which take their names from the household
chores, such as

(i) Basan-maja - cleansing utensils
(it Haladia hata - grinding turmeric on a stone-slab
(iiiy Dhan Koota - pounding paddy

(iv) Dhan Padhhuda - winnowing the dechusked rice.

Thete are others which relate only to toilet, such as

(i) Gadhua - pouring water on the body

(ii) Mathajhada - after the bath drving the long hair by
a jerky movement of the towel

(iil)y Moonhpochda - wiping the face.with a towel
(iv) Sihiaphada - pariing the hair with a comkf ‘ h
(v) Sindhoor pindhc- putting a dot of vermillion on the
forehead
(vi) Jhoontia maja - cleansing the ring : o
(vii) Udhooni chhata - putting the two ends of a scarf o
the shoulders
(viii) Chhalka -walking with ecstasy
{xi) Thanika - walking lyrically
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There are others which suggest other functions or operations
such as
(i) Kantaka - cutting down the thorny shrubs
(i) Kanta-nika- removing the thorns from the path
(iii) Batachira - splitting a bamboo into two
There are others which represent martial movements such as

(i) Antemoda - to kill by trampling on the abdomen
(ii) Khanda hana-sometimes also called  Jitahana
implying killing with a sword.
(ili) Habsa - to kill with a heavy instrument

(iv) Uska janka-to lift up and then press hard

Lastly there is a group which suggests the gaits of animals ;
these are

(iy Harin-dian-leaping gait of a deer

(il) Shaula-dian - a fish jerking out of water

(iii) Baga topka - a crane stalking

(iv) Baga Machha khoja - a crane searching for a fish
(v) Masikadchiti - a monkey somersaulting

(vi) Hanuman-panipia- a monkey drinking water

(vil) Bagh-panipia - tiger drinking water

(viii) Chingdichitika - jerks of a lobster w

he
of water. N pulled out

(ix) Chheli-dian - a goat Jumping

It will be obvious from the groupin
can be seen as incorporating agricul
routine, war-drill and animal-gaits ; besides there
the working of humans and some emotions. Agaj
artistry from pure representation to abstraction alre sge o s of
from the point of view of movement one finds that f}? Anzillysed
parallels to the Charis, bliaumi anq akasiki, of ¢ ese uflis are
some sthanas (such as the mandala sthapn . e Natyasastra,

N 2)and the gp;
of karanas described in the Natyasastra ag the VrSci]:p")"(al Category
a Karanq,

gs of these uflis that they
tural functions, daily Jife-

are those of

The  Natvasastra  mentiong 4 categor
called the Vrscika. The Vrscika Karapgy Yy of Karanas
’

as their name denotes,
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suggestive of the scorpion - legged ; they are varied such as the
Vriscika lata, Vriscika-wrdhvalata and many others. They are
found on the walls of many temples. They are captured in stone
in India from the earliest times, beginning with the Khandagiri
Vidyadhara to the flying Gandbarvas on the stupas of Sanchi,
Amaravati, Nagarjunakonda, Deogarh, Ellora, Ajanta, the
medieval monuments of Virupaksha, Khajuraho, Bhuvanesvara,
Konarak, the southern mopuments of Mamallapuram, Halebid,
Tanjore and finally on the walls of the Sarngapani temple in
Kumbhakonam and in Chidambaram. These dance-poses depict
an extended leg suggesting an elevation of the lower limb-a
feature which is today non-existent in many classical dance - styles
and others where there is an unfolding.

The Mayurbhanj Chhau emphasises this movement more than
any other dance-style in India and achieves a classical perfection
distinctive to it.  Without using a sasrraic terminology the dance-
style incorporates an element of high classicism.

The repertoire of the dance-style is also revealing. It extends
from simple themes, such as hunting, fishing, as in the dances
known as the Shabar, Toka, Shikari to animal - dances like the
Mayur-pritya, to those which revolve round nature such as Mali-
phula to deities like Pavana - putra Hunwinan, Nataraja, etc.
Myths and legends of Hinduism are equally manifested in the group
dance-drama, such as Tanmudia Krishna, Garuda Vahan, Kailash,
Samudramathan  and  Ahalya-uddhara.  The repertoire differs
somewhat in the two groups performing these, the Uttar Sahi and
the Dakshina Sahi, although there are many common features.

The tradition has been maintained by the Ustads, whose
genealogies can be traced back to 200 years or more, The genealo-

gies of the princely states who patronise the aris can also be
traced back to a few generations.

We have here thus a complex phenomena where tribal, village,
urban culture, the Margi, the Desi, the Natyadharmi and
Lokadharmi, have all come together to make a new whole. Many

moments of historical past co-exist and many processes of accultura-
tion and assimilation are in evidence.

M—17
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This then is the problem before us that certain forms cannot
be categorised as purely Marg or D‘esi, Sasfraic or based
only on prayoga, if adjudged from the point of view of only one
yardstick of either sahitya-svara or the sutra-bhanga or tala. Al
factors-racial, ethnic, linguistic, cultural ang those of content
and form of the particular style have to be taken together for a
meaningful understanding of the Indian cultural pattern,

Mayurbhanj Chhau represents this phenomenon of multi-layer-
ing ih a large measure. Its name itself has been derived
the word ‘Chhaya’; some scholars have
others are of the opinion that it
meaning the quality of attacking stealt
that it i derived from the word Chha
Still others believe that it denotes the s

Be as it may, the dance certainly incor

from
interpreted it as ‘shadow’,

is derived from Chhanka
hily and yet others beljeve

upon it. The Rookmannach represe
attack; the dance-technique, however, develops into g full - fledged
independent classical form, Thus the dance - style is folk from
the point of miliey and environment

, but is classical from the
point of body-technique and its internal Structuring,

We began by saying
culties of classification. It is
shown the inier-connections

that this dance-style presents  diffi.
hoped that our

internat technique
Thus ag ip life,
ficant manner, 3
both folk and

it shares many technical features
the dance-form also
distinctive form,
classical styles.

with Odissi.
presents in a vyery signi
which has connections with

1-4 Mayurbhanj Chhau

FTTR RO

1. Tribhanga

2. An Ufli ‘Finga’~example of Akasiki Bhramar;



4. An Ufli fish jumping-example of Vriscikakarana

3. An example of nog, 3, 4



3-10 Sdraikala Chhau

5. Hathivaradhara - 4 typical st

ance used with mask
(Saraikalay and withoyt

mask (Mayurbhanj)

6. Two masks




?. Krishna Venudhara

Navik - a scene {rom a typical number in Chhau

10. . 1
relating to the boatman and his wife

9. Chandrabhaga and Surya



GITA-GOVINDA AND THE ARTISTIC
TRADITIONS OF INDIA

Dr. Kapila Vatsyayan

This paper is a rough outline of the vast store-house of
source-material available in different parts of India and an attempt
to map the movements which were sparked off in time and space
through a period of roughly 605-700 years after the writing of
the Gita-Govinda.,

It is reeognised by all historians of Indian Sanskrit literature,
the plastic and the performing arts that next only to the Ramayana
and the Mahabharata, the Gita-Govinda holds a unique position in
the history of the growth and development of the Indian Arts in
the medieval period.

Our aim in identifying the source - materjal and mapping the
routes of the travel of this short but all - powerful poetic compo-
sition is threefold :

(i) to establish a rough chronology of the spread of this
work from the East to the West and East to the North and South
of India. The chronology itself will throw, it is hoped, considera-
ble light on the mobility of art-genres and forms in different
parts of India and will show us how, in spite of political unrest
and powerful divisive forces, India was culturally moving on one
wave-length, in the period 13th to 18th or even I9th centuries.
In the performing arts it continues upto the present day.,

(ii) to show how the Gita-Govinda had permeated all levels
of society and was not restricted to an intellectnal or social elite.
We find, in many parts of India, that the Gita-Govinda was used for
the highest esoteric ritual as also for the most popular entertain-
ment at the village - level, where the popular ballad - singer sang
and danced the Gita-Govinda to the unfolding of the scroll, the
Pat in Orissa or when the jadupatuas recited or sang it in
Bengal.

(ili) to attempt a comparative study of the interpretation-
impact of the Gita-Govinda in different art-forms in India, ranging
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fro iti .
m the writing of the commentaries on the Gita-Govinda to th
~uovinda to the

creative works modelled on the Gitu-Govindu in diff .

languages, to miniature - painting and {)jugt (;ﬂerent In('han
to manuals and theoretical works on music a 1“116 amserts,
actual compositions of music. snd aa and dance and finally
study it is hoped will once again prove th ‘nce.
of the different regions of India andemt
lgvels but also the iuter-depend::nce

different art - forms in the Indjap af:sth;tl

This  comparative
er-dependence not only
the_ mobility at different
'nd Inter-connectedness of
N 1cal tradition.

y begin with i i
and cuitural situation imfn:di;:rf desc“pti“n ! it historical

Gita-Govi .o ¥ prior to .
Govinda. The Gita-Govindy was written atthe \:rmng of the
a time when the

aesthetic ac . n deepl . ..
tvity. The major works of Sanskfigliltl::?ufnged oS
ature, of Bhasa,

Kalidasa, Bana and H
’ arsha had gj
natak ready been ,
ccntufy }I;aai e Stay. Jatras were pgmflted. g Sansita-
established y:jnajor ?rchttectural and sculptur'pl oy the 12th
and had, it would appear, begundtoscclim(;.ls bad been
ecline. All of

the Gupta a
p rt had been Created, the cave templ
- es and rock-cut

I y ’ a be

place. ln the Sastrg

and even of n
transf : the com .s of the Natyasastra
stormation. Although the writ ginning to undergo a
1ers contj . go &

as the originato
r
g and creator l’(‘?ued to name Bharata
aking cognizane
zance of the

1 i . r P

Invasions had lett thei, Principalities emergeq Th .

frontiers and were hag; marks on the Western‘ ¢ Muslim

. inni

in other parts of Indiag ANIng to affect the social jnd northern
: o and cultural life

The Krishna_theme i

t
and transformatiop self was y

ndergoj
The Krishna ¢ EOIng a gradual change

f
the Mahabharata and even
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of the Harivamsa had given place to the Krishna of the Bhagavata
Purana. Between the 10th and 12th centuries even the Krishna
of the Bhagavata Purana was undergoing a change by the gradual
shift of emphasis from the hero and prince, to the cowherd - lover
supreme. In religion, although both the Saivaite and Vaishnavite
cults prevailed, the influence of Ramanuja had spread far and
wide. The Tamil saint-poets had become popular and the Divya-
prabandham of the Alwars and the life and work of Andal had
travelled to other regions of India. In Bengal the Nibaddha:
Sangita was prevalent. The religio-musical patterns were called
Gita or Prabandha. A few centuries prior to the writing of the
Gita-Govinda, the Charyapadas or Charyagitis were in vogue in
Bengal. The composers of these mystic songs were the Siddha-
charyas mostly of the Sahajiya Buddhism. The most important

amongst the writers of Charya Gita was Bhanudatta of Bengal.

Kshemendra had written his poem

Way off in Kashmir,
Dasavatara and had also mentioned for the first time Radha as a

distinct character. This very rough and ready historical literary
and artistic background is necessary for a proper understanding
of the reasons which contributed to the creation of the Gita-
Govinda and the unique part played by the Gita-Govinda in once
hrough a rare genius the integrating power of

again asserting t i
1rough a fresh creative treatment.

the poetic word tt

It will be evident from the above that the Indian traditions,
had undergone many significant changes
centuries preceding the writing of the
o be obvious that although the earlier

traditions and of ftihasa and Kavya had waned, new forms were taking
roots. Jayadeva drew upon all these consciously or otherwise
and created a work which crystallised these new movements and
in turn provided a jeadership and example for others to follow.
Soon after the writing of the Gita-Govinda, some Fime between
1158-1205 A.D. (according to some scholars he l'wed between
1158-1178 in the reign of Vallala Sena and according to others,
between 1178-1205 A D. in the reign of Lalﬁshmam‘i Sena; the latter
iters from different parts of

date seems more plausible), many wr . :
India were deeply moved by the poem. Its xmpa}ct can be judged
from the fact that commentaries on the Gita-Govinda began to be

religious and artistic,
during the two Of more
Gita-Govinda. It will als
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written in all parts of India.

Considering the limitationg of the
modes of transportation and t

he seeming lack of COmmunicatigp
y the 13th century the work had

s is borne out by the fact that the
0 the reign of Ravi vy ;
flourished in the 13th century A.D. The ¢ Vemad o

rulers of Vep
the Zamorin of Kozhikode who followed Ravi Varmg in:gtuatng
the recital of the Ashtapadis during Wworship in the (op; . ed
by the 14th and 15th centurije Ples an

| s the Gita-Govindy and its musical and
thythmic structure had succeeded in transformj

the region. Between 1300-1340 the Gita
exerted enough influence

reached Kerala from Orissa, a

chheda, IFHMIFTRTw7°
the first most serious and analyticaj
was given by Maharana Kumbh
in  his Sangitaraja and more

$ pervasive impact,
attention tq

considerable flexibility iy rendering
the musical mode. Second only to
Rasikapriya is the popular lite Tj;mm.j{mary

Panika of

There ig some

fary Commentary o
13th-14¢h Centuries,

he belonged either to western India o Bengal, Y esreed that

In the sixteenth Century fo
Gita-Govinda as also literary w
besides, innumerable regionaj

Gita-Govinda of Jayadeva as a classic,
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history of all parts of India. Contempornaeous witt? analytical
literature was the growth of many literary genres,. partht.xlarly the
Kirtana in Bengal, which drew heavily upon the Gita-Govinda. Th‘e
most important musical composition in. Bengal after Jayadeva 1?‘
the Srikrisina Kirtana of Vadu Chandidasa and the vers.es. o
Vidyapati from Mithila. The two Vau:shnava 'poet-r;];gl:a]r;s
gradually evolved a form known as the Krishna Kirtana (1 : .h .
or so). The compositions closely followed the strucfture of the
Gita-Govinda and particular ragas and talas were ascribed to each
song. The Krishna Kirtana in its turn paved the way for the evqlu-
tion of the Nama Kirtana introduced in Bengal by the g'reat saint-
poet Chaitnayadeva. In the sixteenth century Chandidasa a[;d
Vidyapati were followed by Thakur Narottama Dasa who was t 7-
founder of the Padavali Kirtana ; he introduced the.novel course o
employing the slow tempo of the style of classxc'al (’z'ihruvapada
music of Northern Music to the padas. Padavali lur{ana was:
followed by many other styles, such as Mm'zoharshahl Revati
Mandarini and Jharkhandi, all O; which continued to adapt the
-Kri -tattva of Gita-Govinda.

Rad}Zlf;lr;?g: tv(:'as another important development in Orissa a.nd
Andhra Pradesh. Ananda Tirtha, the great e?(ponent of Dvaita
Siddhanta, had travelled from Benaras to O.nss.a through Vanga-
desa. He undoubtedly came across the recitation of the Gita-
Govinda. In Orissa, he deeply influenced and ﬁnal!y converted two
great scholars, namely Sobhana Pati and Syam S'c?Stl.'l, who later .came
to be known as Padamnabha Tirtha and Narahari Tlr'tba respect.xvely.
After the death of Vira Narsimhadeva I, and during .the. reign of
the King Bhanudeva 1 (who was a minor) Najxraharl Tixrtlfa w?s
sent to look after Srikakulam in the Krishna dlstrlct‘ in
Andhra Pradesh. Narshari Tirtha ultimately became respo?snb]e
for the propagation of Krishna cult in Andhra and .for the mtrot
duction of the Gita-Govinda in temples. Gopala Krishna Bl_naratl
followed his footsteps and composed the work, the Gopalaknshnla-
vritti. The influeace permeated in other parts of South ?ndxa,
Karnataka and Tamilnadu and back again to Kerala where it had
reached much earlier. The saint-poets including Purandaradasa,
Tallapakam Annamacharya (in Telugu) and others also followed
the model of the Gita-Govinda.

In the seventeenth and eighteenth centuries there was a
further development of interest in the Giza-Govinda The two most
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(Vor. xvLv
important commentators of the music of

Chandradatta, the writer of Bhaktamela {mid-]
and Kavi of Mithila, the writer of the Raga-
Both allude copiously to the Gita-Govindg a
verses. The tradition of the Gita-Govindg s
by the time of Locana (1670-1705) that he refers to particular
verses as  Suprasiddha (famous) and does not consider it
necessary to refer to the particular verge.

seventeenth century,
narayana deva (1666 A.D)), continue to
Gita-Govinda. Creative works
seem to find a new impetus

Gita-Govinda  are
Tth century AD)
tarangini (1670-1705).
nd analyse many of its
€ems to be go popular

discuss ang analyse the
modelled op the Gita-Govindg
in the South *

Siddhendra Yogi, the author of the Bhag Kalapam and Golla
Kalapam, composed his work on the basis of the Gita-Govindg
(1350-1450 A.D.) and was in dir i

Narhari Tiriha had left off in Srik

ay based on the Gita-
Govinda in the 17th century (1654 A.D.}. The tradition of tpe
singing of ihe Gita-Govindy was introduced
the 17th century and continueg ;
saint-poets including Kshetr
Pillai, Kavi Kunjara Bharat
Tirunal, all continued t
followed the principle of

1vayoor temple, The

nya Kayj, Marimutta
Dikshitar and  Swatj

he Gj 1a-Goyindg and

ajna, Subramg
I, Tyagaraja,
0 be inspired by t
the free padq,

In Bengal, Orissa and Assam, the tradit
history of the prevalence of the Poem and the inspiration it provided
to kings, nobles, the tommonman and the Poor alike s toq well
known to be recounged, To Manipyr, as is welj known, Gi,.
Govinda  was introduced by the saint - king Bhagya Chandra
Maharaj in the 18th century. Rajarish; Bhagya Chandra Mahara;j
was deeply influenced by Thakur mdas and the style of
Padavali Kirtang - i

ances he ygeq padas of
. Wrote on the Pattern of the Gita-Govinda
The singing of the Dasavatara in the Sri ‘

Govinda temple apg
singing of Gita-Govindy padas in the Vasantq ’ the

*Sec Dr. V. Raghavan,
1937, for the numero

ion continued, and the

—— Tk, | Maharqsg
‘In the Footsteps of J var T

us Imitations of the Gg,
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i ] introduced
continues to this day. The s.ingin.g to}fe Glgttc;]-GCc:I’]ztr:ic;wanmm dueed
s Dev;l}tl :rfdoti;sriz:eltn through the interpretafion of tI}::
trave“'ed to'eve(l); the devotee-poet Jagannath Das. His Gopa1 -
p'oem s O“'yad }iln every nook and corner. Basanta I?asa ?vas als
o .WHS rec”:; ring of Gita-Govinda in Oriya by Pindik Srlchanfiari
'a e o :ur ; Jatras incorporated in Rasa-k‘allola by Dllna
0 'the Do a?s'o important for an understanding of the Gzta-l
k“51_ma I')aslaremth century. Many works such as Mathur'a-man}ga
. 'mdt . Rahasya-manjari by Debudurlav Das, Bidagad za-.
blyctgaur:; I?;a;bhimanyu Samanta and Rukmini-vilasa by Jadumani
chintas
Mahapatra followed.

: nd Western [ndia, the poem had an eqt.aal §way
f I?} N(l)éllttzeégnatlury to the 18th century. In Westcrn Indlxa 131519\2
- hal s his Balagopala Stuti, Namadeva his Rasakrida (
e Pa?ldit his Radhavilasa (in Maharashtra). In.
o 1 d\{ami(ril North India, the earlier fervour of the B.haktl
WeStelmfhll\/I:fazai of Vallabhacharya (born 1478 AD ) gave rise to
‘;?boo 'Oﬂ of the ,Aslztachap school, all of the sixteenth century,
ot h the most important were the works of Surdas,
An‘wngSt t ;Ser’manandadas and Kumbhandasa. Surdas particularly
K“Sh“adas.’.' ; ix traditiona! modes of Indian music, the Ragas and
:OOk'ﬂ?c thuclty-S ended each to a love-poem on Krishna. ‘Surdas
o ?n*d bappKeshava Das of Orchha (1580 A.D.), Govmdad‘as
o il yri Lal (1650 A.D.) and Kalidas (1700), all- Pocts in
'1590) and Bi 1§ i Rasa and the spirit of Ornamentation (thz-;.)oetr):)
Who@ " Bhf‘l ‘ltl:seLBLihari's Sat Sai in which he celebrated Krishna’s
sombmed"O‘ , vhundred verses is the most importan.t. By ic
ht8th centu ies A.D. we find that the same Gita-Govinda which
e Cemf‘;”; ec'stz'a.tic mood in the earlier works sparks off
T i t ewith the romantic ornateness. The f:haracter,
he PJCOCCZEZU;I; musical composition underwent a definite change
‘he theme
ind transformation.

. . d
Commentaries, creative works of literature anﬁ muslc abozx)r:lr
; , innj atury.
i of the 20th century
ion until the beginning v our
t:\'e‘;e‘“rt):rffz could be multiplied a hund.redfold to s;]ow.dtina o
'neleuwwk of limited length had unlimited power of guiding
sing T
M—138
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directing the creative energies of a country for nearly six hundred
years and more.

This picture in the literary world has to be supplemented with
an equally rich and rewarding picture in the world of colour and
line betwecn the 14th and 19th centuries, In al} parts of Indja
the Gita-Govinda provided the stimulus for illustrating on book
scrolls and miniature painting verses of the Gita-Govinda, Our
first examples come from Western Indig nearly 250 years after
the writing of the Gita-Govinda. In 1450 one versicn of the Gito-
Govinda and two of the Balagopala Stuti, were produced in Western
India (M. R. Majumdar, Gujerati School of Paiuting, Jourial of
the 1. S. of Orientai As;. 1942 Vol. X, pts. 3 and 4). Al three
follow the necuiiar I3in sivie with it caaracteristic angularity angd
The Krishna-theme,
Bhagavaia Purang and  the Gita-Govinda do
appear again unti! the {6(} century.  The first amongst
these is a Gita-Goviadg seties from Orissa dated 1550 A.D.  This
time they annear in Rajasthan area in the collestions of Maharaja
of Jaipur ang Jodhpur respectively,  The firse two are dated 1598
and the third on the Glia-Govinda in 1610 AD, Contemporaneous
with .thcsc 15a Gita-Govindg series from Eastern U.p. (Jaunpur),
now 1'n the collections of the Prince of Wales Muscum dated 1590
(Motichandra, Jais Minicture Paintingg Jroin VWestern India,
Ahmedabad, 1949, Figs, 99—105). As part of the Apnendix to the
Razmanamah (ebridgment of ]‘,x’fm’zab}mrala) i a selli::s Hlustrating
the Harivansa (/588 AD.)

dividing  space inio
particularly  the
not seem o

neat  yrcianales.

A full iilustration of the Gita-Govingy
m;n diustinted MANLLLTIpt of tie work (K Khandaiwala, Ar of
India angd ) - i l
I : Pal\zstan,‘pl. 88). Mogzhul Painiers continued to be
ascinated by the Gita-Goving, and the Bhagavasg Purana for we
find other exam

ples of thege :
i 5 the Bikancr

Lo o Particularly (hose in

. N18 17

co .LCTIOI‘.S‘(IUfJ—IG;sO ADY The Gita-Goyindg continued to be
popular with tje paiinters of Rajasthan, chaipur, Malwa and Bundi
v the Bhagavata Purana

sub-styles i tje 17th century.  Althoyof
o
Wwere more Popular, we find an

and  Keshyvadagy's Kasikaprivg

tmpaortant series of {}c Gita Govingy in Mewar style dated 1723
(now in Saraswatj Bhandar, Udaipur). Most important pictorially
are, however, the scries of ¢ niniature paintings

appears in 1615 A.D,

he Gita-Govinda I
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and those of Basohli (1730) and Kangra 1780-1800. These are
finally followed by a series of Kishengarh executed in 18;20. The
tradition continued over the centurics in Bengal, Orxss.a af)d
Mithila, not so much in miniature paintings as in the pictorial
depiction of the theme in mud wa]ls? scr.olls, and pots. An
important manuscript comes from Orissa in .the 18th kcc?tury.
It is this tradition which culminated in the depiction of the Knsh_naf
theme including verses of the Gita-Govindu in the scuh?tural reliefs
f thz Vishnupur temple in Birbhum (the possible bll‘th'-p]ace of
Jayadeva) and in the Kalighat paintings of Bengal. Fiaally V{e
must mention iz Gita-Govinda Nustrations ¢f the Cevionese ‘pOC{-
painter George Keyt. The Gita-Govinde had aiso a profound
influence on the painting of the Muthadwara school, although the
immediate connection of these paintings

Vallabhacharya and not Jayadeva.

IS with the poetry of

This listing of sources, however sketchy, v.vil] undou'btcd]y
make it clear that the Gita-Govinda was a major force in the
artistic traditions of India in the arts of literature, music and
painting, Its history in dance has to be reconstructed fn?m
evidence from the works on music and from one rare .manuscr.xpt
of unknown date (possibly 15th cent'ury), t%le zj!blzznaya Gita-
Goyinda, now in the Savaswati, Mahal berary, Tanjore, Alt.hough
incomplete, the ms, is of immense va!uc. for a.rccogstructlc.m of
the techniques of interpreting the Gzt‘a-Gowfz(/.a In ab/’zfnaya.
Since music and dance are so closely intc.r]mked‘, 1t is mconceufable
that the poet-musicians were not conscious of the power of the
poetic, musical word in rendering it thr}ough dance‘. In _any c‘ase,
the Dasavarara was sung aud danced m. templc-rxtuelxl in Ouissa,
in Nothadwira aad in the temples of Rajasthan, Andiva Prades:h,
Kerala, Assum and Manipur. i is' {1ot known wh'en 1[5‘
singing began in Badrinath, but here too it is sung at the time of
the Arari,

Bud ail Uus is the external evidencs of the p:.‘xr-]catin‘g influerce
of the Gice-Govinda ; it stili do=s =0t tell us anvining o.t the nat-ure
of the poctiz composition, s titerary qualitics and its t.echmcal
qualitics which had the potential of being inteipreted, .coplcd an'd
1jcndered inte different styles at different levels of society and in
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different regions of Indi
ndia. For thi
e this we must return to the poem
Our first task would thus be to undertake
the' text not so much from the point of view
being a pastoral poem as opined by some W
upa-rupaku ]
d‘zvmf; . or a drz;ya-kavya Or even as a poem adheri
the c/ g ro.n.1 th? principles of the prabandha ;i er“g o
' ec za'r_\f-g;‘us which preceded it or as a form of 'm onion 10
he point of i i Jatra ‘
writtzn script Vl}f-w of its formal technical qualities o o
wrien s pt w! ichcould be freely adapted and int o fmllde‘dl
8. This analysis, it is hoped, wil] unfold :}:Pfeted i the
€ manner in

which Jayadeva ;
traditiony' was using the aesthetic principle
In a powerful creative manne pies of the Indian
T.

and ir_ner-relationship of the arts was j

theox"xsts and creators alike hag aas -

classical period of Sanskrit literatur: Y

rc-asse.rts the poetic principle of mult‘i

;{;e principle of an integrated vision :

0 wonder _ that this multi-dimens;j

?::ctu:i f%;li::lcgc Sm‘ I‘ndian art throughouftiilgir:l "sftlature ga‘{e o,

pititual factor. here was, of course,

a fresh analysis of
of its being or not
estern scholars or a

The inter-dependence
Fnt to the tradition:
it and wused it in the
Jayadeva through his work
le m.eaning on one level and
f artistic form on the other.

; KMultiple meaning was a cent
of Kavya in Saunskrit i
as in ot i
However, whi Y er ‘
Howere i,n ile the allegory is in the at“r’?b ! the world.
o verse mo.st other literatures, ihe entire work
was inherent and self- e meaning” for

ed. Thus

\ each vord
king diverse responses.

in Sanskrit ¢

consciously yg

On the level of form. the ‘:%S capable of eve
' poetic .

from another art helping the artj Wo.rd 1S often g technical term

al teryy

mUSiC a i i W()r '

d ¢ SL((‘/ ’ Y a :
. ’ “ha’ ¢ AS[J f’ !
€ Glta‘G()blnda in UUS res .

direct line with the writers of the Kqy f
ya of

classion; pect 1s in
' 1cai peri

While periad.

qualities awe ;fmnot e here se i
, a reading of ' detaj e

both literar d & .the Severalc‘)mmenmr' ol these hteriry

Yy and musical, will make it o ATIES on the Gira. Govindo

c S

were ¢ i - ,
e conscious of this multi-dimensiongj €At that the commeitatogs

to analy

narrative moves sm quality ¢ o
oothly as a Iyrica pastora) é ' the work - The
fama on gne |
evel
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and as highly erotic poetry on the other. Through and under both
these is the constant reminder that it is not human natural love which
is being talked about, instead something which is implicit and not
explicit but which filters through as an unforgettable experience. It is
this which gives the work its particular tone and flavour and what has
been called the hall-mask of Vaishnava dedication, faith, Bhakti
mysticism, whatever you may call it. tut the ¢ words’ are not only
this, they are important in themselves as embodying the model of
Sanskrit alamkara tradition iilustrating the different types of nayikds.
And yet they serve another purpose, word by word, phase by phase,
verse by verse, a picture is conjured up of moods of nature in
colour, line-movement and sound. The descriptive narrative is
couched in such a perfect juxtaposition of words, sound and rhythm
that the whole moves as an unparalleled composition of visual
beauty which can be yesponded to either purely aurally or visually,
literally or suggestively and finally symbolically.

We have referred to the technical qualities of the verse which
contributed inno small measure in creating this effect. Not the
least of these was the nature of the verse and the inbuilt system of
raga and tala. The complete mastery of the artist over the sound-
value of the * word " apart from its ¢ multiple’meaning-potentiality’,
may well account for its popularity in all regions for India, and the
phenomena of its being adapted by diverse regional iraditions in
toto and not in differing recensions, adaptations etc. It was either
assimilated ““as itis” or used as amodel, but there is hardly a
al or a regional variant of the poem. This is unlike the
Rama-theme which found many
parts of India.

recension
phenomena of the spread of
versions and recensions in different

adeva calls his work Prabandha, a musical composition.
These prabandhas are also known as ashtapadis, because each has
generally eight padas of verses. Of these the first two lines are
known as Dhruva or the principal refrain to be repeated and the
other as simply padas. Although on the whols Jayadeva follows
the Sanskrit metrical patterns like Diruva, gitis and Prabandha, his
ribed into the rigid walls of any particular
varng Of matra yritia. The single maira 1s the unit of the matras
n the Ashtepadis and these are macipulated to suit the talas.
howered high praise on this quality of

Jay

stanzas are not Circumse

used 1
Literary historiarns have s
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welding meaning and sound, sound and rhythm in the work. All
have commented on the successful use of alliteration and complex
rhythms (Macdonell, Keith, S. K. De, cte.) However, none of these
critics has commented on the skill of the poet in creating a visual
picture of high imagination and transport ti:rough

a self-conscious
use not only of the conventions of Sanskrit poctry, metrical patterns,
sound and (alz-system, but

aiso of the awareness of spatial pictures,
colour-symbolism and movement-patterns. The

imprison musical form, instead they L
manner that 1: flows w
‘conventions’ cease

metres ro longer
elp to frec the songin a
ith fresh spontaneity and rhythm. The
to be ‘conventions ’; the te
their wooden correctness and
Jayadeva’s use of the Dvidha
which gave rise to the trg
The udgraha and diuy
India.

chnical skill leses

acquires a dynamic resilience. It was
te-prabandhas in this masterly fashion
dition of free verse in

all parts of India.
a became the charang and pailevi of South

The fluidity of the lines

begun by Jayadeva also ied toa
freedom from metres in later

Poetry so that free verse was used
on the principles of yati, prasa and padogarbha-racliong within the
angas of the avarta. 1 was with thig

times known as musjcal pross
pada-sahiry
Karnataka.

free verse which was some-
which gave rice (o t]

: e Kirtana or
ain the Devaraname sengs of the Dasakut

acomposers in

In Bengal, Jayadeva’s tr
squally remarkable effect.
used the techniques of chary
the form of the jatra, he

eatment of the prabandha had an
Although Jayadeva may have himself

@ giti and charyq padas of Bengal or

, combined these dexterous
shadang.is of the prabandha (the

Melapaka, Diiryy

ly with the
four main divisioyq Udgraha,
: @ and Abhoga-which are also caljed Arambha, Ghat
Parichaya and Nistipatti respectively). The successors of Jayadeva
began immediateiy 3 i ‘
g ateiy to. use this p manner of tre
prabandha not followmg e The prabap o
! ¢ DA
d:.V(?tlona.l -)ong§ were deeply influerced by tje
Goviada and ultimately gave rise 10 the whela
o o ) - - i i
krishna Kirtage of Yadu Chandidasy

articulay ating the

arlier modefs, songs and
. (&

structure of Gigg-

Yedition of S

and the jr)/'(i/"‘,/y]' i )

i v . N SOSVNL Nartang o«
Tuakur Narottamdasu. it will be evidapt ¢ i
' ‘ as _ EVIdent {iogn qhe above gt

the later POti-musicians i, ¢re mdebted to Jayadevy not v 1
' i E § CV or
the ideas of Radhg ) ony for

o 1 .
2nd Krishna byt 8180 for the formy ang
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technique of their compositions. Like the Prabandha, the Padavali
Kirtana contained all the angas, the dhatn, tala, raga, ‘etc.
and yet was capable of improvisation, innovation and nlu!tlple
interpretation. The padavari kirtana follows the example 9t the
Gita-Govinda closely in its division of the Kirtana to descn‘m? ‘tbe
different phases of the love of Krishna and Radha. The traqun
goes on in Bengal for centuries under dillcrent ‘.’.aishnav.a G'osvan‘ns
and it continues unii} the 20th century. The histcry is rich and
interesting and demands an independent study.

The Gita-Govindn not only mnspired Siddhendre. Yogi on the
level of spirit, allegory and theniz, but p:‘ovzvdcd tilC‘. vcrse:x}u.)del’
tor the composition of the Blama Kalup:in, .Fhe Krishna (.,m- of
Maeanadeva of Kerala (13th century) similarly to_]lowed t'he mcm?al
patterns ans structure of the Gita-Govinda ; indeed, it gave rise
to a whole style of musical compositions known a's the Ashta-
padittain.  Thus we find that Jayadev’s Gi{a.-Govmda had the‘
potential of influencing different poets and nms‘i?xans Qn account of
one central principle of handling the praim;zd_/m::torm in 'a manlner
which would provide greater fluidity, flexibility and improvisa-
tion than the earlier ompositions of the s'a_me type.‘ Next only
to the literary meaning and verse-time division, technical mastery
was the integration of the raga and tala 1o the verse. Alt‘houghl
this had been attempted earlier, Jayadeva madg it into a centrg
principle of a literary composition. At a time when Sansk.m
tllca‘\;"c had begun to wane, the integration‘of word not only to.‘ its
tonal sound-value but to o whele systens of rag(f and rala pr0v1d§d
a iresh stimmius to the artistic stream.  Immediately after J%lyadesa
poets from all parts of India including the north, sout'h, east 'and
west began to compuse poetry which was set to a particular ruga
and tala. Alongside the original continued to' hgld a §pell over
devotees and artists all over the country. . This 1§ obvious from
the commentarics we have mentioned ecarlier, particularly thz%t of
Rana Kumbha in the 15th century. It is, however, also evident
from Rana Kumbha's commentary that although the text had not
undergone any transformation musicians avnd dzmcerr‘s had bfegun
to interpret the ashtapadis in a  variety of \‘vays.' lhcrcf scuneg
to have grown up ditferent sampradayas of Orissa, Bihar ‘an
Mithila and the southern region ; little wonder that one .oi the
aims Rapa Kumbha sets out for himself is the standardisation of
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the ragas and talas of the Gita-Govinda. He prescribed new
ragas and talas for the Ashtapadis; L also composed special
prabandha-lakshana {or codifying the structural pattern of Gita-
Govinda. He indicated the svara, i.e. the svaramalika intervening
as separate units, patas i.c. vadhyakshara or conventional imitation
of instrumental sounds and Tanas that are auspicious or Mangaliku
prefixes like Ta Na No. He 2lso gave detailed instructions for
the movement or Dharus, Finally ornamentation was added
through alap and gamakalapa. In short, between the 12th and 15th
centuries, the Gita-Govinda came to he

ur an ideal script which the
musician found most suitable for

rendering iiito o full and rounded
musical composition, be it the dhruvapada variety of the Padaveli
Kirtana or the compositions of Rana Kumbha or those of the
c.omposers of South India. The Ragas and Talas used for the
singing of the Ashtapadis in Kerala and Tamilnady are mostly
in agreement : they do not follow in the besg

em: tpart the Rugas and
Talas indicated by Rama Kuambha According to the musicologists

of the South ‘ad: ili f the is f

the S 1 adaptability of the Ashtepadis tor Karnataka
music 1s amazing and they sound as if
composed in their present form. »
of the different regional va

throw interesting light o

they had been originally
for Indeed, a comparative study
rieties of rendering the ashtapadis would

e i o n the development of ragas and falas in
¢ diflerent regions iz. Fach reoi
gions of India. Euch fegion seems to hay

place for Jayadeva and believes that the ashtapadis were ecc?nipzcs]c‘zil
perhaps only for that region.  Bengal, Manipur and Assampma
well make the same claim as the Karnatak musicians (“ila):
Govinda rendered in the Padavali Kirtana style still prcva.llen]t in
the Rasa and Sankirtang trad;

tions of Manipur would make
: v A one
believe  that layadeva wrote for

! no  other repi
Manipur. egion than

The ang.mg of Gita-Govinda in Mathura and Brindaban is again
charac‘lerlstlc only to that region and :o Is the singing of the
Gita-Govinda in the

temples of Guruva
: yoor, Nathadwara,
Jagannath and Badrinath. Instead of listing the different Ragas

and T(.I/aS used in differet regions of India we can play for you
recordings of the same verses from different regions. The ear
will be ablc to judge what words cannot describe. {Here tape

recordings of verses of the Gita-Govinda were played in the
following order :
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Recitation of the 1st verse by Balram Mishra f.om Mathura

Singing of GG Guruvayoor temple
Dasavatara verse Qdissi style
Dasavatara verse Karnatak music; Kuchipudi
Dasavatara verse Manipuri Padavali Kirtana
‘Srita. Kamala’ North Indian Music
‘Lalita lavanga lata’ Karanatak music
Padavali Kirtana Odissi -
Manipuri
‘Haririha mugdha-vadhu’ Pantuvarali-Adi Tala-
Karnataka music
do Manipuri
do Thumri, North Indian Music
‘Yahi Madhava Yahi Kesava®  Odissi, Manipuri
‘Pasyati disi disi’ Karnatak, Tamilnade, Mani-
puri, Odissi
‘Priye charuseele’ Karnatak, Tamilnadu, Odissi,
Manipuri.

The above was illustrated with Abhinaya to show the possi-
bilities of differing interpretations in the different styles of Indian
dance. The musical composition, the raga and tala and the range
and variety in abhinaya in rendering the same ashtapadis
convince one of the capacity of multiple meaning of the word
and the poetic line, the flexibility of the metrical patterns and
sound value of the words which allowed multiple interpretation
in sound melody and rhythm. It will also make evident the fact
that the principle of Vyabhichari and Sancharis bhava was used
by Jayadeva to a point which gave the utmost freedom of improvi-
sation and innovation. It is this quality of freedom within a
disciplined framework which also allowed the tradition to sustain
itself without becoming stagnant and static. The Gite - Govinda
with its technical and artistic qualitles is the most perfect example
of these fundamental principles of Indian aesthetics. It also shows
how while each region evolved a distinctive character, there was an
underlying unity and universality which once again transports us

from the world of pure technical skill to the world of surcharged
feeling.

An analysis of the pictorial illustrations of the Gita-Govinda

reinforces our findings in the sphere of music and dance. Although
M--19
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of Gita-Govindg comes through, The visua
colour and movement which the words of Jayadeva

\ had conjured
rtist. Each region g

nd each style
Spring-board apg then inter-
prets freely both on the level of y

The division of space
flow of the lines, or the spatial situa-
The artise breaks up his canvas into
: Sakhi, and the phases of Krishna’s love
¥ 1n ethos and jp technique are these paintings

tion described in the verse.
different zones to depict the
and yet how different]
from each other !

i ions i ed at after hearj
the different interpretations in music and dance, hearing

Here slides followed from

the sch
Jaunpur, Malwa and Basholi,

Kangra and Kl‘
Perhaps even this sampling w
dependence of the arts. W.itl'] the_ full ca . g e
nomy of form and an individuality of style. Thig then i the e -
fundamental principle of Indian Ar¢ which Manifegyg itself Creativnl
in the rendering of the Gita-Govinda, We had said in the beginnie ’
that we shall try to outline a rough chronology of the spreaq of tl-;g
Gita-Govinda to show how it had permeated all levelg of socit.et'=
and how it had influenced and integrated all the arts, is y
it is hoped, has given some indications of thc. first ap the iy,
the second though alluded to could not be o}lthned here, Suffice i;
to say that the Mahari and the Jadurpatua alike, the I_Vloghu
and the maidens of Basohli, were all spell-bound jp the
beauty embodied in the Gita-Govinda.

0ols Wes

. tern  India,
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JAVALIS IN KANNADA—
RAMANNA—A KANNADA JAVALI COMPOSER

Vidvan N. Chenrakeshavaiah

Of the four Purusharthas, man has to pursue for his
happiness here and beyond, Kama is also one. It occupies a
place before Moksba and is a pleasant and unavoidable (at any
rate, most difficult to overcome) pursuit of not only the humans
but the celestials and also of the animal and insect world. Even
austere sages, like Parasara and Viswamitra, have found desire
difficult to master and thus goes the famous saying : azqq
gferamt fagaafs =fy. Kama brings together men and women;
sometimes so intimately, that two bodies seem to have the same
soul. It makes them strive for each other’s love and actually
the body which is the vehicle for the pursuit of Dharma is
itself the product of love. So Kama can be, said to pervade the
worldly as well as the other-worldly activities. Realising the force
of this truth our Bhagavatottamas conceived God as the
lover-master and themselves as His loving mistresses, ever seeking
His love and worshipped Him in the ¢ Madhura’, ¢ Nayika’ bhava,
They composed lyrical pieces which portray their varying emotijons
of hope and despair, happiness and misery, anger and satisfaction,
pleasure and pain, and peace and anxiety, and thus earned the
Lord’s favour. Famous among such are: Jayadeva, Meerabai,
Manikkavachakar, Kshetragna, Goda Devi and others. The
lyrical compositions they have left us present a high degree of
literary excellence.

There are other compositions, however, in which the style
is lighter and the language colloquial and the erotic description
in the content of the pieces, not so dignified. While they are
taboo to the purists, their music is attractive and set to the
¢ Madhyama * nadai, and therefore are popular. While some of
these are dedicated to the favourite deities of the composers, many
are also dedicated to their patrons, rulers and Zamindars of the
time. These have also been sung to the accompaniment of dance
in temples or before the patrons of the ¢ Devadasis’ concerned.
Professional musicians also sing one or two of these in response
to popular demand towards the close of the performance.
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Even as the devotee seeks the favour of his Lord in the
* Madhurabhava ’, the mistress seeks the favour of her lover

through music in soft words, portraying her different emotions.
These compositions are called Javali or Javadi.

The word Javala has a vulgar meaning.
that Javali is derived from this, as
the Javalis often transgresses the
stretches into vulgarity.

It is possible
the lilerary content of
limits of respectability and

Another possibility: Jya in
and its Kannada equivalent
striking.

Sanskrit is the bow-string

is  Je. Pode or Vode
Jevode means striking the bow-str
or dhanushtankara.

may be

is
ing with the finger
As the popular appeal of the Javali
compared to the dhanushtankara of Kamadeva,
the God of Love, perhaps the rasikas of the tj

compositions  Jevode which
is, however, speculation.

me called these
later became Javadi., All this

From the first half of the 19th century,
from Andhra, Tamil Nadu and Kerala, who soug
of Maharaja Sri Krishanaraja Wadiyar 11 o

Successors, have composed Varnas, Tillanas, Padas,
Darus and Javalis, in praise of the rulers.  Musicians of
Karnataka have similarly composed Javalis in Kannada.

While there are Javalis in all the four South Indian languages
it is usual to point to Mysore as the source of Javalis.

several musicians
ht the patronage
f Mysore and his

Dharmapuri Subbarayar, Pattabhiramaiya, Tanjore Chinnaiah,
and other well-known composers of

patronage of Mysore rulers and com
gratitude. At the same

Prasanna Venkatadasaru,

Javalis enjoyed the
posed picces in token of their
time, Purandaradasaru, V)sarayalu,
Surapura Anandadasarn ang other

ical songs in Kannada in praise of
the deities they worshipped. Bangalore Chundrasekhara Sastry,

Venkataramaiah, Hullahalli Ramanna, Bellary Rajaraq and others
have composed Javalis in Kannada, There are about 40 to 50
Javalikaras  with  the  Ankitas, Venkatesa, Thirupateesa,
Seshadrisa,  Sreenivasa, Kamalasavittala, Mangalapureesa,
Sankaresa, Trinapuresa, Bhimesa, etc. It is

a tribute to the
qu-lity ot Javalis that they were sung by eminent musicians,

157
KANNADA

such as Coimbatore Thayi, Bangalore Nggarathnar'nm:, Veena
Dhanammal, Kolar Nagarathnamma, and Mysore Jatti T ayadrzma.
Javalis usuvally sung by them were < Mathadabhara‘ enf)
Maramanane - Kamach - chapu >, « Rangz'methak'ebarane - Janjcé?t’:~
Chapu ”’, “Yarena Madidare Ne.era]amukhl -Kamach-Adi”,
¢ Baropriya Mukhavathoro - Desithodi- ”’.

These Javalis are composed usuall)f in the popular ragas.,
Kamas, Bebag, Surati, Kharaharapriya, Karf]alatnanlczh‘arl,
Sindhubhiravi, Hindustani Kapi, Kanada, Nadana;mzlx)rsli:,i
Janjooti, etc., and in the Adi, Eka, Roopaka, Ch‘apu ﬂan ?rhey
Talas, and the style is also popular, not high ow.n. ]

i Pallavi, Anupallavi and Charanas and s.ometu.nes only
COmPTfse Charanas. The Charanas are sometimes single or
Pa“a.\’l . the case may be. The music is attractive and has an
‘mu}tlzl‘e’tea:pp;al The rules of prosody are also generally followed
immedia .
in the compositions.

ks, about Javalis, I will add some
. To t.hes;e ig:frz)erﬁztrizr;arabout Hullahalii Ramanna, .wl.lose
blogr'aphlca i in notation in this Journal. Hullghalh is a
Jz'tvalls are glV?:e miles from Nanjangud, the famous vaak'shetra,.
village about Hrla being its presiding deity. There are shrines of
ir?e;aa?;?;:gina and Sri Varadarajaswami also here.
r

manna, a Smartha Brahmin

e a'clicehsizrfilfepice; fz:cher in the Primary ‘Schctol
ouh o 22’;;1”6 He was proficient in literature and music with
in 1b.c year 1 a'stery over violin. As he was endoweq with a goo.d
cons1derab16111(1t Harikatha as a hobby. He displuyed hxs'
voice be 109 'Ol'nist and Harikatha performer before Sri
tCatllems a'sa \?Valei(;a:r the then ruler of Mysore, and earned palace

amaraj )

recognition.

i ed
m had two sons ; the elder enkataramalafh b-los:()::er
R nna . \ i |
out : aa Harikatha performer in the foo.ts:::)s
as « ! h
nd the second is said to have become an Engin
a

; nnada, Ramanna
he was proficient both in Sanskrit and Kas o ;n martinge
w . n
As ?ﬁeveral Dewaranamas, Javalis, an‘dAsok{gtaS  Trinapurccsa,
composeas icious occasions with the “An
and other auspi
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It is possible
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Another possibility: Jya j
and its Kannada equivalent
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D Sanskrit s the bow-string
is  Je, Pode or vode is
Jevode means striking the bow-string with the finger
or dhanushtankara, As the popular appeal of the Javali
may be compared to the dhanushtankara of Kamadeva,
the God of Love, perhaps the rasikas of the time called these

compositions  Jevode which later became Javadi. All this
is, however, speculation.

successors, have composed Varnas,

Darus and  Javalis, ip praise of the rulers. Musicians of
Karnataka have similarly composed Javalis in Kannada.

While there are Javalis in all the four South Indian languages
it is usnal to point to Mysore as the source of Javalis.

Tillanas, Padas,

Dharmapuri Subbarayar, Patt;zbhiramaiya, Tanjore Chinnaiah,
and other well-known composers of  Javalis enjoyed  the
patronage of Mysore rulers and composed pieces in token of their
gratitude. At the same time, Purandaradasaru, Vysarayaru,
Prasanpa Venkatadasaru, Surapura Anandadasaru and other
Haridasas have composed lyrica] songs in Kannada in praise of

the deities they worshipped. Bangalore Chandrasekhara Sastry,
Venkataramaiah, Hullahalli Rg

have composed Javalis in
Javalikaras with  the
Seshadrisa,  Sreenivasa,
Sankaresa, Trinapuresa,
qu-lity ot Javalis

Kannada,

There are about 40 to 50
Ankitas,
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such as Coimbatore Thayi, Bangalore Nagarathnamma, Veena
Dhanammal, Kolar Nagarathnamma, and Mysore Jatti Thayamma.
Javalis usvally sung by them were < Mathadabharadheno
Maramanane - Kamach - chapu ™, « Ranganethakebarane - Janjooti-

Chapu ”,  “Yarena Madidare Neerajamukhj -Kamach- Adi»,
*“ Baropriya Mukhavathoro - Desithodi- .

These Javalis are composed usually in the popular ragas,
Kamas, Behag, Surati, Kharaharapriya, Kamalamanohari,
Sindhubhiravi, Hindustani Kapi, Kanada, Nadanamakriya,
Janjooti. etc., and in the Adi, Eka, Roopaka, Chapu and Desadj
Talas, and the style is also popular, not high flown. They
compfise Pallavi, Anupoallavi and Charanas and sometimes only
Pallavi and Charanas. The Charanas are sometimes single or
multiple, as the case may be. The music is attractive and has an

immediate appeal. The rules of prosody are also generally followed
in the compositions.

To these general remarks, about Javalis, T will add some
biographical information about Hullahalli Ramanna, .Wl_lose
Javalis are given in notation in this Journal. Hu]la.ha]h is a
village about nine miles from Nanjangugl, the famous Slvalfshetra,
Sreekantheswara being its presiding dext)f. There are shrines of
Sri Mallikarjuna and Sri Varadarajaswami also here.

At this his ancestral place, Ramann-a, a Smaljtha Brahmin
youth of 22, started his life as a teacher. in the Primary .Schqo]
in the year 1876. He was proficient in literature and @usxc with
considerable mastery over violin. As he was endoweq with a goo.d
voice he took to Harikatha as a hobby. He displuyed hls.
talents as a violinist and Harikatha pecformer before Spj
Chamaraja Wadiyar, the then ruler of Mysore, and earned palace
recognition.

Ramanna had two sons ; the elder Venkataramaiah blossomed
out as a Harikatha performer in the footsteps of his father,
and the second is said to have become an Engineer.

As he was proficient both in Sanskrit and KannadaT Rama'nna
composead several Dewaranamas, Javalis, and songs u?ed N marriage
and (’;ther auspicious occasions with the Ankitas’ Trinapureesa,
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Trinapureeswara, Trinapuradhama, Trinapura Kaya varad

There are said to have been hundreds of these devotiona] a, etc.
and Javalis in praise of Siva, Parvati, Vishnu G Song.s
Anjaneya, and Sri Rama. They are Composed not’onl arfapatl.
popular ragas Thodi, Kamach, Behag, Jan'oot'y in the‘
but also in the rarer ragas Saranga, Manji, Kalgaéa F];l'afu::l

Venkatasubba Pandita, Chamundanayaka
were Ramanna’s disciples in Violin,
Aradhya, who composed some song
Thrinapureesa, was persuaded by his guru Ramanna to ch i
to ¢ Haritapureesa>. Though he served the cauge Ofange .1t
silently and was not known to fame, some of his Javalj musig
** Neerajadalanayare >’ (Khamas - Chapu), . Mar: ls,de.g.,
nekebara™ (Surati- Rupaka), < Baropriya” (Desimdi_s[:n ara-
are popularly sung. He passed away in 1918, His ancestre ]upaka)
can still be seen in Hullahallj, Hullahall; ¢ ra hc?use
Sanskrit as *“Trinapuri » ranslated jnto

is used in his composii
. . Positions,
his grand-children are at present ip Government service Some of

: and Devanayaka
A vocahst~disciple, Kumara

§ using the same ¢ Ankita >

KANNADA JAVALIS
B. V. K. Sastri, Bangalore

Though the title of this talk is * Kannada Javalis’ I have
slightly enlarged it so that the subject could be viewed in its
historical perspective. There are two parts in this respect. The
first part deals with the development of Sringarapadas in
Kannada from ancient times, upto the 19th century. The second
part is devoted to Javalis.

Man’s preoccupation with woman is primordial. 1t is no
exaggeration to say that she has been responsible for some of
his finest creative works and we may also add examples of the oppo-
site kind of her influence too. She has been glorified in prose,
poetry, painting, sculpture and song. There is no end to man’s
expression of his feelings about the beauty, charm of the woman
and also his experiences in mutual love and love-making.

Like its sister languages, Kannada also abounds in references
to such thoughts and experiences of man which is the basic
material of all works on Sringara, either in verse or song. The fact
that the ancients in the land of Karnataka enjoyed the company
and love of woman and also expressed their thoughts without
any inhibitions is attested by the numerous Kannada classics.
And perhaps there were also songs where the same thoughts and
experiences were sung and with telling effect.

I have to mention in this context two song-forms mentioned
in the famous Kannada Alamkara work Kavirajamarga written by
the Rashtrakuta Amoghavarsha, better known as Nripatunga.
This work was written in 850 A.D. Therein we come across two
song-forms called as Bedande and Chattana. We do not know
what their structure was like or how they were rendered but there
are frequent references to the form of Bedande in the literature
of the subsequent periods.

For instance, Chandraraja, author of Madanatilaka which was
written in the 12th century, refers to the Bedande torm thus ““do not
allow a Kulavadhu or a respectable lady near a Flute player or
a singer of Bedande”. Some other works have also expressed
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to such thoughts and experiences of man which is the basic
material of all works on Sringara, either in verse or song. The fact
that the ancients in the land of Karnataka enjoyed the company
and love of woman and also expressed their thoughts without
any inhibitions is attested by the numerous Kannada classics.
And perhaps there were also songs where the same thoughts and
experiences were sung and with telling effect.

I have to mention in this context two song-forms mentioned
in the famous Kannada Alamkara work Kavirajamarga written by
the Rashtrakuta Amoghavarsha, better known as Nripatunga.
This work was written in 850 A.D. Therein we come across two
song-forms called as Bedande and Chattana. We do not know
what their structure was like or how they were rendered but there
are frequent references to the form of Bedande in the literature
of the subsequent periods.

For instance, Chandraraja, author of Madanatilaka which was
written in the 12th century, refers to the Bedande torm thus *‘do not
allow a Kulavadhu or a respectable lady near a Flute player or
a singer of Bedande”. Some other works have also expressed
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similar warnings about Bedande. By this we could infer that this
song-form was erotic in its contents as to stir similar thoughts in

the ladies. We must remember in this connection that

Madanatilaka is a work on Kamasastra, yet the author sounds
this warning.

Notwithstanding such warnings by the puritan elements in
the society, it is obvious that the people of those days enjoyed
themselves well. Perhaps such warnings were meant mostly for
a record because they were not heeded much. This could be seen
from the numerous Jaina classics up to the 12th century when
this love theme has been in delicious detail. True, people of those
days were longing to attain that stage of bliss that is Yoga. But
they prefetred to do this through Bhoga or pleasure.

The advent of Virasaivism and its severe austerity streng-
thened the puritan etements in the society. Tt checked such
profuse references to Sringara and mutual love. making of man and
woman. But this human urge was gradually canalised into the
stream of Bhakti cult. And al} such references to the beauty and
love were attributed to the gods and goddesses. Gradually this
acquired a spiritual significance like the madhura bhakti, the union
of Jivatma and Paramatma so familiar in  the B,hakti cults
wherein the composer identified himself with the feminine part and
gave e)fpressmn to those tender love sentiments in pursuance of
an ulFxmate union with the lord, The Virasaiva counterpart
for this is the form of ‘Sarane-sati and Linga-pati’, that is s .
which means a woman born or had the V. ikshe

; . irasaiva Dj
identifying herself as the wife of the Lingapati seeki 4 Diksha

union with lord Siva. ng an ultimate

One such earliest Saranesati was Akkamahadevi She is one
of the great Virasaiva saints and her position

. in Kannada
hter'ature corresponds to that of Andal in Tamij Literat
While Andal chose Krishna as her celestial s " dont

N pouse Akkamahadevi
espoused  Mallikarjuna of Srisailam,  She wholeheartedl

surrendered herself to Chennamallikarjuna, Her vachanas, that j .
gadya-padya or we may even sa S
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are to be presented describe her appeal to the various elements
of nature to lead her to her lord.

Akkamahdevi pleads............ with the cloud of bees
buzzing around flowers (Alisankulave) or the flowered
mango tree...or the cooing cuckoo (kokila)...to lead her to
Chennamalikarjuna and she bemoans with pain that she shall
touch the feet of Kama or Manmatha or crave the moon

to cool her body burning with the fever of love for Malli-
karjuna.

The artistes who render these songs are Miss G. Indira
and Miss G. Shanta.

Despite the austerity of Veerasaivism and the dominance of
the puritans, the sensual element occasionally seemed to a§scrt
itself over the spiritual. There are a few songs that are entirely
Sringara in their sentiments devoted to the charm f’f ‘woma‘n an.d
the mutual love. 1 may mention the name of Kavi Linga in this
context. He has composed a large number of Sringara Fadas and
he was a poet in the court of Saluva Narasimha of Vijayanagar,
that is during the 15th century. The other notable poet of the l6_th
cent. was Mari Rachavattisa whose Prabhunatana Taravali contains
such delicate descriptions of love between Prabhudeva and

Kamalata.

While the Bhakti movement propagated by the devotces
of Siva and Vishnu ran parallel in Karnataka during'the
medievel period, from the 15th century the latter game'd
momentum through the Haridasas. Sripadaraja, .the pontiff
of the Mulbagal mutt, introduced verses and songs in Kann.ada
along with the ancient Sanskrit chants and verses mFO
the puja rituals. He composed a large n}lmber of songs wherein
he identifies himself with the Nayika in his adoration of the.lord.
His successor Vyasaraja who was the Rajaguru of Krishna-
devaraya and also the guru of Purandardasa and Kanakadasa,
and then Purandaradasa and some of the members .of the
Dasakoota, not only rendered episodes from the Bhagavata in very
pleasing song-forms but have also left many songs that could be
classified as love-lyrics. Now we shall hear a song of Purandaradasa
which describes such love sentiments.

M—21
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The situation is...Krishna has stealthily entered the home

of a Gopi perhaps to keep UP an appointment of love, B t
unfortunately the Gopi’s hushand has also returned'ho 3
and is sleeping. The gopi though fear-struck cannot overc e
her love for Krishna...She pleads, ‘do not make noise on;e
silent...please do not drag my garment covering m b .
lest my husband will wake up by the sound of m yne f;]a -
and other jewels...please do not kisg me so heartlyly Iezt ?}i:

sound will awaken my husband’-
Begada. thus runs the song. It is in

Now we come to the next stage in these Sr
in the composer has become bolder (or whal]
and substituted man in place of god in these
is very noticeable after the tall of Vijayanagar when th
heritage spread throughout the south and numero ¢ .cultural
and petty principalities continued that tradition of us kingdoms
arts. The air seems to have been thick with this patr9nage to
Sringara because we find a sort of green rovoluti Sf?nt]me.:nt of
Kavyas and also songs of Sringara. On In Sringara

Here thoy .
and vocabulary were refined st} the message Wasgk(’:]etahre ezprdcss;lon
- And that

old Kavya jike the Radhika
In Karnataka such songs were

X of Mysor i .
his son Kanthiravaraja both ig Kanna):ia z;]dcl}rﬂ;;(adcvaraja and
ugu as it was

the fashion of the times. These i

. are In a SIOW .
F’adas of Kshetra‘yya or Sarangapani. Jt jg obvioust;;npci like the
intended for abhinaya by the Rajanartakis in (pe dal they were
is attested by one or two operas of Kanthiravaraja urbar, which

The song we hear now is addresse

1ngara padas, where-
We say more human)
love-addresses. This

Santvanamu of Muddu Palanj,
composed in honour of the rulers

d to. Chikkadevaraja. There

pprtrays the moods of Nayika likeag:{c;:hi;here.m €ach section
rika. This song features the bhava of 3 Dhirupanka and Abhisa-
wiso taunts the nayaka that is Chikka devaraja -“I"h_o plead.s and
love me or alfo good if you do not. O deceiver' ht is goodKlf you
affection of innocent girls with colourfu] WO’: o plays with the
theme of the song which is in Yf:rukulakarnbh(>ji rds...thus runs the
Now we have come to the a

‘o ge of Javalj
about the origin of the word or tp avalis,

I do not discuss
€ Underlying S

eatiments of thig
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song-form because there is a fairly detailed article on this subject in
the Journal of the Music Academy for 1964. It is enough to state
briefly the difference between the Padam and Javali as they are
known presently. The themes and the sentiments of both are of
course identical, but the mode of expression is different. The langu-
age of the Padam is refined and we may also say that it is intellec-
tual in its appeal. But the language of the Javali is very simple and
even earthly and its appeal is direct. Javali is called asa lewd or
vulgar poem. Is it because it could be easily understood by all or
due to the directness of its appeal? The tempo of the Padam is
slow and meandering-possibly to allow the artiste to gradually
unfold the various shades of sringara. But the Javali moves fairly
fast. Its rhythm is brisk, the melody sparkling and sahitya racy.
While there isa serious air in the Padam, it is more of fun
in the Javali. The composers take liberties with the tunes and have
no scruples to appropriate or alter other Javalis and stamp them
with their signature, or even play with the words. Javali may be
considered as the light music or even something corresponding to
the Film music of a by-gone age, by its wide popularity in all
sections of the society. Javali made its appearance in the early part
of the 19th century. There are variations of this word like Jagadi,
Jagali and Javadi and so on. Some of the earliest Javalis are to be
found in a manuscript of ¢ Sringarapadas’ in the Kannada Research
Institute of Mysore University. Therein we come across a few
songs entitled as ‘ Javalis’ by one Kappani. They have been
dedicated to Nanjundeswara of Nanjangud near Mysore. The
interesting point here is that these have been called as Vairagya
Javalis in contrast with the disrepute attached to this song-form.
I shall now translate a few lines of this Javali.

‘Worship and embrace a Sivalinga with all ardour and devotion
or hold on to the firm breasts of a buxom woman. Sing the
praise of the lord with all fervour or flatter the charms of g3
woman and listen to her love-talk. Enjoy the prasadam of a Siva-
linga or enjoy the nectar coming out of the lips of a woman’
...so runs the Javali, entreating man not to waste histime. The date
of this Kappani according to the late Dr. R. Narasimhachar is
1800 A.D.

Now another such Vairagya Javali. This is a composition of
Mummadi Krishnaraja Wodeyar who was a contemporary of the
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trinity-Tyagaraja, Dikshitar and Syama Sastry and Sy
This period covering the entire [9th century and the first three
decades of the 20th may be deemed asa golden age in the cultural
history of Mysore and also Karn'ataka. It covers the rule of three
maharajas-Mummadi Krishnaraja, Chamaraja  ang Krishnaraja,
Mummadi Knishnaraja Wodeyar was a famouys patron of arts and
letters and is the author of such works like the Sritattvanidhi,
Sarasamgraha Bharata, Sougandhikaparinaya and numerous prose
and verse works and songs. 1In this Javali the love-lorn lady pleads
with her sakhi to bring her lover and if by the good grace of
Cbamundeswari she succeeds in the errand, she would be rewarded

with her Karnakundala. Mummadi’s signature was Chamun-
deswari. This Javalj is in Yamunakalyanj,

ati Thirunal,

During the reiga of Mummadi there were
Javalis like his own son-in-Jaw Aliya Lingaraja
Surapura. The reign of his successor Chamaraja Wodeyar saw
intense cultural activity in the state. The Maharaja had gathered in
his place the cream of all fields of arts ang letters. Himself 5 music-
ian he encouraged music and dance and also organised a dramatic

troupe where the eminent sangita vidwans of his durbar portrayed
the roles in the dramas.

other composers of
and Anandadasa of

And in this stimulative atmosphere wer
both in Kannada and Telugu, There are a
Javalis addressed to Chamarajendra who
known. Some of the well-known Javali-¢
were-Pattabhiramayya with the Talavane
postal clerk at Hirode 18 miles from Myso
recognised and the Maharaja employed
there was Kolar Chandrasekhara Sastr
Dewan’s office. He prepared in Kannada g
Manu Charitra of Allasani Peddanna ang
He also translated the Amary Sataka
composed Javalis in Telugu with the signa

¢ born numeroys Javalis
large Dumber of Telugu
S¢ composers are not
Oomposers of thig period
Sa signature, He was a
Ie before hig merits were
him in the palace. Next
Yy who was g clerk in the
Fage version of the Telugu
1t was staged in the palace.
into Telugu verse, He
ture Balachandra.

Apart from these composers who h
there were others who composed in Kap
Ayyasastry with the Garapura mudra,
Jayanarahari mudra. One of my friends,

, Sti K. V. Achar of
Bangalore, has made it a hobby to collect Javalis, Touring aboyt 9

ave left Javalis i

n Telugu
nada-

to0 name g few-Sosale
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out of the 19 districts of Karnataka he h.as collecte.d more than 390
Kannada Javalis. There are nearly 40 signatures m. these Javalis.
I have been able to identify only a few of them. This task bec‘o.mes
difficult in view of the fact that two ?r three persons have utilised
the same mudra in different parts .ot the' state, perhaps unknlc:wu
to each other. There are Javalis E}ttrll.)'l‘lted to Salem Shit ala
Narasayya, Sarpabhooshana Sivay9g1, Aiji Venka:gre}xﬁ:?nac ;rya,
Venkatadri Shama Rao, Bellary Raja Rao, Honna 1 imesa as?,
Hullahally Ramanna, Sangitam Venkataraman'alyya etc. This

be a period of bumper harvests of Javalis beC_ause'thvesc
gv??ein composed In different parts of Karnataka w1Fh Sl.muar

d in some cases they havc been exl?res'sed In similar
s o st notable aspect of these Javalis is that most of
tvr;c);rcllsl.]av?]}:c:;odedicated to the presiding deity of some ancient

shrine or centre of pilgrimage.

It is noteworthy that most of these towns werfa centres.of

i and also rasikas because Devadasis ha.d been

muslch antoda?;:se temples to perform their duties during the

sa::/aeiartimes of pooja every day. Another f_eature .of the Javgh

intrigued me is that all of them with tl.mr sob‘ stories

Lhat halt)s lztrlf:;pose d by men. Would it be different if these
ave bee

Javalis had been composed by women ?

valis - the first of them a pro-

We shal Pfej:l::ghh:?;;‘]” Zerjliiury and the second composed in

duct ofthelaterflzze 20th century. The first Javali with the opening

the earl)" part Ol kshi begane’ is a composition of Sangitam

words ‘Kama 2 a who lived in Bangalore about 100 years back.

Venkataramaﬂa‘;)s’zd Kirtanas and Javalis both in Telugu and
anf:dsa fl(x);:ei the signature - Mangalapurisa.

Javali is a composition of Hullahally Ramanna,
The next aada pandit, musician and also a painter. He
who was .a Kan‘?i]]age Hullahally 8 miles from Nanjangud and
was born in the me of his village. Hullu in Kannada means
has adopted the naa has adopted the Trinapureesa mudra.
‘straw’. ‘Ban?alfllz different from the previous ones. It suggests
This Java?h is slig yIt might have been indirectly influenced by
; marclllgsgb;::;;e the Kannada stage had developed considerably
tage so
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by then and the stage songs were also becoming popular. The

theme of the song is simple. It is an invitation to the Nayaka to
come near,

Now I am coming to the final jtem.

The Iavali you now hear is different from the rest,
familiar with the whimsical
and Sivaramaiyya,

You are
compositions of Pattabhiramaiah
in which the Telugu sahitya is interlaced with
English words. Though this Javali is not such a modern mani-
pravala piece, it is a Hindi Javali—a composition of Vin
It has been composed in his favouri

have a touch of Omar Khayam. The opening words are. . ...,
Naina Tere Madake Bhare... meaning that your very looks

intoxicate me...and more of such feeling of ecstasy about the looks
of a lady.

a Seshanna.
te raga Jinjuti. It seems to

SEbF wredonf T T £ & wid & 6ir
(Compositions of the Tanjore Quartette)
K. P. ®ccaun, K. P. ®anrarigio
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BASIC RELATIONSHIPS BETWEEN MUSIC AND DANCE
Vidvan V. V. Sadagopan

Any inquiry, scientific or artistic, leads to findings which are,
in the nature of things, conditioned by the assumptions of the
question itself. The question that is generally put is: ‘“What 72—
this, OR that 7, Wisdom, however, would seem to lie in
to recognise that the *‘this AND that™
child, which everyone says

the ability
answer is possible. The
» is nearest to God, has this wisdom.
When asked to choose between two interesting things, say, two
different sweets held in our hands, it would say ‘I want this AND

that™. It was this semi-divine or sensitive artistic approach that
made Veena Dhanammal of fragrant memor

**Music OR Dance for Bala?”. Result: We have Music AND Dance,

a Balasarasvati of such eminence in Bharatanatya, the classical
dance counterpart of Karnatak Music or Sadir.

y resolve the question,

My Gurus, “Namakkal” Sesha Iyengar of
and Ramanuja Iyengar of Ariyakudi,
Dhanammal and shared with her the pas
suggestiveness in their music. I offer my respectful homage to them,
my additional Musical Trinity, and invoke their blessin
humble effort this morning. As the title of t
paper indicates, our study will centre around b
inter-relatedness of music and dance.
research in our traditions and treatises was stressed by me in my
paper at the 38th Conference (Vide Academy’s Journal,
XXXVI). In the next year we considered some
In a sense, today’s paper-cum-demonstration is g continuation of
the last paper, for we shall begin from where we left 4
JOY, the source of all Life and Art. From the
let us see if we are able to reach the heights o

Tirukurugudi
were great friends of
sion for refinement and

gs onmy
he demonstration
asic factors in the
The need for fundamenta]

Volume
aspects of Nada,

nanda or
s¢ humble beginningS,
f classicality,

So then, this is our first proposition viz., that both Muysjc and
Dance have their common source in Joy. Both are inextricably
intertwined twin expressions of inner Beauty. The common stem
is JOY, or Ananda, rooted in BLISS or Paramananda. It is the
dance or the spirit which is externalized as music for the ear, and
the music of the spirit as dance for the eye.
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The vital essence, Or RASA, (another nafne: fo? g:;;:dai)t
ugsests fluidity, * the elixir of hfe . Characterlst;.: .0 dub ,the
;agsgno form of its own. It takes many forms, conditioned by
changing nature of spacio-temporal norms.

inly with the
]| concern ourselves main
study today, we shal
b 'hll'e(l):trionsh?ps When I try to illustrate, please look out for
asic . . '
technique or formalism, much less for virtnosity.

isi istic experience, is
Pleasure and happiness arising out of artistic exp ,

app .

that seems to be quite basic.

Tlustrations:
Ha Ha Ha Ha ...ccooneeee
Hu Hu Hu Hu ......ccoeen

i leadin
(Incidentally, thesc two sounds are the na‘m.cs of two g
. Gandha‘rvas according to our sastraic tradition).

i i Hai Hai ..c......
Hai Hai . .
Haiya Haiya Haiya Hailya ...... as
Jai Jai Jai Jal. .........
Jaiya Jaiya Jaiya Jaiva..... ..
1. Jingles 2. Rhymes

These have rhythm and euphony. Dancing. to t?]ese songs
i ort of eurythymics, we can see the basic relationship between
inas

ic and dance at the primary level, viz., cathartic or releasing of
musi

tension.

In functional and occupational songs like the boatman’s song

and dance.
Illustration ; Folk songs. -
Thus, rhythm is the next basis of both music and dance.

and we have movement of tone in music, an:
The movement, though apparently o:thcria,
. lly spiralling inward, to our original home‘,‘ i e -r;(a h.
15 real’y *P song based on the well-known Kozhu ozhu
Here 15” 2 St‘l)ry-in this story-song it is not a mere d1.r1y ﬁy but a
Itf:::;.bee gitygoes around asking other creatures for its own name.

Rhythm flows,
of body in dance.
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Also, the calf and other creatures are more helpful and co-operative
than in the original story. They march together with a rhythmic
movement that elevates them throughout the long journey. And in
the end, the honey-bee learns not only its pame but also of his
original home. This Aimajnana or sclf-realisation triggers off a
series of self-realization in the other creatures ag well.  Aa a result,
they all dance around jumping in joy singing * Joy is our home,
infinite are our names.”
Hlustrations:

nom tom nom tom nom tom

nom tom nom tom
anandam anantam anandam

anandam anantam
Hlustration: TANAM

dance gradually takes shape
grace of phrase and accent but not
talas of Indian music.

as form. This flow-form has
a cyclic form as in contemporary

We have noted that any art experience, music and dance in
particular, is the externalization of the inner joy experiencing the
Beauty of Being and Becoming. The inner joy at its highest
is peace or Santi, [n art music it manifests itself jn the slow tempo
or Vilambakala. Tlustration ‘—Raga and  Sloka. In the next
stage what may be called the rippling joy comes out as medium
tempo or madhyamakali, and in the third stage of bubbling joy it
manifests as fast tempo or drutakala. 1t is not as if these different
degrees are water-tight compartments. In artistic experience these

intermingle with natural ease, and even take up intermediary
degrees.

The very word gait or gati
observation to make on the pattern
the singer sits and sings.  While no doubt we have heard and are
hearing some of the best music from sitting performers, 1 cannot
help feeling that standing performers, as in Harikatha, counld enter
better into the spirit of music, and, other things being equal, could
give us a music which is better than the sitting best. In other words,
if the musician ean experience his music as 3 totality of music and

implies walking. [ have an
of musical performance where
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dance, he would rise to his best, as did some of the great xrilastcrs
h ’ave us our music, such as Purandaradasa and Tyagaraja.
wno g >

In our own times we have seen the late Gopalakris%ma Bhage.1-
vatar who gave us glimpses iuto the basic elements of our music
and dance. They danced the dance of the spirit.

A word about Mime or Abhinaya. It comes ztlthhenfirEZ:
fruition, both in Dance and Song. When Dhanamfnka' anan :{(amsﬁe
spoke of dancing to the Raga-bhava, they were ma 1;1tg " li:]d e
refirement of the then current datnce ffadltlén. o gm-mam-
perfect matching of Raga-bhava gnd S.ahi:ya-bl’x,av]a, (S)ircc‘1 zsme
samanvaya. Now to the illustrations, in * free”’ classica .

jons: ts)
Ilustrations: (Excerp .
Tnvocation: Ananda-natanaprakasam; Tana-Varnam,; Kriti.

Ragam—Tanam~—Pallavi; Sloka-vritta; Kavadichindu

Tillana (Tala: “:mbaunandena. Corposer: “ Seshudasa™ alias
Tyaga-Bharati)-Mangalam.

M—24



SVATI TIRUNAL’S CONTRIBUTION TO DANCE*
Dr. V. Raghavan

There are several reasons why I should give in this Session
this morning, this programme. It is appropriate that at this year’s
Conference over which our foremost exponent of dance is presiding,
we have had several programmcs relating to this art and also its
diverse forms in other parts of the country like Orissa and Kerala.
We have had a programme on Sri Subbarama Dikshitar’s dance-
compositions and another devoted to the contributions of the
Tanjore Quartette to whom we owe the codification and presenta-
tion of the art in the present form and many of its beautiful Varnas,
the programme having been presented by their own descendants.
To the same family belonged also Sri Kandappa, the guru of the
Presideat of the Conference. The programme this morning too has
a close relation to the Tanjore Brotiers, one of whom, Vadivelu, wes
patronised by Maharaja Swati Tirunal. Swati Tirunal has a place
in the history of this art, You have heard Swati Tirunal’s music
kritis in our concerts but might not have known that of the
300 and odd compositions by the Maharajah, a substantial part,
over 80, relates to dance. The presence of Vadivelu added this
additional dimension  to the Maharajali’s
and his zest for this art. Their collaboration was most
fruitful and the Maharajah’s work is a further proof of the fact,

emphasised again and again in this Conference, namely that music
and dance are two lotuses borne on the same stalk.

creative  cfforts

One more significance of this programme on Swati Tirunal
1s that we have before us the Ija

‘ yaraja who is to preside over the
Sadas this afterncon, and some other members of the Travancore
House.

Tanjore Subba Rao, the Maharajah’s tutor first and then his
iDewan, was himself a lover of music a d dance, and was instru-
* With demonstrations bySrﬁti )

Nandini Ramani. Melam—
K. Ganesan, Ramadas and Ramiah. Padas, Javali and Sloka
by Smt. R. Vedavalli. Flute: Hariharan ; Mridangam -
Kancheepuram Ekambaram.
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mental in bringing to the Maharajah’s Cqurt famous‘ Devadasi
dancers ol those times from Tanjore, Srirangam, Tlruc.hendur
and other centres in the Tamil country. Subbia Rao wrote in one
of his letiers that there was no end to music and' dan.ce in the
palace. It is the visit and performances of the. Sadir-artistes from
Tamil Districts that were responsible, accordmg. t‘o me, for the
development of the solo performance callt?d Mohini Attam whose
origin and evolution in Kerala are otherwise obscure.

The Maharajah’s dance-compositions cover all forms qt
dance music, Chowka or Pada Varnas, Svarajatis, Padas, Javalis
and Tillanas. Most of his Chowka or Pada Varnas,' 17 of thcm,f
are in Sanskrit and his skill is to be seen not only 11.1 the use o
this medium for the expression of the moods and_ feelings of love,
but also in achieving the Svarakshara-beauties. Consequently
the texts of some of these Pada-Varnas bave not been correctly
handed down or printed. I had to put in some hard work on
the texts of two of these Sanskrit Pada' Varnas, S.a V({ma rusha
in Kamas and Dani Samajendra in Todi when His Highness of
Travancore invited the President of this Conference and. lgter he,r
.wo students, Privamvada and Nandini, to' danf:e Swati Tirunal’s
Compositions in the Navaratri Mandapam in Trxvax'xdrum. Some of
these Sanskrit Varnas have a common Dhatu with the Teluzu
Varnas of the Tanjore Quartette; for example, ‘the two that I have
just mentioned. Sa Vaima rusha in Kamas h.as 1ts Telugu ‘counte.r-
part in Sami ni rammanave ; Dani Samajendra in Todi has its
counterpart, not in Danike in the sam? Raga-the V‘arna that t1.1e
President did in her recital at this Conference, but in another in
the same Raga, Dani Sati.

We shall now take up the Varna Dasi ‘Sa;,zaﬂ"l‘{"a- The Na)/".ka-'
longing in sepuration (Virakholkaxithlfﬂ)~ 15 addres{smfg herb:ak' " 02
her pangs of suffering. *Tam suffe.rn‘ng; Lord Pa.dn;)an‘:: afl‘s no
coming. The vernal days which delight wormen are a;len LEryme
because they huve been ignored by Tord 'P“f'mfwa ]}‘?' b \e;y
night 1 am thinking of him. Tae bce.s are s.mg’lAng.;., OHH‘, € ougl 's
of the tree, bevies of cuckoos arc c.uing ng“"“‘“)f' A bt g;vz 1s
weighty word before, which abidcs m] my hef"‘ ; 1h a dk rrnaf
nabha, Lord of Lakshmi, the remover ofall su‘ffcn(ngs,t ;lSp:-a C ?
honeyed words and solt smile, nieasc make him fdvo':llra e \())\:a;drqs
me. [am lying here with my arm above as my piliow.  WhO 1s
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there to protect me but Himy

Where can Ganges go except to the
3¢a? Goto my Lord,

. s lictne
see that my heo, (' desive for realising
manifold happiness with my Lord

drawn to a close, the sun 13
bird’s separation from ity o
breeze is blowing from the §
to me that abode of excell

I have given the me
follow it. Ag it is

. i« has
reaticed.  {he niclt ba

C AL
s cioe the Koka
already on the eust, encine the Koka
mpanion,

The cootl Trugeant morning
outh,

At my dear girl, bring quickl?"
ences and taste, Lord Padmanabha.
aning of )¢ Varna to help you “')
being sung, vou can notice the Sv.rukshara
beauties which start with the beginning of the Pallavi its?lf-
A Pada Varna, s, Compured to g Kri, g mualti-spleedounred thing
which hasto he watched very closely with knowledge and atten-

tion. The build-up of the interlaged Jatis in the different naduais,
the alternating g

vara-Sahitys, passages, the repaded cendings OB

aparticular svara, of progressively increasing bars ol the svaras, the

i Ettukkada Pallavi and (he scquence of Svara an.d

ages waich 1etyrn 1y the Fttukkada  frallavi, Tatti-

Munus i each, in which the SNg, the nttam and the abhinn)./ﬂ

figure together, all theee make the Pagy Varnas unique creations in
the history of danee in any part of the world.

Now Nandiy

t Raman;j will piv
Samajcndm. as t

C o a. Dani-
€ you this Todi Varna, /4

< Of
aught by the President. K. Gapesan, son
Kandappa> will conduct, assisted by Ramadas

haran Provides e Flute ang Ka
panies on Mridangam

and Ramiah, Herl
sChipuram B ambaram accom-
(Demonstration).

Svati Tirunay
medium for cregt
Telugu ang also
near-most ne

was also g hinpuist, Although his main linguistic
Ve work wag Sanskrit, he composed in Malayalam,
in Hindustyy,, Naturally ne knew Tamil, the
gue. So fav no lamil L_-nmp{"
known.  pyy on the eve of th'?
@ Tamil Varng of his in Kalyani
K.p Sivanandary, deseendant of Vadiv: lu, the
Maharajap’s Protege, braught 1o My notice from his family manus:
cripts, Many years back, [ colfected in my own native place

. . . . < .u}l
Tiruvaryr, Some palm-leaf MUSIC Manuseripts, oyie of which was f
of Sabdas; two of thege Sab:i

— , ere

A were on Svaii Ticunal and W ’g

unknown jp Kerala ang | Publishied then, jn the Awdcmyre

Journal.'  Mygic Many i Tanjore Dystriet are ‘he’f@f
! , XV. 1944, p. 2.

learnt of
and Adi which &,

SCripts
- Joof the Musi Academ
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. j elating to
A sic material rela
ield more discoverics of music text Sri Sivanandam
likely to yxl This rare Tamil Varna, whose ) z “and is comploe
i Tirunal. . aharajah’s mudra,
Svati Tiru s the Maharaja Sahitye
e e ahitya
. veit me. has ad: ara and Sa
tas kindly gives ra-sahitya, and five Ettukkada Sv
. FL.SVAra-saiyd,
with Muttay

o) . I Ly - ] v e
Sﬂgea, 53 t Xt C»f thc l('u(.lr.l Va.‘.“:‘. 1mn rd:n]l 15 g“/cu CISCY Ilc]
Tﬂ 2

this volame.

ly 1 :hink Svati Tirunal fouched a
ereona _V e } . . ‘e are at
Coming to Paa‘as-: pe reative work in his Padus. Them}din u
N rajain 50 far known, 50 in Malayiz “
Manaxdjd ; s in TelugU. Of the 32 Ragas
. lam, 11 in Sanskrit and 51 o Purvakambhoji, Male.
fanipravalam, das, seven are rare ones: o Navareon. e
4+ ada 3 - . P n FA A TR
sed for o™ P“l Ghanta, Dvijavantl, Gdl”‘_l aeiOht Rogas ending
asri, Saindhavl, sual Ragamalika-Pada in b:ut this Varna is
nade also 2 Ionghd“;’h' An interesting fact 1oord Venkateswara
i updid. is on '
~ith Blbha.s ot Blugpu counterpart of this tion and having Afir
that there 15?_’{% for the Chittasvara P;qéas of the Maharaiah
supplying 5&«'{‘5\3}adaﬂa;nakriya. ArzOn;%'hi (‘Nﬂambari), Valapu tala
in the place 0 Kalakan ) and
in the plx pown are ; ssahasamuly (Saveri) an
which are better k aritapam (Surati), Il:t«.sa:‘:lrs e
. 3 { 3 R
{Athana), Al 5’(’1; a]jrhe jnvitation In recen’ty1 | Tovandium has
Aliveni (Kuranj)- ratri Mandapam rec;) adas of the Maharaja,
here to tig Na;’taunity to learn morcheaﬂrld last evening, etc.
. , o A . ou he
provided an ;p};ukﬁi (Ahiri) which y
. nimd
tike Fantin

gh water‘-mark’ in )
ast 66 padas of the

d
es of Jayadeva an

: das, there are eChO. d Sadhu jane

In the Sanskrit Pa "mvritﬂ”” (Surati) an o Jee

n te . ndita Nayika,

a), both depictm{; Kg:mto VIII of the Gita

tavasayam (Athﬁﬂf t’]"c Ashfapadlz 1:" with expression close to
[¢] + e av r . , P

N S of one 1 aht Ke il in I\a}y“nl’

xmpreS Yzhi Madnava Y Enfu muma Sadanatti s had
Govinda me places. 10 her erring lover whether he ha

4 1n some {1 :

) astically t of his other
ded jady asks SR L T her own for tha idivire
the offend? s, mIstas i Pada indendu vocchidivira,
¢ {0 4 WIONg house, Telusu Suratt ra w in the reciial
come is after the 1¢€18e hich you saw Inti
is is after g pora, WhCH YO v hoth anilite
lady. Th!s. iihi gadwie, P2 ])il ’Squrit pieces Virtotkonilita
il b viiat S In the Sab ing the most common
aladant o eso being the
day before yestei(h::qs oocur mainly, these beng
‘ jra Nayiias o
- andlle..‘
and Khan

Ones.

Kshetrajpa. Viditam

here. N
Ainly

re Nayika-type called Duui-
ra

, ' ont
padas depicts the o messenget girl who wen

Onc of the betrayed by

ita, ong
sambhogavanchlm.
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[Vor. xuv
to bring the incorrigible Nayaka but succumbed to hig advances,

a type which Amaruka and following him a fow Sanskrit pocets
have depicted. A Tamil Pada on this theme is the one in Saveri

Unnait toodanippinen ennadi nudandadu viladu  wraippai sakhiye.
‘1 sent you as my messenger, what is it that actually happened,
tell the truth’.  You saw this in the President’s demonstration on
the 28th morning. Now, following more closely the Sanskrit
verse ‘Svasah kim, tvaritagamad®, on this Nayika type, Svatj
in Poorvakambodi. Atanta,
Secing the different patent marks of mishehaviour on the maid’s
limbs, the Nayika usks and tiye matd gives her cvasive replies but
is finally caught:

Tirunal has a Manipravala pada

(1) My friend, O you most lovable one,
Why has your face perspired so much?

By the heat of the Sun.

Ah! Why have your deautiful eyes become aly the

more red ?

Your lover uttered all sorts of things

and I
became angry on your behalf,

Young ludy! vour dark tresses are gli
glacyl y

Why?  Well, a breeze has been blowing all wicny the
way.

Gishevelled,

(4) How has the Kumkum puaste been rubbed o110
By drawing over my upper garment often

(5)

Your whole body is emaciated ©

Ah! 1 went up and down tohim many times for you.

(6) Well, all that you sayis true. Listen, is not this

bite-mark on your lip that of the Jovable Sri Padiva.

nabha who has had some happy time with you?

For the poetic charm, we may cite the Sur
Viraha-tapam in  which the Nayaka add
lover describes here his mind as

arrows of the hunter Cupid, now caught in the dark thickets of the
beloved's heavy tresses, now climbing the mountains of hey high
breasts and falling down and so on,

ati Pada  #ignqyi
resses the Nayikg. Tle
4 poor deer now hit by the

Nandini Ramani will now give one Telugu Pada of Svati
Tirunal and one Malayalam or Manipravala Pada,

First Valapu.
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. It is a lady’s plaint, addrCSse'd to the fiz:k:}.,
AR the effects of this love 7 Is it prf)per for my
e end'?retl is? My girl ! Padmanabha, bcauufuthke o
Lo lmli rldD(.)f Love, has ignored me now. roixnati
fowerarrone )ﬁ believed that he was very compass.1d .
young Coys lI\};;vl:eart is completely overpowered by Cupid,
towards me.

Juck has turned out like this.

V i]‘ a It S. ‘)y Sri
nn €4 111 v l“ T
S . R- v

Hariharan on the flute.

d Pada is Ja[ajaband}zumiln‘z in Sttrgti.(j.Ht.:[r]C illstz
T ey addresses the Sakhi. *“The sun is dipping o
the separated lady?; n breeze is up. Alas, my friend, Iam e
the sca. The sout el my mind. It is difficult to tell you -h(:jw.
longer able to contro f love. Dclusion is overtaking my mmh:
intcnse are MMy p.a.?to’isnf The brecze from the ﬂo‘wcr-i‘?rden, the
wa :‘r.nbs ;{ctrj;:fné:incrcase my suffering, O friend!
warblings 9. e PEEe

ajah’s Javalis
il now nresent an example of the Ma?)a:;]a habha Wh)’l
¢ sitall nOW DF i . adma
WL' JBe,’zusf in which the lady aslfs Fore slation given.}
the one 17 k:;Z‘% to her. [Text was recited and tran
, . <peaki .
he is not spea

i i 2 Sanskrit verse of the
i Il close with a ‘ ‘
emomtration "1 a, in which the
Thc’ ld a prayer addressed to Lord Padmanabha, 1bh bich the
. arat: , I3 .
Matarai Kalyani, Mohana, Saranga, and Sankz.zra
4 names - : caning.
Rai:l lnljmworked in through Slesha or double meaning
skilfully

‘ ing about whom is auspicious
et Lor'crix; t:; ::,“;rz’hesat:?:;lforlds, He whose. be}aiwty 1:(8)
and dcstroys t?lefstl jating to the eyes of all t.he C_iopm, eh:vb
the one thing infatt ) d"the helpless elephant 1n fright, caug - y
quickly Cm‘:nc and Sak:§se arms are long like the serpents afl’ormng
he ‘§°§0d1; es,r?gi::’a may that Lord Kesava protect you all”.
the body o ,

all on this New Year’s
;i Padmanabha bless you

May Lord Sri

Day !
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acharya, Kakinada

Music 4 the language of the heart,
Natyam that is Considered g be
among the others ip 4 neh as gt g Loth Drisya and Sravya
combined, Perfect ¢ Proceeds from the heart which involves
£motions 4pq the beam g asseciated wigy them.  And yet the
brain o¢g; place than (e heartin (he aris. In Nrityam
activity or he Story or nistory of the human beings
in the past ig feprosented, tnacted, featured ot made (rue as
if it were tuking place at the cuzreny tme. g jg cilied Bharatam
as itg Progenitor is (1o Sags Bharata, Bharatam i« also the combi-
nation of Bhava, Raga, Tarm, Bhava is the theme or the story in
(iguring in the SO with ¢he Ragas wi is explained
and maintajneq by gesticulations in kecping with the rhythm or
Talam, The gesticulationg are of the eyes, face, neck, hands in
Mudras, [imb, and o body whije the legs move

ASTS DATS of the
With the rthythm of the Talam. 1p Hastabhinayam the Mudras for
been Bystematised from (pe earliest

objects or subjects hag

times, Nundikeswma’s work on (his *“ Abhinaya Darpanam »
is welj Known. Other formys eiart  from the  101h century
in Andhry Desa were Prcnkan;:, Prcrann,, Kundah‘, Dhamali,
tigse were held as

Chedya, Hallisaka, Tandava and Lasyy and
vogue from

W is Tauryatrikam and
the complete and perfect art

1Pics a lowe;
the event or the

08¢ meaniny

the Des;j. Later Kuravanji and Yakshagann came inta
the 13th century,

The dances had been done (o the S0ngs of Bhalyj portrayed
through Sringary. The PUIpose js g, mnculcate the Nava Ragas
in the mipgs of  the audisnce, So the Artists gqnd poets of
high  tajen¢ WIote  songg 4 the  mataria) far the dances
like Padams, Tarangams, Varnams, Swarajatis, Tillanas,
Javalis ang the  dunce dramag like Yakshaganas having
stories from Ma/zab/zaramm, Ramayanam and Bhagavatam,

So we have a vag; Material for the dances since nine centuries and
more and we haye to collect referenc

°8 about thejr composers
and artists since the Lime,
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: i hra Desa
t references to the dance-artists o Anticir place
TO g::nfronted with the difficulty of traml')int with regard
one 15 ¢ ince they are si
. isition of the art si ] : et the data
ime a-nd o ork or bjography. It is not pOSSl-blc ;o gast Andhra
to their :fe’ztists in remote or secluded parts in ; e avi Suring the
. r
2bout ]t ?ea which extended to Tanjore and Maﬁ;xn only some
cultu;{a ad Maratha Kings' periods. So I men
Nayak an
artists from the 12th century.

. . f

eaks of two varieties o

1210-1247 A. D.) sp i which may be

Sarngaf;:ioia Dharmi and the Natya Dham}l; ;’]V(hlgance!are
NatyamhasFolk and the Classical varieties. Theh 0belong to the
. cus expositions without training, and t eysimph: purpose
?c(i)'maslil:oand forest-tribes. They emanate fort:e purpose being

iva tinct on .
. : ind and become ex illin
in the simple }llr";f-man or the forest-dweller dances for lg(lidlesi
fulfilled. Tfhi n:arrying a girl, for sacrifices befo]rc t}:lfl gso o
o ammals,e ciler wrath and for death ;)r funerfil'heaFolk have
to appea . : in the dances.

. d exhilaration i : i Pilupu
There is ecstacy ZI;nceS such as Vennula Padas, Polxgan}iu]]abis
songs or ﬂ:'e]; Suvvali, Gobbipatalu, Sobhanas,
for harvesting,

and Mangalams.

d
based on the balance
ivilisation improved the dances ised. There
As civ thattl’]‘;nbolgpwere regularised and SY;te:n at;:ie(tjl;rowiﬂg
) a
m.ovementsl (;ced be[]dS, leapS and jumps on the lce ’ba]anced with
will be balan many ways. The hands were also
of the legs in

symmetry and poses of the whole body.

:—As the bill-man improved and h':i;ms"azgz
Naadiarn in association with the surroun .gd o
faculty - increased lIt]hert: came into existence systemamiie and
the life about k'llm,h masked dances with Siva on oneISI -
trained dances hk“her ;fhe male dressed as a fema el,<p. z;};”
rarvati_on the glt ) ‘Satyabhama or Gopi. towz.ird.s. .rrlls 50
the part of Ra 1_3; nd thought displayed in the lml.tatlo . "
There were thus skil aaces or behaviour of the ammals.\:'is
aiso the trends Orlilfe Prenkana, Kundali and other ;afle:vaS‘
imitated in ‘NatYam;avana Harischandra, Nala and .ot ;;Lha-
e im:attl:rr:)u(;; a stor); depicted or enacted as in
improve

ganas or dance dramas.
M-—25
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Specially in dances, imitation and adaptability play an impot-
tant part, yet family-tradition and tutorship (gurukulam) are even
more important. Heredity can be won ovey by a genius and hence
by such process, the Kuchipudi, the Kathakali, the Melattur
Bhagavata Mela Nataka, the Manipuri, the Odissj, the Garbha or
Rasalila of Gujarat and all such have developed and come into
existence. The Devadasi community kept up the tradition of

Natyam baving got it from the celestials Rambha, Menaka, and
Urvasi. ’ ’

Thus great masters like Kshetrayya, Narg

hendra and Merattur Venkataram yana Tirtha, Sidd-

a Sastry had develo iet
] ed variet
of dances and composed songs for them in new stylespSiddhelnd,re:
is said to have been a disciple of Narayana Tirth.a- he finall
settled  in  Kuchipudi in Krishna District , el
“Parijatam > in which Satyabhamg as the.
important part and hence It is also called

‘ 13 Bl . Ry ’s
This dance-drama had been wel] e Kalapam”.

appreciated p
folk and the learned. So also Kshetrayya co“]po); dbgfb the
Padams for dance-vaticties in conformity it thc y smgar;;
¢ thecry o

Rasas. The Bhavas, Anubhavas and Vyabhichari-bhay;

depicted in them. They are the importan¢ material ;Ms have. been
The Yakshagana and Bharata Natyam are moré o e(;)Y At?hmaya.
for entertainment. They are also for inculeatis Rucanof\ than
heart and not for merc sight-secing, A& Rasas in the

He composed
heroine has an

We shall now proceed to deal with g,
writers and their contribution to dance. 7| j,
. . . ave saj
there is meagre information about the artists Szlndd above. that
them till the time of the Nayak Kings beqween 1565 1 lczfétaxls of
0 1675,

¢ Andhra arijgts and

1250-1567 A.D.

Palkuriki Somanatha : He lived during 1257
Sarngadeva. He describes some varicties of dan
vogue in his time in his Panditaradhyq Caritg 1

1323 just after
¢ that were iy

Jaya Senapati: He was the brather-in-1aw and the

der-in-chief of the Kakatiya king Ganapati. He wroge " c‘ogmm-
o . € ** Nritta-

1. See pp. 20-28 Introduction,
Nrttaratnavali.

Dr. Raghavan’srednv of
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ratnavali” which has been recently edited by Dr. Raghavan.: He
learnt Natyam from one Gundayamatya. He mentions the Gondalj
and several other forms of Desi Nritta®.

King Ganapatideva: In the 13th century the Kakatiya
kings were versed in music and dance. Jaya says in his
work that it was written at the instance of king Ganapatj
who was an adept in the art. The King’s daughter Rudramba was
versatile in Natya and offered garlands to two Nartakis to dance in
her newly built temple at Malakpuram in Guntur dist. There
was one Manchala Devi in the court oi Prataparudra Deva.
She was a grand-daughter of Mudrasani, a talented dancer.

Tandava Krishnacharya: He was born in the Tamil Nadu
between 1150-1230 A.D. He lost his eye-signt and became a
sannyasi (saint) and Bhakta. He toured many places and came to
Simhachalam in Vizag district in Andhra Desa, and adored god
Varaha Lakshmi Narasimha, when he got his eye-sight and
became a poet in Telugu. He came across Pathakamuru
Bhagavatar during his travel and learnt Natyam from him.
He sang Telugu songs on God Varaha Narasimha and danced
to them before Him in ecstasy. It is said that the god also
danced to the songs. He was then called Tandava Krishnamacharya.
He is said to have composed four lakhs of Kirtanams and
a variety of songs including Vachanas or Churnikas. Un-
fortunately only a few of them are available now in some
places and in Tanjore Library. He was later patronised by
Prataparudra, the Kakatiya King. His dance Vachanas are in
Khbanda, Tisra and Misra rhythms and in simple Ragabhava.

On the fall of the Kakatiya dynasty in the 14th century the
Andhra country was divided into four principalities of Konda-
vidu, Rachakonda, Korukonda and Vijayanagara.

2) Yerra-Pragada was a great poet patronised by Prolaya
Vema Reddi, the Kondavidu King. He wrote ¢ Uttara
Harivamsam > in which he said of Gondali Nrityam that in it

1. Madras Govt. Oriental Library, 1965,

2. See Introduetion to the above where all these dance-forms
are described.



ance, the dancer did p

ushpanjali with
for offering them

o the audience in

() Anaveny Redd; ;
and Ponpj as dancers jp his

““ Vasant

arajiyam » apd from
that o satisly Lakym

adevi, hig wife, who

. he wrote the work. Lakuma
Malamb, attached (o Bhavanarayana,

Q) During the reign ofAmmiraju Il of Vengi dynasty flourj-
shed Chamkamba, a Jain Nartak;,
(6) Durip

g the pyje of
versatile dancip

8 Womap,

7) Tikkanpg Somayaji tHe wag the fam
Telugy Mahabharatam. We leary fr
that four Varieties of
and Tandavalasyam, were
1350 A.D, in Andhra Desa.

Gunikg Vi_iayaditya Chelayyy was a

‘ , Prerana, Kundali
In g time between 1250-

() Srinathg Kayi .

kin of
honoured by (pe king of Kondayig, andgother ll)(?s;ssasnuihw::
Immidi Praudpa Deva of 1423—1446 A.D, inga Bhupaia of
Rachakonda kingdom, learn from pjq Works some more
varieties over and above th na, Prerana, Dand,.
Kundali, namely Dhamalj, Chela, Kandyg
dances. He mentions Mandali~Bhraman

(9) Potana: He is the famoyg pPoet who
in Telugu noted for ijts Bhaktj,

dances in this work. His description of Raga N;yaescr;p;;or?:h;;
with the gopis is graphic.. In the description of andal, and
Tribhangi Nrityams there js the mentjop, of Charjg and foOtwOrk
under Suchi etc, and of Hasta—Mudras llke 4,
Kartarimukha, Kapittha, Katakamukha,

achandn-ka
. Padmakosa and Patak,
This shows his knowledge of Nrityam.

He waq a

a,

Wrote tke
There are g

(10)  Annamacharya :—He wag Kirtanacyy a

durijg
1510 A.D. He sang thousands of songs,

& 1424.
Padag of Bha 24

]

dmavati as the
.. the hero and Pa
] . od Srinivasa as : d by the dance-
Sringara hr?demegrogtic pieces are being Easd(l:(e)mpgsed kirtanas
heroine. . d grandson ha

. . His sons an 3 ndson, sang
s even no:lv Venkatesvara. Chinnanna, the firabonkcvw, in
addressing " dance amd Abhinaya like Y,e,reed “ Yetuvanti
Padams for agI; “Bhama singarinchuka * an
Gowlipantu raga,

) in Kedaragowla.
rajeekame” in K

la:—He was the king of“R’accll'laI;lo;r;daé
(11) Singa Bhupala: on “sangitaratnakarflm an o
e wwrote @ COmmentar‘?,Rasamavasudhakaram ’.. In ‘the corl o
eriginal work fm dran(;:nce-recital that took place 1ndb;1rsstcoo:d .from
o heddesmul:ienstaicc with Natyam as can be un
had goed acq

his works.

i rs

ihara’ inister Vidya-
dance. The first king Harikara’s mi
i d dance.
of music an

W i ic.
anya wrote a rork in mus
ranya w

‘ a Harivamsam
hana Somanna :(—He wrote ‘gltrtl:r Prorans. Kofata
(12) Nacha some descriptions of" Prenb Bl’;kkaraya the 204
in which we have s. He was patronised by
i Nrityams.
and Goﬂda]l

. . Immidi
ruler. inatha :—He lived during kmg“sangita_
a .
(13). Catumm[s{(;d:nD He wrote a commentary on
3 - e . .
Devaraya’s tim

i haratacarya.
' He had the title Abhinava B
ratnakara”.

aster of
:—He was a dance m
. a: . ty
idhara or Narayan ijayanagaram dynas
(14). Laks}m'wli;ishna Devaraya of Xlsjaiaitagsuryoda)’am"’
the daughter of Sn 1545 A.D. He wrote ‘“Sang

. in 1510- "
and lived in

k on music and dance. ' ing this time. Yaksha-
awor ere prominent during Kuravanjis. The

Kuravanji dances e‘:}e a development of thiing festivities of
gana dance-dramas ;Vlk dance at first. _Fuaﬂd forest places,
Kuravanji was a rOSrisa”am and the hl;ynce in ecstasy before
gods in Ahobilam o sed to come out and ;he Kuravanjis were
some forest-dwellers ll;e alms from them. Then Yakshaganas
the pilgrims to get Sfoed with tuges and th°“?°s'and Purapas for the
gradually sgsten:litelsfu“ themes in the epics
were evolved on

cholarly.
iation of both the folk and the s
appreciatio
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(15). A)v’yalaraju

Ramudbhadyg Kavi :—He
vanji dance,

mentions K rg-

The first phase of Yakshaganas was Jakkuyly Pitaly
Jakkulas were a clagg of dancers. They developed
Nrityam. Yaksha IS a modifieq form of j
is a tadbhavam of the word, The
pure dance-varieties

is featured in them in the classical style,

more inviting, instructive and edyc
They were both folk and classica].
in them.

and dances,
¢ Kuravanjj
akka which in fact

Yakshaguny had Impressive
Prevalent in e times. The abhinayym
The thkshuganas were
ational thyy the Kuravunjis.

They hug an elemeny of humoyr
Even great poets wrote Yakshaganag,
The following auty
16th century or prior to

can be mentioned

Ofs and arjggy ol

Y;zkshag
the Nayak Kings of

s upto the
il

anjore and Mudura,

0).  Kandukyr;

Rudrakqyi . ~H¢
Rudrakavi gag

he belorged to
“Sug,rivavijayam”

15 dso Caiteq
the Loldsri
in whout 1575 A D, atribhinaya
Yakshaganam », is the oldest ‘(al\s}t::g:;nnm available
Therz are Darye, Ela, /\rdhacandrika, Dvi;
Triputa, and Jharpa talag,

Kamsalj
Caste. He gy ng

a8 Ikap

row,
ada songs ip Eka,
N Kankai l’ap:zru_ju:«Hc w
Prabandhas, He wige « Garng
“ Vishnut Maya Vilisam .
He wrote Darus, Elag Cha
are Desi songs,

a8 on €minent com

“calam “Nilae
the old Mmaste

ndrika, Churnijk

poser of
alam »
I~Dieces of Y
4, and Sopp

and
akshaganas.
anam which

Nayak ang Malmrashtra Rujerg
(1567 to 1850 A.D)

battle the Vijayanagar dynasty was
split up and the Nayaks ruled a¢ Tanjore and Madura. Along
with the Kings Andhra, poets, ' Musicians apq
dancers migrated thither, Period of the Nayak
Kings Yakshaganam became Prominent. Narayana Tirtha’s
“ Taranga Tandavy Dances 7, Kshclrajna’s Pada dances and Natya-
bhinayas Sprang up. Kuchipyg; and Melatty, types
into Prominence,

After Talaikota

also came
(18).  Govinda Diksh

Ha . —He was
tappa Nayaka, 1561-1614

2 minj
A.D, and o

ster of Achyy.-
f his g

on Raghunatha,
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Prs. 111v] ¢

. ise on
He wrote ** Sangita Sudha ™ a‘Sz.lnskrilttratI;e’a,t‘l:;iCh
et i R atha himself wrote “Valmfkl-carl . whien
e Raghugl m in which he has a dlal?gue ori varistics
e beeon mbha and Urvasi, the celestial danccral.asyam
o momion of oo Rarl?c:ties of Jakkani, Prerana. Tan.davKaranas,
o Ko Of'four v'an vogue at the time, Charxs,b , men:
Shanghm M;:da]am under Nrityam have al.so e
Sthandaké?l])’tl?:ii numbers as in Bharata’s Naiya Sastra.
tioned wi

:— He was a

g 1637-1673 A. D. : :
ing  Vijayaraghava, 16. to his credit

(19) King es’Ja):‘d dance-artist too. He ha;la(;n-carmam,
patron  of dan.ckas- i. Kaliya-mardanam, ii. Pra He was a
Yakshagana Natdam ;lnd iv. Raghunathabhyudayam.
iii. Putanaharan
Bhakta of Mannardeva.

Y 13 Mannaru-
i a wrote the
(20)  His  mistress Rang(l]lli’””l“ng Vijayaraghava as the
L d s . wit] ] ¢
. »” Yakshaganam im. There were
Jua Vilasam Yoqu and got it enacted before hlkm o Yarain
her w . . he ¢ apa N -
Java @ o holarly Nartakis in his court. T formances by this
skilful and sc replaced by bahu-patra per fousishon
ganas have bfepzdakarta and dance-artist Kshetrayya
time. The grea
in his court too.

-ayya :—He was a Brahmin and scvlv1;)sla1;)0:2

(21) Kshetia_ﬂ [;a and in Sringara Rasa.‘ He s borm
Telugu  and Nrm./ahr;a District and spent hls.young s
in Muva in the KnSG ala there and got by His gracc] Siema
in the temple. °f c;i)e toured many places of Ray.a aa“ur
e e wdya'k nda and Golkonda, and then Tm:: ose({
tike Pamidi,. Penuz Madura in Tamil Nadu. He1 coNa;;aka'
o Sl ot S _‘m a Bhavas with his god Gopala fas t-};d aka.
T o S."mgar‘ and some may not be.qthute dxgzg iI_] And
et ol and tyf)etion is of Kaisiki vritti, soft, olv:idgdown
iract Sty"lfeh Z;'nl(’lolf(ifv characteristic Nayikat-avastrl}}gzsszhavas v
e lankara Sastra. : are
?n e worksd ;)l?roﬁ;iasthznihAosen Rasas in j;o“é’.lzit:tjit:]?:e

delineate . i t -
zubelzsure and rhythm, ‘Thz);srterzm"‘rlf;da e %o do'tu“JE;::Z
e o Alaﬂkf"i Lin Abhinaya. Tf.e .Srmgalrlz;na N
o represent?(tz:zta mandiramu vedalcn”  in ti\]/iopadams
oy ] ) N:)?ig;lgvao:t the bhava in full. So also are
difficult to
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like *“ Aligithe bhaagyamay ** « Ayyayyo Vegataayenee » in Nadana-

makriya, “« Intlkl Raani » and ¢ Chepatlu kaavachunaa »oin
Bilahari.

During his sojourn in Tamil Nady he sang P
Viraraghava at Tiryvallur €.8. *“Saamiki sar; evvar
raja in Kanchi e.g, « Naamanasy vantidi >’ op Tillai Govinda in
Chidambaram e.g. “ [ddarik; sari valapulu o, Adivarahaswami
€. g. ‘““Andagaada veekuvaleera , o Sri Venkatesvara aswamj
e.8. ‘*Indukemiseethu na, kopame » and 5o op o
of his patron-kings Vijayaraghava of Tanjore e.g .
denu”, Tirumala Nayaka of Mady T
His Padams number about
has mentioned Tupakula Venkata

adams on gods
€”, on Varada-

He sang
“ Dentaravi-
'8 and Golakonda Nawab.
to himself. He
ndi Li ““Emani suddulu *,

i Linga and :

patrons. they too may be his

22y Ramadas (1673-86 A.D ): He|j .

. ) tved d ;
*" Tanisha Nawab ™ of Golkonda, His Kirtanag sunlgm:r% t:lhe e ot
in his life include the prison-tie from yyirg ;. Was relione gtk
grace of his God Sri Rama, The sop felieved by the
all sorts of people and €ven today the Da
Sar,

lamp on brass-stand Singing as wyg d o e around a

in Bhakti of Rama.

(23) Ghanam Seeniah :—H¢ was t .
King of Madurai during 1659-16g A.lg_mlgftzzgfiokkanatha,
with Mannaru Ranga signature, beginning with “ISI our Padal.n’f
in Darbar, ¢ Magavaadu valachi » in Nilambari.' ‘;;gaVaadam
paru raalanuraa” in Kuranji ang ’ lvadeekshaa

o Vaarevaro [P
bharanam. The third is sung by many, In Sankara-

(24) Madhuravani, Sitalakshmi, SaSl'rekha
Rupavati, these were versatile Nartaki ’
Tanjore and Madurai.

M. adanalekham,

S during Nayaka Kings of

(25) Tirumala Kavi:—He was 3 court"dancer
1 . of .
natha and composed the Yakshaganas « Citrakuta Cokka

. N acalg
mayam” and ‘“ Cokkadevarayavilasam »*, about 1675 AD Mahat.

(26)  Narayana Tirtha' :—He lived betweep 1

675~]745
His name is said to have been Govinda b, A.D.

fi
— TR PeRoMe he beoqrmg
1. Oa him, see booklet by Dr. Raghavan. T

P1s. l-lV] CONTRIBUTION OF THE TELUGU REGION TO DANCE 201

a Sannyasin. He belonged to Antarvedi at the confluence
of Vasistha Godavari and the sea. But some say he was
from Karz Village near Guntur. It is said he married a girl in
Vedadri on the bank of the Krishna river, and that to reach
the bride’s house, he jumped into the river. But God Narasimha
appeared before him and saved him on the promise. of his becoming
a Sannyasi. Thus he became a Sannyasi and is said to have toured
many holy places with pain in his abd.omex} gnd came to
Varahapuram (Varahur) near Tanjore where his pain disappeared by
the grace of god Varahasvami. So he settled himse'lf Fhere. Qne
day god Krishna appeared before him 'anq at His 'mstructxons
he sang “ Sri Krishna Leela Tarangini ”. in San.skrlt. He eve‘n
danced to his songs in ecstasy of Bhakti as evidenced by his
‘“ Bala Gopala ’ Tarangam with dance sabdas and. “Konagoolu”
as suited to Tandavam. The Tarangas are mostly in At_a, .Jham;.)a
and Triputa talas to suit dances. He had many disciples in
both Andhra and Tamil Nadu. There ar.e descendfints of his
disciples even today as proficient danc?,r.s in Addanki, Tangutu‘r,
Bala Kurapalli, Devarakonda, Pammidipadu, Takel!apadu' in
the present Ongole district, in Melattur and Nallur in Tanjore

dist., and in many other places.

(27) Siddhendra:—He lived during 1690-1720 A.D. He was ,*,
a disciple of Narayana Tirtha and danced to his Tarangams. QOng -

o
day during his dances God Krishna appeared and asked h}in';
to sing his Parijatam episode. So he wrote Parijata-apaharana{n:’}
in the Yakshaganam mode, which he enacted in various plaws 3

of Andhra Desa and came to Kuchipudi Yvhere he gave lessons Qxl .
the enacting of his work to the brahmins who were versed in.

older traditions of dance.

His Parijatam story was attracti&te to these scholars
in the village, in as much as. the Nf:tyam ha?\”bi‘?z mc;re
systematised and regularised in Padi andM ;ala ;? h9r
Abhinaya and classical Charis, Karanas and Man aasullnd is
Yakshagana Natakam than that they were before. PSo“a n;(e tho or
system of Natyam had been developed s.mce the banjat.a a da 12
which Satyabhama is depicted as Nayika, had leenl’Lntn‘)‘ ;;Z
and appreciated there. There are o,l’her _pl;iy}? :ts)oenle:acted ’
kreedalu, Gollakalapam, Dadivesham whic af tered : ;heu};
the Kuchipudi Dance experts. Kalapam was foste y

M—26
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as it expo .

pounds Jnana and Vairagya to the people. It is

difficult to depict
the Sastraic the
. . m p ;
in Sanskrit and the sastras. es unless the actor is a scholar

2 .
who (m?)ratcgpala Krishna Sastri:—He was a Velanati Brahmin
grated to Melattur in Tanjore district. He sang *“Rukmani-

ka]yanam ”, ‘ Gour'k I
open. tkalyanam ”, and had them performed in the

krish(jz)sa:frelmgr Venkatarama Sastri :-He was the son of Gopala-
father’s pur Y.N ¢ was an a'dept in the Tarangam dances of his
chandra ’% arl:d “:Z)l’ﬁﬂ; ,T irtha. He has to his credit ** Haris
Chelukulu®, a varieta df plays. He sang and danced to * Taluku
dance “Cht d y ol song called Chindu intended for folk

» indulu Throkkutaly » Composed in the wake of Kavadi

(:Ill]lduv 1[3 was pat[OIllSCd by I\dallal‘ll as w

(30) Sonti Venkatasubbayyq .
Narayana Ti ya:—He was
SaintyTyag::;};a alntd was the father of Venkataramana, the guru of
— formmated.b h_ls s.axd that the dance-items for Bi)ar tg;\l tya
to a piece Pada)in M the order Alaripu, Sabdam Aa:)::' o
Charis Ka;anas and o of song of Sringara Bravam ’ 'maya'm
’ soon. and Nrityam in

also a disciple of

(?:l) Cherukuri  Raghavachay .-y
Charitam” in about 1690 A.D ded}c )
in Ghati "
O atikachalam. The‘story is known to aJ H

ac anas, Ardhacandrika, Daru, Dwipad - Here there are Elas,
Triputa talas mostly as suited to the demcesa OnES set o Jhampa,

wr :
Ote  ““Vipranarayana

at
ed to god Narasimha Swami

(32) Guduru Venkatadesi
Caritram” Yakshaganam in whi
varieties are found.

Kavi .-
i:-He CoOmposed

ch Dhavalas, Suvvali “Balarama-
, a

nd Sobhana

(33) vaarakavi Ramakrishna Kavi.—_ g
Sankara Vijayam” and it is a dialogUe. b ® Wrote ‘Bhayani

(34) Purajala Lakshmi  Narayana Kavi .
story, Abhinaya and dances of Siddhendra’s « Parl': The theme
T I e 'Jatapaha ’:

1. See Dr. V. Raghavan’s article on tthse fanam

this Journal, XVIL. 1946. pp. 149-56, " Svarajari_ in
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in which Satyabhama is in love with her spouse Krishna was
much popular due to instructive sayings from the scriptural texts,
which figured in it so much that many later poets had written on
the same theme but in their own original mode and style.
So the poet from Palakondain Srikakulam dist. wrote ‘“Parijatam”,
in about 1798 A.D. There are the usual Vachanas, Darus,
Dhavalas, and Sobhanas for dances. The ladies of Devadasi
caste in that dist. have performed this dance as drama since.

(35) Chengalvaraya Kavi: He also wrote ‘ Parijatam”,
« Gollakatha ”, * Yerukala Katha ”_ in his own way.

(36) Challa Narayana Kavi: He was from Ongole dist. and
wrote the ¢ Parijata Katha" natakam in about 1920 in his

unique way.
(37) Subbalinga Kavi: He composed * Kuchelopakhyanam ”,

(38) Narasimha Kavi: He wrote ¢ Dharmangada Charitram "

(39) dnanta  Dasu: He wrote * Kuchelopakhyanam”

Natakam ”.
(40) Rama Kavi: Author of “Yerukala Katha ™.
(41) Radanda Samakavi © He also composed < Yerukala
Katha” and * Nala Charitram ”,
| (42) Ramaraju of Pattadurti: He wrote the * Jalakridalu "'.
(43) Lingam Venkataraya Kavi: He wrote « Ranganatha
Vilasam.
(44) Suryakavi:
45) Rangacharyulu::
(46) Seshacala Dasu:

He wrote ‘¢ Venkateswara Vilasam .
He wrote ‘¢ Sasirekha Parinayam ™.
He composed ¢ Samudra Mathanam ™.

(47) Tirumala Kavi: He wrote ¢ Geeta Raghunandanam ",

We know from the kavyam «Rajagopala Vilasam” by
Rangarajamma that ) Komalavalli did Jakkani Nrityam, (ii)
Champakam epacted « Bhama Kalapam™”, (iii) Sasirekha danced
¢« Nava Padas” (new OF nine padas), (iv) Ratnagiri danced Turu
Padams and (v) Bhagirathi did Prerani Nrityam.

I shall mention some reputed artists during the time of the
Maharashtra Kings between 1674-1850 A.D. The Maharashtra
Kings though not Telugus and not accustomed to this dance-art, yet



204 THE JOURNAL OF THE MADRAS MUSIC ACADEMY [VOL. XLV

they learnt the language and the art and patronised the poets and
the artists in their courts.

(48) Ekoji: Evun the first ruler Ekoji 1674-85 is said to

have written in Telugu the Yakshaganas *“ Draupadi Kalyanam"”
and ‘ Rati Kalyanam °.

(49) Shahaji: He is the next ruler 1685-1710 A.D. and wrote
*“Pallaki Seva Prabandham* on god Tyagaraja in Tiruvarur and
got it enacted by giving lands to the artists.

(50) Pratapasimha (1749-1765) : He was like Bhoja for the

artists of his time. Eminent Pada-composers and Natya experts
flourished in his court.

The above authors and dancers were of Yakshagana Natya,
Now we shall see those of the Melattur tradition, the Bhagavata

tradition as promulgated by Narayana Tirtha and his disciples
Venkatarama Sastry and others.

(51) Tulajaji : He was the son of Prata
associated with the Bilahari Ata tala Varnam
dance too. Giriraja Kavi, the grand-father
the court of this king and sang ¢
many dance songs.
his credit.

pasimha and had been
which was intended for
of Tyagaraja, was in
Raja Mohana Kuravanji » with

He has ““Raja Kanya Parinayam » ajso to

(52) Virabhadrayya: With profound knowledge  of
Natyam both in theory and practice he wrote Ata tala Varnam in
Sankarabharanam beginning with

! “Vanajaakshirg »
his patron Pratapasimha raja as the Nayaka. There js also
in Surati on Pratapasimha which wag danced before him. The Padams

beginning with ** Akkaroo ipudindu  iq Darbar, Lajana, Neevi-
raham ” in Janjhuti, ‘‘ Aligikoodithe »* in Nilambarj are assiged to
Virabhadrayya though they have the signature of s
Venkatesa”. “‘Alella Havella” in Nadanamak
krishna Signature. ‘* Taruni Ninnu Joochi’

extolling
a Padam

is in prajge of goddess.
(53) Sri Tyagaraja: The great Tyagaraja ha
credit, “Nowka Charitram ™ and * Prahlada Bha

these are now being produced.

§ also g his
ktl Vijayam ”;

During the period, the names of the Padakarqg

in Various
places are not known. They were from Gattupayj,

Jattupayy,
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iri , Sivaramapuram, and Yenangi.
e soc;:::naili:’ I:;tko;:?ltion their names, mudras or
T'hese danccf;rt’he names of their native places and gods there. There
S adan ith the signature of Parimala Ranga, Mannar Ranga
. Padams'WRlan a who are deities and are the Nayakas or. ycrocs,
a?dtlln{easiyui:ces ?ull of Sringara Bhavam. There is fertility of
o

imagination, melody and rhythm as suited to the Abhinaya and
1 s

Nritya in the pieces. _—
ivari have the signature *‘Kailasa
Jattupallivari Padas '  sig Kailas i
('54) “Thalzchu kunti Taalajaala”™ 1n K.uranp, Vanita
;Sl o » in Sriraga, ¢ Ayyayyo marupade” in Ghanta raga.
alapu , _
The composer may have been a Saiva.

(55) Inukondavars Padam: Neeveyoodithe ” is in Regupti
n

 his time.
hich is rare now. It must have been popular in his tim
ragam whic

The Nayika addresses directly the Nayaka ‘¢ Kasturi Ranga
in the Padam ** Indendu Vaccithiraa ”.

i Padams are perhaps for the folk as

; m-var i )
(56) Sivaramapura « Poodamaa paaripoodaamaa” in

like
we learn from them ke 4 o
Dhanyasi, Yemerugudu ”’ 10 Kambhoji Ragz.a.. | | |
So also the Padams of Sobhanagiri-vari ** Cheliya ni

(57) So a

. » « Nelatho .
mtakaaya ; i
pondu Chi avaram of Cudappa Dist., begin

ioning Boll .
(58) Padams mentioning + and are ia Ahiri and Mukhari

with * Moosamaye ”, * Jallimatalu .
ragas and are addressed to the Nayaka. o

59) Yuvaranga:—He was the ruler of Udegarpz :13(:1 ar,range
i C Tulajaji’s time, 1763-1788 A.D. He w M acss
e eonte test the abilities of his court-artists. w.a :
dance-contests ‘0‘ ts to get his appreciation. The Pad:ams.begmnm.g
o Ch thetta' r’t’lsisn Sobhana, ‘¢ Vennela” in Bhairavi bear his
with ¢ Chepatti

. : allavi itself.
signature in the Anuaii:—_He belonged to Kavetinagaram in
(60) Sarangap as a great composer of Padas, eqyal to
Chittore  dist. He v:)ld thin-leaved edition of his Padas which are
Kshetrayya. I have 'anClaSSica]’ ii. folk, and iii. slang. Humour, fun
under tl.1ree headls.(, l.his compositions. The ﬁr'st are of classxc@
and m"tNhay[::irS and their Bhavas. The 2nd is of Loka-dharmi,
Sringara
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having mild or eccentric Sringara with colloquial Telugu and the
3rd is of low Sringara with frank sex expressions. In the first type
of Padas are “Thelasineea” in Huseni, “ Moosapovuduroo ™ in
Punnagavarali.  “ Ichchina mamchidee ” is sung in Darbar
and not in Dhanyasi as given. Those of the folk class are
‘““ Aggithrinaallamta”’, « Thalliki salaam **, ** Thiruvallore payana
of mamtivi”. In the third class, of those with slang words we have
*“ Maddi swaroopama ” in Surati and Ekatalam. He had mentioned

some places like Kanchi, Tiruvalluru, Cudappa, Chittore, Maila-
puri, Banavaram.

In the edition there are four “Yana padamulu™. ‘Yana' is
a printer’s mistake for “ Veny " and the signature should be

* Venugopala® and not “*Yanagopala® and so they are Padas
of no other than Sarangapani.

Authors of Pada Varnas :—The other variety ot songs for dances
and Abhinayam are Pada Varnas having Svara-Tana-Murchanas
in the Ata talam. The Sahitya is as in Padas with Sringara
bhava towards god as the Nayaka. The Svara-tana‘chittas at the
end of Anupallavi and the short Charanam of one Avartam in
general, have Pada-sahityam in rhythmic setting suited to the

Svaras. They are specially sung for dances. The earliest
composer of these was :

(61) Adiappayya :—He flourisheq under

King Pratapasimha
his “ Viriboni™ is a Padavarnam and not Tanay P '

arnam.

(62) Govindasamiayya :—He lived i
1730-1750 A.D. 'His 'mas(erly Pada Varnam jg « sarigoodani’’ in
Mohana raga. It is said that he composed apg taught this varnam
with Nrityam to the daughter of hj

$ Datron ryjer a ;
danced by her to regain the favour nd got it

of her for
! getful hyg
the ruler of Venkatagiri, and thus made the discip]e rejoinb;?ri'

The Padam is a difficult one. He had Composeq Some more j
Kedaragowla and Natakuranji Ragas. ¢ I

n Karvetinagaram during

(63) Pallavi Gopalayya :—He lived durip
and composed Pada Varnas in Todi,
« Vanajakshi’® in Kalyani raga.

W 7881833 Ay,
Kanakangi n. and

Javalis :—The otlier materiul or variety of co

i Mpositig
Javalis. They can be said to be small Padamg wit n3 are

h shory pa"“i'
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Anupallavi and a few charanams with Sahityam and mostly fitting
to Nrityam in tempo. The Abhinaya will be in quick tempo.

The famous composers of Javalis are: (64) Talavana Patta-
bhiramaiah, (65) Karuru Dakshina.mgorty, (66) Dharma-
puri Subbarayar, and (67) Poochi (Srlmva-sa)llycngar. They
lived at the end of the 19th century and begmnmg.of the 20th
century. In the Javalis, it is generally seen that direct address
to the Nayika by the Nayakas is a feature .of the theme of the
Sringara Bhava instead of Vipralambha as m.Padas. We h?ve
thus ¢ Kopametulara™, in Kedaragowla 01. !’itt?bhxram.alah
Javali, ¢ Sarasamuladetanduku samayaku kad‘l(’i,l in Kapi of
Poochi Iyengar, and ‘“ Emandune muddubalamani’ by Dharmapuri

Subbarayar.
1850-1950 A.D.

Poets and Yakshagana composers we_rc few in this 'pcriod
owing to the lack of patronage of the R'ajas whose dynastlcs.}fad
declined. The artists had been keeping up only the tradition
and heritage of the past Vaggeyakaras. In some respects even
this is seen fast declining in the 20th century. And yet there
are a few writers of dance-dramas up to 1920 A.D.

(68) Gokulapati Kumaranatha Kavi: e wrote “Mrityun-
jaya Vilasam” Yakshaganam and it was performed in many

places of Vizag dist.

(69) Deedala Sankarayya: He is from Sigidi village in Sri-
kakulam dist. and was famous for acting Satyabhama’s role in the
“ Parijatam" dance-drama. It is called * Bhag?vat:_am ” in this
districjt Its style is a bit different from that of Kuchipudi. The songs
are of high pitch in Vileena Talam.

(70) Vempati Venkata Narayana of Kuchipudi: He was an
adept in Hastabhinaya-mudras and danced half a ccntufy ba}ck
when he was already over 60 years of jdgc. Even then his actmg
the role of Bhama was very attractive as he.appeared as if
he was a girl in teens. He displayed sastralf: dances and
did hastabhinayam with mudras as per Abhinaya .Darpc‘ma
to every word of the Sahitya or the tFxt. 'I h‘z‘:\d seen his actmE
the part of Satyabhama of Kuchipudi Bhamakalapam
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which  was enjoyable. His

. . depiction of : .
(pig tail) of Satyabhama, he twisted hair

' placing it out of the curtain while
he himself was behind it, was unique. He purchased for me

"A;)hmaya Darpapam " of Nandikeswara and taught me some
2;;;1;::?1{ helived for 3 months at Pentapadu, my father’s
he P; d.b'. e did Dasavatara karanas very dexterously and showed

ndibandhams of the postures for some time putting the

auidence un i
der a spell. Another unique performance of his was

Dadima Vesham j Ly .
Devaki, 1.¢. mid-wife’s part at the birth of Srikrishna to

a story of Kuchipudi, which 1 have not seen since.

7
l n Venkatanarayana : He used to say that the late
amented Vedantam learnt Hastabhinaya from him and was his

desciple. He was an adept j P
: pt in Kuch Nri
ganam, ipudi Nrityam and Yaksha-

(73) Chinta Venkataramayya -
. . yya: He was an ad . ..
Kuchipudi Natyam as open-air performance ang iﬁ:rggudeglctmg
ced some

technique-variations of story-telling |
gin V )
places, for pleasing the audience, achana or Champu in

(74) Bhagavatula Visaya :

He disp)]
and ¢ Gollakalapam * very dextero q

usly and ing¢r
Apart from the scholarly males i
there were the Devadasi lady artistg who hagd
and Alankara Sastras and depicted dance-dramg : _lcarnt Sanskrit
manner. They also did Bharata Natyam ang Abhi 1D a very learped
mudras delighting even scholarly audiencesua)—’;m With hagta-
interpret correctly the Nayikas and Bhavas of K hey yused to
Among them were : Shetrayya paggs.

‘Bhama Kalapam’
uctively,

(75) Chinta Veera Bhadram, (76) Champ

sundari, (77) Cheyyuru Sarada, (78) Nayud‘;’r:, BaIatripum_
(79) Bobbili Jeevaratnam. They were a)) "°taric: @ Rajammg,

: ; . of d.
abhinaya till a few decades ago. The living artist ance and
321 (80) Yenq

a.

muri Ramachinta Ganiraju. (81) Annabatiujg Bull;
Ve"katar
atham
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who received the title ¢ Bharata Kala Prapurna’™ from the
Sangita Nataka Academy, (82) Sarada Manikyam, (83) Nettur
G. Nagamani and others.

(84) Duggirala Manikyam: She is from Mandapeta in East
Godavari Dt., She has been acting in ‘Bhamakalapam’ and
“Gollakalapam® even to the satisfaction of the scholars of

Alankara and Natya Sastras.

(85) Marampalli Pedda Venkataratnam and (86) Chinna
Venkataratnam were masterly Natya and Abhinaya artists.

(86) Chintajallu Vaidehi was learned in both Sanskrit and
Telugu and was an adept in Hasia-mudras in Abhinaya. Her
¢ Gollakalapam’ was instructive even to the learned.

(87) Another Chintujullu Chinna Venkataratnamm of Mummidi-
varam in Bast Godavari dist., was an expert artist in depicting
Satyabhama’s part in ¢ Bhamakalapam’.

(88) Kone Venkataratnam was patronised by Gangadhara
Ramarao Raja of Pithapuram in East Godavari dist., and it is said
that she displayed ‘ Bhamakalapam’ for seven nights elaborately.

(89) In the northern districts of Srikakulam and Visakhapatnam
the Bhagavatam dance drama has been in prominence and adepts
in depicting it were Kalugunta Venkayya (90). Tanikalla Sanya-
sayya  (91). Dudala Appalingam (92). Varada Narayana, (93).
Chebrolu Sanyasayya and others.

(94). Chintajallu Narasimhulu was an expert in Bharata
Natyam and could dance on the raw pots without breaking them,

(95). Kaluguntu Venkataswamy had a sonorous voice and
his Natyam was excellent. After his death, his dress as Bhama
was kept for years to be presented to the fittest and it was
given to Varada Narayana (96). Now it is presented to the
Academy.

In the Rayalaseema the Nawab of Bangapapalli patronised
the art.

(97) Challa Bharata Bhatta :—He wus the disciple of Lakshmi
Narayana and contributed to the spread of Kuchipudi dance-drama

in Rayalaseema areas.
M-—-27
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Th .
pudi an:cthcrc day.nfnc. ma'sked dances also in and about Kuchi-
99 Krisp cxpcr'ts In it like (98) Akshintalq Suryanarayana and
VY4, and (100) dmjaypa of Gaddipadu village in

Krishna dist. had p; .
. . given day-tim . .
Circar Districts, y-time performance touring the places in

Dance
performances  were also given in many places

und )
the ;‘;)‘gl;;ﬂa;n:: Bogam Melam or Natya Melam and were done by
“sie girls under mostly a lagy Nattuvanar. But they

have become de
generated .
become extinct nov. and  vulgur till at last they have

Simhzl(;}()l.o l:nd now Vempati Chinpa Satyam, (102). Korada Nara-
ave been keeping up the tradition and heritage of the

Kuchipudi dances a
- nd have carped j - .
diction and lucidity in dances, iternational fame for  their

BLENDING OF MELAKARTA RAGAS
Tumuluri Satyagopal
Ranchi

Introduction

Apart from the multitude of Janya ragas which are obtained
by the process of elimination of certain svaras andjor vakra
sancara, the existence of 5184 ragas that are obtainable by mutual
blending of Melakarta ragas has been postulated by Purvacaryas,
according to Prof. P. Sambamurthy. A synoptic treatment of studies
on the practicabilities of such blend ragas is presented in this note.

The Problem

The figure of 5184 is apparently 72 x 72 (72 being the number
of Melakarta ragas) and if this be so, by implication, two points

emerge :
(i) the usual Melakarta ragas are also, again, included
in this list
and (ii) that each raga can be blended with the remaining 71
Melakarta ragas.

The second implication, however, needs some further considera-
tions in view of the fact that *“equivalent positions™ of svaras
exist in the formulation of the system of Melakarta ragas.* And
in fact, the founder of the system, Venkatamakhi the great, allowed
due consideration for these * equivalent positions ™. Thus (i) in any
raga two svaras of same position do not occur and (ii) in the
sequential pattern viz., Arohana/Avarohana, no succeeding svara
can take a lower position than the preceding svara in upward
traverse and no succeeding svara can take a higher position than
the preceding svara in downward traverse.

Following similar procedure in the formulation of blending of
Melakarta ragas, several of the possibilities out of 5184 - or more
precisely 5112 (i.e. 5184 less 72)-would strike off resulting ip 3
much lower figure for the total number of such blend ragas.

*Viewed from this angle, it'é’ppears that the figure given for
the total number of janya ragas also needs a re-assessment,
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Total Number of Blend Ragas

Rish:::: ;h‘; d:rst raga Kanakangi with Shadja, Suddha
Suddha D,ha‘iut a Gandhora, Suddha Madhyama, Pancama,
blended With\’a]:, Sudd}'m Nishada and Shadju (higher) can be
First Chakra Blatm‘mg]’ Ganamurti  and Tanarupi only in the
done as thi : e‘?dlng V\fllh Vanaspati and Manavati cannot be
o Dhaivastmvolv'es co-existence of Suddha Nishada and Chatus-
imilar reasoé; vtvhhlch are of“‘equivalent position . Also, for a
the First Ch ’k ¢ Kanakangi raga, or for that matter any raga of
Fourth FifthaTra, cannot be blended with any of the ragas of the
these f’ ,» Tenth and Elt:\fenlh Chakras since all the ragas from
« rour Chakras contain Catusruti Rishabha which is in
equivalent position” with reference to Suddha Gandhara.

In: . . )
ties fon Ecordanco with this line of thinking, the blending possibili-
from Sr anakang‘l raga work out to: 3 in First Chakra plus 4 x 3
yama :;::'nd’ hird and Sixth Chakras, all of the Suddha Madh-
Pratimadk;;:mglus I with Salagam plus 15 from the other ragas of

series viz. the correspondin -
i i age th,
Eighth, Ninth and Twelfth Chakras, totalling tgo 3??356‘:[ Seventh

For the Ratnangi ra
g2, the number of . .
] . pye
wor.k out to 39 «nd for Ganamurti, the figure i:r:gmg e
pati, the oumber comes down to 31 again, fo]] -+ For Vanas-
Manavati and, once again, for Tanarupj the’ﬁ{;u 0"."6(’: by 39 for
re s 31,

Thus, for the six ragas of First C
h
ties will be akra, the number of possibili-

31 +39 447 + 31 + 39 4 31 .18
Applying similar considerations, for the s;
Chakra. the possibilities are, serially 39 Zcfilgas of the Seccond
totalling to 274 and for the ragas of Thir¢ » 99,59, 39, 49 and 39,

1 ¢
47, 59, 71, 47, 59 and 47, totalling to 33¢ Chakm’ the figurcs are

The cycle repeats and for the ragas o

Sixth Chakras, the figures will be 218, 274 f the Fourth,

and 213
Thus, for the first 36 ragas, of Suddh
number of possibilities adds up to:

Fifth and
Tespectively.

a

Madhyama series, the

218 + 274 + 330 + 218 + 274 4 g - 15

another 1532 for the Pratimadbyama serjeg o 355 and - this plus
7 3064, s the

total
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number of mutual blending possibilities for the 72 Melakarta

ragas.

Structural Features of Blend Ragas .
The next and perhaps more important point that should be

settled is the one regarding the structure of these ragas. Thus, for
example, if Kanakangi and Ratnangi are to be blended into a
Misra Mela « what are the sequential features of such a raga?”
is a moot question. The following proposals are worked out to

answer this question.

To blend Kanakangi with Ratnangi the Arohana is taken from
the former raga and the Avarohana from the latter. Thus the
resulting raga has a basic structure of

Shadja Suddha Rishabha Suddha Gandhara Suddha Madhyama

(sa) (Re) (Ga) (ma)
Pancama Suddha Dhaivata Suddha Nishada ~ Shadja (higher)
(pa) (da) (ni-1) (sa)
Shadja  (higher) Kaisika Nishada Suddha Dhaivata
(sa) (ni-2) (da)
Pancama Suddha Madhyama Suddha Gandhara “uddha Rishabha
(pa) (ma) (ga) (re)
Shadja
(sa)

, such a mere coupling of Arohana

and Avarohana. Several types of combinations of svaras do oocur
during the course of rendering the raga of fraolmg o composition.
For the case under reference, the necessary conS}deratxons areonly a
tew since the structure of variations around a smglo svara, namecly
Nishada, which occurs in two different forrfls, is to.be fi?ﬁneo
or in other words, how to sing the prayogas’ pa da m.da sa ni
sa’ and allied combinations, is t0 be pronounced. For th_ls purpose,
the classical example of Bhairavi raga is Fak_en a‘s the" gUI‘deln’ie and
accordingly it is proposed that while singing ‘ pa \'.a n: da’, only
the Kaisika Nishada should be used and for .sa ni sa’, only the
Suddha Nishada should be used. By COTO.”ary "i follons that for
the prayogas such as ‘ ma ni da pa’.‘ ganidapa’,Le » in all cases
where the higher Shadja is not being touched, the Nishada to be

Now, a raga is, by 00 means
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used is the Kaisika one; likewise, in all cases where the traverse
following the Nishada after *sa ni’“reni’ is again upward, the
Nishada to be used should be the Suddha Nishada.

Incorporating these features, the structure of the b

lend raga of
Kanakangi with Ratnangi will be

sa re ga ma pa da

ni da ni sa
Kaisika Suddha
Sa ni sa ni da  pa ma ga re sa
Suddha Kaisika

It may be mentioned that the blend of Ratnangi with Kana-
kangi, which is distinctly different from the

preceding blend, wi
have a structure of g blend, will
Sa re g ma pa da ni da ni sa
Suddha Kaisika
a
Kaisika Suddha ga re sa

To present the structure of one of the most complicated blends
the case of Kanakangi with Rastkapriya may be considered. Ip
this blend, the positions of svaras wil] pe . In

as follows.
‘) sa Ic as
Shatsruti
ii) sa re ga re
sa
Sudha Antara Shatsrutij
i) sa re £a ma
ga re
Suddha Suddha Prati Antara Shatsrutj "
iv) sa e ga ma pa ma
Suddha Suddha Suddha Prati Angta;ra e
v) sa re ga ma pa da
pa
| Shatsrutj
vi) Sa re ga ma Pa da i g,
pa
“ Suddha Kakalj Shatsruti
vii) sa re ga ma Pa  da nj
i sa

Suddha
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viii) sa ni sa
Suddba
ix) sa ni da ni sa

Kakali Suddha Suddha

x) sa ni da . pa
Kakali  Shatsruti
i ni da pa ma pa
R N Suddha
i ni da pa ma ga ma pa
" B Prati Suddha Suddha
Xiii) sa ni da pa ma ga re ga ma pa

Prati Antara Suddha Suddha Suddha

i € sa
i sa ni da pa ma ga r .
x) Shatsruti

Thus the structure of the raga takes the form of

sa 1] ga re ga
> Shatl;eruti Suddha Antara Suddha Suddha
da pa da
ma ga ma pa .
Prati Suddha  Suddha Shatsruti Suddha
ni da ni sa
Kakali Suddha Suddha
ni sa ni da ni da . pa
N Suddha Kakali Suddha Kakala Shatsruti
ma ga ma ga
Suzl;ha > Prati Suddha Prati Antara
re ga re sa
Suddha Antara Shatsruti

Note: Italicised svaras refer to the two base ragas under
reference.

While the blend of Rasikapriya with Kanakangi has the
following structure:

sa re sa re ga ma ga
Suddha Shatsruti Antara Suddha Antara
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ma pa da pa da ne ‘ su
Prati Suddha Shatsruti Kakali
sa ni sa ni da pu  ma pa
Kakali Suddha Suddha Prati
da pa ma ga re sa
Shatsruti Suddha Suddha Suddha

Note: Italicised svaras refer to the two base ragas under
reference.

Notation

The conventional method of ‘numbering’
position of a svara, it is feared. will not be cony
may lead to confusion with the ‘numbering’
writing compositions in the present system.
notation is being proposed.

to indicate the
enient and also
for matras when
Thus the following

Suddha Rishabha

re Chatosruti Rishabha
Te Shatsruti Rishabha
ga Suddha Gandhara
;a

Sadlarana Gandhara
ga Antara Gandhara
ma Suddha Madhyama

ma Prati Madhyama
da Suddha Dhaivata
da Chatusruti Dhajvata
da Shatsruti Dhaivata
ni Suddha Nishada

ni Kaisika Nishada

ni

Kakali Nishada
(Note: This system is followed in the

Specimen compositions
that are given here.)

Naming of the Ragas

It is proposed that a part of the name o
shall constitute the starting syllable foj]q
the raga of Avarohana in naming the bje
of Kanakangi with Ratnangi shall be

f the raga of Arohana
wed by the full name of
nd raga. Thus the blend
known as Kanakaramangi

S 217
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while the blend of Ratnangi with Kanakangi shall be known as
Ratnakanakangi and so on.

Note: This system of naming has been adopted in the speci.
men compositions that are given here.

CompSfl;;:nTyrics have been prepared and tuning has been carried
out in the 218 blend ragas that are formulated on tf)e af:ore-men-
tioned lines of thinking, covering all the blends of the .sxx Ragés
of First Chakra with other Melakarta R?gas. The lyrics are in
Telugu/Sanskrit base and the pattern is .that of conventional
Kirtanas, all in praise of Goddess Durga/Lalita/Devi.

Six of these compositions are appended for the perusal and
kind consideration of the authorities.
Conelusion

Although the possible existence of"Misre? Melas has been
quoted, so far it appears that no C().mpOSItIOHS in S;Chh'Ragastar?-
in vogue. With a view to fostering the c:fxuse of this par {)
Karnatic music, some work has been carr'xed out, a synoptic
presentation of which has been made. Provided that accepta:ce/
encouragement is forthcoming, much work can be done on these
lines of approach.

APPENDIX
Title Raga Tala
1. Sri Maheswari Kanakaratnangi Adi
2. Sri Mata yanu Ratnakanakangi Adi
3. Maha padmatavi samstha Ganahatakambari Triputa
4. Janani i jagatiki Vanaramapriya Rupaka
 Jati vi subhapantuvarali Hinajati
5. Jati vichakshanalellanu Mana p fhoiac
6. Navamela sammelana Kanakarasikapriya A framing of

5-6~5-5 matrasg

Note: The originals are in Telugu/Sanskrit base; for typing

: convenience/facility of non- Tclugu-kl_lowmg, the

versions ate presented here in Roman script, In c‘ase

of the svara-kalpana of the Kkirtanas, the following
pattern has been adopted :

M-—28
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sa —_ hrasva, i.e. one matra
saa — dirgha of two matras’ span
saa’. etc. —_ dirgha of respective number of
matras

Other conventions are those which are normally followed viz.,

the ones regarding second Kala by single underline and third
Kala by double underline etc.

In addition, the notation regarding different positions of a
svara is there which is given in the text portion.

Sri Maheswari
Lyric:
Sri Maheswari Sivamanohari
Sritajanarti haari vara subhakari
Kshema daayini kshitijaarupini
Bhoomi jaladi-bhuuta kaarini
Loka paalini lobhanaasinj
Sokamocani suprakaasini
Sri ¢ Kanaka Ratnangi’ Siddha Charani

Raga: Kanakaratnangi Tala: Adi

Sa Ie ga ma pa da ni sa

sa ni da pa ma ga ri sa

(Only the different positions of Nishada have been
specifically shown in the following composition )

Pa Paa ma gaa re saa ni ni sa ree ga maa
Sri ma he swa ri si va ma no ha ri
Pa da pa ma gaa re saa
Sri i i ma he swa reeSivama no ha ree
Pa da ni da_pa ma gaa re saa ni ni sa sa re sa
Sri i 1 i ma a he swari Sii vaa ma a
ree ga maa
no ha ri

Pa da ni daa pa paa maa ga re

sa re ga ma
Sri ta ji naa rti haa i va 3

su bha ka ri

' RAGAS 219
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Pa da ni da pa ma gaa rerc saa

Sfi i 1 1 ma a he swa a ri
ni ni sa sa re sa rec ga ga maa

er————

Si i va a maa no haa 1
Pa da ni sa ni sa nii dada paa pada ni 52

- ni ni da da pa ma ga re

Va a ra a su u bha a

Sa re ga ma

Ka a ri i
Paa ma gaa re  £aaaaa..... TICC...... saa
Sii ma he swa i ! !

As pa Paa da nii sa saa* saa ni da pa ma
Kshe ma daa ya nii ii i i i i

Pa da ni ni da da nii sa saa saa*

Ksh e e e ma a daa ya nii i

pii sa nii da pa ma

i i i i i i

Pa da ni ni da_da nii sa saa® sa ree gaa'

Kshee € ¢ ma a daa ya nii Kshi ti jaa
ga e ree sa sa
ru u u pi ni

(i) sa fec ga maa gaa ree* saa ni daa pa ma

Bhu u mi ja laa di bhu ta kaa ri ni

a ¢a rec ga maa gaa ga Ti i sa saa Ti_sa sa ni ni
Bhu u mi ja la di1 1 1 1 Bhuu u u ta

| ni ni daa da__pa pa ma

a a n 1 ni ) .
ka Sri Maheswari
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Lyric:

Raga :

Pa
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Paa pa paa pa paa maa ma maa ma maa
Lo ka paa li nii 1o bha na si nii

Paa ma gaa ri saa nii sa ree ga maa

so0 ka mo ca nii su pra kaa si nii

Paa da nii saa sa saa re gaa ga re ree

—

Ee ka maa tra ksha rai ka bha s 1 nii
Saa re ga ma gaa ree sa saa nj da pa ma
Sri ka na ka ra tnan gi si ddha cha ra ni
Sri Maheswari
(2)
Sri Maataa yanu

Sri Maataa yanu nii naamambuna
nemi vivaramulu hitamuga nindeno
Premato tanayu kshemamu gooredu
bhaaminii ruupa bhakti tama paramu
Bhaava visadamula paaramu delisina
Srividyaa guna siddhula kidiyee
Sthaavara jangama samyuta loka vj-
raavishkaaramu ¢ Ratna Kanakangj*

Ratnakanakangi Tal d
ala: Adi

sa Ie g2 ma  pa  da g sa

sa 13_1 'dﬁd pa ma ga re sa

S —

(Only the different positions of Nishada have bee
specifically shown in the following composition ) n

Paa daa nii da pa daa

paa paa da ma

Srii Maa taa ya pu nii  naa mam bu pa

gaa ma pa ma ga re sg da ni sa
nee mi vi va fa  mu Jy pi ia xilu ga

re re ga
ai in de

ma
no
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Paa daa ni sa ni ni daa paa da pa pa ma

Sri Maa ta a ya nu nii naa ma am bu na

ga ma pa ma ga ga re sa ni ni da pa pa ma ga ma

ne ¢ mi vi va ramulu hi tamuga ni in de no

Paa daa

ni sa ni ni daa paa da da ni ni da da pa ma

Sri Maa ta a yanuniinaa maa a mbu u na a

ga ma pa da ni ni da pa ma ma ga ga re re sa sa

ne e e
ni ni sa
hi i ta
Pa da
Sri Ma
Paa da
Pre ma
Paa da
Pre ma
Paa da
Pre ma
saa fa
bhaa mi
gaa ma
bhaa mi
Maa ma
Bhaa va
pii  saa

Srivi

e mii vii va a ra amuulu u
sa ni ni da da pa pa ma ma ga re ga ma
a muugaan i i n dee no o
Nii.eeeenen daa........ o - VR

a ta a a

nii sa sa sa (1) saa’ nii da pa maa
to ta na yu aa a a a aa
nii sa sa sa saa re Sa nii da ma

—
to ta na yu kshe ma mu goo re du
nii sa sa sa saa re sa saa re ga
too ta na yu kshe ma mu goo re du
gaa ree sa saa ni ni da da pa ma
nii ru pa bha kti ta ma pa ra mu
gaa rec sare gaa re sa ni da pa ma
——
nii ru paa bha kti ta ma pa ra mu

Sri Mata

ma pa da pa ma gaa ga ga re re sa sa
vi sa damu la paa ra mude li si pa

ree sa sa saa fr¢ sa re ga maa

dyaa gu na si ddbu la ki di yee
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paa da da nii sa sa saa re sa saa re ga
Sthaa va ra jan ga ma sam yu ta lo ka va
gaa maa gaa re sa saa ni ni da paa ma

raa  vi shkaa ra mu ra tna ka na kaan gi

Sri Mata
(3)
Maha Padmaatavii Samsthaa
Lyric:
Maha padmaatavii samsthaa
Mahadevi Maharajnii
Maha yojana visteerna jala
mahita kamalaalaye sadaye
Madhura rasa sraavita sumalaya
budhajanaananda poshaalaye
Vidhi Sivaacyuta vidita gunakari
adhikrita ¢ Ganahatakambari’
Raga: Ganahatakambari Tala: Triputa
sa re ga ma pa gla i sa
sa ni da pa  ma g2 re sa
( Only the different positions of Gandhara and Dhaivata
have been specifically shown in the tollowing
composition )
Pa Pa daa nii daa pa daa paa maa Pa ma gaa ree

Ma haa pa dmaa ta vii sam sthaa Ma a  haa de
saa re gaa maa maa

viin Ma haa raa jnii
Pa dan ni ni da da pa daa Pa pa ma ma
Ma haa pa a dma a ta Vii sa am ctha g

pa ina gaa

Ma a haa

Vv
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Aa

re sa saa re gaa ma pa daa

de e vii Ma haa ra a aa

ma pa, 335

jni i ii
k i daa daa a ma ma
Pa daa ni sa ni ni daa pa daa pa pa
Suddha 3 "‘_m
( ) a dmaa ta vii sa a a
Ma haa pa a a gas
sthaa
ma gaa re re saa saa re gaa
Je -
ma haa dee ee vii Ma haa
ma pa da pa _pa ma maa
ra a a a jni i i
2 2 daa
sa sa ni
i sa 1€
pa daa n
a a a dma a an

pa da pa_ pa ma maa

m stha a aa

—_ . a
ma §
e € vi 1 11

Taa ;OO
daa nii daa P2 da

Pa )
dmaa ta vil sam sthaa a
Ma fes P re $2a...0.0
aa aa
ii 2 : saa’
daa nii sa sa
Pa Pa )
j na as
00 ja
Ma haa ¥
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PP . . —
Saa sa ni daa

Ma haa yoo ja na a a aa
a

[VoL. xL1

pa ma

a

s2_ni daa pa_ma gaa ma

Ma haa yoo ja na a a aa a a

aa aa

@ e T o o T
re gaa® sa ni daa* pa ma

Ma haa yoo ja na a a aa

nii saa re ga :
Ma ha j i B 1
4 yoo ja na vi stiirna ja la

ma — " - . ¥ = s
ga 1 sa n daa pa maa p
a

ma hi
hi ta ka ma laa 1Ia yee sa

.

a a aa

a a

da nii

da yee
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4)

Jananii ii  Jagatiki

Jananii ii jagatiki nii

Caritame pramaana maayenu

Enaleni patibhaktini
enci teliya baracitivo

Danujaalini theganaarchedu
dhairyam kalgiyu janulaku

Kanuvippagu korakee gada
kashtamulanu paditivi ni-

rjana kantharambulalo
jataavalka dhaarini vai

Ninu deliyuta sukarame Sri
<yana Ramapriya’ sati

00
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ma ma

i . . . —
g T€ re sa sa ni ni daa

ma a hi i

M maa pa ma

taa ka a ma a laa

—
ga Te Sa re ga ma

la. a  yee sa

Cha Pa

Madhu ra ra sa sraa vi

ga

bu dha ja naa

Pa da ni saa sa sa ni sa

vi dhi si vaa cyu

ma ga .re S:':l ni
1 daa p
D 2 paa m
a

a dhi kri ta a

d . YN
p pa pa pa daa pa ma uq

na nda poo shaa Ia

gaa na haa
Maha Padmatavi Sa

a da a ye e e e

Maha Padmatavi Samstha

AN
o

1 Ma . ma

ga re saa ree sa ree gaa ma m
ad aa

ya

e g _g'_a ma ma
@ vi di tagu na ke ri

paa da nj

ta kam ba ri
mstha

Raga: Vanaramapriya

Pa

(Orly the diffe

Sa

sa

re

—

ga

ni da

ren

Madhyama have
the following composition).

JENE————
ma gaa ree sa I€ {’a_ g_é}

ma

—

pa

Tala : Rupaka

ps da ni sa

ma gpa Tre sa

t positiors of Gandhara and

been specifically indicated in

maa pa da ni da

pa
Ja na nii i Ja ga ti ki nii ca ri tamnu
da pa ma ga re ga ma
pra maa N2 ma @& e nu
pa ma gaa I€T€ Jare sasarerc g2 ga ma
ja na pii 101 11 jaa gaza ti ki nii
pa da ni da pa da ni sa ni da
ca 1 ta me praa maa aa na

M—29
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pa ma gaa

——————

ma a aa

ma pa daa

——

ye e nu

Pa ma ga re sa re gaa mMmaa ga re sa sa re re
——T

jaa naa nii ii it i i jaa gaa

ga ga ma ma
e ]

tii ki

pa pa da da

npi 1 1 1

pa da ni da pa da ni sa ni da

cari tamepraamaa aa na

pa maa
ma a a a ye e nu
ja a na a ni i il i i i ja a ga a ti i
kini i 11
pa da ni da pa da ni sa re sa nida
ca a ri i ta a me e praa ma a

ni sa ni ni da

da pa ma ga re ga ma

a a na a ma

Pa ma gaa ree.... ga ma ga ree.... 8ad....
Ja na nii ii ja ga ti ki..... ad.....-
Anupallavi

1) pa daa nii Séal ni

E na e nii i

pa daa nii* saa*

E pa le nii
pa daa nii* saa®

a a a ye e nu U

re sa nii da pa maa

R T T B
ga ma pa da ni da pa ma

E na le nii
pa daa nii®

L N I I

§ i ma ga
aa ni da pa ma ga re sa sa re fe

E na le nii

LI O O N A

i
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ga ga ma ma

ioii i L.
pa daa nii saa* ni da ni sa re ga ga

E pa le ni i p2 ti bha a kti i

maa ga re sa ni da ni da pa maal

en ci te li ya ba ra ci t vii

o ——

maa ga e sanii sanidaa ni da paa

Enaleni pati bhaktini en ci teeli yaaa ba a ra

da pa maa ga ma
Janani 1

ci it vi i

Charanam

c—

(i) pa paa paa’ pa pa ma ma gaa re 1€

Da nu jaa li ni te ga taarce du

(1) sa__saa fe ree cag* ni dapisare 83 B2

dha 1 ryamu kaa

lgi yuja nu 1la ku

m——————

vi 1 ppasgu ko 1o kee ga da

da ni da pa ma paa

(1) ga maa pa daa ni ni da pa maa ga re

Ka nu

(1) sarec 82 maa pa
o ==

e

ka a shtamu la nu ba di ti vi ni

(1) pa_daa nii*  saa sad’ ni da ni saa

rja na kan tha rta am bu la loo

. . M . 3 . N M
() m daa nii sa $aa re ga gaa

ja taa V@ lka dha i ni vai

. s — 5 . . — — . .
(1) ma_maa &2 oaa e re ga ga rc s nii
emmm—— T o
ni nu de Ji yu ta su ka ra me Sri
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(1) sa ree saa® ni da pa ma ga re ga ma
va na raa ma a pri ya sa ti 0 O

(1) sa re saa re sa ne sa ni da ni da_pa

va
a na ra a aa ma a aa pri i Ya

da pa ma  ga ma

sa a ot 0 0
Jananii 11

()
. Jaati Vicakshanalellanu
Lyric:

Jaati vi j

Bhgltv;cakshanalellanu jana rakshana paratanu salpinanii
o 21] -ayaa bhaavambunu bhuvivasulu teliyaka pooyirigadc
Svaatisgzamamulu vidanadl nijamunu gurtincakanirdayulai
bt a‘mu pe'ncukonucu samabhaava rabhitulaisaadhincire
o !aat}han} janulanu himsinciri tama tamahitavulakai
Mmajaatlyam layanee hitamuga ninu baadaga encanugade
! Ijl[janamulanu pooshinchuta inaakee tagunanukoni masaliri gade

aana Subha Pantuvaraali’ Mahimato 1i o

nadakalu mahidelpave

Raga: Mana Subba Pantuvarali Tala: Hiina Jati Jh
: i Jhampa

sa re ga ma pa da ni sa

M ,’ ——
sa m (".3 pa ma ga re sa
d

(Only the different iti
it positions of Gandhara, M
i , Madh
and pilalvata have been specifically indicated 'yama
following composition ) ated in the

Laghu
e of eleven (continued)
. . - —*
Pa Saa ni da paa da ni daa pa ma ga re gaa
Lty ma ma
Jaa ti vi ca ksha nal T
¢ lla nu j
matras ihampa Jona o dsha na
e e < -
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pa da pa ma gaa re re gaa

pa ra ta nu sa lpi na nii

—_—
maa ma pa paa maa gaa re sa
mae =

bhun ta da yaa bhaa vam bu 1nu

sa ni daa da ni sa re sa re

te li ya ka

bhuu vi vaa Su lu
gaa 1ma pa da n

poo i ri ga de

Anupallavi
nii da pa da ni sa 82 a 6 sa sa sa re ga garee
Nii ti ni ya mamu lu vi da na di ni ja mumu gu

cia sa sa saa re g2 gad
rtin cha ka ni rda yu lai
maa ga ga Te re saa i da pa ma pa da paa ma

gvaa ti sa yamu pen chu ko nu chu sa ma bhaa va

ga ga re gaa maa paa da ni
ra hi tu lai saa dhin ci re
pa da nii sa re sa

gvaa ti sayamu pen cu ko pu cu sa ma bhaa va ra hi

ni da pa gaa  Tee sa ni
tu lai i saa dhin ci re
_Jaati Vicakshana Lellanu

Cha paa pa paa pa da pa ma pa da pa maa gaa gaa re sa
- ——— Tt

ty la ni ma BU juu la him sin ci ri

Hii{ na jaa
sa re ga g4 ma ma pa da nmii

ta ma ta ma pi ta Vvu la kai
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daa da paa padanic&d_apaam_a Egg_an}_a_r_r_l_a

hee na jaa ya ni la ya nee hi ta muga ni nu

paa pa pa ma pa da i (El pa

baa da ga e €0 ca ru ga (e

nii da pa da ni saa Saa re sa saa ree ga ga
Maana mu la nu poo ship Cu ta maa kee tha gu

re re sa sa S8 83 re re ga ga
na nu ko ni ma sa li ri ga de

maa ga ga re fe¢ sa ni da pa ma pa da pa mga

m2a na su bha pan tyva ra a i ma hi ma to

gaa re re ga ga Ma ma pa pa da nj
i na da ka 1y ma he de e lpa ve

Jaati Vicakshana Lellanu

(6)
Navamela sammelana
Lyric:

Nava mela sammelana bhava raga poshani
Kavitaalavaala nava kala santoshani
Avinaasa bhaashaa maya haasa bhaasita mukhij
stavatosha saptottary taala puujita sakhj
Vijnaana Sampuurita vidhj vihjta gati karij
sujnaana sambhaavita suuktimuktaavaljj
Prajnaardha sammohita

Praasaa subhozaye
‘Ka’ jnata kaalaraa

tree ‘Kanaka Rasikapriye’

Raga: Kanaka Rasikapriya Tala: A Framing of

5-6-5-5 Matras
sa ie ga ma pa da i

ni sa
- - — —

ne da —
sa n1 da pa ma g‘a re sa
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Different positions of Rishabha, Gandhara, 'Mzildhyam-a ’
f)hl izata and Nishada have been specifically indicated in
a
; osition) .
the Ii;)lzowmg coﬂéfi’x Matras Five Matras Five Matrag
Five Matras

ey e = ——

“— —— ———) 4

a ga ree
Sa sa ree sa ree gaa ma ma pa pa daa pa maa g
pa a am——— ——— ———n.  S— .
la sa mme la nabhava raa ga poo sha nii
Na va me
ree
ii € gaa maa paa ma
i daa nii sa sa r aa  maa
sa ni daa pa :
. laa sam too sha nii
i vaa laanava ka
Kavi taa la o oo
pa da ni sa re re sa ni da pa
e

a a
ava'me lasa m melanabha avaa raa a ag
n

maa ga  ree
poo sha nil
pi ni sa il daa pa ma pa ree

tho o shi nii
i lavaalaa na va ka laa sam
evitenle Navamela Sammelana

Anupallavi

PP $a sa saa re saa re ga
, a nii saa re.
Sa sa saa sa ni

i ta
A vi naa sa bhaashaama yahaa sa bhaa sj

ma  maa
mu  khii

, Tha gaa g‘—a cc saa saa sa saa ni daa pa ma ga ree
pa ma gaa ’ .
too sha sa ptoo tt rataa la puuji ta sa khi

sta va 00

sta v 1 pa ni sa sa ni da paa

ta aaa la apuu uu

sm—

pa n_]; ga ree
ji ta sa khii
Navamela Sammelana
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Cha
S8.%a3 sa ree gan ma ma ga ga g7 re re ga ga

VI)Daa na sam puu ri  ta vi dhj vi hi ta ga ti

ma maa

ka rii

paa daa pa maa gaa ma pa mag g2 fee saa sa  saa

SU Jnaa na sam bhaa vi g suu kti mu ktaa va lii

Saa saa sa ni Saa sa sa saa re saa ree ga maa

Prajnaa rdha sam moo hi ta praa saa su bho da yee
Pa ma gaa ga ree re saa sa sa np da da pa pa ma ga ree

ka a jnaa ta kaa Iy faa tre ka na ka rasi ka a pri ye

Navamela Sammelana

BHARATA NATYA*

Dr. V. Raghavan

The subject Bharata Natya for which I have been put down
here, along with some other colleagues, refers obviously to that
form of Indian dance practised in the South, and called now by that
name. As the name means much more and as I happen to be among
the earliest to speak at the Seminar, I want to refer to the subject
in its larger connotation also, so that the needed background may
be provided for it among the different forms of Indian dance which
participants in this Seminar from different parts of the country will

deal with.

The form now called Bharata Natya was long known popularly
as Sadir, Nautch and Dasi-attam ; attamor adal and kiiru in
literature ; and Cinna melam and Bharatam in music and dance
circles. The name Natyarit was used both in writings and in musical
parlance. Thus when some time back after a period of disfavour
caused by the anti-Nautch crusade, the art was being brought out
again by enthusiasts and I started calling it in my writings Bharata
Natya, there was nothing very much new or incorrect. The new
name which became settled invested it with the requisite status,
which was needed in the circumstances of its revival, and served to
underline its classical moorings. The name at once established the
form in a historical continuity which went up to Mohenjodaro and
the Rgveda. An understanding of the art in such a space-time
frame.has its own value for appreciation, criticism and improvement

of the art.

In this paper, I therefore propose to speak of this larger back-
ground and the place occupied by Bharaia Natya, its distinct
characteristics as an art-form, its components and basic factors on
the technical side, the learning of this art and its display and lastly
certain critical considerations about its present state and certain
trends which are now becoming increasingly common.

*Qpening paper of the Dance Seminar held by the Sangeet

Natak Akademi, Delhi.
M-—30
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Among the finds of the Indus Valley civilisation is the figurine
of what has been generally believed to be that of a dancing girl.
In the Rgveda, it is well known, that the Nrtu or danseuse who
comes in splendid dress and disports herself offers to the Vedic
poet an apt similc for the brilliant Dawn who reveals herself before
the world.  The Epics contain numerous references to courtezans
and women dancers. The courtezans who were the repositories of
this art constituted a feature of the socicty from carliest times and
they were a normal and necessary adjunct of both palace and
temple. The Apsarasas were their heavenly counterparts.

The addition of the Apsarasas to the ancient Indian theatre
gave it, as Bharata records, the Kuisiki Vrtii, represented by
women, love, f{ine dress, delicate action, music and dance. Their
dance formed a graceful counterpart to the forceful dances called
Tandava which Siva himself bequeathed to Bharata’s pupils.
Tradition holds that as Siva promulgated Tandava, Parvati
promuigated the softer Lasva and Ablinavagupta suggests that the
more delicate and charming Kuaranas like Talapuspaputra  and
Linanitamba might be related to Parvati, Bharata’s text on drama
is also our earliest text on music and dance, for, to Bharata drama
was an integrated art of drama, music and dance. We have
therefore in Bharata’s text itself the first full treatment of what is
the oldest classical form of the type we are dealing with now, viz.,

Lasya. Tt is in the wake of the classical Lasya that the form known
as Bharata Natya developed.

In drama proper elements or cameos of Lasya eould also
appear as integral parts or motifs in the theme itself, such zs Mala-
vika’s dance in one of Kalidasa’s plays, or Malayavaii singing with
the Vina in the Nagananda. Such occurrence of Lgsya in drama is
incidertal, even as in the case of some incidental song in the story,
like Hamsapadika’s at the threshold of Act V of the Sakuntala. But
just as drama was enjoyed as a scparate art-form, this dance by a
Nati or Nartaki was also witnessed as a Scparate art-form. Itisin
that connection that Bharata describes Lasyain detaj], There are
three contexts in which Bharata speaks of it : i Ch. 111, its Nrtta-
part, involving only pure dance, without any dbhinaya, is described
in connection with the stage preliminaries called Parvaranga, Two
poinFs deserve to be noted in Bharata’s treatment here: 1. the
figuring of groups of dancers here, and 2, interesting choreographic

235
A
P1s. 1-1v] BHARATA NATY

designs and patters formed by tl?ese group.-dancers. Ail ha;/:
dealt with this in my second paper’ in the Semmgr, I anll nopreat
ing about it further here. The second cogtext in which dlar?eg
speaks about it is as a stage-performance, (n the. c.haptenl") (;evoced
to the ten varieties of drama. Here, he says 'that it is to eh an i
by a single danseuse-Ekaharya or Ekap.rayOJya'and tha.t the pz
formance comprises a series of emotuonal’ pieces Whlcl:lmayacﬁ
interlinked into a continuous theme-Ekartha or stand, e

separately, prthagartha-just as today in a ‘Bharata Natya »rec;tlal‘;
these are calléd Lasyarngas, and have been discussed by me in detai

elsewhere? but for the present purpose it is necessarydto :a:;tiz
idea of them to see their relation to the theqlt?s] ors(n) e;;r of the
items in the later and modern solo dance recitial. o farastie
over-all theme of the Lasya is co'ncerned, BEarata ‘says‘m:": inaxtively
that of the Prakaraq, he SOCfal‘ P, U/U’a’“‘-e' lan‘dgrelations
conceived by the poet, and depicting moodsAo oveTh relations
between man and woman, Stri-pum bcllzavci;]safzfj; z}:;;ens ivrith Gesn
i icti s; the La
or twelvc‘: plf:cesut::pn’]":;?cg :)k;‘etstfen(l)ighes,tra, along with th.e singers
fg:‘ffir?;htllc]l; lS‘Suf:ka ak,sara;, j.e. the rhythm-syllables, whlch.‘e:se-
i Jntext of the Tandava, Bharata calls also Nzrg tc'l-
Where d?e an ka-aksara is the ancient counterpart of our jat-ls
S o uind th.is introductory instrumentation too has its
e SOIka!!“g counterparts at the beginning of the dance. After
lat‘er.and O enl] r;Iude the Nati comes on, takes her see'lt., and
this mstrument‘a' g the ’theme of the song being the qualities of
sings & Song smmtgl;is in the second item, called Sthitapathya, a
her lover. éf‘erndereé by the Nati, still sitting, the love-theme of
Pr?krt o it somewhat more accentuated in tha? the mood,
thls_ s.ong be!;lgrome in her love-pangs and a more specific ref‘erence
depicting thef : aration. The third is Asina; the Nati has S.tl“ not
o od Sep~tur° but just depicts by her facial expression and
left h‘er seat}a po:forvlom condition; herc is mute bhavabhinaya.
physical polsePhef aeandhika, she enters on a further phase of her
]In e fg;sn;nd uif)it}f her friends by her side, imitates her lover.
ove-pa )

aprabandhas’, Sangect Natak, No. 2,

et Nrt
1. *Upartpakas and ry1966; Samskrita Ranga Annual V.

pp. 5-25, New Delhi,

-54,
19647, pp- 31-3
2. See my Bhoja’s $ragara Prakasa, 1963, pp. 574-583.



236 THE JOURNAL OF fHE MADRAS MUSIC ACADEMY [VOL. XLV

this is a common lyrical mood, to imagine oneself in the state of
the object of one’s love and loving to do all that that person does;
in another context under Sdamdnyabhinaya, the rhetoric of love calls
this Mottayita; in Puspagandhika, the Nati-Nayika puts on her
lover’s dress and speaks like him, in Sanskrit, to her lady friends.
The fifth item is the depiction of the overpowering influence of
the moon-lit nights, and the beloveds, forgetting the mistakes
of their lovers, giving themselves up to them; this is called
Pracchedaka. Trimiidhaka, the next piece, is like the fourth,
where a  music composition conveying masculine teelings is
depicted ; the composition is in Sanskrit, with soft and few words,
as would facilitate music, and in simpler metres. The seventh
is Saindhavaka in which the heroine figures as a Vipralabdha, her
lover failing to turn up at the place of tryst; the song is in Prakrt
and plaintive, arousing pity. In Dvimadhaka, the next, a happier
state of feeling is shown owing to a more auspicious turn ; there is
a clear portrayal of the Bhava and Rasa and both dance and
abhinaya. The ninth takes the Napika through a2 more joyous
mood, with the emotional interest variegated, with much dalliance,
and the composition couched in verses of strikin

g literary effect.
The tenth, Vicitrapada, re-introduces

separation and depicts the
pining heroine consoling herself and whiling away the weary time

by looking at a portrait of the lover. Some recensions add a
cleventh and some a twelfth Lasyarga also; the eleventh makes
the erring or delaying lover and the longing lady meet, exchange
unpleasant words followed by forgiveness; this s called exchange
or dialogue, Uktapratyukta, but et in 4 song; obviously this
theme is also in the meaning of the Song and no person arrives
on the stage as lover; for in the Lasya, the Nati is the sole dancer.
The twelth, the last, is full of possibilitics of emq
it is called Bhavita or Bhavika and means an i
in this the heroine had seen her lover in ad

to this vision-union, showing a variety of feelings. There is a
Tamil Pada < Niddirayil soppanattil’ in Balasaraswatj’s repertoire
which corresponds in theme to the Bhavita or Bhavika. 1 have
recited these themes of the Lasya so that You may be able to see
in them clearly the originals of the emotional themes of the
Sabdas, Varpas and Padas, and ¢ven of the Alarippu, of the
Bharata Natya recital of modern times,

tional expression;
Mmaginative vision;
feam and is reacting
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In the third description of Lasya, which o‘ccursf m.tel:: Z?k;t's
chapter, Bharata deals with it from the p?:gt o V;moum of
Prayoga or performance; he sets forr.h a .bewx_ e;mg cssible. on
details of music and Tala and thou_gh " V-w“ nOth e]dp et an ’out-
this occasion, to examine all thesg 1;1 (Z;.:)xt “;en sthoeu prfctial o
; uction of the ancien sy ’
xeu?: ::?;itl;irs(iis drawn and the members of ?he orches:ralt 11;2;\1;:3(;2
their seats, there is, as already Stéted’ pl.1r€ mstrumenta.tem is then
strings and flutes first and then with Yowe: T}le ‘nex t1he o
described in all its Tala-details. In the third, Asmi, el
description given previously, ‘is supplementted Zes - musyi;
thougfx the Nati is silently acting, th§ orches r'an phz’r oughie:
which is descriptive of the hero who is occupy! gc"r's or move-
the drum is prominent in this item and the ASl:im— eati the MNati
ments of feet or change of seated Posmo.ns. e ‘2[] altyernation -o.f
In the next occur masculine and feminine gaits, e o
voice and instrument and Aﬁgaha;-a-moveme'ms. atle;wmt:d o
end. In the fifth, there are three parts al}d it fxsthe alc;)ver o the
three ideas; the Nati sees here {11e reﬂect{on 0 t ﬂleJrr nd glee
moon-lit place, or water or mirror and 1?/—gr§a is ayCaccatPuta’
displays herself in a sportful mood ; the Ta ?k er‘;-l”aka o ti]e
variety, the verses or songs in Matr.a-v'rtfas i eﬂ t' : th; melody
melody Kaisiki-Jati. The next ilem fakes o ;n e
Gandhari-Jati and Dvikala Cacaputa-tala; mascu melen:h ot
axfd dances and manifold emotions are showﬂt hi:ret.o t?e suebdued
Saindhava. in Saindhavi dialect, the mo"f”men The Dvimadhaka

id of instrumental accompaniment. . %1€ i
and devoid o puta measure and in masculine tempo.

i \lows is in Caca
which fo . Uktapratyukta, after the heated exchanges,‘t'he
In the last 1tem peace and reconcilia-

dance should end on Prasada or a mood of
tion between the lovers.

The Lasya was given eleven of twelve angas in some recensions
e a . - . .

hich shows that what Bharata gave was indicative of dthe Ifmlture
o v
of the Lasya theme and naturally new phases and moods of love

on the same lines were thought of.

Of this Lasya, we have a continuous view 31.1 through history

SOt the, country. Literature and epigraphy, sculpture
and a 5 i i

and painting show that this art of the Nati fiourished in two
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main venues where it was patronised, the court and the temple;
In between these two, were the social and festive occasions when
this was enjoyed also by the people in domestic and public places.
The Kama Satras, the works of Kalidasa, Sudraka, Bapa and
Dandin, the Kuttanimata, the Rajatarangini, the Kathasaritsagara,
the Bhapas, all these give us a full picture of the richness, beauty,
appeal and popularity of this art. The Rajatarangini says that
King Jayapida saw, during his wanderings, a dancing girl named
Kamala in a temple in Pundbravardhana, and later married her
when he ascended the throne ; and from Jayapida’s time, starting
with his minister Udbhata, a renascence of dance-study started
and we had a' galaxy of commentators of Bharata’s work in
Kashmir, Lollata, Sanikuka, Nayaka, and the last and greatest of
them all, Abhinavagupta. There were other writers, perhaps in
other parts of India, but equally erudite, Rahula the Buddhist,
Sriharsa, the author of a Varttika on the Natya Sastra and
Kirtidhara and Bhatta Tandu, both of them great authoritics on
dance and expounders of schools other than Bharata’s.! The
production of Natya Sasira treatises at different centres where
Kings came into prominence shows the countrywide cultivation
of this art. West India played a great part in the development
of this art and in the South, the enthusiasm of the Colas surpassed
that of royal dynasties in other parts of India in patronising this
art. There is hardly a Cola temple or a Cola inscription which
does not refer to the temple dancers, some of the more dist-
inguished among them being even mentioned by name. One of
the Kings even took the title Nrtta-vinoda, which epigraphists, I
think, wrongly take as Nitya-Vinoda, ¢ ever-delighting > but whose
correct significance seems to me to be ‘one delighting in
dance’. If this part of the country has fortunately preserved this
art for modern times and is still the region most pre-occupied
with music and dance, it is due to the wonderful patronage which
the Pallavas and Colas extended to this art and which was con-
tinued successively by the Andhra Kings in Andhra

and Tamilnad
and lastly by the Maratha rulers of Tanjore.

1. See my ¢ Writers Quoted in the Abhinavabharati ®, Journal

of Oriental Research, Madras, VI-ij, 1ii, 1932, pp. 149-70,
199-223,

was prevalent and provid

' 23
v 1 ] 9

That in the North this art was widely .prevale.nt is known
from literature and epigraphy in the earlier period ; that the
Kathak dance, practised largely by malfe dancers no.w, was done
by ladies can be seen from several paintings of the Rajput, Moghul
and other schools where before a King, patron or lover, a dansefuse
dances, supported by singers and drummers, all f)f.whom ?re o :;n
women ; I have collected examples of.such miniatures Srom e
collections that I have examined in India, Europe and U.S.

Even in a cultural outpost like Assam, the Nati style of dance
ed for in temples and had even developc_:d
there some special features like somersault movementsj .al_ld in
Kerala of Krsnattam, Ramanattam and 0;_tam-tull.a1.,<Ku.tzya_t_ztal:n
and Chakyar Kittu, there developed the art of Mohiniattam on the
lines of the Tanjore Nautch.

This foregoing survey would show that on the side of solo
dance, as different from forms of dance-drama, the Bharata Natya

is the national dance-art par excellerce.

To understand the uniqueness qf t.his f'orn?, it is net;esrs?rjr,[:;

spotlight its essential features which dxstmguls.h 1t1'fro.m l(}) emd(:lced
f Bharata’s art. In a drama proper, ho_w'everldeg istically p

. finds a large amount of Lokadharmi in that different actors play
f;eedixflferent roles, talk as in the world and e'xpress ﬂ—lfmszlzsr:sl:;
in some naturalistic action. All the. four Abh'mayas, a mr}i;cre Th;
vacika (speech), angika and sﬁttvzk'a are glvend scrc;;;ic rcs,ources
progressive reduction of these COIlSt_ItUtC[ltS qr ra natio resources
increases the element of Natyadharni. Thus in a ob Of dance
drama like Kathakali where vacika, as sp}oken;(:rstutnog e)}(}pbit o thé
is dropped, there is a specific and purposive € ort 10 exploit to (he

he possibilities of angika-abhinaya of all YarletxeS.
;‘;li tstiellpihe normal aid of different actors 1 protperh coitt:m-ii::
i ifferent characters in the then?e. But when the i .
i the & gharya is automatically cut out. There is
oy reduciid(:f? c(;?ler’se, no stage property, and .a single artiste
11:0 T:l:;t‘g iaxfto the theme and its personalities by h}mself or her-
s:lsf and interpret. This throws Fhe max1m::1m;;;)ssxbclzn::;g:zt;);
the personal interpretative capacity of .th.e o in;rinSic resourcesj
here is a concentration of purely artxstlcfa y ; Tesources.
Bharata Natya or Kathak is thus the extraction and ess
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interpretati .
as opne ot;vfh:rtg:efat[n.dmn d(lr}ce, and can well be acclaimed
the nation. If ip x o C_reanons of the artistic genius of
grandeur, here in Kan;mk_ah’ Bharata lives on a scale of epic
lycic. I do mog o athak or [-f/mru{a Natya we have the exquisite
attenuation on one Iin dby this that there has not been any
two forms ; later { m«.md and aberration on the other in these
gaps and the possibil'dty w~e“ on ﬂ.m loss of tradition, growth of
rejuvenation ofcerta~l y o Cf>llat101] with other sister-forms and
its emaciated limb ‘m atrophied parts and invigoration of some of
been concéived a:} I- no.w 'refer o0ly to the way the two have
The purpose in um;( 5]-n. lhc". h_cydays, Practised and perfected,
in which praceiin er' mfmg this is tf) give the proper perspective
might see it and i erb? the aArt, and critics and admirers no less
it and in their ebuilience, blur not its contours ’

1. drew your attention first to the Lasva in

descrit asyain its ol

Now a5 1t srents . oo POk broadly of i ‘er Niworn

regions of ‘ous Jpetan the backgroun di

nefiessary tglirjs‘f’nztss; o took on certain ?catur:s (:&f}‘xig}l;reiieril:

form and co:nPOﬁent psizrscc??e‘ bCl.ter the [evolution of the later

tlmes.  One line of it h}q O- 16 Tecital in mediaeval and modera

from Kashmir o MaIW«l:sz!y"\'hwh We can clearly see takes us

Andhra sod ooy i Tr;< Savrashtra and then to Karnataka,
. 1ere may be other waves but to under-

the classical and Standardised fg

mutuaally, mostly in healthy wa Omljﬂ

ou the side of the latte .

the :ide of the former, | have devote

on two i i

o am;)t(l:xlzrssxi)rre;uous.o«?casxons including the Semina h
cal Music in thig very place'. Tpe Deﬁr e(;:m:?nt:

of dance l.S Said to [ i (<] e(l (3] h hands
18V¢ recelv d &d b ent a &
t . ) Udtc tr <atm ‘
o,_fm;r,\'_laua}fga, Vllm?SC]f, the authot Of thc Blahadd(,:'l :) tt l i fll“
- ) B ] ¢ u 115

héd frequently interacted
ading 1o much enrichment
ent and sysiematisation on
d attention to this approach

L. “The Popular and Classica) o -
pular and Classica] ; ‘ of the
' 1 Music i
Muysic Academy, Madras, XXvur 132*70 ’pgozr(;z()a l6 7 lthe
N . -6, aiso,

‘ Variety an : .
Y and Integration in the Pattern of Indjan Culture’
’

The Far Eastern Q :
uarter! .
Pp. 497-505. " USAL XV, Aug. 1956,
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text is not yet forthcoming. There are some technical terms even
in Bharata for which satisfactory explanations are not found
and which dispose one to think of a folk-origin for them. While
these would be in the realm of speculation, we have the express
evidence of later literature to show the overgrowth of the Desi
element in the field of dance.? Dance, being what it is, is naturally
less amenable than even music to the strict standard of a science
or norm being pressed on it at all times and with all types of
people who do it. Therefore the later treatises have continuously
tried to observe all the forms coming into vogue, codify them and
deal scientifically with them; they have regularly two sections in their
treatment of aspects of dance, an earlier one in which the oldest and
classical tradition is set forth and a later onc devoted to the Desi
tradition. We shall come to the Desi-sthanas, Desi-carls and
Desi-karanas later but now we shall look into the Des$i Lasyarigas.

It was the Royal polymath Bhoja of Dhara who first dealt with the

dances, as well as different aspects of music with Degi terminology,

using for these a language peculiar t0 music, called Bhandika or
Bhandira associated with Saurastra; and after Bhoja, King Somes-
vara of Kalyan gave currency to them and thereafter this termino-
logy got settled in music and dance; they were not disiodged as
time passed but further Desi terms from other regions came, and
on the same subject or for the same movements, there appeared

more than one set of terms.

We shall now see how Saragadeva and Jayappa describe
the DeS§i Lasyangas in their respective works, the Sangita
Ratngkara and  the Nrttaratnavali®. Sarngadeva  describes
Lasya only in its Desi terminology. The ten Desi Lasya angas
given by him (SR. VIL. 1206-15) are Cali, Calivada, Ladhi, Sika,
ka, Angahara, Oyara, Vihasi and Manah. Some of
some in Prakrt forms from Sanskrit
Cali is from Calana, it

Uronganpa, Dhasa
these names are in Sanskrit,
originals and some are vernacular words.
e e are vernacuiat wores, MO T TR
It is interesting to note in this connection a text called

1.
Desivritasamudra (Ocean of Des§i Dance) mentioned by
Kallix.lﬁtha in his commentary on the Sangitaratnakara
at this place (VIL. 350).

2. Edited by me with exhaustive Introduction, Notes and

Glossary of Technical terms, Madras Govt. Oriental Mss.
Library, 1964 (issued, 1968).
M--31
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is the simultaneous soft movement on the limbs in medium tempo,
in the Tryasra-gati, delicate, graceful and
in this first Degi Lasyanga tl
Alarippu; in fact,

sweet. One can recognise
i¢ precursor of the movements of
later texts speak of the first item more
specifically as Mukha-cali underlining the soft graces of the neck,
brow and eye which bring it closer to the Alarippu. The second
anga, Calivada, is the same as the first but in a quickened tempo.
Ladhi, the third element, is the delicate and graceiul lateral move-
ment of the hands and the waist. The further three asigas, Sika,
Urongana, Dhasaka, refer respectively to similar graceful move-
ments of other limbs the ears, head and arms and breasts. The
seventh element given in Sanskrit as Angahdra, refers to the bend-
ing into a bow-like curve of part of the body.

Oydra which we
Use even now in our general talk

as a movement of special grace,
means here a little lateral and downward movement of the head.
Vihasi, derived from a Sanskrit word, means the soft and subducd
smile on the countenance, which imparts a glow 1o the face.'
Tkis is part of the older concept of Muk
is the Sanskrit word for ‘mind’
the music of the dance.

ha-raga. Manch which
» refers here to absorption in

Jayappa combines with the above the
Desi terms given by other writers for another aspect of Desi Lasya

and describes al] these terms together as Lasyaiigas, thus adding
to their total number. Fere again we should note that many of
the terms are not Desi words. To noticc now the additional
ones in Jaya’s text:® Dala or Dhala, which is still found in
popular usage in the sense of the shining quality, is the extemely
delicate movement of the body comparable to the pearl-like water-
drop on a lotus-leaf shaking a little in the breeze. Lali which
is from the same root as Lalita, is the fine and delicate lateral
movement of parts of the face, in keeping with the rhythm.
Trikani is similar movement of head. Ullasa is the limbs in ease
yet subtly and quickly throbbing in accordance with the Tala.
When in between courses of dance, voice and ing
together in a unified display, it is Sukalasa.
powering of the feeling which causes a sudden
of abhinaya and dance.

truments join
Bhava is the over-
and brief suspension
Tharahara relates to the proper movement

— —_—
1. Unfortunately there is too much display of this by
Bharata Natya dancers today.

2. See my edn. referred to above, Introduction, pp. 128-134.

243
BHARATA NATYA

. i esi-karam
of the breasts and Kirv of breasts, armfs j:ld }Clcl)lesr;trf A
is showing dances of differcnt parts ?]es Nijapana, a queer
conformity to their own respective Sh}’ 1;tter ease with which
Sanskrit form, Nijavapi in Prakrt, 1s .t e ¢ llow each othet in
hand, keeping perfect lines, follow ez f the
the eyfc and Ehe C a. Dillayi is the sweet abandAon o ’
showing bhava and abhinaya. I and the dancer appearing to be
limbs w?thout los-sn?ernfa[ljiilz,‘;a;r‘Tl/lé’va”i or Tavani as Pﬁrév.adeva
soaked in the sem_‘t - t.he ability of the body fo bend without
and Othel:S read';ﬁ It movements. Gitavadyara 1s [hf? exce”eI.ICC
difficulty m‘all d.‘ Cl-lce and instrument and the perfect keepfng
of the music otd\folce Abhinaya, of course, means the showing
with them of the d?ne'd in the‘ interpretation of th'e soggs:‘?ut
of th? hasta.S com‘eam lhere when it is called 2 spe-cral Lasyariga
what i SDCCla”yd‘“C ceusc sways or lilts with the music or executej
s that when (0 arhovements and poscs of the liI'fle, th'ey _shoul
some of.the' larger rln:ion to the bhava or emotional SIgmﬁ?ance
bear an m“mat[e, ffaa is the capacity of the highly accomplished
of th song. a)on dexterously from one Laya to am;.the;;
dancer to. P> uisite softness and natural grace of the 1r;1
Komalika is the exd whirl in the Tala. Aniki is the flaw ess
when they.tukm ord Laya in pure dance. me{lhaz:ma, Whl.Ch
perfection oF Tila .an( iy ‘r}xlqusic criticism, is the imagma.tlve creative
we still use in muslf‘:[ which enlarges the limited aqugs‘ taug.ht.
capacity of the ?f ]lements properly belonging to Lisya; Ananga
Aniga is the u.seode tion of some beautif)’ing‘ element f.rom. a
is the deft intro UT 11”,0 Tandava. Vivartana is the coordmatlo_n
difrent form o T eusi\cv in .t.he execution of Kar'a;w, Bhrgmar;,
with instrumental ‘:};e cantaiising movements in which ;he d:zzc]er
Card etc. Jhanka 1 If as it were to the onlooker and su ) h)’
appears to offer hersfl_n him. Mukharasa is the harmony of the
withdraws 2s if dcc.e;“thi exigencics of thetheme Thevd is t:'f.;reyelst
facial eXPr°§Slon VYIT) Tala is the making of even .t:e 1.[1;1)1le
pillowing w‘t'h bhg\;' lkat fus appear €asy by devices I'l te Stlflolnall)'
O s opposite is Virala in which the dancer intntionally
sequence and its op}:i ces a sense of elaborateness lfl O,‘-ni oven
complicates an.d proe tti is of course the saturatlc‘m'mt [ax
the simple Jatis. R,”,fiviike Nijapana is the underlining o ;-achl
ind Bhava, Mo riate eye. Anumana is that moment 1n t::c;ct(;
hasta with .the?pforioci and instrument passes from one p
as the music 0
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another, the danseuse, with a brow lifted, ponders over the thing
to be danced. Pramapa is the accord of Gita, Vadya and Nrtta.
Langhita is the dancer negotiating the parts of the dance stage by
stage, pausing in between without however giving the impression
of break or lack of mastery; this breaking into parts is done by
mastery and not the lack of jt, Amsagati is the showing by the
danseuse, somewhat claborately, a few elements of importance or
beauty in certain situations in the dance. Susandhi is the ability
to proceed without gap when any accompanying instrument is
changed or there is a change in the dance; it isthe ability to proceed
without gap when any accompanying instrument is changed or there
is a change of Tala. Pada-pata is an excellence relating to the beat-
ings of the foot which should sound so clear, as if she is reciting
them by mouth (cf. the Tamil parlance kal pesaradu!) and while
doing this, the forepart of the body should be straight and not
show any sympathetic shakings. Gati-stha is the presence of the
laksana in full, whether the item danced belongs to Marga or Desi
or the elements concerned relate to song, instrument or dance.
Candana, the last, is the carefy] way in which the Nartaki ends an
item of dance with the Sausthava pose and stands still picturesquely
for a moment. This is not the so-called * poses” which our dancers
today try to give at the end of the pieces. I can orly call to your
mind Kalidasa’s marvellous description of Malaviks standing with
the straight and drawn-up form of the upper part of her body, after
finishing her dance on seeing which the King exclaims that her
‘ IS more captivating than her ¢ movement ’ - EAELIIE
Reaanfaatt sreag FSANTATHY |

It will be seen that these Lasyangas stand apart from those
given by Bharata. While those of Bharata are thematic and consti-
tute a regular sequence of the items of dance, the pegi Lasyangas,
almost all o them, form an essay in criticism, pointing out the
excellences which should be the aim of the danseuse to achieve.
They thus do not supplant the older butsupplement them. But
while mentioning these points of higher criticism, it might be noted
that a few of these are clearly due to some features more character-
istic of folk-dance, and would be considered to detract from the
dignity of the classical norm, if introduced therein, e.g. the move-
ments of the kati; an example of a difficylt action not so much
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resorted to in classical dance is the bow-like b'endi.ngs of fhi bOdi;
an example of concessioxn to popular tendencies is Desikara, t. ;:
older counterpart of the ‘Dances of India programmes’ popular wit

some recent artistes.

P in the Desi cection that we
It is not {"rom thfe lkllleasiha:rizss t:;g items of the Lasya dance in
can bave an idea gome idea of the themes of different forms of
mednaef/al tllfles- riod can be had from my other paper In ‘the
danc'e " thlsUpaerE akas and Nrtya-prabandhas. ln the period
'Scmlr;la'rt;n b[;forz the present programme of thel.ll(\/:ultc]i:
;:Lrl}:; lacry)s,tallised, we may get help f“"an_t;’:;araland the
5 siiali of Veda, the Sangitadarpapa of Dam f those
Lasy(_lpuspan]_ff li of Devendra to know what connoiseurs o
Sa,igm.zmukfa”’_ the solo performances of Nartakis. The Dd’l)atf'a’
days witnessed in tely very badly edited,’ sets forth towards n.s
which is unformfla ¢ Ze uence : Mukhacali, Yatinrtta, Sabdzl_cﬁh,
end the follole;gOthe?SODgs’ qu'agabha, Kvade, Gita, Cindu,
Udupa, Dhru‘Vﬂ ;Zi ota. Sabda-nrtta and so on. Some of these
Des.i-ka!!arl, d :;_rec,ital,some different forms of danc.e, e.g.,
are 1tems. of a a‘f Perani and Gondali, in some of_whxch 'not
Jhakean, BahuruP‘}’;m a male dancer figured. The items given
a female dzjncle_f, robably keep more closely to the sequence in a
mlthe M?tktlac:g; ;J)Vati - Pugparjali, Mukhacali, Suddhc;-:;act:n.’;:;-
solo recital of; ! dpa-nrita, i.e.
Rdgmiga-Yati-n,rtta,omizlé:zt'?:itsta(,)r ];‘;pakés, Divada, Sabdacali
abhinaya, of song Cirﬂ varjous Gita-prabandhas, then dances to
Sﬁqla.s‘al')gccz),nsi‘gr“egdeénite]y local,~Cindu, Daru, Dhrupad eic.
composi

iali whicli is a later and abridged for]m oist}:;

i ] a,ﬁ 4. was itself an claborate item. : w o
ancient Py gbe’nedictory significance, anfl together ;vx
invocator)f an((ii guddha.Yati-n_rita, may be §ald to have eeAn
Mukhacal 0 Melapaka or Melaprapti which the Na.t_tuvan(.zr
A 'tcrlle ¢ the end of which the Nati appeared and d”d
and orchestra di 3am o iled Alarippu. The Melapaka or Meia-
the s l\fIaut;lil;:eI have requested of our old Nattuvanar,
prapti of W

The Puspah

Mahal Library, Tanjore. I have collated
a ’

1. Sarasvati material and a critical edn. of it is still on
ms.

some more
my programme.
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Sri  Swaminatha pillai, to give a demonstration, was till
recently in practice and has been discontinued only recently.
It is common to dance-drama forms also and is current in some
form or other in other parts of the South and the North. As
you will have an idea of the details of the Me

laprapti with which
Bharata Natya beg

an, at its demonstration, I passonto the Algrippu.
The opening item displays movements of the various parts of the
face and the limbs of the body to serve
origin of the word Alari or Atari,
books, is not clear,

as an introduction. The
which I have traced in some
but has some connection, I believe, with
Puspatijali and Sabhavandana on one side and Cu/i and Mukha-
cali on the other, all of which formed the prelude to
In Alarippu there is no Raga!
the Tattakara,

a dance-recital,
and there is only the vocal recital of
Tamtita-Taittatai in a particular Tala in several
avartas, in medium and slow tempos, ending with a small Tirmana.
Variations in pace and some hymnal words may also occur, but
of these latter, there is no abhinaya®. 1In the Jatisvara, which is the
next, we see the first introduction of a musical setting, with the
notes of a Raga-for the rhythnmic sequences. Yariis an ancient name
for a Tala composition; in fact, it is the first variety of Tala-
prabandha and Jati is but a popular variaat of Yuri. Our Jatisvara
is a descendant of the Raganuga-Yatinytia of the Mukiavali. It
opens with a Tirmana in fast measure, giving a fillip to the tempo
of the recital and then, scquences of about four Svara-passages
follow, each of which is danced and is marked off by the re
of a set dance-finale which runs like a border design. The th
called Sabda, we have seen, occurs in the older texts m

previously. It is also calied Kavita or Kavitva,
older music works.

Tamilised into Kq
further Sanskrit

petition
ird item
entioned
aname met with in
It is this word Kavitva that has become
vuttuvam, and there is no need to invest it with any

dignity by hyper-Sanskritising it into Kaustubham,

e ———

1. There has been some misguide

d enthusiasm to ¢ sing ” this
item in a Riaga; luckily it 2

id not catch.

I'have explained the scheme, ratioaale ang aesthetics of the

items of a Bharata Natya recital in a special article. See
Souvenirs of the |7th Confeience of the Music Academy
Madras, 1943, in Tamil and 23rd Conference 1949, in
English.
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Kavitva is the normal form in which dance fnastelrs p;eiil']‘:;t:lg
Jatis and Solkattus and consequently.there ex1sF ;1 a;ﬁinatha iy
Kavitvas on different deities. You will hear Sri waf e
iti u at the demonstration a largf3 number ot the
e ited at Temple processions. Elsewhere 1 have
:vsrifte;?aszutr:l:e history and nature of this compqsitifon asncimk;o:;
i alled Sabda and Salamu and how 1t< orm
iilzir:IT-:;)l:Ti;ks between the Kathak and Blzaraltézalzgiya Sa:bciill;ox;v;
as Sauda and Vandamana it also crossed over to ! o.f Sada oS
d in classical Sanskrit meaps the words of p .
an 9ld w0rd ity. a hero and a king are greeted as they come in
which a el Ysre seated in court. The oldest forn.l of tl}esg is 2;
e ot 3 epithets of the hero, then a poetic des:.crlpuon )
pile of I?L.ldat(;ily ad and heart, and then a love-theme was.mtroduced;
e q.ualltlelSO ] ema‘nner even the love pieces ended with a} saluta-
b.Ut’ na tebtele been lo;g Sabda-compositions of a n.arratlve ty?e
tion. There hlaweSe arately danced and interpreted in gestures.ln
which Werelqu Slfi)ke ?hc Kacipidi. This is' said here Ato emI‘)hIzgixsz
Othe.f e onnt fact that after the introduction of the ?‘ala and Rag
Fhe kllm?i():‘t?:o diltcems here in the third, for the first time, the recital
in the first ,

] ’ . L'ne; Of

. i d respectively for
) sages, intende
shitya and thythmic pas atya, the Nrita
3;”-5:,; ‘and dance, alternate here. Both partsdof Nafyg . nov;, .
“} Nyfva, having thus been mtroduce., Wetharna which
as wer &8 ;3 ya],led the central piece of the recital, the té e
?Nhat n]wg et(; composition in which equal and .elaborz; g ﬁegged
ora ull-
lS. an ¢la e and abhinaya. The Varpa 1s a Tt
given to both danc Anupallavi and Carapa, the la
. ith a supplementary
. _contained sequence Wi ) :
i ked into a self-containe ich hang like rich
ll)’e]]rllagvzwocr:alled Ottukkadai-pallavi, from Whlf:er wi%h Sahitvas
. t four passages of Svaras foge variegaltcd
tapestries ;Pou to them, these being renderedd mtore N
n ’ .
orresponet gt d sequences of dances adde. ?S' -Sahitya
by the repea eh' portion - the Ottukkadai bh.vara aonce
this aya
dances  of hich the dance once, the abninay v
e hW lctwo together ~ with  Tatti - ,ne,tt!;"-‘:l"_l;g’
the most enthralll
;urld T‘t,}iz-muf su-adavus form one of the

composition with Pallavi,

. .
J l'lal Of. the Music Acadel?ly, MadIaS, XI .1 pp
1. ou V 943
130—4; XX- 1949, pp. 160-2-
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portions to witness in the entire recital. In the former

part also, there is a set Solfa passage of the composer Citla-svara
f_m w\h‘\ch again, there is a composed Sahitya. The m;\"\'n Xl’a\\av"\
wself is ushered in with a Tirmana in three kalas. Thus the
parts of a Varna rise tier upon tier, like g richly mou\é\ed Gopura
The. Varna is indeed the highest form of dance-composition ints
which the South Indian dancc-masters had poured their genius
and the essence of melody and rhythm, and also negrat
form with them, the element of bh}wa. 5
till recently used to take an hour
heights of this edifice.

in an integrated
The masterly dancers
and a half even to scale the

Joite o) this ¢ The Svarajati, such as the celebrated one
. . .
aga Usent, 1s not different in siructure from

itself is an old technical term in music and
prac.tlsmg and singing Ragas, and Svaras, and the Varpa as a
musical composition in Svaras and Sahitya is intended to "V one
a complete picture and mastery cf a Ra;qa. After the hi gli-setrun
petformance of the Varpa. there is a relaxation in the ]gart thagt
follows,. consisting of the Padas. In the Padus the pabhiﬂa a
part w}-nc.h had aiready been brought to prominencle’ in the Varn)a
;srsapneuah?ed in  Ina programme of three or four Padas, ql;ite’
e vgaeriott.the gamut ofhuman emotions, with all their subtleties
ations through their accessory moods and feelings, could
b? co‘vered‘ To give full scope for gesticulation, and als F ro-
VISTUO-H’ the setting of the Padas is in a slow te;npo and Oth;mlrl)igh
:;r:)ril;:a?ualjllt‘ztot t?'x:b:?'usw ad.ds to the appeal of the emotional
portr WIt.h o (has .;111.1?,\’_(1 1s specialised in these Padus, pure
; ‘ € possibilities of Nrrta, is spe
plece, the Tillana. Like the Sabda, t
link ; but it seems the composition
the common classical tradition.
the Tillana, as a composition,

Varpa. Varna
applies to a way of

cialised in the next
he Tillana is a north-south
as such has older roots in
In a specific Raga and Tala,

leaves off words b
- comp , but t
syllables used in Alapa and those heard on the Tzclizsflsdyalzc

If we examine the i
classical Prabandha it
that of its six 1 . -composition, we would see
" of its six limbs, Svara, Biruda, Pada Tenaka, Pgta and Tala
e pen itg i ’
penultimate one, Para, is that part of the con’npo'sition whicl;

is fitted with the thythmic syllables of the instruments. Later

specialised compositions ar i
ose taking each i
o of these six limbs as

1. T have wi i in
witnessed in the thirties recitals in which two

Varpas were done.
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the basis, and the one based on Pata would just be what a
Tillana is.

Dance-Tillanas, as different from those good for song-concerts,
have their importance in the Tala and the scope which they give,
as in Pallavi-singing, for rhythmic (Laya) variations; it is this
possibility which argues for a special place for Tillana in the

recital, as the piece in which the beauty of pure dance could be
brought out fully and the dancer can show her grip over Laya.
In a Jatisvara, the lines are fixed and the dances proceed in a set
manner, to certain movements. In a Tillana, as the variations of
the Tala unfold, there is some elbow room for the dancer or master
to introduce varied movements including some improvisations,
if we may call them so. At the end of the Tillana, which again
takes upwards the tempo of the dance, it was till recently the
practice to sing in pure alapa some Sanskrit verses where again,
as in Padas, the artiste can show pure abhinaya and her under-
standing of the psychology and rthetoric of love and the art of
emotional interpretation. The Amarusataka, one of the Sanskrit
classics containing lyrics noteworthy for minjature-like portrayal
of a love-mood in each of its verses and which was one of the
precursors of the music literature of Padas portraying Nayiki-
Nayaka-bhava, used to be handled, and next to it, a verse {rom
the Krspakarpamrtd describing Krsna’s sports, and or other

stray verses depicting the nine Rasas etc.

f the dance programme would show the artistic
plan behind the sequence of items. It is understood that this
sequence settled itself about two centuries ago when, at Tapjore, the
four great dance-teachers, the pupils of the great musician and
composer Muttusvami Diksitar flourished - Chinniah, Ponniah,
Vadivelu and Sivanandam whose direct descendants are still with
us witnessirg all this new revived interest in their precious heritage.
The one result which you can see from the historicel side of this

paper is that the Lasya-programme had undergone change. While
ive activity, mere change, due to

none can oOppose new creatl Ys
insufficient understanding of the traditional patterns, cannot

lead to hcalthy progress. The transposition of cer.tain itéms of
the recital according to one’s fancy or to suit exigencies like dress.
change called for by miscellaneous pieces and dances newly added,

M—32

This account 0
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may not appeal to those of knowledge. Similarly, the attempt to
short-circuit the process of fresh original creative activity by using
new types of song - a Tanavarna or a Kirtuna of the Trinity-cannot
be commended. These songs were there when the great dance-masters
were moulding and setting the standards for this art; if they did
not prefer these, we should think well before we take them up.
The Padas cannot bz substituted by other kinds of songs; the
speciality of songs intended for Abhinaya lies in the scope they
give for emotional elaboration, richness of feeling and certain
artistry and correctness in the depiction and unfolding of the
sentiment and i(s phases in accordance with the character-type.
Songs full of words, names of persons and places and things those
whose meaning is of informative nature and not of emotional
quality, are not to be sclected. Even in emotion
depicting moods of love, have, in the nature of things, to
predominate. The poet should have composed in such a way
that in a given Sthayi-bhava or its aspect, the interpreter should

have scope to bring on the variations of Seficgri-bhavas and
Anubhavas.

al picces, those

Having dealt with the programme
tic sigmificance, [ want to speak now a
texts, we have the dances described u
Caris, Karunas, Angaharay,

and its rationale and aesthe-
bout actual dancing. In older
nder the heads of Sthanas,
postures, Jeg movements, hand-leg
ing them and compositions or sequences
or more such poses and movements.

poses and movements involy
made up of a series of two
While from descriptions in

It would appear when we read the old texis 1)
new world but a closer scrutiny would reveal t
details have changed, the basic concepts and

same. Today we start with the Adavus
Tirmana. In an Adavu, we have a p '
foot unit, a particular kind of beating of the floor an
further movement of the hand-foot unit,

point at which the hand-foot unit
or different

at today we are in a
hat while names and
approach remain the
and pass to Korvais and
articular placement of the hand-
d a particular
till it reaches a second
a4 new pose and a further
These units are woven into
I sequences. Technically these

takes on
ﬂoor-beating occurs,
patterns and these patterns into farge
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are not differeat from the Sthana-Cari-Mandala-Karana-Angahara
chain. The Sangitamuktavali says:

qafy wOEAE: ¢ 9 TesA SIEEL: |
21 s fRdgern anfsR=goT: |

The word Adavu is Telugu and is from A'(.lu or Atu a_r;d re‘ijrs
to the foot strikiné the floor, i.e. Pada-tadana. Taat 1h;s:e£’.l;) a;;au';:
nas ot Adavus were classified and 'named and remembe nCienyt reum
onic patterns of rhythm-syllables 1s.knowz? {rc;rp vde'rgez;em Comem.
The Jati-syllables occur in Bharata’s text 1[5&1‘ inh 1’ ent con have.
In the Ramakara, as supplemented by Kallinat S,S iame’ e have
elaborate treatment of Pada-tadanas, and .therfe tt;(:K()hala’s ir'eat_
or Pada-kustana has been used whf:n settmg. for Kohala’s trear
ment of thi.s.subject, as part of Car.zs.‘ ‘Con]nni ?e_chqpter O,f e
have king Tulaja of Tanjore spejakmg, in 2tne 4 ;,‘ “gm\, of his
Sangitasamayasare brought to light by m.e,ﬂmnru _}‘tfct Wi;h on s
subject; Tulaja described each type of c?orécoou.m oL ilh it old
Sanskrit name and its popular name‘currentSmI:hu ‘
circles, in a Telugu-cum-Tamil terminology. §:

is Tattadavu
ada Kuttana ttad
Satin?lit ada is Kuttadavu
I; a§ ap ’ is Nittittattadavu
tPagsv '

is ¢ Dhi-ti-tai” adavu
with Salaya-k-kai.
is Kudiccu~ezhumbaradu

Padaparéva

Utplutyotthana ' ¢

S r}:tadya-pﬁrspi-kut,tana is Tatti-mettadavu

P $ana is Anukkara adavu

Mrdusparss (Taddhithai-Taddhitta-ta)
is Simira adavu (Thai-ya-

Karsana

Thai).

a which is quoted at length by

: : Hed hal
1. The text ascribed to Ko See S. R. VIL under

Kallinatha calls these Madhupas.
1027, Kallinatha’s commentary.

2 See Madras Music Academy edn.,
pp. xxiv-xlvi

3. Ibid. pp. xxxvi-xl.

Pascat-Kutrana also comes T
is seen in the second varlety o

4 and one behind is beaten,

1942, my Introduction,

mes under this. An example of this
-ti-tai where the legs

get twinee
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Karsana-pida is Kadagakkal (Thai-
Thai-Thai Thai)
Svastika is Taiti-k-Kattaradu
Saranagati is Parikkara adavu

Tulaja gives the Sollus also for cach of these.,

Among the Blramaris, Tulaja gives the following equations:

Suddhanga —

Sittangu
Akufcitapadika -~ bndi-k-kattaradu
Ekapadika - Vidikkal
Nipatya-prasaritapada —  Vizhundu Visi
Cakra —  Cakkaraccutiu
Motita —e

Mandi-yadavu

I need not go into the sub-divisions ol these, nor the poses
coming in these, as these are going to bz demonstrated, and how-
ever much one described, onc cannot give as vivid a picture as
actual demonstration can.'  But I want to Stress a few points in
respect of practising these Adavus and doing them in the finished
recital, which T consider important in view of certain kinds of
made-easy mathods followed now, blurring or altering the lines
and shapes of some ol these. Firstly when the learning of the
Adavus themselves start and the young student begins -+ Taiya-
Tai’, he or she should lower the body somewhat a( the hip, i.e.
‘sit’ a little and practise; also the feet should be turned to the
sides with the two heels touching each other at their back; and
the hands should rest at waist with the back of the bent wrist.
It is not easy to practise steppings in this pose, but it is absolutely
essential. One cannot make #his easy by standing up straight
and with feet in natural front-facing position,
see in all the dance sculptures at Chidambaram, indeed in Temples
all over the country, the danseuse in this lowered position of the
body - this Mandala in which the feet form a rhombus as it were,
- but the texts also insist on the student observing this. The
Sanskrit text Nrttaratnavali calls this Kharvata and mentions
twelve inches for this lowsring ; the Tamil text of Aramvalattanar

Not only do you

1. For a detailed treatment of these Ada
the book “Bharata Nitya®
saraswati may be seen,

vus with illustrations,
written by me and Bala-
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says that if you measure the dis‘tance from the ;ose t(l)( the
navel and measure the inside distance between t etwso r;(ee.s
bent in Mandala, the two should be e.qual. Anoth]er antS. :‘t
text calls this'Tuziga-namra. If this bas? 1s not .c.orrzct y“i::; lihe
and achieved all the further A(_I\;aust w1ltlh:eb;';:act)ef .the hen the
hed with Pataka-hasta, ' .
}r]nail:i(ciijea;zcjttr;:ac;]m should keep certain positxons,t atli]onc;f :2:2};
again are apt to be forgotten. In tI}e dt':['non? ;a pe which
Balasarasvati will conduct with her pupil Pnyam'\“a tah, ese and
will be practically shown agd you w1d'ﬁ en \ eWhiCh
to appreciate the emphasis I lay upon this andfthhe Ja:izet?;se hich
their non-observance would make. In oneho dt an icties of the
seventh Adavu, when the hand tgo;:rsl ?:ger te\io A
Witthda' fgsﬁjssz(:x:fldrizzzszzna full an(,l fine swerve over(-ihe.ad
I\jv?ttexo;t bending or appearing to be‘broken at the Clbo,:v o;ou(l);;:i
ter swerve, not rising much .abov.e the s
PR it should be observed that in this Adavu thgre
o SeC‘?ﬂqIY,"_n one, when the Vadya plays ‘ki'ga-tz?rlkxf,a-
A -dlhand ,movements should appear on different
t(')m ) 'the 'leg aﬂ. ht hand goes up, the left leg should be struck,
fides, e I thﬁarlgln cases where the drum sounds only
¢ Tadhikiga:;::;’, the actions appear on foot and arm of the same

tised once on the right
i ments should be prac

side. Al these B0 Suflicient time, say a year and a half, should
and the movements

other points

and vice

and once on the left. Y
be devoted to the mastery ofhthzs:ni(;la;: nd e o lemere
i at the

i erein, for, all tha . J ,

ul]lvowedl&i iten;s of the recital are only diflerent arrargements
- / ven as

;fethr:fe These are like the alphabets, off /\tfh,e zwri;all, tile o

Patak .Tripatzika etc. are the ¢a, b, ¢’ OF ya.ercises e

”(;a f;’ fd voted to the mastery of these basic €x
and effort de

spent. . _ c
e some important peints in the dascmtg :1)

i i of the recital. When the dancer (comesv ag shanls
fillT(?rent 1femS he stage, the Jines of her body ‘fnd llm. s shou
in Samapada on t N ;his Rekha from the point of view of cor-
be perfect ;dtlf)reo:lixthe point of view of beauty, Sausthava : straight
rectness an

ight upper body, with
; ts Samhata, straig :
close feet called in te: ;ack of the wrists, with eye and face

We shall now not

legs, A
hands resting at hip oB th
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natural and calm, such is to be the b
when after this, the dancer lifts u
¢ ARjali’, the body should com

ody in Sausthava. Now
p ber arms to do an overhead

¢ forward only slightly ; unfortu-
nately some bring it forward 0o much and cven keep this un-

comely attitude a}} through. The third point to be observed is
about the Jateral movement of the neck, without the body or head
moving and without turning the chin this side and that. This
grace of the neck called Addami is something unique to our dance
and it is called appropriately, in the texts, Sunduri-griva
called in Kathak Dora. This should be practised by adopting
certain exercises and devices in case ong cannot get it naturally,
Fourthly, when there appear for the |
the face, on the brows and cyes, thes
the texts also lay emphasis on the
and they call this Dala and Ang:
drop on a lotus leaf over which
in a mild breeze :

s it 1s

irst time some movements on
¢ should be extremely delicate;
need for subdyued softness in this
1dola, and liken it 1o the water-

a breeze has just passed or a flame

a?alﬁaaazwqal:amﬁ:gaa |
RAISFEY 29 3958w

The charm produced b
is called Canzatkarq -

~qq 1] /\“'{'4 Rat.

y such a delicate stir on the face and limbs

frtRamuEtat sreq 393 af |

XK FREEE 397 ||

There is no doubt that properly done, the Ala

artiste’s talents fully and give the audien
superb performance ; j

slovenly,

rippu will reveal the
ce the promise of a
45 2 mere prefatory picce. When the Alarippu finishes
and the dancer goes back, she should do 50 withiout jerk, appearing
to be Jumpy, or Stamping the steps; only very few dancerg now get
the proper grace in doing this. Last]y j

ing and thrusting into 3]; i
Sequences of other iterns, resulting

tems, the Adayus and
distinctness of each.

in the destruction of the
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TS, I-1 | | N
id 1ast would apply to Ja{zsvara ?}fﬁ :::jiyt o
. ts which invest it with an indivi Y o
a8 1t O e ves of the arm and other movememsﬁ 0'5 he
s own. I 5".“3:‘ and in the dldrippy, though ther; ;e 0
fimbs, ia the ex?‘:c‘f’;;em‘ all the movements shcu'zld ayﬁe e
T acwmpmyx:&%th the tempo of the Fala and its : fr ;th
o e e ic appears, the arms should mmd o
Jatisvara, where z:ms P o 1o the curves an s o
and the body E‘mm‘;(:;ra-aati. Lifting of the a::xn, i}}:e ;;; a
the Raga and ”_s U ’m,,mbn of the leg and si«eppxing‘s,.kojj’ﬂy socerd
the neck, wheel’mw»f o j?aga - well as the aksara | a‘hi; e
with the gamakas 0. { thrust the hand in haste. Th:'& i fn et
Tala; one .Cﬁmoc}ussic invests the art with a s?cciz{l ¢ arH has
harmony i1 e ;::': we spoke of the Desi La;‘)'a‘ngaa:!.y i one
nis o
g:lasarasvati; I have req??ti‘igg, whether Bharata .Na.f}’asoi;
pmicumd)f ‘bewe zy?!?at has grown ot z?t'musxc, andH:etreasa;m’
Kathal:, this 1s an 2tL UL e een a visual Sor\m, | :
es of (e mUSICt has grown divorced from music an
a4 new ar

p y i 13 .

C Sahda relates
ted specially in the third item oaj‘){it o
; be not i ion ©
The Pom{{fis better 1o defer the cgnsld::::ed out that the
to Abhinaya. iy it may be p Shity
ing the Varnd, ing of the Svara-Sahitya
Padas. In doing ifal in the setting ) duce
; ¢ are beautitu . ong cannot mtrodu
Tayfi-meytadavis 15 0% be charming, : dless
I ; e it is sal ssed is the needle
sequenses becafnother point that may bf s‘t”;e”y delight in, when
it everywhere. which Natpuvanars _gonz riukkadai-portion. A
driving of the pac;arna Paﬂioumdy s is necéssary to enjoy
’ Lty re ¥
conducting (0¢ { ¢vigranti’, asit s Ca”ed’hl's reason, the Tatfi-
certain amount C;Jm dance also; but for bl
t only music, - qw tempo.
nott tc)z’mnot be ‘pulled’ into 2 st
meff1

hat the Padus
ade to the place !
Yb;felt]h:}zifiian dance art has a feature

. in et
ations in a mann
it off from 1he dance of omerzi:e expression through
which marks it o o doss, it is this interpreid un close to the text
ature 4025 ich can
as no other fe m of abhinsyd, which Ca' ava can also be made
an elaborate systeb word, But such abiu:v) ression, there are
of the song, word by or lifeless. Flrstly, 10 €xp
iresome
too dry or ur

the nuanc
unfortunately,

Reference has alrfaac’l
occupy in a dance-recital
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wo things: the more important thing, the soul, which is the

emotion ; and the other, the medium of ideas and objects through

which the emotion has to unfold itself. On the hand-gestures, you

can only show objects; other angika movements - of the cestakrta
class, can show actions; :

: but these are subordinate to the expression
(f)efe;?;gfdce\{,.f’harmum”y the eye, which alone can speakpout the
with lfe; it wan?ebaad 12¢¢, 00 amount of Mudras can starp the art
Two of the » - aj Ehe ’poet says, a headless Kabarndha-nrtta.

esi  Lasyangas stress the importance of the eye

throwing j
brob blg its halo on the fingers. The abhinaya adage, which
ably many can at least quote, runs : '

T gEAeA 2fe: Ay 2fewdy qq,

Fq1 AT WiA: A Ay L

over:xc::m;ﬁ:“ni.ﬁom t.he same consideration, there is first an
potirayed bem‘ nc W lclh arises on the impact of the feeling to be
entering into th%- m‘;mé’ et’ely felt. through the gift of Sarrva-or the
concrete ramiﬁ;ati o¢ of the subject-and then there is the further
movements. Thereofn e {Orm of palpable physical acts and
as a whole and inte e ab’”,?aya of a piece is to be uaderstood
as the Pada starts rpreted accordingly. It is not as if that, as soon
chosen. should ﬂs’o Sl;(zurﬁhould S'tart on your Mudra. The Pada
$0 composed th;xt 25 500 o the mera::y and aesthetic point of view,
first taken, should at on s P”{-"“‘l Ot Anupallavi, whichever is
could and should then ncfe oy s emotion clearly. - The artiste
manner. Bharata has lsln old her {4}’/!1'11@0 in a gradual and artistic
Abhinaya and Kalidasa ;;sfoorf;":rtergsh?tyée'?]f sradual vnfoldment of
Mailavika and Pang; N 18 brilliant gloss on it through
first is Sirg ;(itilzneq:lriz:)tilcf:uhiii(]ént:rhflrehare *Ix stages in this : t;e
limbs whi ; Lo ed the artist and pe
fon, chhS:;\:;:?ilcb with it; the limbg have not sgrr(l;eizieh:;
over the parsonality; tst;e_ glow or affectation has shown jtself all
meaning is just Sum;“ words of the song are still inside but the
o7 hiere; hence the name Sica.

ﬁ(S I i ‘ {

:he second stage is Arkura, the
€ quintessentia! ; ini
tal and minimal and they are the § i
) Teutures rst effects showing

themsﬂ‘\'es on (h ac tl e E y ()i “e row llg p aﬂt

; ) PR 1 ana] g

18 Sus:al”ed n 2 } " ’ t [e s(;;)mpaled
1 tt a d (h- fur(. er elfib() atiOn Of(}Ie A /lI'Il i l ]

P1s. 1-1V] RHARATA NATYA 257

takes place, it should proceed softly and not under stress orin a
rush,  Sikhayonih mrdur abhinayah " as Kilidasa says. One after
another, the elaborations should come. each later one being more
claborate than the earlier one. The last is Natvavita where the
Abhinayva is in all its wealth and ramification, a veritable drama as

it were.

softness has already been referred to as
More than one Lawaiga previously
Some think that the showing of
ith the Tala and would

In doing Abhinaya,
insisted upon by Kalidasa.
described laid stress on this.
Abhinava-hastas should be closely bound w
give m’orc marks when the artist goes oD whipping out her han.ds
with the obsession of the Tala. The Tala is there and a true amslv
will hardly miss it. The very liftings and stretches and srvervcs ot
the hand and turns of the palm will follow the tempo of the Tala
and the beat of its untts, without sacrificing grace, case and S(?ftlnCss.
How this could be done will be shown by Balasarasvatiin her
demonstration of some typical Padas where you can see verv well

this integration of music and Ahhinava.

Many educated persons leam- the flrt now but it appears they
do not get that understanding of 1t which .w~ou1d flc)p th;r'n to go
beyond the level of the parrot-like repctmon< of \'vhlat las b;cn
taught in set fashion, the Chitta. From what they dOhl.l : ¢ cdar t‘ at
they repeat like Afantra and have not paused to think an gr‘;s;:
the how and why of the Hastas they show. Needless t?] say I:h
they have not arrived at the stage 'of ‘\Ianodliarm‘a w 1efc, w'lr
mastery over the song and the Abhinaya, they can xmpronlsc. 1o
gain this mastery is 10 attain, by p'assagc of time and by“ca.rnfng
and culture, the maturity needed for 1. If sat.rrnc.al an‘d d'ro ‘fp-lCLcs'
pieces of descriptive Of patriotic of othcr.mcxdcntallj signi uarflc,'
are eschewed, and if pieces are chosen .w!nch havc‘.{c‘cn Srpif:: o)f
written by masters of Rasa-sasird keeping the .SPYC:_‘):::: 'lf‘”;sm
Abhinaya in view, it will providc a PTOPCT'SC‘]O()]{n}i’ 'I(lv/ na " whi ‘.l.
This is not the occasion 10 deal cxvhausm’e,ly W _“rc\:,l;":; ,:lcl‘l.k 1
is a vast subject, but 1 may take this occzmqn to sl »\«\.hm ,,‘ hi, I.l
contact with a stream of thought or branch of activily a g

S . hence the increasing use
i intai aturally pulls onc up, ‘ ‘ _
level is maintained naturally P ot nto vOgu o 1 Sumekrit

{standard Padis &7 CVCNl o brl'll serve 10 raise the standard ot
(s d others Wi ¢
verses of Amaruka and ©

M—-33
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Abhinay

tth;?Z;z;ngK:O;gzdi? Of_[he 'l_arllguage, a correct understanding of

standing ot" thi mr: Ing in Nayika-Nayaka-bhava, a precise under-

necessary before on(e ure of the characters portrayed, these are all
could master the art of Abhinaya.

When ;

appeals to sgzllslgge}ele; aspects of Abhinaya are missed, it hardly
sit down and eo thro f}): claborations, as when these young dancers
by detail, or czond‘:xct-ug0 the Gopi churning the buttermik, detail
wpacaras: ali this i bm? on the stage Sivap@ja with all the sixteen
through thess ‘a»ctriononng; ,u requires a return to boy-hood to sit
iated upon, others hones - }_Emotmna] phrases should be expat-

» others briefly dealt with. What Bharata says 1n connec-

tion with the aesthetic
. ! s of Drama: g
Is worth remembering. e uga:{rt{amaﬁua{:

The Tillg .

sance. e I’l;‘lzléz:ao??'s exquls-lte passages of beauty to offer in pure
left arm at waist ar‘l‘ds Ta?!llile!!ll-sequences, the danseuse has her
near the cheek; in thi right hand lifted with pointed index finger
as a half or thr,ee-n;ns a complete profile of the body is not so good
up her arms, clasps :;ﬂ: profile. In another passage, she throws
like that during thg;, Se;ue(:her by the i.ndex finger and keeps them
if she keeps her hand not sfzv::lydgiil:i;hh:re i vill be beast

looking like a frame around the face are and fine symmetrys

As in Abhingy, ;
and understand};n)ga;);c\)w;]n ”?e dance movements; some discernmeat
experience to effect so at is ?a“ght should help artists of age and
a few include Some pruning. Among Adavu movements also,
some inelegant oues, such as the.kickings of the foot

on sides as in f

elbows. Not coiizzilivii}?(:hthe accentuated circular action of the
. ese Aduy

or the life that they could im duvus and the poses they engender

selves to innovate hay part, those who have taken upon them-
tion. When there are ¢ added new movements needless accentua-
movements o s
be a stillness r bends on one side d
there shoul
moves on a]?ngarretsst ZI; ‘tf}l]e other; if there should b; sympathetic
e bady, 1| .
movement of . oody, how can we jud jcular
aesthetic and st'(:artpamculflr Hmb? If an artistejhc!f:eifp?::ls too
what s left fo. thﬁs bendmg- over her hands and enjoying them,
iconographic pose poor audience 1o enjoy ? Certain sculytural and
itis not possible ¢ S- are. beautiful, certain of these are fpmou5' but
© tntroduce them at every ste ety
p or at every move:
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ment, swing the Kafi to onc side Iike the Nararsjn of Ellora or

Badami, or to assume as often as possible the Trithanga of the
Devi-icons. lam not exazgerating when [Isay thata girl actually
posed the iconographic Devi more than once when the song wa;
all the time referring to a male character! Such has become the
craze for all the ill-digested archaeological muaterial!

More serious votaries try to enrich the dunces and introduce

further variety in the poses,-which, as produced by Adavus, are

not many,-by resort o (he sculptural representations of the

Karanas.
of the Karanas as depicted in
an illustrated manuseript which has recently
Suffice it to point out that the KNaropa-poses are end-monents of
which fas beea reached from

There is no time now to Lo into o <ritical examination
Chidambaram and Tanjore and in

come to light.?

a movement, and form ont point
a particular previous Kardand end from which the dancer has to

pass to a further Ruraits. Nuranas are components ol the larger

sequences called Angdaras Without undorstanding this truth
that it is a moment in a flowing movement, if one fhings a Awrana
in, one is only doing violence 1o the art. T amnot trying to throw
cold water on enthusiasts, but am only pleading for caution and

patient study, reconstruction and appropriate ptilization.

When on the subject of Naranas

asked by some. ‘[0 you have any of th
Bharata Ndtya?' From what has been said in the eatrlier part of

this paper, you would be able to placc this question properly.
The Adavus are the Karapay and Angakaras, but the exact corres-
pondences between particular Adavus and Karenpas is a matter
of detail. As I already said, there had been scveral new Karanas
with new Srthanas and Cuaris, added under the heading Desi-
Karanas. Beiween modern Bharata Nagya and Bharata’s Karanas,

there are these Desi-Karanas where too one must search for the
Even of the older Karapas and Hastas, particularly
shades can be seen in different poses as

I may answer a question
¢ old KNuranas in your

parallels.

of the Nrtta-hasta class,
1. Recently the dance

¢ Karagified °, if 1 may say so, thanks to the

a retired archacologist who had built

Karanas.

these, sec my Introduction to

of same of our young dancers had

become
enthusiasm of
himself into an authority on
2. For examination of some of
the N'rltummavali. pp. 88-113.
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they come up in the Adavus. Thus ‘Svastika’ appears when the
legs ‘mtertwme behind and hands do so at chest; *Mandala-
svastika’ can be seen when hands alone cmss" and “when
lshe flkan,seuse turns  back and sits, in ‘Tat-tai-t:am,’ ‘Prstha-
thv:St‘lSa 'OCC:UIS-. .In one of the ‘Taihat-taihi’ Adavus, called

arittu-p-pidikkiradu’, there is the beautiful Nrttahasta

called  Pallava appearing on the hands. In ‘Tat-tai-tzha’, the

legs of
gs ol Alata, Dandapaksa and Vaisakha-recita appear. In the

;ldavus where one leg is stretched on the side and struck on the

;e(;:(ll,v:vc gedt t‘he legs of Dandarecita and Krdnta. 1In the eighth

od a;r:t:S bl:)()ltlw:t i)as;ages of the. Tillana, where a lifted and

e arm i b pai of(;ht e cheek- v_vxth the index finger pointing
, e Gandasici.

A w
ord about the Bharita Ndtya vis-a-vis other lorms.

Now, it is quite common for elders in charge of dance-training
or ~for some dance-masters themselves to
particularly some hastas from Kathakali
Fhat lives on a dramatic scale. a fo .
indeed limited ,
ablinayas.

“introduce’ things,
Compared to an art
in the range and o e l?harala Natya, is
As this art had been refi resources of movements and
more as a highly sophistic refined and developed more and
curtailment of the phisticated chamber art, with attendent
obtaining in its m meS‘, na.turally many aspects of the art, once
In ancient times :lrle spacious days, had dropped out of the art.
dance-drama for,m e tOVer .the pla'ce, there was also an extensive
solo artiste was tak'X ant side ‘by side with this solo art and the
This gave a le;r erlng par‘t In the more elaborate form also.
could always driw tfeserv.olr from which the experienced dancer
situations or diSpla(; 1‘;‘0‘;‘1(?]‘;‘ isx?‘(.) performances or to meet new
Improvisation.

Li?;:;/:r;(t)}: Aza\;ui ?Cscribeq by Tulaja are not,lnalll)u:;' (til?:l;e,
birds and beastls) ;ndrosreliletzisgtl?hrallff” pomieties, the gatis of
ressed i o ers like these whic
glaccs “::(l)(:re;";e 112 Bharata Natya could be rec:vei:clll]c:'ro:
of the possibilitieeorf andy or Assam. I am speaking here only
I am not thinkiné :f “refgthening the Bharatq Natya as it is;
which do not form newly Comp.osed ballets, dance-dramas etc.
course, there is vastpz:;rt of the SUbJec.t of my paper; in them, of
not only by Compmaticope for grafting, borrowal and adaptation,
of the South-East ASiaVBfStudy of several Indian forms, but also

D forms that arose under Indian in’ﬁucncc.
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Before I cenclude, I should refer to one more aspect which all
of us concerned with the future of the art should attend to. It
relates to the teaching and practice of this art. Unfortunately the
revival has brought on a fashion and short and made-easy courses
have come to stay; not only Indians, of North and South, but
even foreign enthusiasts are being turned out at some speed.
A full course of Bharata Natya should be spread over some years
of intense training. And start should be made when young. The
system of Government scholarships to girls of advanced age-groups
is not well designed for dance, noteven for music. The scholar-
ship may be of less value, but should be given to young girls from
7 to 10 years of age and continued to at least five years. Unluckily
for the art, interest in it revived at a time when its repositories
had been driven away from it and the older ones passed away from
it and the older ones passed away without training the younger
onee of the family. And the few hereditary teachers have, it must
be said, unfortunately submitted themselves to the whims, fancies
and exigencies of the fashionable students and parents. In the
Madras State auxiliary of this Akademi, I proposed that a survey
and inventory of surviving teaching personnel in Bharata Natya
should be prepared, noting down details of their technical equip-
Now Bharata Natya schools exist all over
the country and this Central Akademi receives applicati'ons for
grants. Has any competent person gone round and verified the
qualifications, standard etc. in respect _of thes; .teachers and
institutions? In artistic disciplines of thxis t)fpe, it is not easy to
introduce too much of pedagogic organisation in a mode.rn way, at
least for the time being. Still, some of us in'teresFed in the art,
along with some of the senior Nat@uvanirs’ still with us, should
draw up a syllabus and organise a Teachers College for Na.gguva-
pars. In the teaching process too, active correction wor.k is not
done ; some of the old Ways of helping a student to pick up a
particular difficult movement, such as Of_ the neck, by a special
course of action o devices, have all been given up. The texts say
that the young student should practise the postures and the beats
of the feet, holding a rod placed at a convtfmcnt helgh't in betwcc’n
two posts ; in fact training is called after this as ‘Danf,ixkagrahaga .
A foreign traveller, who visited the c?urt of K.mg Krishnadevaraya
of Vijayanagar and has left a descri.puon of his palace dax'xcc-hall
and dancers, has said that behind the hall for practice was

ment, repertoire etc.
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:sgo;:;ra\;:c;i;hcfrc were rings suspended from high which dancers
1 pleaded at thchi:m or h.ours to get control over the limbs!
should be given tomzssi[:)m:::i? e;e S(t)tlxn Eﬁme pack that facilities
; outh-Eas T
t;ﬁ?snsl?uu;yo:fﬂsm nctional style of P"’duci;gA;::a htl(()ii:rt\ujiar:::
dance and one (;;‘ltti;.EaSt Asian flrama is equally important for
is the recovery ofth: :alua.ble gau.ls from all such correlated study
xercises which ate basic to the whole art.

An o

Publicit); l:\:)r(i)tl:-uor artificial “boosting produces pseudo  stuff.
showing ;ﬁ beforep’f anxicly to go abroad on cultural missions,
have told adverse] ooretlhgners deter_mi“d to appreciate-all these
of an ideal of prcz’fesn' N rejuvenated art.  The restoration
pure artistic skill, o Slznal perfection and a field in which, with
that alone o »O0e has to contend and establish reputation-

an arrest the amateurisation of the art that is procee-

ding at a fast
; pace, and make i i c
made into a fashionable exhibit ! a live thing of what is being

CHAPTER III
JUDDHA AND VIKRTA SVARAS

The previous chapter showed the fact that sa, ri, ga, ma, pa,
dha & ni—the Suddha svaras and Komala ri, tivra ga, tivratara ma,
Komala dha and rivra ni,-the vikrta notes of Srinivasa and Ahobala
were not different and that they stood for the 4th, 7th, 9th, 13th,
17th, 20th, 22nd & 6th, 10th, 16th, 19th & 1st §rutis. In the ¢ svara-
prakaranpa’, Srinivasa attempted successfully to fix these svaras on
the 36 inches speaking-wire of Vina.! Let us see the places on the
wire of Vina, as assigned to the svaras by both the authors. First is

Tara sadja—
qateaivs Ratsr wet quendfeafa:
qraarRanREs e FafidE o

<« In between the Meru and the Bridge (Ghor?), the wire is to
be fixed, at half the distance of which Aritara Sadja should be

placed.”

The Parijata has another reading’ and mentions ¢ taraka-sah
sthitah * instead of * taraka-samsthiti >, This sadja, that epeaks at
18 inches of the wire, 15 Tard Sadja thongh Srinivasa calls it
Atitara sadja.

Madhyama, according o Ahobala and Srinivasa, is to be
placed at mid-point from Madhya and Tara Sa. Ahobala mentions
this position as—

M 4
gy qEFARE Al FRAIEN, |

The opinion of drinivasa is the same; the difference is of the
language used.® The leng
[ —
RTV. 36-49.—Parijato 31
RTV 36-37
Parijaia 314,
Parijata 314
RTV 37-38.

th is 27 inches.

5-25.

wqsgaegAAmat @A AR feda o

R
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chords, from one keynote to another,
are non-identical. When the shifting of t
colour to the composition
keynote and the valuati

since the sruti-intervals
he key is applied, to give
> the relation between the changed

on of other notes wil] automatically

relation.

It is to be remembered that the continuous sounding of the
keynote or the drone is the basis o our
Naturally a constant vigilence will be n

tcessary to maintain the
stuti-relation with the keynote, if and whe

n it is shifted.

Introduction of harmony, as understood in the West, deprives
our music of its most notable and unique feature. And this is not
merely an issue, involving advantage or prestige, but a matter of the
spirit and the character of our music. One may as wel) ask, ¢ why
do we require orchestral music at all, when we have a highly
developed classical music for vocalists and instrumentalists,
which alone takes a life-time to achieve mastery’. Our mugic
is primarily meant for individual or solo performance, as such
orchestral music may become a non-aligned subject. Yet, another
question may arise, in the mind of a modern progressive musician,
that, if melody is the essence of our music, how would it be possible
to orchestrate Indian music, when it has only the horizontal
treatment. Unless the vertical treatment of music is introduced in a
composition it may not be of much use to do such an experiment.
If we do not want to, or we cannot adopt, the Western harmonic
triads, the common chords and counterpoints, then what would be
the direction, is a point for serious consideration.

It may not be out of place to recall an incident of 1936,

when I was touring the United States, with Uda
dancers and musicians. | had known Leo

Conductor of Philadelphia Philharmo

about my desire to avail of a scholarshi

P to study in one of the Music
Universities in the United States, and

wanted his fecommendatjop

MUSIC
Pr1s. 1-1v] ORCHESTRATION IN INDIAN

for my admission. He was good enougI} to help me.- tIn f(:,l;::?:;
quent talks he had mentioned two important points ot
consideration, Number one: What was my purpose }c:armon); e
Western music and whether 1 intended to use Western mony In
Indian music. For, if every one use.d Weste:rn lg;molize | ndian
music, it might no longer remain Indian music. . ;;:mber  vas
not my object of studying Weste}'n music. umber o'
Indian classical music is melodically sc;h p;::e tnd L
advanced, and our ears are trained and used t°_ iv e o ner
delicate musical intervals. The process of learmngi tern barm th;
counterpoints etc. may perhaps make my esrs ess tso siive to the
sruti-intervals afterwards since the scho.larshlp was ° or thre
did not mean to discourage me from stu ying
Western i Hbe t merely wanted to forewarn me of ths ?ractxcal
“_’eStem Ty h:ve to face. Anyway I was not in a position then
dlﬂicult)f L may holarship due to insufficient funds for my sta.y
o a:l?;eth;oséé may agree and some may not agree with this
I . ;
\?i:vpoint, that is a different matter.

I do feel that we can have in our music. a harmon.y by f:o.rmini
t of counterpoint achieved throug}? the supenmposmo'n' )
: SOT. es with different groups of instruments. In addition
N lody a number of miniature melodies can be placed
to e parem“'r?'e: :s it were, having all the characteristics of the
e n Co“;Pgbl 1l;)ut’still possessing a distinctly individual quality of
parfnt mfl ° ;’1,1 addition one can portray four separate movements
:)';fegar;?rllg' patterns based on Asthayi, Antara, Sanchari.and A?hgiz:
There could also be various other methods of evo.lvmg ;m ndi !
system of harmony. Since it is a new ground, much is to be experi-
mented with and explored.

For the present I feel that thereis no standard as suchin Indl'an
rchestration, either for the composer ot for the listener. A deﬁn.lte
’ ' -

ot ndard may be established after many years of experimentation with

. ? tific studies, and by giving quite often, orchestral performances

by ’ i all such orchestra
i omposers. Till then

different contemporary ¢ [ » . :

- rk should be categorised as mere experiments in Indian orchestra

wo

tion.

Conflicts between the new and what is considered traditional

on : .

ds in music existed in every other form of art, and is character
tren
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On the first of the three equal portions of the distance between
fovea guoand sadpn (iras, tvrarara madhyama should be placed.

SRERIEERE REE S ICEE o
FAS A FA Al BafeRr |

¢ Che distance of pa and rgra sa, may be divided into three parts

and Komalu dhaivata should be placed on the first part by the
scholars.”

A SEARE aEa ey |
TAamgmEsT SiECIETGETY

“Twvra ni should be placed on the |

atter one of the three parts which
divide the tength beiween dh

a and sa, into three equal ports.

Observations —The distance between Meru and

i is of 47
and each of its equal parts will be b

tn leagth and ultimately the

note komala ri will appear at the distance of 331 Similarly the
note dha stands on 2147 je,

143" from the Meru. If this distance
is divided by 2, the placsat 2% from bridge is obtuined where
tivi g spzaks. Asain the fengtih  between tivra  ga  and
tara sais 28,718 = 102, Bach aof the three equal pieces of
this fength will bs of W By adding 2 T to 187, the
place which is observed, it is 251 from the bridge .wherc tivratara
ma is revealed. In the same Way tira sa is at 6” distance from pa
which speaks on 24, By this method, the Komala dha appcars on
22 inches  But this is not acceptable because this dha does not
harmonize with Komala i for the very reason that Komala dha is
fixed 222, Tivra nj speaks at 191 from the bridge. The places

of the vikrta notes on the speaking wire of Vina and the vibrations
thereof are mentioned below : —

L. RTV45: Pgrijata 321.
RTV 46 = Parijata 322.

t

s

This view is supported by both Srintvasa and Ahobala
when they say—

rRETRaEE RAEA AT,
RTV 50 = Parijata 326.
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{. Komalari33.” 254, 217
2. Tivra ga 283" 361, 17/43
3. Tivratara ma 25§ 337}
4, Komala dha 222" 381 3/7
Tivra ni 19)” 301 (17/43%3(2)

wn

Ahobala, Srinivasa and Pt Bhatkhunde :— -
Here it should be noted carefully that when we spezde:n
Suddha ga and ni of Srinivasa or Ahobahi, th|ey a:e I:ka "
Komala ga and ni. I[n other words,' the Su??[]i/f;ip St‘ e
Ahobala and Srinivasa corresponds with the riga /;; Lo the
Hindustani music. Further it should be noted that Ano

i X 4 of the Svaras
the first musicologist of his days to fix the length of th

h irec of Vipa. Srinivasa follows him faithfuily, I mean
on the wire 3. of

rather blindly. ’ as on
The aboye-mantioned placing O'f S“d‘:}}:i atnhi \I;:g[jt?o;\dc))?bt(;e
M Id7thsar;<liig1:tt]1; gftrflet:lsr;;d certainly this diiference
svaras Hes ention, In moder time Pt V. N. Bnakbancs
deservesgm fix the prevalent svaras on the speak.mg wire ot.a
:a‘ttempte - troduced are used these days and in order to indi
T'he notes he fnt.rto - -4 difference of opinion of S'rinivasa, Ahobala
cate th? L;(nhumgf: }’u mention of the Suddha and Vikgta svaras and
?l:l:irBSi::esagn \”iai according to both, will prove usefu} i —

. Bhatkhande
$rinjvasa and Ahobala Pt

1. Sa 36" L Sa 36:
2. Komala i 331 2. Komala ri 34”
3. %uddha ri 32 3. Tivrari 32”
4. suddha ga 30v 4, Komala ga 283(2)“
2817 5. Tivia ga 2
Z' z:::hiama 27 6. Komala ma 2;1”*
Ma tivratara 2517 7. Tivra ma 251
7 aN 24 8. Paficama 247
8, Pancama



22 A COMPARATIVE STUDY OF

9. Komala dha 22 9. Komala dha 223
10. Suddha dha 2137 10, Tivra dha ”l;"
11, Suddha ni 207 . Komala ni ﬁ7:)"
12. Tivra ni 191> 12, Tivra ni l;‘”
13, Satara 187 13. Sa tara 1;”

Now it can be easily scen that S'rinivas:

it ' : ‘ orimvasa or Ahobala acco
N I;)ﬂu{;}i}(z;né}jfal, m’zmd Suddha ga-ni respectively. As rcgar:i(i
e O K ! de.el'l, ma ti‘vra and dha Komala, Bhatkhande’s
e dilerer .m“ed r;otes 11, ga, dha and ni, which Bhatkhande
il thre;} c @ Suddha at present. Except {or the above-
A LS S s, the ptaccxm?n( of svaras by Yrinivasa or

» 8 accepted to day. It is reasonable to state that these

places of notes on Vina wi
¢ nd will remain unaffac 5 )
sapatak i (ostave) doss not change fosted 50 long a5 Suddh

CHAPTER 1V
GRAMA AND MURCHANA

The last Chapter reveals the unanimous concept of Srinivasa
and Ahobala as regards the fixation of Svaras on the 36” speaking
wire of Vina. It is quite clear from the discussion in the foregoing
pages that the opinions of Srinivisa not only correspond to those
of Ahobala but the former copies the latter. Now we may
proceed to the concept of Grama and Mirchana.

1. Grama - The Sangitaratnakara  gives the following

definition of Grama:

S STEE: T AT WA )

The collection of notes and the squrce of Marchanis etc, (i.e.
Mela, Raga and probably Al mkara, is Grama. The Grama sare
{hree in rumbes—Sedjs. Madhyema erd Gandbara, Srinivasa does
n ot define the words but simply renticns the names ot the three and
adds that Gandhara and Madhyama Gramas are not subject to
The above-quoted definition of the Ratnakara

(precise) definition.’
egards the number and order of the

may give rise to the doubt as 1
svaras, in a Grama.
a better way and defines Gramas

Ahobala treats the subject in
t which is indicative of

as TEFIZ I and FESATTGLAT:
the fact that at jeast be attempts to define the word, though the
definition given does not satisfy the reader. Ahobala writes about

the number of svaras in a Grama—

aaan i S semmsiaer: H: r

12 svaras—7 Suddha and 3 Viksta.
the number of svaras as 29,
number of svarasina Grima
it is to be inferred,

It means that a Grama contains
If as already mentioned, ont accepts

or 24 (excluding five other names), the
can be in that way also. The order of the svaras,

can be in the order they appear.

I. RTV59
2. Pparijata 99.
3. Parijata 9%
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2. Sadja, Madiyvama and Gandhara Gramas *

Ahobala gives the following verses to explaia these Grimas--

ERIERE (EE IS IR EELIEN TN S YA
qey Hegegsiiaq qomamesg. |

371 439 aiftad: waifa @ gsaw, |
ELCRERIEIGES g\%&wﬁﬁan 1

% g #hfear anmeey 13 )

“ When the notes exist on their resnactive Srutis they show that
itis called Sadjagrama. (In this Grama, Paicama of Vina is the
standard Sadja). When Madhyama, extant on Meru, is usc'd as the
standard svara, it becomes Madhyama Grima Ia this Grima,
Paficama is revealed by three Srutis and not four and Nisida by
three Srutis instead of two Srutis, The rest of the notes 'exm in
the way they are extant in the hadja Grama.”

ARaEREERT 22y A1 e Wi
T semd: fafin g o)
g AliReR: eaq agssh fafr, ga: |

“ When Gandvhara, revealed by three S'rutis, exist on the Meru
(as the sFandard Svara) it is Gandhara Grama 1n which ni and sa
are manifested by 4 and 3 Srutis, instead of 2 and 4 respectively.”

Fcom this, it is understandable that i the Sadja-Grama,
Paficama-speaking wire is regarded as the standard.n(;tc In this
Grama, the notes are revealed from their respective S’rut.is The
traditional concept of HQHIHQ%q is  applicable . here.
When Madhyama is regarded as the standard Svara, Paficama is
lowered by one S'ruti and Nisada rises up by one Sruti’ ;
the concept of the authors, Pafcama stands on th(;
Sandipani and Nisiida stands on Tivra §ruti,
ga and sa have three Srutis each andnj h

To explain
I6th Sruti
In Gandhara Grama,
as four Srutis. Thus ga and

1. Cf. 99-101.
2. Parijata 101-102,
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ni use their penuitimateand a latter Sruti and paturally when Nisada
uses a Sruti—tivra of Sadja, the latter becomes ome of three

Srutis.

The Ratnak ara (I. iv. 2-5) explains this in detail :
ggam; 1Y EgIARERR |
Rirasfieeaskmaa g |
ag7 afergfy: 93 Reall g Sl |
Redr: afaddal mearzeramtia: |
gafd o fRuraeg wald aafy B |
AFARARAIER 331 4 ARE g 0

The position of svaras and Srutis in the three Gramas is shown

as below' :—
No. Sruti  Sadja Grama ~ Madhyama  Gandhara
Grama Griama

1 SIE — —_ —

2 Fg3a! - — —

3 /%31 — — —_—

4 i Sa Sa Sa

5 Zatad] —_ —_ —

6 L&l —_ — Ri

7 LEGEN Ri Ri —

8 AR — — —

9 Eak | Ga Ga —_
10 afgs — — Ga
11 gaifReff - — —
12 i — — —
13 qAA! Ma Ma, Ma

1. In modern time Sadja Grama is an usual octave; when we
start an octave from its Gandhara it is Gandhara Grama
and similarly, if we commence from ma, it is Madhyama

Grima.
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14 Pt — — —
15 LESL - o —
16 SRS — Pa ’a
17 SICIE (I Pa —_ —
18 az=dl —_ — —
19 Ao - Dha
20 w1 Dha Dha -
21 gal . —_— .
22 siifaron Ni Ni -

1 dta — — Ni
3.

Mauarchena :—1n defining the term Grama, it is indicated by the
delinition it elf that Giama is the base of the Muarchanis. Srinivasa
as well as Aho»bala define the word thys —

AR LAFIES F0T A1Ad 43 )
s [ - .
af A=Al q&1 AF A AW 49 )

¢ . 3
V.Vk%en the svaras are (sung) in an ascending and descending
order, it is called Murchani and it is based on the Grama.”’

The ascending and the descending—Aroha and Avaroha—of
the notes is Murchana. It can be a variety of  Sarigamas *or ¢ Tanas’
Prevalent at present. The Miurchana starts from every svara and
in the opinion of Ahobala, even from a Vikrta svara®. The o;dcr
may have either all Suddha or Vikrta notes or. combinat'ion of both
This can be seen in the exhaustive description of Miirchana b :
Ahobala. For this, Stinivasa asks us to refer to other texts ‘As th)c,
number of Suddha notes is seven, the Marchanas of thc.sc notes

will be seven.® They are called IFTRFZT, THAAY, wQTEAT,
YEUIAT, soawEAn,  afgwegmar  and  peRdy,  starting
from the notes sa, ni, dha, ,

' pa, ga, rt and ma
respectively.*  The Murchana of Sadja will be as sa. rj ga, ma pa,
] ’ s ’ ’

L. RTV 60-61 = Parijata 103,
2. RTV 65 = Parijata 108.

3. RTV 6l = Parijata 104.

4. RTV 62-64 = Parijata 104-107.
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dha and ni whereas tbe Mirchana of Riwill be ri, ga, ma, pa, dha,
ni and sa. Thus it becomes clear that in forming the proposed
Murchand, the notes are availed of one by one.! The names of the
Mirchanas of the Vikyta svaras are the same as those of the Suddha
notes.?

In describing the Mirchanas, Ahobala has used all his svaras,
which however he does not give in the Raga description. He classi-
fies the Marchanas as Safpurpa, Sidava and Audava®. By this it is
evident that these Mirchanas later on assumed the form of various
Ragas. Probably the original idea of Sampiurna etc. regarding Ragas
lies in the concept of Murchanas being Sampurna, Sadava or
Audava.

Srinivisa does not attempt to describe this concept of
Marchanas. But Ahobala describes the subject in as many as
100 verses, although their nature and importarce had become out-
dated. Closing the Murchana-prakarana here, I go to Varnas,
Alamkara and Gamakas.

1. RTV 66 = Parijata 109.
REANgs ATV AgEARaRHIAS |
qi¥eat aawa ARETREATA |

2. Parijata 104, 110,
3. Cf. 150, 151, 184,
(The total number of @FqH FAFT FIBAL is 13429590, of
g faga geSAl 3729000 and of the Mza faza and gEa;
SHA[ 420120, Refer to Parijata verses 151, 183 and 203).



CHAPTER V

VARNA, ALAMKARA AND GAMAKA

it has been pointed out in the earlier discussions that the pot-
tions which explain Varpa and Alamkira in the Pdrijata, are not
covered by the text of RTV. The descriptions ot Gamakas, no
doubt, as we will see, are given by Srinivisa on the lines of

Ahobala.

a:—The actual way of singing or its procedure has been

Varna: .
called Varpa. The verses of the Parijata which explain Varna and
its kinds, are reproduced below with translation ;—

maBEarad a0 8 9g8 Rl |
ARl ¥ daran sy g
feacar ferar 5 RRFRne g9, |
st an: @ R3a: waraigma) |
garafasongm: @ oRedfa, o

** The way or procedure of singingis said tq be Varpa which is
of four kinds—Sthayi. Arohi, Avarohi and Sancap, If ope rolcccds
pausing on each svara, it is Sthayi, The other two, Alr)oht o
Avarohi, are clear from their names. The combinati
Varpnas forms the Sancari. 1on of these two

From this it can be seen that to siq
pausess is Sthayi. It is the base ofthe song
nature of Ragas, it is necessary to show
separate way. About Acohi and Avarohi,
are clear from their names.

& svaras by continuous
and to manifest the exact

ac
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MEMORANDUM OF BOOES PRINTED DURING THE MONTH OF - 107

-5. ' (a) The place of prmtmg

The
Music Academy Series i
Satona Sudha of Nine Raoly, H
natha of Tamore Sanskrin Re oor l
! N 2-0-0 f
Chovordandy Proliasilon of
Voncatamakhnn . San<krnt ( |
- )_ -
[anad N -O=0)
\" 4" ‘ \ \ ‘
Sangit Sera Sangrahanu |
[l |
| | L 1=0-0
Sanuitt Saranmieg of N [
r[“1] ‘ijlli ( T‘-l. - o '.
SRS B S p 1]
il unore, Sanskrig 3-0-0 -‘
IKritis of Pallay Doraiswamy
[ver i Notation ‘ 1 :
[y —()—‘)
[ 1[ \()T \I\\u I'e 5;1&;1@\;1 ]\)‘IU i
ot Nootation
. . 2-0=-0) £
Stmmary of Raoa Lakshanas |
| A ¢ 4 \ [‘O‘Q :
Rare Compositions of Patman
Subrahmany X | |
il rahmanva [ver & others 2 |
ADbhimava <arg < o -
s ampury (2nd |
o | | 21 cdn.)
Abnmava Navanity (n P T
Tavalis o : o) |
) ( ] Y(\\) i
L S DT P
< < ST BN OSSFil SR [ A R ‘g
-t “"”‘-“"‘Qw -
L

1. The title of the book and
the contents of the title

page.
5 The language in which the‘
hook is written. |

3. The name of
(a) the author
(b) the translator and
(c) the editor of the book
or any part thereof.

R

4. The Subject.

and (b) the place of publi-
cation.

6. (3) The name or ﬁrm of
the printer and ‘

(b) the name or firm of the!
pubhsher i

7. The date of dellvery from
the press and of the publi-
cation. “

778. The number of leaves,

shcets or pages. 1

9. The size.

10. The first, ;econdr or othér;
numbcr of the edition. ‘

e ——————ee

1. Thc number of coples
which the edition consists,

of.

-
12. Whether the book is
prmtcd or lnhographed

13. The price at whnch the
book is sold 1o the public. ‘

14. Tue name and residence of
the proprictor of the copy-
right or of any portion of
such copyright.

(a) 5, VENKATACHALA CHETTY St., TRIPLICANE, MADRAS.
(b) ' T

(a) BHARATI VIJAYAM PRESS.
(b

¢ e ,{  €ROWN OCTVO

(N EDITION.
’/Z( (\: ' ( T 0 / S
PRINTED
EACH

I declarc that the above entries are correct and true to my knowledge.

BHARATI VIJAYAM PRESS,
TRIPLICANE, MADRAS-600005.

For Bharati Vijayam Press,

[ lechormy

P NM{‘/H” Proprietor.
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“
[ - o 1
I Sanoita Sudha of King Raghu-
by -4 - e . - \\7,7: 'r-
g natha ot Tamore Sanskru Ry 2-0-0
E
1 . . . .
f Charrdandt Prakasika of {
) Vinkatamakhm, Sanskrit . 2-0-0 4
. Tan] W 2-0-0 |
j Sangita Sura Dangrahamu, |
ryt : P'
\ I'clugu 1-0-0
- SNanuita Saramrita of Nine f
j Fridaga of Tamore, Sanskrit |, 3-0-0
g Knus of Pallavi Doralswamy !
. [ver i Notation W 1-0-0
- [ - oy \ R
INrits of Musore Sadasiva Rao
J m Notation  2-0-0) :
- Summary of Raga Lakshanas |, 1-0-6 I
: Rarce Compositions of Patnam J
| Subrahmanva [yver & others || 3-0-¢
Abhinava sara samputa (2nd ¢dn.)
Q‘ Abhinava Navanita (in Press) -
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