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An Acharya teaches and helps his disciples to lead a
discip [mec[ life. The guru teaches “only to the
eservm because 1t i3 sazc[ if _he teaches to an
unc[eser*u g . ﬁe teacher lwz[[ incur the sins
commztte by the disciples (Sishya Paapam
Gurorapi)

As a cowherd, Lord Krishna milked the nectar from
the cows like ‘Upams ac[s and gave back the tiectar
milk in the T;i)rm of bhagavat g‘eetcz to the rest o
the world. ire mmc[ec{ dre_addicted to tﬁzs
nectar Treac[z fing Lhe path shown by gums will free
;tmpz foms. ] he responsibili UL 1 is
0 gzve "the cloar vision ‘about f e a
mentoring his disciples to ead o hassl? free [zfe
throughout his age; [zéd a street being cleaned off
the weeds, thorns and stones.

A Verse in_‘Swetaswatara” Upanishad, says.that
with the blessings of an ﬁlcﬁmya a disciplé [earns
what is taught and also comes to Rnow much morg
through Guru 6ﬁak[z In the Ma[aw,{agmmztmm
the danseuse. Malavika, not on ty exhibits  the
Bhavas taught by her teachers but also displayed
other e)(presszons owmg to her Guru @ﬁa,{tz

Tyagaraja's Ramabhakti

Interna[zsmg Rgma, as sﬁown by Saint Tyagaraja,
7:% focusing‘one’s faculties u ﬁ?—[zm and chanting
is Namad, one is guarantee [p realise the lord
attain salvition, e wec{ his entire. life
exempﬁ_;‘j) ing Rama Bhakti, T/irougﬁout /izs [zfe not
a_day passed without immersin, ng him3elf
Rama’s stellar qualites. 5’-[3 had no. other am6ztzon
ut to serve [orc[ smg His praised and chant
name He chanted Raina Ndama 96 crore times. Tor
igama life on _earth was not define
contented by material quest, but by tfie ;pmtua[
%,a of total supplication to the hig fivst rea
hroughout the ages, the average (fgerson s oveme
o ngeds cmc[ destres, 6u ) C[garaja stron
6e[zevecf that one’s mission should be 1o condict
oneself in such a manner as to receive the 6Zéssmgs
Rama. His muszca[ composztzons were a free-
lowing river of devotion, a ((gpea ing to, Him for His
race. In the Song “Patti Viduvaratw, he makes a
ervent appeal — puttma nade nija phaktini meda
Ratti guttu chétaraka brociceyi” .~ (Having
constrained me [z e a knot in tﬁe neck, with true
evotion to you from the day I was born, an
having protectéed my honour from _ being
compromised, it is not proper to leave the hand qf
this Tyagaraja, Your servant, having held it)
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SANGITA MUKTAVALI

SANGITA MUKTAVALI is a very rare musical work in Devanagari script authored by
DEVANACHARYA, who adorned the court of PROUDHA DEVARAYA of the great
VIJAYA NAGARA Empire in 15" century CE. Much detail is not available about him and
his patron, as he was not an able administrator and reigned for a short period only since he
was the last ruler of SANGAMA dynasty of Vijayanagara Empire. DEVANACHARYA has
also authored another work called “SMRITI CHANDRIKA” which deals with
philosophical matters. He introduces himself as “TOWRYATRIKA CHINTAMANI -a
thinker in the field of three art forms such as Vocal & Instrumental Music-Dance and
the student of Rudra Deva. Though the word, “SANGITA " signifies music and Dance in
those times in general, this work primarily discusses about Dance, leaving the subject of
music in bleak or untouched.

The Sanskrit work Sangita Muktavali was unearthed from the great treasure of
Saraswati Mahal Library and this is a humble attempt to give a commentary for the same
in English.

After explaining about different postures of head during the performance of dance and
different kind of hand gestures-Hasta Mudra, which has been practiced in the field of Dance
like Pataaka, Tripataaka, Kartaree Mukha, author tries to explain another hastha mudra —
Arala mudra Niroopanam.

31 RergsT Freuvy will depict the performance of

the act of Mallayuddha or any

TRAT: PRI IR

QN T 33 R fi fighti ith h oth
Rhe W lerce fighting with each other
K “ without any weapons.

nakhah. karatale WS JTThERU USHRYT |
nystastathaangushtopari sthitah. | TEY T BT I dre aRaTST
mushtirityudito hasto mallayuddhe cha ' '
daarune | khadgakuntadhanushchakradhaarane
. . dantadhaarane |
Now the author is going to grahane cha karanaam cha taatane
illustrate about the mudra, chorataatane Il

“shikhara” which is otherwise
known as “Mushti”. In this, the
finger nails and tips of all fingers
of both hands, are placed in the
palm, and the thumb should be
kept between the palm and the
nails. This position is known as
Mushti. This  “Mushtimudra”

This Mushtimudra will also
be used to depict the act of
holding the arms up prominently
for mainly the Sword, Spear,
Bow and the Disk or at the time
of Baton ceremony. And this
Mudra will also be wused to
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uphold the hands of other
characters, to punch others and
also to thrash the thieves.

gfewaq vgdres: RRERR: BRI 9 |
Wmﬂjﬂ%ﬂ T8YT Hefy =7 ||

mushtischet prasrutongushthah:
shikharasya karo bhavet |

dhanurbhallankushaadeenaam
grahane mokshanepi cha il

The Shikharamudra is
explained as, the erected position
of thumb of the Mushtimudra, is
known as Shikharamudra, which
is used to perform the act of
holding the bow, spere and the
hook, and also will be used to
throw these objects towards
others

o

STEATeT I LJQ"IIQI"II GOERCH

W@%aﬁﬁmﬁaa@fn

Dhaarane deerghanaalaanam
padmaadeenaam tathaiva cha |

vaajirajjugrahe chaapi kashabhoote
cha dhaarane Il

This Shikharamudra will also
be used to perform the act of
holding the long object like pipe
etc, and also to hold a lotus with
a long tail. And this Mudra will
also be used to hold a rein (a pair
of long straps used to control the
horse) and also will be used to

Sangita Muktavali

Sangitika

handle the long stick, which
would wusually be used for
thrashing the horses.

FARTHYO 1Y AEITHY I 7 |

I1f denm a9 qei= 0

dhanuraakarshane chaapi
mandasyaatkarnepi cha
stree kucha grahane chaapi tatha
tasyaiva mardane
The Shikharamudra will also
manifest to perform the act of
holding a bow which is ready to
shoot the arrow and also to
perform the act of pulling out
something. This Mudra will also
manifest to perform the act of
cosset smoothly on the breast of
ladies and also to press it on the
time of sexual enjoyment.

BT T AR TIITHYIT T |
Tgerererdre |l

Keshagrahe cha naareenaam
tathaivaakarshanepi cha
Vastrasyaakarshane chaapi
tatvakshasthala taatane

To perform the act of holding
the hair of ladies and to pull it
strongly, the Shikharamaudra
should be used. And this Mudra
will also be used to perform the
act of removing the clothes of
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other persons, and to hit on his
chest.

FABEIGRY TERTATTHHOT |

HrRICGIATAY Rek aq wenfia qem |

Kucha kakshaadi deseshu
nakharaaghaata karmani
Kaanyedadya yoschaapi sthiram chet
sthaapite tatha

The Shikharamudra will be
used to perform the act of
creating the crack on the breast
and armpit by nails. According to
Kamasutra, this act is a part of
sexual enjoyment. It also depicts
to establish that diminishing the
validity of any other one. (The
second line of this Sloka is not
clear).

THUSNT IR FTTAITRAARM |
A ST &I+ = Arford:

Tatkathancheti vaakye syaadaakshepa
prasnayorapi
Mardane hasta paadaanaam
daahanepi cha yochitah:

The Shikharamudra will also
be used to perform the act of

Sangita Muktavali

Sangitika

asking “how is it possible”, and it
used to blame somebody and ask
questions to somebody. This will
also be used to perform the act of
pressing the hands and legs, and
also to set ablaze something.

qRER Torael: WG d TIfder |
FAAMT AR = HATGTG TSI T |

Parihaare chanjalah: syaaduttaane
cha tathaavidhah:
Kartavyamiti vaakye cha
kramaadaakunchitaangulih:

To perform the act of avoiding
some body or to reject
something, the shaking hand with
Shikharamudra should be used.
And this will also be used in the
act of lifting up something. The
Shikharamudra  with  folded
fingers will be used to perform
the act of “it should be done”.
Here the author is concluding the
illustration of Shikharamudra.

sfa RrEx:
SO
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NAT M WRERT hI dqoddl Sy
<o eI AR
IFAIRRAE MR, Gfd T
foeeh favafaarera

UR—EY U BTl F AR DIt db AT TS W AR A # 0 BT 8 TRA—are
B YET 2| S99 W & AE BT ITIH FTIAT SOl AT § | A8 BRU % smfe Wy |
AT SR A T Th g P TR AN W 2 | O @I ¥ 8 IMN & IRk @r
T @ T WX ¢ W Fmagd oM & forg < @ernr 9 fram fuiRa fER g R
Fregre # IRITT & Horawy AWFHATIR TR—8R FF YHR & YA 9 gRad+ g
T | WA G T SR BT IA BT SN PR SR GG P TS, S, AR, A, <N, A0,
3T, 9gcd, 3ffed iR wred I T @& P | PR | ST & TS A @& M b <4
M &9 Mg

IAAM BT g AT i # I & 377 AeTon o Fora ol W fierar 2 | gafy
I FHT § ST IR T M # 9ga aRadd oman v | WReg ] W 5= T Rt
T TR d IThdT B &M H T gU M b fharHd @y A g v aRkeds
5 o & 2| afs T < @) @S B S WS SR QR SaT ARG IFT & W6y
DI IR IHE AN A G | IR G R IS 7T & oy I8 w=A Rg o 99 7
5 ameme gRadHl & T8 W TS SEH T FT 98 [ASRIT w9 Suaed § S g A

T 9 et el ga, Sfig et T ac T AEgER € ST At iRad # € |
HHd K © T, I, TR, 7w, I, A, AU, 98 |

g g | EUIRCASHIG]
# ome uRads gu 2| B W e
aRada & far Shfad =& w8 dad |
Tfrefierar & dar &1 Shaw &1 T8 B
BU AN HeT U MR ¥ et & 8y |
FHY B AT AT STABIY BT BT B
gﬂﬁzﬂsﬂﬁwaﬁ?wqﬁaﬁ?{ﬁ

TN W SERYT A 8 8d §
F—F Y B € fF A aRads
T S &, I8 fAR=ar daed 9m dF 8l
WfE & 5, Wy ST § 98 urEe
wU IEdT § THG, qf, I TRAT JABR
T & oA dw@ & i T fmfor
TEdqel P! T 2 | 599 gl A
¥ BB gRadd g © fbg smYFd @ra
¥ ) b1 Hecd fdemE €1 T B 79
AN BT AT Aot W Afa H B
Jfdr BT Sl Fhdl & b HB gRafia
wU H AN N I B UEH T A0
fegzar wiia & faemm 8 O% 7' W
BT TN 377t ot B 2|

M gRA WG Bl Faifee
AEAQUl O B | XA BT & TR are
TAR IS G0a ¥ 8T § | GH—aay
TR 3% Y=UhR I & g § s 79
T PR N© B | AT BT FAUH Soold
ﬁwgﬁ?ﬁrgﬁéﬁﬁu—rwﬁﬁw
2| W P gEgeE H 3H UBR W
gRyIfdg fobar T 23—

Arsalr eafAfdeveg wxavifagfa: |
IoIp! SR/ | 9 AT Sargd: 2
Jfd wR g avf ¥ i 98
e faRIY AT PEARN © ST GAT ATl
& T @7 TG S1erar rhiNd Bl § |
I B T IRWT & SfaRed s
gRYTETe # WY ISThdT BT YT BT IAfard
T G 2 [UTN BTl I Iard diol ddb
Jrafq ot W IR i d # [T F A
T TG a6 8 J8T & | I8 BRI & b
IYFE T H M AR ARE I
Th—gR B AT A AT B |
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YA BTl 8 XA B IR Bl
TR G dUT TR < A fFgadgar o
o foru <mT <eror g Frm feiRa far e

o - . o d
RH Bra@vs # gRadd & HoRawy

fR—R Pg UPR & AT

T gRad BId X2 | 9 &1 et gRurerar
T ofepar Sifard ded AT AT B | HAT
g A ST BT AT B ST BET R |

vaferd V&7 ¥ MR g H e
B WI WM 2 S U B ¥ iR
TP, R Aedra & fafdy uRafda
Rerferll &1 UR R gY YD Pl Tb
Tl MU B | 7 oM wRd & fia #
T AT AT STl © | IR HehDIel B
I WART & A BT @y,
A # gafed M @ Yd @y Bl Uh
LGS TRITIR U&TH Bl 8 |

MY BTl H H=G, WY, D,
YgHeER, AT, deR, =i anfe 1
faf=1 <7 8, e w@wu # orel 9gq
gRad T 8| ga=r & 72 uRads &
HoRd®y &1 N, dud e T a1 T @
ST 3MoTdhd aEIRG w A I« U &

N7 A QRERT T ool ¥aog

8

Sangitika

JFrdT yae H 9gd B © AR A AR
P & T g WA © ¢ SereN: N7
st Th UM AT | WG U H 39
wﬁ%w&ﬁww%—
B IART WEed & \elds gd
Tls‘%lfs?mﬂﬁ‘rﬁwa'\f@ﬂﬁa%

TR Y € ° FeUdhTel O A—3TT Ui
IET A B WRIE T ST TIBRI gRT

| Ugdd g R YId RGeS DI A T

foram o S {3 Mg w1l & /A off |
S 99Y % I8 0T 98 ASd TR |
o 3R 39 M-I &1 IUAT & T8 | U

g Ardd J 9 0T Bl BUNC Hel S AT/

Wﬁﬁﬁﬂﬁﬁﬁ@ﬁwﬂfaw
= [ OAET B P
FETTEGRd H # M B ao-rcr‘?r
TR gad A © | S8l AT Hord H
39 20 oel H @1 B R TP wWR
amgfTe gfte | dHe e A 2 1
9 YHR HAGT H IE g yalerd
R &7 | HeAGT A Y=IbRI  $9 0T
BT G Seeid (BT & | IR YD Pbret
TP 399 980 URad T 7| MYAF
T H g i A oTe gaer | &0
T BT 6T fdedqel 8ot AT T | adH
H IE P -9 Jad g dg wgH A
gdf e H W ' AR gHS! Sfa
fea—wul A ST 21 TP Hecaqof
IRadT 59 I B G H gg 9§
g & qegdra 4 98 M A geR 4
o, 3MYFTH BT Tb I—3MT ST BT
W UG A1 8 AT g | g Wi
1 7 Y H g8 AT ST gErer o
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9gd ®H fowar 1 3ol fewgRar Wi
@ 984 ¥ 0T & R Preravs 3§ gRkacdd
@ WoRdwy 9gd URIdE MM ¥ | UReg
R E H oA e Wt # o ouRadw

N7 A QRERT T ool ¥aog

Sangitika

TP IMA—3MMd WRT I & WR—THY
FEOT AT S ST AT | GoATHATRS 7 T
AT BT Yg A § AT AT ATATIS HA
A = ®e1| 997 @I Ug U o wWR

g Il eT=1g B | 39 URERTET
M & IR wwr favm g @
T dadt 4Rg AT B aRafdd Rerferat
P & AT M g SWRIGd A H
IRIdT & SMUR TR Aa] 3 M B
311 | 99 3=y Fd9 W b 9 9 fiu
Y I e HArg uefoal #
TRI—FSTY ST 3% & |

g onfe T @ TRERT AR
T H U 9E 9 odR 3fToidd
TRERR 2 | ARG BT IATST W AT T 312ram
URMAE IFT HET ST & | R $HPT @R
ITOT THI—T99 R qRafdd g1dr %81 2 |
UR®] #H T H sHBT Wwy 3iTsd S
PT I, A5 H GO ST B WG Pl
grifs el | adae H |FRul w@REel &
IRg Faifde yaferd 81 Aued 7 YR
T # HAT G BT AT IYT PRI 8¢
ﬁ?‘crwa?rm'@svwﬁv‘mél
daaTeEN: WUNST § (7) WrR
mwmﬁmaﬁﬂw%ﬁlw

a3 q XA B Ao B FT
T & PEl ® | IRTRT | WG AT BT
UM AT B AT T § e fear g sl
JOTTell # S JAGAT URAG IFTIT a¥f H I@r
T B | S T H AR, IR Blbell WR
g R dag T R B, %, U ¥ ©
T A TR <N @R 2 |1 g ufig
AT & H g AR I 7 g9d WR TG,
3feT, <IT © 9 I8 IMT WA WRIA ©, AR
I Yol T Hg W H MER WX
TP 3AHT faaR Aadr 812 1547 orarss)
¥ U, ofied & T, YRRl § g
IMT BT FAGH YoRT < H { AT 2
1741 T & Yalg H U AR R
I TFer IAT—TAET | 39 TR & Ry

AT TAT T T8 UTd:hle 3R B
T g A garr g1 b guekls fdesd
T R B AT T AT B FAH
B B BI° AT T B Trr— g
YO’ F TRIPR Y. TR PhEd © P

Wﬁﬁ&mwﬁﬁﬂ@
BT B 1741 AT B SRS
TR AT UTRSTT | Y. 3@l o XNT
4T P! qAKI Y PEl © b ARG T H
R AR T R g9 & o WR 39 A Bl
ey WX g <INY UgH Heg9 el 2 | T

TS | SR I§ ARgUl T AT 8 SR
IE UPI | g B |7

9 UBR A= el 3 Iuad
aftfa et & - R & ff aRkafda
WHY @ BT A © | Agfe |
¥ AR AT BT g R A R e g
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N7 A QRERT T ool ¥aog
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Bd H RT P IR WREfA A
T3 TRE ¥ URIAT B H ARG
Eﬁsﬂﬁaﬁwuﬂ%ﬂ%lwﬁwzﬁr
qer Tawy JMYFe uRig wfiarE G
ﬂm@émﬁ%ﬂu‘&ﬂﬁw&uwﬁw
(A 1909 3. # ) # 39 UHR fHera
3

TRAREAHATE STl $Ra AT |

IRITATRIESY FHOT: FIAH: | |

Jufq ¥R MG I[T AR

ARIE ARIE & 9 WG el A I gl
21 B0 R AT W I IR AT A1
MUK

&9 FHIAT aTel HaTdl FETHT A |
TR TG UTd: BIeISoRIdTSH | |

39 T H A€l IR Y SR Hara)
R Y T IS W URDA T A TR
T B |

I RG B IqAE yaferd wY H
P R g 9ad, 9 37 Y§ Wl &
AT YT © | Sraiferd Revy—Sad g9 XA
D TS WR B | U HIAES ofl 39 0T
% fharad WHY W THRT STeld §U
FHEd T~ T BT G = d9d iR
Ry TRl iR & iR 2 1 ¥ R vws fafdre
YR BT 3fT<led I B & del S«
RIS ¥ ARG S Ay | e &1 ST
TI19, T AT N, A Y W@ G YR AT
H AT & TR BT T gU fhT |
TR 5 SRl & 3 & AR dohld
ART T & ST | ¥ R fAeifda wu &
TP ST AT, A1, XX, A1, § 7 X 97 —
9 UBR I Q& G a1 & gad W
IRg &7 form sifda &1 SRAT I g U R
R TP SAMRT BT A DT BT Febel
ThIcd 81 ST a1y | 3T, H 1 X 4T
R MY fF IRT $T T IR gAT A
SHH AT B I

IRa AT B FharHd WHY B IR H

B A AYFH ool & JeH AR

FTAR — ‘T4 I H B dad BAS qAT
I W W SRSl
Srfo—gef,  ardl-daq,  Hara—FEEy,
T UTA BT | §9 IMT H FRgH I7 TR
TR IffrH TE TEAT ARY | VAT HRA
IMT BT @wy T8 B SIEfT a1 BrfeiTer
B STRIATT | €194 @i FETH UR 3Tt ol
T 999 B g w1 ik R
PI-TER AT FTH BT HUT AR DR
JMETeT HRAT TRy [2°

gdaH Hg § o 0 i fage €
S AT RGBT a—ARGUl SAIfT BT A
g1 U, SMBRAY SR §H T BT IRIE
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A Comparative Study of Ragas with Multiple Versions: on the Basis of
Various Recordings Available
Dr Rajpal Singh
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Faculty of Music and Fine Arts,
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Abstract: The Hindustani classical music ecosystem is extremely vast in terms of the
diverse aesthetic perspectives/approaches towards Gayaki, which can be seen through
the various Gharanas and their Gayaki which is in circulation. In such a scenario, it
is natural for differences in Raga grammar or even multiple versions of Raga to appear
across Gharanas. Sometimes, within a single tradition we find multiple versions of a
Raga as well. This study aims to analytically examine and delineate the grammatical

differences between versions of the selected sample Ragas.
Key Words: Raga, Versions, Raga Grammar, Comparison, Gayaki

For the purpose of this study, a few
common Ragas which are frequently
heard in the performance domain have
been selected, namely: Jaijaiwanti,
Adana, Gaud Malhar, Megh, Kaunsi
Kanhada and Bhatiyar.

Given below are delineations of the
grammar and some varieties of the
aforementioned Ragas.

Raga Jaijaiwanti

Jaijaiwanti is a Raga whose origins
are believed to lie in the Gurbani and
Guru Granth Sahib. In today's day and
age we find multiple versions of
Jaijaiwanti to be in circulation, the
most prominent of which are the Des
(Sorath) and Bageshree angs.

1. Des Ang Jaijaiwanti-
The melodic kemel
outlined as follows
S, DnR, RGmGR, RgRS,
SDnP, (G)R, RGmP, DG,mGR,
gRS
RGmP, nDP, DG, mRGmP, PN,
NS
SnDP, mPNS nDP, DGmGR, gRS

can be

2. Bageshree Ang Jaijaiwanti-
Bageshri ang Jaijaiwanti possesses
similar lakshans as the Des ang
Jaijaivanti. The major difference is
between the Uttarang offshoot.
Wherein Des ang, Taar Shadaj is
approached using mPNS, in
Bageshree ang, the Uttarang
launch phrase is GmDnS or
GmnDS and in some
interpretations even GmDNS

Among other versions of Jaijaiwanti
we find one interpretation as
presented by Pt. Bhimsen Joshi,
which we find classified under the
name of Nat Ang Jaijaiwanti on the
internet. The only significant
difference we find here is that the
komal gandhar is discarded and
prominently employs the G(R)NS
phrase which is indicative of Desh.

Pt. Jasraj has rendered two

interpretations of Jaijaiwanti. One

being the popular interpretation of
desh ang Jaijaiwanti which he sings as
just Jaijaiwanti and another which is
branded under desh ang, in which he
too does away with the komal gandhar
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in his interpretation and emphasises
on the G(R)NS element.

Raga Adana
Adana is a night time melody from the
Kanhada ang family of Ragas. Its
chalan bears some resemblance to
Darbari  Kanhada, the  main
distinguishing factor being that
Darbari looks downwards or is
Poorvang Pradhan, while Adana
shoots straight for Taar Shadaj due to
this Uttarang pradhan nature. There
exists a few more subtle chalan
differences which will be discussed
subsequently. The Nishad of Adana is
said to be neither komal nor shuddh,
and lies somewhere between. One
could call it Chadha komal Nishad or
Teevra Komal Nishad.
1. Adana with Komal Dhaivat:
A simple Chalan or outline is as
follows:
SRmPdnP, nmPS; PnSR, nSdnP,
nnPmPn (m)g, gmRS
SRmPdnS, PnPS
Gandhar is rendered Alpa in the
Arohatmak passages, often even
dhaivat is skipped. The Raag
always looks towards Taar Shadaj
which pulls all phrases towards
itself like a magnet.
2. Adana without Dhaivat:
This particular version of Adana
was popularised by Ustad Bade
Ghulam Ali Khan. In this, Dhaivat
is skipped in both ascent and
descent and possesses similar
lakshanas as the above
interpretation plus a unique phrase
all of its own.

The gait of this Adana version is
as follows:

SmPn, gmPS, SPnP, nmPS,
PnSRnS, RgmRS, PnP, nmP,
gmP, gmRS

Raga Gaud Malhar

Gaud Malhar is a compound Raga

comprising the synthesis of Gaud,

Bilawal and Shuddha Malhar angs.

Depending on the ratio of the

constituent angs in Gaud Malhar, the

melodic outline changes thus giving
rise to different versions of the same

Raga.

Gaud Malhar is considered to be a

feminine expression of Malhar.

1. The standard Gwalior interpretation:
S, RGm, mG, GRG, RmG- RS
mRP, DPmPm, mmG, RG- RS
SRGmPm, mRP, PDnP

PDGPmG, GRS
mPDNS or PNDNS (Uttarang
launch)

SDnP, mDPDGPm, RPmG, RmG-
RS
In the above interpretation the
predominance of the Gaud and
Bilawal angs is evident, with the
Malhar ang becoming prominent
typically only through the RP sangati.

2. Another version of Gaud Malhar
(of the ‘Saiyyan Mora re’ brand)
assigns great importance to the
Shuddh Malhar component. The
Mukhda of the bandish screams out
Shuddh Malhar with the phrase,
RmPD, nP (nP establishes that it is not
Shuddh Malhar but in fact Gaud
Malhar.) We also find phrases like
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mPDS conveying affiliation with
Shuddh Malhar.

3. Another version of Gaud Malhar is
found in the Jaipur Idiom of the
“Maan Na Kariye Ri Gori” brand. It
has all the standard Lakshanas of
Gaud Malhar, but a more frequent
reiteration of the RP sangati, plus the
additional PnDNS sangati typically
associated with Miyan Malhar.

4. Miyan Mauj was the spiritual Guru
of Miyan Achpal of the Delhi
Gharana, who was the Guru of Ustad
Tanras Khan. One of his compositions
“Jiski Aisi Baat” has been preserved
through the centuries. It is a variety of
Gaud Malhar with the use of Nat Ang
in the Mukhda with the Sam on Re.
Other Lakshans are the same.

5. The next version of Gaud Malhar
makes very light and insignificant use
of Gandhar and puts all its emphasis
on the Shuddh Malhar component
through phases like

RS, mRP, mPDS, DPm, RmRP.

This version of Gaud Malhar has been
found in the composition “Jaani
Jaani”. We also find the occasional
use of nDNS in a Miyan Malhar like
fashion.

6. The final version of Gaud Malhar
which we find uses Komal Gandhar
and can be found in Pt. S.N.
Ratanjankar’s Abhinav Geetmanjiri

Raga Megh

Megh is an ancient Raga with origins
dating back over a millennium. We
find mentions of Megh in the 6 Raga
and 36/30 Ragini theory. Megh

remains a common Raga across all the
4 Mats. In the performance arena in
the last 150 years, we find two main
varieties of Megh, one purely
pentatonic without the use of
Gandbhar, typically referred to as just
Megh and another variety with the
occasional use of Komal Gandhar
often referred to as Megh Malhar. Pt.
Ramashreya Jha is of the opinion that
Megh doesn’t use the RP sangati, and
if mRP and Rm sangatis are added to
Megh, the Raga so derived is Megh
Malhar. Thus, there is a lot of
ambiguity regarding the grammar of
Megh and Megh Malhar and their
interpretations
1. Megh (commonly in practice)
The characteristic phrases
Megh are as follows:
nSR, R, (S)n (S)n S, PnP, nS,
PnS(m)R, R P(m)R (m)R, (m)RnS
RPmnP, P(m)R, RmP, mP(S)nP,
P(S)nS
SnP, PnmP, RmP(m)R, mR, (S)nS
Here (m) and (S) indicate that m
and S are kan swaras to the
proceeding note.
We see the usage of vakra sangatis
like PmnP, mRP and PS. The Rishabh
is very strong but is always rendered
with the Kan of Madhyam
The gravitas of Megh is felt
through the use of andolan from m
to R and S to n.
Megh also possesses
characteristics akin to Kanhada
prakars like the nP and PS
sangatis. Pt. Ramashreya Jha
opines that it would be wrong to

of
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say Megh possesses
characteristics ~ suggestive  of
Kanhada, but rather Kanhada
possesses characteristics of Megh
since the latter is the older Raga

2. Megh (acc. to Pt. Ramrang)
The lakshanas are similar to the
above interpretation. The slight
differences will become apparent
below

SnS)nS,SPNP,

P(S)nS, nS (m)R (m)R, (S)n(S)n S

RmP (m)R, mP (S)n P, P (S)n (S)n S,

S (P)n P, (m)R (m)R, (S)n (S)n S
Here the RP sangati is omitted and

of Komal Gandhar in an andolit
Kanhada like fashion, either in the
form RgmR or PgmR. We even
find a recording of Ud. Amir Khan
rendering his famous Megh tarana
using Komal gandhar on that
occasion in the RgmR fashion.

In a tutorial of Megh by Pt.
Gajananbuwa Joshi with his
student Pt. Ulhas Kashalkar, we
find him using the gmR phrase
occasionally within the framework
of Megh. We also find frequent
PnPS usages reminiscent of
Kanhada.

other Vakra prayogs as well. Here Raga Kaunsi K_anhada
all the emphasis is on the andolan Kaunsi Kanhada is a Sankeerna Raga.

between S-n and m-R. The accent As the name suggests it is a blend of
and descent is relatively Kauns and the Kanhada angs, them
straightforward and the Rishabh is being Malkauns and Darbari or

bright and has abhyas bahutva. Nayaki respectively. We also find a
Here the Vadi is Shada] and third kind of Kaunsi Kanhada which

Samvadi is Pancham is sung from the Bageshree ang

3. Megh Malhar (acc. to Pt
Ramrang)
If the RP and Rm sangatis are
added to the above version of
Megh, the Raga so obtained is
Megh Malhar. Here the Vadi shifts
to Madhyam and Samvadi
becomes Shadaj. Other
characteristics are more or less the
same.

4. Megh Malhar (with g)
We find a few renditions of this
version by artists of the stature of
Pt. Bhimsen Joshi and Ud.Rashid
Khan. This is essentially one of the
above 3 kinds of Megh, with an
occasional and aesthetic injection
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Malkauns Ang:

A. Darbari Ang:

This is the most popular variant of
all Kaunsi Kanhadas in
circulation. The evergreen “Rajan
ke Sirtaj” and “Kaahe Karat Mose
Barjori” are affiliated with this
brand of Kaunsi Kanhada
However the exact grammar of
this Raag has proven to be rather
ambiguous and artists seem to
adopt a whole host of
phraseologies. The principal
theme in this approach is
supposed to be Malkauns in the
ascent and Darbari in the descent,
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i.e, SgmdnS and SdnP,mP,gmRS.
However, a close inspection of
bandishes and renditions will
reveal that the sangatis employed
often contradict the above theme.
More accurately is a blend of
Malkauns and Darbari in an
aesthetically organic manner.

We often find phrases like mgRS,
and RgP and even sometimes a
straight SndPmgR.

That being said a quick outline is
as follows:

S (n)d, d nd S, ngS; (Malkauns)
dnSR, nSR, S(n)d, dnS (Darbari)
nS m, mgm RS, dnSm, mP,
PgmRS

gmd, dnP, Pmgm, mdnS

SdnPm, mdnP, PmgmRS, Sgm,
gmS

B. Nayaki Ang:

This version of Kaunsi Kanhada
is sung with great zeal and gusto
by artists from the Agra tradition.
Sm)PnP S, mgS, (n)d, dm,
dndnS;

nSR, SRgRS, nSPnPS; dnSm,
gmP, mP gm, gmRS

nSmRS, PnPS; nSm, gmdm,
gmnP, nPnmP, Pg, gmnP,
PgmRS,

dnSgmdm, mnP, gmRS, PnPS
We find the Nayaki markers in the
form of PnPS, gmnP, gmRS etc
sangatis.
Malkauns
explanation.

lakshanas require no

2. Bageshree Ang:
We find compositions of
Annasaheb Ratanjankar in this
version of Kaunsi Kanhada
A swaroop outline is as follows
S(m)g (m)g m, gmRS
gmD, mD, Dm gmnP, gmD
nDmnP, gmPgmRS
gmD, mDnRS, PnPS, SPnP, mD,
nDmnP, mPgmRS
Raga Bhatiyar
Bhatiyar is an early morning Raag
whose Swaras are similar to the 17th
Mela- Suryakantam of the Melakarta
classification system as given by
Pandit Venkatamakhi.
The main differences arise based on
the use of Madhyam. We find two
major interpretations in circulation.
The first using both madhyams, and
the second only wusing Shuddha
Madhyam.
1. Both Madhyam:s:
This is the standard Bhatiyar in
circulation and is also the most
popular of them all. The key
phrasing is as follows:
Sm, mP, mD PDN (D)P, DPm,
mPG, GPDPG rS
S(n)D, DmP, MDS, DNR,GRS,
RND, DP, D(P)m, PG, GDPGrS
Bhatiyar often uses some other
phrases which aren’t typically
mentioned when describing its main
form. These are:PS; GmDP;
mPDNrND; DNrGr
2.0nly Shuddh Madhyam:
It has almost the same phrasing as
the above version of Bhatiyar.
The only major difference being
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the Uttarang launch. The MDS
above is replaced with mDS here.
All other lakshans are pretty
much the same.

There exists a third variety in which

we find a composition of Annasaheb

Ratanjankar that uses both Madhyams

in a Lalit like fashion. Other than that,

the Lakshans are typical of the first
prakar mentioned above.

Conclusion

Upon examining the above Ragas
and their versions, we firstly realize that
the Hindustani Raga music space is an
interpretative  space. We  can
hypothesize that Ragas develop
different versions due to a few factors
like:

1. Individual perspective of artists of
different Gharanas and creative
expression.

2. Inconsistency of Raga versions
owing to the fact that Raga music

References:

developed before the media and
communications era.

3. The Hindustani tradition was an oral
one where versions of complex

Ragas were seldom ever
documented on paper.
4. Different interpretation of

constituent Ragas of a compound
Raga (A Raga with two or more
constituent  Ragangs).  Kaunsi
Kanhada for example attains
different versions depending on the
variety of Kanhada that is blended
with Malkauns. Similar is the case
with Ragas like Gaud Malhar and
Ramdasi Malhar.

5. Hindustani Ragas were not
standardised till the late 19th
century until the advent of
musicologists  like Pt.  V.N.
Bhatkdhande.

The above reasons should thus help one
develop a greater appreciation for Ragas
and their versions in circulation.

https://www.parrikar.org/music/sarang/jha_sarangspeak.mp3- Ramrang on Megh and Madhmad Sarang
https://www.youtube.com/watch?v=0FzApLqZsCc - Ud. Amir Khan Gaud Malhar

Jaani Jaani - Raga Gaud Malhar - Pt. Satyasheel Deshpande- Jaani Jaani

Pt.Bhimsen Joshi: Raag: Megh Malhar,Suha Sugrayi,Bhajan &Bhairavi

Pt. Ulhas Kashalkar - Raag Kaunsi Kanada -Live Concert Recording-1999

Pt. K. G. Ginde — Raga Kausi Kanada Darshan. 1 i @t avti

Pandit Gajananbuwa Joshi || Raag Megh
Pt. Venkatesh Kumar: Raag Kaushi Kanada

Ustad Bade Ghulam Ali Khan Raag Adana at 6 Dixon Lane, 1954

. Pandit Ullhas Kashalkar | Raag Adana
. Pt DV Paluskar- Gaud Malhar-kaahe ho hama so preetama & balamaa bahaara aaee daadura bole
Pandit Mallikarjun Mansur sings Raga Gaud Malhar

Ustad Amir Khan - Raga Megh

Raga Megh | Ustd Rashid Khan | Garaje Ghata | Sagarika Classical
Pt. Ulhas Kashalkar - Raag Jaijaiwanti - Live in concert - 2012

Pandit Kumar Gandharva sings Raga Jaijaiwanti
Ustad Amir Khan Raag || Jaijaiwanti
Raag Gaud Malhar Darshan — Pt. K. G. Ginde

Morning concert, Ulhas Kashalkar, 2002, Kala Ghoda Festival

Ustad Amir Khan Bhatiyar and Beragi Bhairav

Pandit Sanjeev Chimmalgi-Raag Bhatiyar-tanika suna ree sata bachana aba

https://youtu.be/OSHn5fBKLDk

Pt Bhimsen Joshi -Raag Jaijaiwanti(Nat) - Sadarang Music Conf', 1972
Pt. Jasraj - Raga Jaijaiwanti (Khyal In Vilambit Jhaptal (Pseudo Video))

Raag Jaijaiwanti- Pt. Rajan Sajan Mishra
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Classical Music in Bengal:
(Ancient and Mediaeval Periods-Part II)

Dr. Suranjana Bhattacharyya (Basu).

Abstract: Swami Vivekananda is a prophet of the modern age. His multi-faceted genius has
created an indelible impact on many different spheres of modern civilisation. Music is one of
these. His contribution is comparable to the practitioners of Ancient Indian Music which was
deeply religious in nature. This paper tried to find out the musical details mentioned by ancient
texts like Chaitanya bhagavata, Rajatarangini, Sangita Damodara, Brihaddarmma Purana,
Brihat Bhashyam, Srikrishna Vijaya etc. This paper also discusses about different kinds of
classical Dances and Music practiced in undivided Bengal at different Vaishnava and Shaiva
temples since pre historic period.
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Charya Padas

Kshanadagitachintamani
It was compiled by the erudite

Vaishnava  devotee = Biswanath
Chakravarti in early eighteenth
century (1705). Compositions of

many Vaishnava poets have come
down to us because of his efforts.

Among them are Narottamdas
Thakur, Vidyapati, Jayadeva,
Brindabandas, = Ramananda Roy
Thakur.

Every song bears the name of a
raga. This means they were meant to
be sung. Among these are Kedar,

Dhanasi, Baradi, Deshag, Bhatiari,
Sriraga, Malhar, Kamod,
Pathamanjari.
Bhaktiratnakara

Narahari Chakraborty
(Ghanashyamdas) was the most

prolific and important author of
musicological texts of Bengal in the
Middle Ages. He wrote his books in
the eighteenth century CE.

His books are in the Sanskrit
language. These are
‘Bhaktiratnakara’ (5" Taranga or
Chapter), ‘Sangita Sarasamgraha’
and ‘Gita Chandrodaya’.

He has profusely quoted from a
large number of musicological texts

among which are — ‘Sangit
Damodara’, ‘Sangit  Shiromoni’,
‘Sangita Parijata’, ‘Sangita

Muktavali’, ‘Panchama Sarasamhita’,
‘Sangita Ratnamala’ and others. He
has also taken help from works of

Bharata, Kohala, Harinayaka to
corroborate his theories.
He believed in mythological

origins of music, i.e., Brahma, Shiva,
Nandi, Narada, Rambha and others
spread this music on the earth.
According to him, music has three
components, Gita, Vadya and Nritya.
Other topics include Desi and
Marga Sangit, Nada, Sruti, Swara,
Grama, Murchhana. He has discussed
Tana, Varna, Jati, Raga, Dhatu etc.
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Here we notice that there are certain
differences in the names of Srutis and
Murchhanas. The names have
similarities with those given in
‘Sangita Damodara’ of Subhankar.
Naturally they differ with those in the
Natyasastra. It is obvious that
Narahari was familiar with the
‘Natyasastra’, he has mentioned it. So

these digressions were perhaps
intentional.
Names of Srutis given are—

Nandi, Vishala, Sumukhi, Bichitra,
Chitra, Ghana, Chalonika, Sarada,
Mala, Madhabi, Siva, Matangika,
Maitreyi, Bala Kalaraba, Sarangaravi,
Jaya, Rasa, Amrita, Matra and
Madhukari. Narahari was aware that
there were controversies regarding
the origin of seven notes.

The erudite Vaishnava scholar has
named the Murchhanas as follows—
Lalita, Madhyama, Chitra, Rohini,
Matangaja, Saubira, Varnamadhya,
Sadjamadhya, Panchami, Matsari,
Mridumadhya, Suddhanta, Kalavati,
Tivra, Raudri, Brahmi, Vaishnavi,
Nadavati, Vishala and Trishu.

While discussing ragas, the author
places two opinions prevalent in
Mediaeval  Bengal, which is
interesting. He has followed ‘Sangita
Damodara’ of Subhankar in saying
that there are six ragas and thirty
raginis. He has elucidated six ragas
and thirty six raginis from Narada’s
Panchamsarasamhita — six main
ragas are Malava, Mallar, Sriraga,
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Basant, Hindol and Karnata. Names
of wives of six ragas have also been
compiled.

Prabandha and their constituent
parts are given in the text; but it is
debatable, how many types of ancient
Prabandhas, were cultivated in
Bengal, in the eighteenth century.
The author is not clear on this point.
Regarding the types of Prabandhas,
he relied on  Harinayaka’s
description. Following him, Narahari
says that there are twenty six different
types.He has described about fifteen
types of gamakas.

According to him, Kshudragit has
four varieties— Chitrapada,
Chitrakala, Dhruvapada and
Panchali. There are discussions about
musical instruments mainly in the
light of ‘Sangit Damodara’.

The two musicological texts,
‘Sangita Sara-samgraha’ & ‘Gita
Chandrodaya’ undoubtedly merit
detailed discussion. For the present,
they give very detailed and authentic
information about musicological
practices of late medieval Bengal.
‘Sangita Sarasamgraha’ has six
chapters. He has quoted from earlier
musical texts as in  ‘Bhakti
Ratnakara’. Two puranas were also
consulted — the ‘Vishnu Purana’ and
‘Srimad Bhagavata Purana’. All the
three texts have discussions which are
overlapping. They are also repetitive.

‘Gitachandrodaya’ supplies us
with interesting information
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regarding Panchadhatu Prabandha.
He has described this type of
Prabandha in detail; this may allow us
to conjecture that this type of
Prabandha was popular in Bengal
upto the late Middle Ages. It was
made up of Udgraha, Melapaka,
Dhruva, Antara and Abhoga.
Possibly, due to a musical upheaval in
Bengal, all the ancient types of
Prabandhas fell into abyss.

Padamritasamudra
This compilation was done by the
eminent Vaishnava scholar and

musician Sri Radhamohan Sen at the
beginning of the eighteenth century.
There are 746 padas in the
compilation. Radhamohan is the first
Vaishnava musician to  have
discussed Dhyanamurtis of ragas in
‘Padamritasamudra’. He has given
descriptions of ragas among which
are Mallar, Kedara, Bhairava, Gouri,
Pancham, Bibhas etc.

Here we are presenting the
Dhyanamurtis of raga Barati or Barati
as given in ‘Padamritasamudra’ and
Somnath’s ‘Raga Vivodha’ (1609)

respectively.
‘Padamritasamudra’ - Barati —
She is of  fair-complexion,

entertaining in nature, with bangles in
her hands, swirling the chamara. She
is beautiful in appearance; her ears
are adorned with bunches of
Dadhanasur flowers.

In ‘Raga Vivodha’, - Barati — She is
a young fair maiden, roaming in the
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forest searching for her husband. She
is dressed in blue, SJ¥NI, happy like
flowers on a tree.

Though there are similarities,
subtle differences are noticeable,
especially regarding the mood of the
lady. In the first instance she is a
damsel in distress. In the second
instance she is in a happy, uplifted
mood.

Just after Narahari’s time, there
was a lot of political turmoil and
Bengal entered into the modern
period. Continuity was broken,
influence of Hindustani Classical
Music started to become more and
more prominent. Ancient Hindu
Music lost out to Muslim invasion
and the resultant changes. The
southern part of India carried on the
tradition even if partially.
Mangalkavyas

Mangalkavyas are poetic religious
compositions  singing praise of
various gods and goddesses. They
were mainly composed between the
fifteenth and twentieth centuries.

Natis (female dancers) used to
sing songs from Krishnaleela,
especially love songs of Radha. In
Ruprama’s ‘Dharmamangal’ we find
a description of Tandava or Nati-
nritya. Ruparama  Chakraborty’s
‘Dharmamangala’ is a Mangalkavya
of importance. Ruparam was born in
the Purna Barddhaman district of
West Bengal sometime in the
seventeenth century.
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Nati-nritya was accompanied by
several musical instruments. Among

these were madal, mridanga,
mandira, karatal, nupur etc.
Mangalkavyas contained

mangalagitis. Kalidasa has referred to
mangalagitas in his dramas in the

Gupta age. Mangalkavyas were
mostly set to Botta raga probably
from Bottodesh (Tibet).

Bishnupur Gharana
Bishnupur gharana, the only music
gharana of Bengal started to develop
during the last twenty years of the
eighteenth  century.  Bishnupur
remained under the rule of the Malla
dynasty for a very long period of
time. The culture of classical music in
Bishnupur has a long history.

Bishnupur is located strategically
on the land-route between Vrindavan
and Puri. It was customary for
Vaishnava musicians from
Brajadham to make a pilgrimage to
Puri with the sole purpose of
rendering songs at the feet of Lord
Jagannath. They broke their journey
at Bishnupur at the request of the
Malla kings who had converted to
Vaishnavism under the influence of
Acharya Srinivas of Nabadwip.
Moreover, the kings were
connoisseurs of classical music and
had musicians attached to the royal
court.

Gradually the disciplined culture
fulfilled all the criteria essential for a
gharana tradition and became famous
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as the Bishnupur Gharana. This
gharana was initially Dhrupad-based.
But the practitioners of these gharana
were unusually versatile. They
became adept at singing Khyal,
Tappa etc and also play many musical
instruments like the pakhawaj, tabla,
surbahar, Sitar, Esraj etc.

Some traditional ragas underwent
local changes owing to the innovative
tendencies of the Bengali-speaking
race. Among them are Bihag, Basant,
Purvi, Ramkeli.

In Bishnupur, the traditional belief
is that, the Malla king Raghunath
Singha II (1702-1712) invited a
descendant of Tansen by the name of
Bahadur Sen or Bahadur Khan to
come and reside in Bishnupur. At this
time the Mughal Empire was
breaking down and the court
musicians of Delhi and Agra were
becoming homeless. He came to
Bishnupur and started to teach the
Dhrupad style of Hindustani Classical
music.

The fountain-head of this gharana
was Ramashankar Bhattacharyya
(probably lived from 1761 to 1835
CE). His sons and students carried on
his legacy. In the second half of the
nineteenth century Sri Kshetramohan
Goswami, a foremost exponent of the
gharana came to Kolkata and became
the guru of Raja Sourindramohan
Tagore, scion of the Pathuriaghata
Tagore family. Bishnupur gharana’s
music deeply influenced the musical
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scenario of Kolkata in the beginning
of the modern period.

On The Musical Scales of the
Hindus by Sir William Jones (1793)

Sir William Jones was bewitched
by the richness of Indian Culture and
made a lifelong endeavour to delve
into the depths of ancient Indian
culture and music. He founded the
Asiatic Society of Kolkata on 15%
January 1784.

He took great pains to study old
musicological texts; he was aided by
a very famous Sanskrit scholar Pandit
Jagannath Tarka Panchanan (1695 -
1806) in his studies on Hindu Law,
Sanskrit language and deciphering of
Sanskrit musicological works.

Sir Jones was desirous of
concentrating upon a few selected
texts — the first one was ‘Sangita

Damodara’ of Subhankar. We come
to know from him that during his
time, ‘Sangit Damodara’ reigned
supreme among works on theory of
music; but unfortunately he was
unable to acquire an authentic copy of
this text. As an alternative he decided
to study ‘Sangit Narayana’ (author is
Purushottam Misra of Orissa). This is
because ‘Sangit Narayana’ quotes
freely from ‘Sangit Damodara’.

He also consulted a Persian text
‘Tohfat-ul-Hind’ by Mirza Khan.
Jones tells us that Mirza Khan was
well-versed in musicological texts in
Sanskrit language like ‘Ragarnava’,
‘Ragadarpana’ etc.; What he learned
from them, he wrote down in his
book. Jones makes a careful
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observation that it is not prudent to
rely upon translations by Mughal
writers because they were absolutely
incapable of understanding the
complexity and intricacies of the
Sanskrit  language. So  their
translations are bound to be incorrect
and misleading.

Sir Jones was particularly
impressed by Somnath’s ‘Raga
Vivodha’. He was also familiar with
Sarangadeva’s ‘Sangitratnakara’. He
unerringly inferred that
‘Sangitaratnakara’ precedes ‘Raga
Vivodha’. This is no mean feat
remembering that Kolkata was just
starting to develop as the capital city,
the atmosphere was not congenial for
academic pursuits, there was severe
lack of research material and for
William Jones the language, the
culture, the country, were all
unknown and foreign.

He noted that all Hindu writings
were somehow always related to god.
The base of Indian music is
‘Saamaveda’. The divine knowledge
of music was given to the world by
Lord Brahma and his consort goddess
Saraswati. Muni Narada, a great
devotee of Lord Vishnu played an
important role in the spread of music.
He is said to have invented the
Kachchhapi Vina.

From his studies on ‘Sangit
Narayana’ and ‘Raga Vivodha’ he
came to the conclusion that music of
different regions developed their own
particular characteristics and ragas
also underwent regional variations.
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William Jones tells us that ‘Sangit
Narayana’ expounds six ragas and

thirty raginis.

The main six ragas are, —
Bhairava, Malava, Sriraga, Hindol
Deepak and Megh.

Viharas and Temples

We do get some evidences from
temples. Unfortunately most of the
temples are in ruins. So, it is
impossible to construct a coherent
history of the practice of music in
Bengal from wall carvings and other
features of temples.

The Buddhist Viharas which
were established during the ancient
period were constructed of bricks and
covered with Terracotta plaques, an
art form present in Bengal for about
the last two thousand years. These
plaques show among other objects,
images of Gandharvas  were
Kinnaras, who were experts in music.

The temples of Bishnupur and
Murshidabad shed some light on the
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importance of classical music and
dance through the carvings on temple
walls. Presence of Terracotta plaques
depicting rasalila, kaliyadaman,
Krishna playing on the flute,
Nartteswar, musicians playing on
instruments etc are evidences that
classical music has an eminent
position in worship of different
deities.

Conclusion

Undivided Bengal has always been an
integral part of the mainstream of
Indian Culture and Indian Classical
Music. Nevertheless, it retained it’s
individuality. The residents of this
region accepted the traditions and at
the same time carried on with their
own research; as a result they brought
about many innovations in their
practice of Indian Classical Music.
The contribution of Undivided
Bengal towards the practice and
evolution of classical music is
noteworthy.
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Abstract: Before globalization, music faced limitations in reaching diverse audiences due
to geographical barriers. However, with the advent of communication technology and
globalization, these constraints crumbled. The technology enabled musicians to share their
creations worldwide, fostering the cross-cultural collaborations and expanding the

accessibility and influence of music on a global scale.
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Introduction

Technological evolution of
communication played a very
important role in spreading of music

at global level, breaking the
boundaries and barriers
geographically and  culturally.

People from different backgrounds
get connected bridging gaps as
music is a universal language with
the power to evoke emotions. The
regional limitation had to be crossed
with the help of communication
technology and its advancements to
compose and share the music.

The aim of this research paper is to

explore the process of
communication and technology
being  instrumental in  the

exploration of music across the
globe. The determination of artists
to entertain the wide range of
audience with growing popularity of
music gave raise to powerful
communication tools extending the

creativity
limitations.
Music as a Universal Language
and Evolution of music.

Henry Wadsworth Longfellow
wrote, “Music is the universal
language of mankind”(Petrelli)
Music is acting as a binding agent
breaking cultural barriers unifying
people. It has been an integral part
of society. It acts as a language
beyond linguistics to communicate
human emotions. Music has shaped
the emotions, beliefs and
interactions of people from ancient
civilizations to current times. The
evolution of the music is also
closely dependent on advancements
of technology and it’s been an
interesting journey with time.
Historical Significance of Music in
Human Culture and Society:

To understand the contributions of
communication  technology in
music, we have to first understand
the limitations and challenges faced

crossing geographical
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by music industry and artists.
Knowledge of history and evolution
of music is very essential for this.

It’s been proven with evidence that
music existed since ancient
civilizations in human society and
it’s been there since thousands of
years (Rowbotham xi). The cave
paintings depicting musical
concerts, flute like instruments
made from animal bones etc. are the
various archaeological findings
which proved that not only music
but other creative aspects existed at
those times.

Music was being used not only for
the sole purpose of entertainment
but also to express emotions, narrate
stories and transfer the values and
culture  from  generation to
generation. The history of Ancient
civilizations like Mesopotamia',
Egypt, Greece (Hemingway) and
Rome holding deep cultural and
religious significance , using music
in rituals, ceremonies and festivals
by creating a unity in people and
evoking a spiritual atmosphere acts
as a solid proof.

Music acted as a form of oral
tradition like Vedas to pass on the
knowledge of history, legends and
wisdom even before the advent of
modern communication technology.
Music was used to narrate stories of

1 Goodnick-Westenholz,Joan et al. Music in
Antiquity (Place of Publication:
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love and bravery, to preserve the
heritage and culture of the societies
by brads and troubadours in
Medieval Europe.

Efforts to preserve and spread the
music in earlier times:

The desire to preserve and protect
any form of art is natural. A well
written poetry can also be read as
many times as possible. Musical
compositions being a non-physical
art form, it was difficult to capture
and preserve it and share it with
others. It is observed that people
carved musical notations on stone
tablets and carved pictorial
representations in order to capture
musical compositions. Discovery of
the musical manuscripts and
notations gives more insights of the
musical practices of those times.

The development of musical
instruments has also played an
important role in recording and
disseminating music. The mass
production of sheet music resulted
in making music available for
audience at a broader level. The
invention of printing press in 15
century contributed enormously for
this. The music was further
revolutionized in late 19™ and 20™
centuries with the advent of sound
recording technology.

Walter de Gruyter GmbH, Berlin/Boston; Hebrew
University Magnes Press, Jerusalem, 2014), 15,92
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The evolution of music storage
and channeling devices:
The challenge of storing sound has
been overcome using various
inventions. We can realize how one
challenge after the other was
overcome by inventors across the
world(Mazumdar)

1. Printing Press: Invented by
Johannes Gutenberg in Mainz,
Germany, around 1440. This
device not only helped in storing
musical notes but also the other
data.

2. LP Discs: The long-playing disc,
also known as vinyl record,
introduced by Columbia Records
in 1948.Better sound quality and
longer play time was made
available through this.

3. Phonographs: Invented by
Thomas Edison in 1877, for the
first time a device could record

and reproduce the sound
(ivypanda)
4. Radio: Guglielmo Marconi

takes the credit for the invention
of radio and he also made
significant  contributions in
wireless telegraphy in late 1800s
and early 1900s.

5. Tape recorder and cassettes:
The earliest known audio tape
recorder was a non-magnetic,
non-electric version invented by
Alexander Graham Bell's Volta
Laboratory and patented in 1886.
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6. Television: Wonderful
invention by Philo Farnsworth in
1927 and the broadcasts became
more widespread in late 1930s.

7. Mobile: A Motorola engineer
Martin Cooper demonstrated the
first cellular phone in 1973. It
took several years to become
commercially available.

8. Internet: This term was coined
in early 1970s. The modern
internet we know today is
evolved from several decades till
it was made accessible to public
in 1990s.

9. CDs and DVDs: Invented by
Sony and Philips in 1982 to store
audio and video . (Sharpio et al
03)

The Augment of Music as a

Profession with its Geographic

Constrains.

The transformation of music into a
profession from  recreational
activity. For a longtime, music used
to be a recreational activity until it
became a respectable profession.
Artists were considered as skilled
individuals who created a joyous,
divine atmosphere in festivals,
gatherings and religious events. As
the sense of culture and tradition
increased, people started to
recognize the music as valuable art
form which led to rise of musical
professionals.

Art of music found a stable platform
in the royal courts and aristocrats
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during the Renaissance’ and
Baroque periods®. Artists  got
financial support and recognition for
their talents. The perception of
music shifted from an entertainment
mode to a legitimate occupation.
Challenges and Geographical
Limitations faced by Artists :

Artists faced challenges in reaching
people at a broader level despite of
music raising as a successful
profession. The geographic
constrains stood as a major
challenge in front of artists. At the
time when the modern
transportation was not yet invented,
traveling to far regions in order to
perform was impractical and
challenging. This in turn created a
limitation to the artists to expose
them to diverse audiences and
cultural influences.

Due to the larger population, the
demand for musical performances
were often found in major cities and
cultural capitals. Due to which, the
availability of artists were also more
in such places. Genuinely skilled
artists from rural arears faced a
challenging situation to procure the
opportunities for recognition and
growth in their career. These
limitations can come in the way of
hindering the development and

2 Howard Mayer Brown and Louise K. Stein, Music in
Renaissance (Upper Saddle River, NJ: Prentice Hall,
1999), 82
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preservation of regional musical
traditions and styles.
Music Schools and their role in
preserving and transmission of
musical traditions:

The preservation and
transmission of musical traditions
were upheld by musical schools and
teachers. The role of these
institutions were very crucial in
training and developing the talented
individuals as artists by providing
solid classical music education.

Music schools stood as an
opportunity for aspiring artists to
refine their skill and obtain a
detailed and deeper knowledge of
their art. They became instrumental
in preserving the traditional aspects
of classical music. They also
became a platform to exchange
different musical styles and
techniques.

Role of Radio and Television in
Revolution of Music.

There has been a significant role in
shaping the music industry and
influencing the way of musical

creation, consumption and
dissemination played by Radio and
Television (Wenting 4).

Music promotion and Exposure:

Radio and television have been
instrumental in promoting artists to

3 Manfied F. Bukofzer, Music in the Baroque Era: From
Monteverdi to Bach (New York: W.W. Norton &
Company, 1947),370
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wider audiences. Radio airplay and
television appearances were the
primary means for musicians to
reach a broad audience before the
advent of internet and streaming
platforms. Increased visibility and
record sales were lead by popularity
gained through radio stations & TV.

Invention of the radio proved to

impact everyone involved in
creating music from composer to
audience.(Hawley 6)

Hit Songs Creation:

The technologies like radio and
television has the power to turn a
song into hit songs. Extensive
airplay on radio or usage of a song
as a popular theme for commercial
or any TV show can make a song
quickly become well known and
gain widespread popularity.

Live Performances and Concerts:

Broadcasting live music
performances and concerts,
allowing artists to connect with their
fans worldwide has assisted artists
immensely in their music careers
and music industry on the whole.
TV and radio has been providing
major platforms for artists to
showcase their talent.

Music Videos:

The credit for rise in music videos
goes to Television. Channels like
MTYV played a significant role in
popularizing music videos in 1980s
and 1990s. They not only provided a
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visual representation of the song but
also contributed in over all branding
and image of the artist.

Music Discovery and Curation:
Radio being traditionally significant
source of music discovery, radio
hosts have the power to introduce
new music to the audiences as well
as curate the playlists that align with
their station’s style. Curated music
content is offered by television also,
which helps viewers in discovery of
artists and songs.

Revolution of Music by Mobile
Phones:

The invention of mobile phones
brought about a huge revolution in
communication, transforming the
interaction of people, information
accessibility and  source of
entertainment with music.
Proliferation and widespread of
mobile devices has resulted in a
paradigm shift with respect to music
consumption and also leading the
artists towards new opportunities.

Mobile phones and their impact:

Being ubiquitous tools for music
consumption, the mobile phones
enable users to access their favorite
songs and artists wherever they
want through the magical device in
their pockets. The vast libraries of
songs belonging to various genres,
eras and cultures can be accessed
just in few taps on the mobile
screens.
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Music  enthusiasts can create
personalized playlists as per their
preferences and moods. Algorithms
in streaming platforms suggest new
songs as per their listening habits.
This helps artists in reaching the
audiences they might not have
reached otherwise.

(https://www.loveitcoverit.com)

Ringtone Services and Digital
Downloads:

Apart from streaming, mobiles have
provided other avenues for music
distribution. Ringtones became
popular methods for users to choose
snippets of their favorite songs
while the phone rings or notifies
something. This added a revenue
stream for artists and music industry
on the whole.

The Influence of Internet on
Accessibility of Music and
Collaboration,

The impact of internet on music
industry has opened up new avenues
for creating, sharing , accessing and
collaboration by creating a global
community of music enthusiasts
and artists. Internet is also great
revolution in the field of music.

Internet as a platform for Music
and Artists:

Artists can create and upload their
music on a vast platform with the
help of internet. Websites like
Sound-Cloud, Band-camp,
YouTube are the main platforms
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where musicians showcase their
creativity to global audiences
without the need of traditional

record labels or  physical
distribution. Over the years, artists
utilize platforms like Twitter,

Instagram, TikTok, Youtube, and
Facebook to generate movement in
their careers. ( Holsbeck)

The unprecedented wealth of music
has been made available for the
listeners from all corners of the
world. Listeners can not only find
their favorite artists on internet but
also can share it with their loved
ones with the help of internet. This
democratization of sharing music

has helped the artists to  gain
recognition and find niche
audiences, challenging the

dominance of mainstream music.
Streaming Services and their
Impact:

The consumption pattern of music
got transformed as streaming
services like Spotify, Apple Music,
and Tidal came into market. The
availability of music was made
more affordable and convenient,
where users could stream anything
on demand out of vast catalogues.
Streaming services are relying
majorly on album sales, digital
downloads, or radio play, music
popularity is now measured based
on streaming numbers.

Facilitation of internet for
Collaborations at Global Level.

Unprecedented global collabora-
tions among musicians from
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different parts of the world has been
facilitated by internet. Geographical
constrains were dealt with internet
and artists could connect and
collaborate  exchanging ideas,
compositions and online recordings.
Fusion of diverse musical styles
started from this point, making the

genre boundaries thinner and
creating  unique  cross-cultural
music.

The artists from different continents
can collaborate on one particular
composition, including elements of
traditional instruments, languages
and rhythms which can result in a
global musical experience. The new
genres and sub-genres emerged out
of this cross-pollination of musical
ideas.

Hypothesis:

The hypothesis of this research
posits that the advancement of
communication and technology,
particularly mobile phones and the
internet, has revolutionized the
music industry and enables the

artists to reach global audience,
fostering cross-cultural musical
exchanges.

Relevance of the study:

Studying the role of communication
and technology in music is essential
for unraveling the intricate ways in
which musical elements convey
emotions, cultural identities, and
societal messages. From the
collaborative communication
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among musicians to the expressive
language of musical notation, it
encompasses interpersonal,
technical, and cognitive dimensions.
Moreover, in the digital age,
understanding how music is shared
and consumed through various
platforms is crucial. Whether in
education, therapy, or
entertainment, recognizing the
communicative essence of music
deepens our appreciation for its
diverse influences on individuals
and societies alike.

Research Methodology:
Desk-Based Research or
Literature Review. Both terms

capture the essence of conducting
research primarily through the
examination and analysis of existing
written materials. If the focus is on
analyzing a wide range of sources,
including both blogs and books, the
term "Desk-Based Research" might
be more inclusive. However, since
the emphasis is on academic or

scholarly  sources, '"Literature

Review" is a commonly used term.

Findings:

* Global Reach of Music:
Communication technology,

particularly mobile phones and
the internet, has facilitated the
global reach of music.

* Revolution in Music
Consumption: The advent of
mobile phones and streaming
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services has transformed how
people consume music.

* Role of Radio and Television:
Traditional mediums like radio
and television continue to play a
significant role in promoting
artists.

* Music Industry Evolution: The
research highlights the evolution
of the music industry, from
ancient times when music was
primarily an oral tradition to the
contemporary digital era where

artists can independently
showcase their work on
platforms like Sound-Cloud,

Band-camp, and YouTube.

* Cross-Cultural
Collaborations: The internet
has facilitated unprecedented
global collaborations among
musicians, leading to the fusion
of diverse musical styles.

* Impact on Music Education:
Music schools and teachers play
a crucial role in preserving and
transmitting musical traditions.

Reference Books:
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The internet has  further
expanded opportunities.

* Continuous Technological
Evolution: The research
acknowledges the continuous
evolution of communication
technology, promising  to

reshape the music landscape
further.
Conclusion;

In Conclusion, People from
various corners of the world got
connected breaking the physical,
geographical and other barriers in

one global village created by
communication and technology.
Production, distribution and

experience of music has been
transformed by allowing artists to
find new audiences and sparking

unparalleled musical collaborations.
The continuous evolution of
communication technology

promises to further reshape the
music landscape, inspiring fresh
avenues for artistic expression and
intercultural understanding.
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Abstract:

This paper aims to explore Kerala's rich musical tradition, focusing on the

indigenous ragas that are still in use, especially for classical art forms like Kathakali. It
also examines the ragas that exist only in names, but not in use. Further, our closer
examination reveals an alarming sign of decline for several of the indigenous ragas, as they
are only rarely used, predicting their ‘extinction’ in the near future.
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Introduction

Kerala stands as a bastion of
ancient arts and culture, where
traditional instruments and
practices, often unseen in other
regions, find continued use,
primarily within rituals. This
preservation may stem from their
integral role in these rituals.
However, when these arts
transition from ritualistic contexts
to broader societal settings, they
undergo transformation, some-
times for better or worse, leading
to the gradual fading of old
traditions. This cultural
amalgamation arises from various
sociological factors. While some
forms of arts undergo refinement
through adaptation, gaining new
dimensions, others risk
obsolescence as they diverge from
their ritualistic roots.

Kathakali is a typical example
of this. Kathakali, In its early
stages, had borrowed costume

designs, make-ups, and
ornamentations from many art
forms such as Koodiyattam,
Yakshagana,  Padayani, and
others, and became extremely
popular and outgrew all of these
art genres. It also underwent a self-
refinement by reinventing all its
elements, including costumes,
acting, dance, and music.
Resultantly, other classical art
forms in South India, particularly
Yakshagana, Ottan thullal, Kerala
Nrutham, Padayani, and
Koodiyaattam, started ‘borrowing’
Kathakali-style costumes and
make-up, as an attempt to innovate
themselves. (Kaladharan 2002)

The purpose of this article is to
look at Kerala's tradition in music,
with  special  reference to
indigenous ragas that are still in
use, and that are still ‘extant’
through classical arts such as
Kathakali, as well as those ragas
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that exist only in names or texts.
We, through scientific means, are
also attempting to predict the
future of these ragas and Kerala
music if they are not well
conserved within the next several
years.

In the realm of Indian music,
various treatises such as 'Sangeeta
Ratnakara,' 'Sangeeta Makaranda,'
and 'Sangeeta Parijatha’ delve into
the theoretical aspects of music.

Bharata's 'Natya Shastra'
extensively  covers  musical
principles in its 28" to 34%

chapters. The term 'Raga’ finds its
earliest mention in Matanga's
seminal work, the 'Brihaddeshi.'
While these treatises and their
interpretations offer insights into
the music of their respective eras,
the original music or compositions
may not have reached us in their
pristine form. Preservation of this
vast knowledge primarily relies on
meticulous documentation and the
rigorous training of the younger
generation. While scriptures and
books ensure the preservation of
information in its original form,
transmission through generations
risks gradual alterations, so as to
make it better or some times,
worse.

Indigenous Ragas preserved in Kerala
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As we know, Indian music was
split into two classes: Margi and
Desi.

Margi was the music that had quite
strict rules and grammar, and was
more ritualistic, whereas desi was
the music of the commoners.
According to Sangita Ratnakara,.
Marga denotes the ancient
practices given by Bharata in
Natya Shastra. Desi Sangita refers
to regional improvisations that
diverge from traditional musical
norms and rules. (Sarangadeva
1175-1247).

The oldest traditional music
form in Kerala is often regarded as
the music of Koodiyattam (Nair,
2008). Temple arts such as Koothu
and Koodiyattam, along with their
accompanying music, may appear
primitive in  comparison to
contemporary classical music.
According to Kallinathan (1430)
Margi music is primarily dedicated
to rendering Vedic mantras. MS
Ramaswami Aiyar, in the preface
of his own book, the English
translation ~ of = Ramamatya's
'Swaramelakalanidhi,' asserts that
Margi music comprises only four
notes and is intended for the
recitation of Vedic mantras (Aiyar,
1932).

Koodiyaattam utilises a
repertoire of 20 ragas, some of

34



ISSN-2348-5892

which overlap with those found in
Sopana Sangeetam and other art
forms like Krishnanattam and
Kathakali. The twenty ragas are
Muddan, Shreekantthi, Thondu,
Aarthan, Indalam, Muralindalam,
Veladhuli, Danam, Veeratarkan,
Tarkan, Korakkurunji, Paurali,
Poraneeru,  Dukkhagandharam,
Chetipanchamam, Bhinna-
panchamam, Shreekamaram,
Kaishiki, Ghattanthari, and
Anthari. (Manimadhava,1975)

Among  these,  Shreekantthi,
Indalam, Poraneeru, and
Dukkhagandharam are also found
in the temple music of Kerala,
Sopana Sangeetam, albeit with
slight variations in nomenclature.
However, despite this overlap, the

rendition of these ragas differs
significantly between
Koodiyattam and Sopana

Sangeetam. While Koodiyattam's
music aligns closely with the
rendering of the Samaveda,
Sopana Sangeetam exhibits a more
melodious character compared to
the traditional singing style of
Koodiyattam.

According to Aiyar “The music
of Kathakali preserves and ought
to preserve the largest portion of
what the Margi system stood in
ancient days.” (Nair 2008). In
order to preserve the Margi
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system, it's essential not to regress
Kathakali music to the era of four-
note music. However, what led
Ramaswami Aiyar to perceive this
music as carrying remnants of an
ancient system? The answer may
lie in the manner of singing the
Kathakalippadams. A discerning
listener can distinguish between
the styles of singing Carnatic
Kamboji  and  Kamboji  in
Kathakalippadam. Although many
Kathakali musicians today are
proficient in Carnatic music, there
remains a distinct difference when
they sing Kathakalippadam in the
traditional style. This unique style

can be referred to as
Kathakalippadam bani, or
tradition.

The singing style of
Kathakalippadam is known as the
Sopana  Sangeetam  style, a
tradition  followed by all
predecessors of Kathakali except
for  Koodiyattam.  Kathakali

remained largely uninfluenced by
the verbal aspects (vachika) of
Koodiyattam, except for certain
voice modulations adopted by

characters during enactments.
Instead, Kathakali's verbal
expression is more musical,

influenced by lineages such as
Ashtapadiyattam, Krishnan-
aattam, and Ramanattam, (Kaimal
2000)
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Sopana Sangeetam, also known as
Sopanathil Pattu or Kottippadi
Seva, is a form of ritualistic music
performed in front of the sanctum
sanctorum during pooja
ceremonies. Initially rooted in
devotional  purposes, Sopana
Sangeetam follows strict rules and

regulations. The performance
typically commences with
instrumental accompaniment,

known as Ganapathikkai, played
on the percussion instrument
called Iltakka. (Ooramana, 2022)
As the ceremony progresses, the
musician  sings  compositions
aligned with the time and rituals of

the sanctum sanctorum while
adhering to specific musical
guidelines. A significant
component of this ritual is the
'tyani,’ a hymn sung in the
traditional couplet structure of
Kerala ~music, marking the
culmination of the Sopana
Sangeetam performance.

Kottippadi Seva, accompanied by
the Samaya Raga system, was
widely practiced in major temples
across Kerala. (Panikkar, 2017)

Sopana Sangeetam shares
fundamental components like
Sruti, Swara, and Tala with Indian
classical music, yet it possesses
distinctive characteristics. Unlike
classical music, Sopana
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Sangeetam lacks extensive
elaborations such as ragalapana,
intense  sangathis, or swara
singing. This distinction is
primarily due to the ritualistic
purpose of Sopana Sangeetam.

The evolution of  Sopana
Sangeetam unfolds across more
than a millennium, witnessing a
harmonious fusion of diverse
musical instruments and genres.
Understanding the origins of
Sopana music entails recognising
the significant cultural and
linguistic affinities shared between
Kerala and its eastern
counterparts.  This illustrious
musical tradition boasts a rich
history spanning over eighteen
centuries, tracing back to the 2nd
century (Poduval, 1983). Along its
journey, this musical style has
gracefully absorbed a myriad of
influences, including ancient
Thamizh music, folk melodies,
and echoes of the music from the
illustrious kingdoms of South
India.

While Kerala's roots are deeply
intertwined with the Chera
Kingdom, its cultural landscape
has been shaped by the sway of
various dynasties, from the Cholas
to the Pandyas and eventually the
Vijayanagar Empire. As a result,
Kerala stands as a testament to the
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amalgamation of South India's
ancient cultures, serving as a
veritable treasure trove of heritage
and creativity that continues to
thrive to this day.

During the 7th to 9th centuries,
Tamil Nadu, bordering Kerala
across the Western Ghats,
witnessed the musical expressions
of three revered scholar-saints
through their ‘Thevaram’ songs.
These compositions were set to the
structured framework of Tamil
music, comprising 23 panns or
ragas and approximately 12,000
"Isais" or Janyaraagas.
Tamizhagam, encompassing the
Chera, Chozha, and Pandya
regions, likely shared a common
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musical heritage due to natural
cultural exchanges (Jayalakshmi
2003). Notably, ragas in Tamil
music, known as panns, bear
striking resemblances to the ragas
used in Sopana Sangeetam. For
instance, the correlation between
"Puraneermai” in Tamil panns
and "Puraneer" in Sopanam music
underscores this connection.

Today, Kerala's Sopana music
stands as the sole repository of
these ancient panns, suggesting
that Kerala encountered authentic
pann music around the time of its
inception. This highlights Kerala's
pivotal role in preserving and
perpetuating this rich musical
tradition from its source.

Table 1. Tamizh panns used in Thevaram and their corresponding Ragas
in Carnatic music and Sopana Sangeetam

Panns in Thevaram. Similar Carnatic | Ragas used in sopana
(Number of Thevaram | ragas Sangeetam
hymns given in

brackets)

Puraneermai (21) srikanti Puraneer
Kausikam (80) bhairavi Bhairavi

Indalam (73) Nelita panchami Indalam

Takkesi (69) kambodhi Kamodari
Nattaragam (62) Panthuvarali Panthuvarali
Nattapalai (37) Natakurinji Naatakurinji
Pazhampanchuram (46) | Sankarabharanam | Sankarabharanam
Gandharapanchamam (76) | Kedaragoulai kedarapanthu
Panchamam Ahari Ahari
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Panns in Thevaram. Similar Carnatic | Ragas used in sopana
(Number of Thevaram | ragas Sangeetam
hymns given in

brackets)

Pazham thakka ragam (54) | Sudha saveri —_———

Ceekamaram (82) Nathanamakriya Nathanamakriya
Vyazhakurinji  (17) sowrashtram Sowrashtram
Megaragakurinji Neelambari Neelambari
Kurinji (61) Malahari Malahari
Aandalikurinji (38) Saila desakshi -

Cevvazhi (13) Yadukulakambodhi | Erikila kamodari
Centurithi (65) Madhyamavathi Madhyamavathi

During the Bhakti movement
led by Chaitanya Deva and his
followers from Bengal to southern
India, the timeless epic "Geetha
Govindam" by Jayadeva traversed
along with them, captivating
hearts with its pristine Sanskrit
verses and profound content. In
Kerala, this poetic masterpiece
was embraced alongside its
enchanting musical rendition.
Even today, in the Malayalam
publications of "Gita Govindam"
we find a harmonious convergence
of ragas commonly found in both
Kerala and Odisha.(Glynn 2001)
This enduring resonance across
regions underscores the universal

allure and enduring relevance of
this timeless work of art.

Kottippadi and Gita
Govindam.

Until the singing of the tyani
during  Kottippadiseva, the
practice  retains its  deeply
ritualistic essence. Following this
ritualistic part, the atmosphere
lightens, granting the musician a
degree of freedom to weave simple
devotional melodies until the
sanctum sanctorum's doors
unlock. It is during this interlude
that the soul-stirring melodies of
Ashtapadi find their way into the
sanctum, seamlessly intertwining
with the fabric of Sopana
Sangeetam.

seva
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Table 2: The table illustrates the similarities among the raga names
in the Odisha music derived from the Audhramagadhi style (Dheeraj
2015) and the Sopana ragas and Carnatic ragas

No | Gita Govindam Ragas used in Ragas The ragas
padams Gita Govindam at | mentioned in used in
Odisha Gita Govindam | present
books in Sopana
Malayalam Sangeetam
(Jayadeva (most of them
2023) are Carnatic
ragas )
1 Pralayapayodhijale | malava or Malava/ Sourashtram
malavagouda Malavi
2 Sritakamalakucha Mangala Gurjari Bhairavi
mandala Gujjari or Gurjari
3 Lalitalavamga Basanta Vasantha Vasantha-
bhairavi
4 Chandana Ramakiri or Ramakriya Natha-
charchitha Ramakeri namakriya
5 sancharadadhara Gujjari or Gurjari | Gurjari Thodi
6 Nibhruta Gundakiri or Guntakriya Kamboji
nikunjagrham Gundakeri or
Malavagauda
7 Mamiyam chalitha Gujjari or Gurjari | Gurjari/Gujji Bhupalam
8 Nindathi Karnnata Karnnata Sourashtram
chandanam
9 Radhika tava virahe | Desakhya or Desakshi Desakshi
Desaksa
10 Vahati malaya Desi Baradi or Varali Ananda-
samire Desa Baradi bhairavi
or Panchama
Baradi
11 Rathisukha sare Gujjari or Gurjari | Gouda Kedaragoula
12 Pasyathi disi disi Gundakiri or Sankara- Sankara-
Gundakeri bharanam bharanam
13 kathita samayepi Malava or Aahari Aahari
Malavagauda
14 smara samarocita Basanta Kedarapanthu Saranga
15 samudita madane Gujjari or Gurjari | Mukhari Saveri
16 | Anila tarala Baradi or Desa Punnagavarali | Punnaga
kuvalaya nayanena | Baradi or Desee varali
Baradi
17 Rajanijanita: Bhairabi Malahari Arabhi
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No | Gita Govindam Ragas used in Ragas The ragas
padams Gita Govindam at | mentioned in used in
Odisha Gita Govindam | present
books in Sopana
Malayalam Sangeetam
(Jayadeva (most of them
2023) are Carnatic
ragas )
18 Harirabhi sarathi Gurjari or Madhyama- Yadukula-
Ramakeri vathi kamboji
19 Vadasi yathi Desi or Desa Mukhari Mukhari
Baradi
20 Virachita chatuva Basanta Bhairavi Kalyani
21 Manjuthara Baradi or Desa Varali Varali
kunjalatha Baradi
22 Radhavadana Baradi Madhyama- Madhyama-
viloka vathi vathi
23 Kisalaya Ramakiri or | Vibhas Natha-
sayanathale Ramakeri or namakriya
Bibhasa
24 | Kuru yadunandana | Ramakiri or | Mangalakausiki | Mangalakausiki
Ramakeri
Upon examining the Table 1, it Ahiri, ~ Bhupali, ~ Samantha
becomes evident that the Malahari,  Natta,  Andhari,
Puraneer, and Andhali are

indigenous ragas of Kerala are
scarcely represented. However,
all Kerala ragas find a space in
Sopana Sangeetam, particularly
in the Tyanis, which constitute
the ritualistic component of this

among the ragas employed in the
ritualistic segment of Sopana
Sangeetam (Nayar, 1986).

Although these ragas continue to
be utilized in Sopana Sangeetam,

musical tradition.  Desakshi, their adherence to their original
Srikanti, Nalattha, Malahari, form remains uncertain.
Table 3: The indigenous ragas used in Kathakali
No | Raga Remarks Kathakalippadam
1 Indalam It is the janya of | Uthishta thishta
Natabhairavi (kiratham)
(Attoor1995).1t can
reasonably be assumed
that Raga Indalam of
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No | Raga Remarks Kathakalippadam
ancient Tamil Music, is
the  Indalam of
Kathakali.

2 Puranira Considered as the janya | Namasthe buusura
of Harikamboji. Would | moule
seem to be essentially a | (santhanagopalam)
Kerala raga.

3 Indisa A janyaraga of | Vanarendra jayajaya
Natabhairavi — to be | (bali vijayam)
distinguished from the
Ghanta of Carnatic
music which is ajanya
of Todi.

4 Ghantaram | A janyaraga of Sivasiva enthu cheivu
Natabhairavi — to be (nalacharitham)
distinguished from the
Ghanta of Carnatic
music which is a janya
of Todi.

5 Padi Padi in Kathakali music | Malini  ruchiraguna
is a janya raga of | salini
Harikamboji. In Carnatic | (keechakavadham )
music paadi is a janya
raga of
Mayamalavagoula.

6 Kanakurinji | Janya raga of | Dhathree nayaka
Harikamboji .Somewhat | bhavante (sundari
similar to Neelambari in | swayamvaram)
Carnatic  music  in | (Potti 1886)

Thamizh music it is
Megharaga kurinji

7 | Maradhanasi | Janya of raga | Dayithe kel
Kharaharapriya. Rarely | (Nalacharitham)
used raga ,only seen in
Kathakali.

8 Samantham | Janya of Raga | Vruthra vairi nandana

alahari Sankarabharanam. (narakasura vadham)
Considered  as  the
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Poorva varali (Attoor

1995)

No | Raga Remarks Kathakalippadam
indigenous  raga  of
kerala
9 Gopikaavas | A janya of Harikamboji | Kantha krupalo
antham raga (keechaka vadham)
10 | Navarasam | This is quite the same as | Nallarkulamaniyum
raga Navaroj of the (kirmmeera vadham)
Carnatic system, both
being derived from
Sankarabharanam, and
usually sung in
Madhayama Sruti.
11 | Goulipanthu | Janya of (Orunalum
Mayamalavagoula niroopithamalle
nalacharitham) (
Geetha,R 2010)
12 | Usaani Janya of Medina deva
Kharaharapriya (Nalacharitham)
13 | Vasantha- Janya raga of Vasa vasa sootha
bhairavi Vakulabharanam. (nalacharitham)
14 | Desakshi Janya of harikamboji Ninakku kusalam bale
(nalacharitham)
15 | Mangala Janya of Re re porinai vada
koausiki Mayalalavagoula, (kirmmeeravadham)
16 | Dhanasi Janya of raga Thodi Manyamathe(nalachar
.Equalent to the raga itham)
dhanyasi in Carnatic
music.
17 | Mahuri It is a Sudhamela ragam | Srunutha ningal
called Sreegatham vachanam me
(Aattoor, 1995) (panchali
swayamvaram )
(kaimal 2000)
18 | Sreekanti Sudhha melaraga- Not in use
Varsham (Attoor 1995)
19 | Surutti No data available Not in use
mallari
20 | Poorvvali Sankeerna melam Not in use
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Indigenous Ragas used in
Kathakali from its inception to
the present: a quantitative
approach.

A close examination reveals that
Kathakali scripts of 17" and 18"
centuries featured more
indigenous ragas, (eg: Puraneer,
Indisa, Desakshi etc.) compared
to the Kathakali padams of the
present times. However, as time
proceeded, more and more
Carnatic ragas entered into the
scenario, slowly replacing the
indigenous ragas at an alarming
rate; even the exponents of
Kathakali music are unable to
precisely sing some of the ragas
like Indisa, Gopika vasantham,
kaanakurinji, indalam etc. We
performed a quantitative
assessment of the situation,

Indigenous Ragas preserved in Kerala
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collecting data from 17" to 21%
century. The percentage of
indigenous music shows a
perceptibly declining trend as
time proceeds. In  this
connection, a predictive
regression analysis was carried
out with centuries drawn on the
X axis and the percentage of
indigenous ragas on the Y axis.
The assessment gives us an
alarming signal to the effect that
if the decline in percentage of
indigenous ragas continues at the
same rate, then these ragas might
face the threat of “extinction”
within another three decades (Fig
1 and the regression analysis
given underneath); by 2050 for
instance, the percentage of
indigenous ragas might fall to
less than 1%! (Table 4; Fig 1).

Table 4: Shows the data on the percentage of indigenous ragas in Kathakali

from 17" to 21% century.

No | Name of attakkatha and | Century Indigenous | Carnatic
author Ragas Ragas

1 Bakavadham by Kottayam | 17" century | 10 12
Thamburan (45.45%) | (54.54%)
mid of 17% century
(Bolland 1996)

2 Kirmmeera vadham, (the | 17" century | 10 (43.47%) | 13
second  attakkatha  of (56.52%)
Kottayathu ~ Thamburan)

(mid of 17" century )
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No

Name of attakkatha and
author

Century

Indigenous
Ragas

Carnatic
Ragas

Ambareesha charitham,
Aswathi thirunal
RamaVarma (1756-1794)

18% century

7 (33.33%)

14 (66.66%)

Keechaka vadham,
irayimman thambi (1782
October 12 —1856 July 29)

18% century

8 (38.09%)

13 (61.9%)

Kamsa vadham,
Kilimanoor Valiya koyi
thamburan (1845-1914)

19" century

5(23.81%)

16 (76.19%)

Kiratham, Irattakkulangara
Rama Varier 19% century

19" century

5(35.71%)

9 (64.29%)

Kuchelavrutham,
Muringoor Sankaran Potti
(1843 -1905)

19" century

6 (37.5%)

10 (62.5%)

new
Maali
20th

Karnna  sapatham,
attakkatha

(Madhavan  Nair)
century (1914-199)

20" century

3 (13.04 %)

20 (86.95%)

Arjuna vishada vrutham ,
Vaikom P Rajasekharan

215 century

5 (14.29%)

30 (85.71%)

10

Divya karunnya charitham,

Fr. Joy Chencheril and
Radha Madhavan  21%
century

215 century

3 (17.64%)

14 (82.35%)

Fig 1: Regression graph showing the temporal sequence in decline in
percentage of indigenous ragas during the period from 17" to 21*' century:

50

Regression equation:

Y =-7.520¥X + 172.4,
with the slop significantly
non-zero with

P <0.0003
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To conclude, the foregoing session
has given an overview of the
indigenous ragas (referred to also as
“Desi ragas”) that were instrumental
in giving a characteristic (regional)
flavour to the art forms in general,
and music in particular. This paper
presents a quantitative analysis of
the concerning trend of replacing
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ragas. It underscores the importance

of maintaining traditional
conventions in selecting ragas for
composing new Kathakali

Attakkathas and preserving the
mentioned ragas in the traditional
Attakkathas. By adhering to these
practices, we can safeguard
indigenous ragas through this art
form.

The authors wish to thank the VIT Management for the provision of facilities and

indigenous ragas with Carnatic
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VARNAME-A Journey from Abhyaasa Gaanam To Sabha Gaanam

Dr N J Nandini
Assistant Professor of Music, Maharaja’s college Kerala

Abstract: Musical forms in Carnatic music are broadly classified as Abhyaasa
Gaanam and Sabha Gaanam. Abhyaasa Gaanam like, Jathiswaram, Geetam,
Swarajati are meant for basic understanding practice and foundation of
Carnatic music, whereas, Sabha Gaanam like, kriti, padam, Javali are
performance oriented, and carry lot of entertainment value. As far as the
musical form Varnam is concerned, legends opine that it falls both on
Abhyaasa Gaanam and Sabha Gaanam category. Varnam is imparted to a
music student just after the basic lessons. There are basic and advanced
lessons in Varnams as well. Great musicians in earlier days always
commenced their concert with Varnams. Some even sang the main
composition in the same raga as that of varnam. This study aims at the
possibilities and scope for creativity in Varnams, and how grammar and
aesthetics should go hand in hand for music students and musicians. :
Keywords: Varnam, Charanam, Charanaswaram, raga, tala, gamaka,
kalapramanam, jaru.
Introduction to
extensions and Gamakas
Varnams are one of the earliest
musical forms that evolved around
17" Century. They are one of the
fundamental lessons imparted to
students, introducing them to vowel

breath control and also enhances the
capacity to adhere to gamakas.
Mayamalavagowla is the raga in
which all the basic lessons or swara
exercises are learnt, but when it comes
to a Varnam, the significance of
Gamakas and anuswaram is more

Vowel

extensions and gamakas. Till the
varnam lessons, students learn basic
swara exercises, geetams, jatiswaram
and swarajati. Varnam will be the first
of its kind a musical form where the
student is introduced to Vowel
extensions.

Example: Mayamalavagowla Varnam
IS, .., Snddpmpgmlp,,,,,dpmgrgmpdn]
|[Sa.. ra - - -- si- [ja-- na-- [bha---- ||

We can observe that a single word
“Sarasijanabha” is elongated to one
full avartanam in this line. This
enables the learner to improve the

effectively imparted and registered.

Varnams are learnt, practiced and

performed with various objectives

such as:-

1. Fundamental lesson to introduce
vowel extension, Gamakas etc

2. Improve voice and breath control
through various vocal exercises

3. Understand the nuances and
aesthetics of raga better.

4. Application of laya techniques to
equip laya elements.
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5. Ability to notate understanding the
anuswaras.

Structural Analysis

Looking at the structure of Varnams

in general, it contains Pallavi,
Anupallavi, Chittaswaram or
Mukhtayi swaram, followed by

Charanam and Charana swaras. The
layout of charana swaras are
interesting in many ways.

e The first charana swara will in
most cases be with a lot of karvais
(Pauses) which is a challenging
one for beginners, but a useful tool
for intermediates. Analysing thodi
varnam

lg,.m,,g,,r.n,r,[s,.d,,n.|s,r,g,m|

Looking at an example from
a contemporary varnam in

Nalinakanti
|m,,,,,g,,r,,n,,p\,’n,,s,,ls,,g,,r,\l
e Second Swaras always

provide beautiful patterns as
in Mohanam

llg .g rgr st g.g pdd sr |g.g gdpgr | g.g Sdpgr ||

e Third charana swaras which
are always designed with
hrasva' swaras are one that
generally remain a guide
book for aspiring musicians
especially when it comes to

rakti ragas like Surutti,
Sahana, Neelambari, or
Devagandhari. A fine

example from Surutti be like
|| nndd pm dpmg pm rmrs | nsrs mrpm dpmp
snnd||
pnd sndp sndp rsndp |mrsn dp sndp mgr
srm||

! Without pauses or karvais. Not elongated

Sangitika

e The fourth swara and the
final swara in many of the
varnams will be with lot of
launch pads or stoppings at
different significant notes.
As in the case of Bhairavi Ata
tala varnam or Surutti Adi
tala Varnam etc.
Sankarabharanam Ata tala
varnam however possess a
very different final swaram
that draws an influence of
western style.

e Varnas with 5 or 6 charana
swaras will be more of an
advanced lesson, and gives
extra ordinary ideas to deal

with  Kalpana  swaram
singing too. Looking at
Saveri

| d., 1,, 8, ndpmg grsn | d,, r,, snds rmgr mpl|
[[dpm, pdn, dpm g,rmp| dpdm prmp d srmp dn,||
||[dmgrs dmgrs m,grsn | dsrm gr mpd sr dsr mpl|
||dsnd stgr r, gr snd p| dsig srmp dnpd srmpl|

Singing Varnams in different degrees
of speed, and later converting them in
akaaram has been proven to be an
excellent treatment to the voice which
results in perfect shape and texture of
the voice, and note precision right on
pitch. Especially ones with Janta
prayogas as in Sankarabharanam Ata
tala Varnam or Mayamalavagowla
Adi tala Varnam.

Aesthetics and Judgement
Some advanced Varnams learnt
especially during later stage
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example, Todi, Kalyani,
Reetigowla; act as guidebooks that
give us a perfect judgement on
usage of the same note at different
places or phrases. The chathusruti
dhaivatam in Kalyani is not handled
in the same way all the time. It can
be a stressed one, or a passing one or
even plain. The ata tala varnam is a
reference material to precisely
assimilate which form of the
dhaivatam in a particular phrase.
Grammatically right and
aesthetically brilliant are elements
in two poles.

The opening line in
Sankarabharanam Varnam need not
necessarily be

S, n, p,,, - the panchamam touching
kakali nishadam and sounding SNP
but can be brought down half way
and taken from dhaivatam S, n, 9p,,,
Varnams are learnt basically with
the help of a notation, in the class
room. The technical details of the
varnam, the grammar, the structure
can be learnt and practiced by a
student, but when the same varnam
is rendered before an audience, they
must not necessarily have the
academic knowledge. Any musical
form for that matter, is based on
some raga. A musician is expected
to unearth the raga bhava or the
aesthetics from the composition and
execute to the Rasikas. When kritis
or padams or other musical forms
have Sangatis, or improvisation why

Sangitika

not in varnams? So, how can we

treat Varnams aesthetically?

There are several ways to embellish

a varnam.

1. Stress and modulation balance,
giving emphasis to the fashion of
phrase

2. Connection of charanam to each
charanaswara

3. The Kalapramanam or the pace
chosen for rendering varnam

4. Making the sahityams sound
more meaningful

5. Right usage of gamaka and jaru

1. Ninnukori — Mohanam
IG,¢g, gpgrrgpgp, |ggddp, gg|d

pgpgrst

[[Sa nnutha.. nga | Sri.... Ni va|
sa.. ||

We can bring meaningful

changes like

g gddp, gp| grssd sr g
| Sri.... Ni va| sa.. I

to connect the third swaram and
lg gddp, gp| grs st gpd||

|Sri.... Ni va| sa.. ||to connect
the fourth swaram.

2. Evvari bodha- Abhogi
[m,dmd,, dsdmdds,| dsddm,gm| g
rsrgsrgl

[[maru- ba....... Ri...
nu ra

The charanam Marubaari ends in the
note Ga. And when we sing the third
charana swaram, we find that it
doesn’t connect seamlessly. So,
making a small change at the tail end
as

| dsddm,gm|grsrgrgm)|

| ko rvaja la nu ra

ko rvaja la
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will connect the swaram well.
3. Sami nine- Sankarabharanam
lp,dnssndp mg rg,m,
|p,, md, psndpmgrsrg|]
[nee ra ja -
lkshi ni pai --- ---
Adding this phrase at the tail end
of the charanam will help to
avoid the two madhyamams
together while singing the third
swaram commencing as ||m, dp
mgm, pg mr gs,n..
4. Era naapai- Thodi
Era naapai is considered as an
advanced varnam among the adi
tala varnams. Lets now see how
charmingly we can connect the
charanam to each swaram.
Actual notation of the charanam

is as follows

|d,n s, sndp mgrsr|g, m,pd
| ns,sn dpm]

| Danimata lu vi

| ha sa- me-la ra||

To link the third swaram,
|d,n s, sndp mgrsr|g, m,p d|
ns,nr sn d|

|Danimata lu vi ni | Inta Sa-|
ha sa- me-la ra|| mdn s, n dn sn,d rsnd...

To link the fourth swaram
|d,n s, sndp mgrsr|g, m,p d|
ns,d, ns
| Danimata lu vi
ha sa- me-la ra]|
To link the final swaram
|d,n s, sndp mgrsr|g, m,p d|
ns,d, G, r|

|Danimata lu vi ni

Sa- | ha sa- me-la  ra]|

5. Valachi — Navaragamalika

ni | In ta Sa-

ni | Inta Sa-|

| In ta

Sangitika

Navaragamalika varnam is

very interesting since it
employs allied ragas next to
each other. This varnam

requires special treatment.
Repetitions and addition of
some raga Chaya phrases will
make varnam sound more
professional. = The  most
challenging one is the
Yadukulakambhoji Charana
swaram  of  just one
avartanams, that connects to
the charanam which is in
Kambhoji.

Instead of the actual notation

Hp”a)m’g’r’g’r3|S”p>5d5>|”S”r
, m|| it can be

Hp’5’53m5g9r,M5g’|| S’5p>5d5’ H 2
SIr, m,,||

6. Sami nine- Sri ragam

Many of the Carnatic music
students handle the nishaadam
of Sriragam doubtfully.
Nishaadam needs support of
adjacent notes to produce the
ragabhava. Hence the
anupallavi can be treated as,
Nprsn,Snpm,rg r Sts,,,
Bhu.... Mi.. ve- layu

7. Sarasijanabha — Kambhoji
Various ideas singing the
charanam of Kambhoji ata tala
varnam
13555 2355 2335 593 S5 T S 1 d dp mg 1|
S,,,,,snpdsrg,srgmp,|
m g p ds,
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Sa rva bhau
ma sa ka |
la
pdrsndpmpd]|
lo ka bhira ma
[l5355 5935 5935 399 S5» T § N d dp mg r|
S,,,,, snpdsrg,srgmp,]
mgpds,

Sarva bhau ma sa
ka | la
pd rsnd dpm g | forthe

commencement of second swaram
lo ka bhi ra ma
||”” 9999 9999 993 S” r S n d d p m g r |

S,,,,, snpdsrg,srgmp,]
m g pds,

Sa rva bhau
ma sa ka |
la

pdrs,n,p,d
lo ka bhiramall
for linking the final swaram
The stress and modulation
balance are also a very
important factor in embellishing
a varnam. In the last avartanam
of the final swaram the right
stress should be as
|| srgm pd mg pd sn pdsr gr gm grsn
dp mg pd sr gm grs,, pd snd pm gr
Ss5
npds rsrg mgmp d

8. Viribhoni- Bhairavi
When there is a situation of
using the same note or similar
phrase next to each other, it is
always advisable to show the
two flavours of the note, as in
D, nn dd, n d d m,,, ndp m,,, -
where the madhyamam is
paused. In this case, both the
madhyamas doesn’t necessarily

Sangitika

require the gamaka. The second
one can remain plain.

9. Neranammiti — Kanada
Basically, Janta  Prayogas
(doubling of same note) in
Carnatic Music is handled by
giving stress to the second note
in 98% cases. In a phrase like ss
IT 22 mm, stress or more power
is given to the second note, like
sS TR gG mM. In Kanada Ata
tala varnam the last line of the
last charana swaram ends like,
| Gg, mrs nr, snp gg, mrsr g mdnsrg
mr|snprsnpm|gmrggmdn
The two gandharams that falls
in the tail end of the swaram can
be sounded more aesthetic if we
give them more flavour of
sadharana gandharam.

Laya Aspects
Apart from the two degrees speed in
Chathurasra Gati, musicians also sing
the varnams in thisra keezhkalam and
melkalam. Multiples of three, is the key
to sing Varnams in thisra gati. That is,
every three lines will give the samam in
thisra gati Rarely varnams are rendered
in Khanda gathi too. In this case,
multiples of five is the easy approach. In
case varnams have 8§ lines or more, they
are repeated so as to get the samam.

Another practice in recent time is

singing them in various nadais, or

reckoning talam in panchamukhi,
sapta mukhi, sarva mukhi etc.

Showing all the nadais or any
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particular nadai on the Shabdha’
kriyas in a talam is one method. Or
showing the nadais on the
Nishabdha® kriyas in a talam is
another method. Such exercises
sharpen the focus and give sound
stability over laya aspects.

Singing the varnam in any particular
nadai, for example in case of
Khanda Nadai, the same theory
applies as we did in the gathi
exercise. Every 5 lines will show the
samam and the lines in the varnam
will have to repeated as many times
to get the samam.

References

Sangitika

Varnams offer multiple benefits
like, stability of voice, Purity in
Swara and Sruti, perfection in laya
aspects etc. To conclude, it is very
important to understand ragas
through Varnam, the grammar and
aesthetics every varnam lays for us.
Learning the varnam in the well-set
pattern, and then interpreting them
from the angle of musical finesse is
very important for musicians.
Whatsoever a musician right from
the stage of a beginner, intermediate
advanced or a performer, will be
singing this musical form through
out the musical journey.

i Prof P Sambamurthy, History of South Indian Music; The Indian Music
Publishing House ; fourth edition July 1998

ii. R Rangaramanuja Ayyangar; History of South Indian (Carnatic) Music,
Vipanc(h)I Cultural Trust Bombay; 1993

SO

2 Anga of a tala that makes sound

34 nga of a tala that doesn’t make sound
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Singing style of MD Ramanathan and Musiri Subramanya Iyer — A
comparison

Mrs. Supriya. A,
Asst. Professor,
JJayalalitha Music and Fine Arts University Chennai
Abstract: South India is the birthplace of many great musicians. Their studies, life,
and contributions add a special beauty to the world of music. All of our great
musicians have their own style of singing. Music, like literature, has various styles
depending on the musicians. It has no generic symptoms but is very personal,
depending on the ability of the singer. Each musician has their own style of
singing, containing their imagination, emotion, grace, and presenting it in a style
of their own. In this article, I would like to present a comparative analysis between
MD Ramanathan and Musiri Subramania Iyer. Both singers are distinct in their
style of presentation. MDR's style in Carnatic music is characterized by an
emphasis on classicism, adherence to traditional composition, and a balanced
approach to Raga and Bhava. On the other hand, Musiri Subramanya Iyer has a
chief attraction of high pitch and clear pronunciation. The styles of both singers
are entirely different from each other, but both of them were accepted by the
audience.
Key Words:- Ragalapana, Nirawal, Sabha, Madhyama kala, Vilamba kala

In this article, the focus is on Jagajanani' and 'Anjaneya
comparing musicians from the Raghurama." He  performed
same century who made concerts both in India and all
significant contributions to the around the globe, earning him
field of  music through favor ~ among  music-loving
performances at various stages and audienc.es, especially the younger
in different sabhas. Musiri generation.

Subramania Iyer was born in 1899
in Trichy, a district in Tamil Nadu.
Musiri received musical training
from several gurus, including S.
Narayana Swamy and Sabesa lyer.
His chief attraction was his voice,
particularly his higher octave
singing which gave him immense
popularity. Musiri, known for his
open-throat singing, tuned many
compositions, including Swati
Tirunal's works such as 'Devi

MD Ramanathan, born on May 21,
1923, in a district in Kerala, hailed
from a small village, Manjapra,
Palakkad District, in an orthodox
Brahmin family. A tall and stout
man with a gigantic look, MDR
received early musical training

from his father Devesa
Bhagavathar and his uncle Krishna
Bhagavathar. Later, he joined

Kalakshetra, where the great guru
Tiger Varadachariar taught him.
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Ultimately, MDR became the head
of Kalakshetra. While Musiri
received the Sangeeta Kalanidhi
award, MDR, though eligible for
the Sangeeta Kalanidhi award,
missed out. MDR was awarded the
Padma  Bhushan by  the
Government of India.

Despite Musiri being older than
MDR, audiences in the 20th
century enjoyed comparing and
listening to  both  singers'
performances. The accompanists
were often common, following
techniques from both musicians.
Audiences, fond of both
singers,especially the raga
elaboration and swara prasthara
and were positively critical of their
music. The enthusiasm for the
music of both  performers
showcased the richness and
tradition of Carnatic music.

MDR, with his gigantic distinct
voice, handled slow speeds and
chowka kaala compositions with
royal ease, making him the
emperor of Carnatic music. His
choice of rare compositions with

classic  phrases, his unique
handling of Niraval which
included gati changes from

chatusram to tisram, khandam or
sometimes even sankinram, and
his rich tone with numerous
prayogas in the lower register set

him apart. MDR's voice vibrated
the audience's minds, and his
unpredictability in style made
every performance an experiment.
He was a prolific Vaggeyakara
who wrote and composed in many
languages.

Musiri, on the other hand, had a
distinctive style with a high pitch
and clear pronunciation. His
singing was emotionally
appealing, and his technical
excellence and emphasis on depth
and emotion were notable.
Musiri's unique brand of Swara
prastara and his skillful handling
of Niraval in various gatis
showcased his musical prowess.
Even someone bereft of the
knowledge of the particular
language and could differentiate
the pronunciation easily and could
make out the kriti when Musiri
sang. But in the case of MDR
pronunciation took a backseat and
the bhava was at the forefront.

Musiri  style is catchy and
impressive. He had an amazing
depth of knowledge which was
highlighted in all his
performances. Being a high-
pitched singer, his songs were
filled with emotional appeal. But
MDR's  singing style was
unpredictable. His sudden
stoppages or a sudden start and a
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little lead of sound filling the gap
took audiences to a different realm
every time. MDR had a low pitch
resonant voice vibrating the
audience's mind and gamakas with
perfection as an ornament to his
way of rendering beautiful Music.
Every performance of MD
Ramanathan was an experiment to
him which attracted his listeners to
Him. All the changes MDR made
in his style is to be analyzed as a
new patantara. There are four
aspects that are notable in MDR’s
singing style - emotions in singing
kritis, involvement in Niraval
singing, Singing Vilambita kala
pieces, MDR sang Niraval in the
krithi Meenakshi me Mudam in
Raga Purvikalyani “Madhumata
mohita hrydaye sadaye
mahadeva sundaresa priye” ,

While MDR had a distinct bani of

raga exploration. Musiri was
concentrating in  depth on
performances,  his  technical

excellences and emotion. Niraval
was Musiri's specialty, so was his
own unique brand of Swara
Prastara with short phrases falling
seamlessly in place with raga
bhava fully intact. MDR attempts
Niraval and even swara prasthas in
various gatis including Khandam,
Tisram and even Sankirnam. It is
very difficult to accompany his

creativity when it comes to the
higher level of Niraval swaras in
Normal Tempo. MDR obviously
took a very slow kalapramanam
while Musiri took a more normal
kalapramanam. MDR stressed on
the meaningfulness of phrases and
its aspects in various gatis. Musiri
sang niraval and even swarams in
multiple gatis including tisram,
khandam and sankirnam. Niraval
was Musiri’s specialty, so had his
own unique brand of swara
prastara. He sang niraval in
various kalapramanas like Tisram
Misram and sankeernam with
stress on Meaningfulness
words.Another kriti -“Nadopasana
che shankara Narayana” in the
Raga Begada”in Raga Alapana,
MDR’s presentation of a Kriti was
always enriched with Raga bhava.
MDR handled Begada Madhyama
with different oscillations. He
handled the raga by giving
emphasis on each note or Anu
Swara. Every single note he sang
in itself would give a clear picture
of its bhava. In “Nadopasana”
MDR sang the first Sangati with
appealing bhava by singing at a
low tone at low voice, in the
second Sangati whle repeating he
would apply medium tone with
normal voice and in the third
Sangati he sang with commanding
tone and voice showing a
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progression not only in terms of
the sangati but the bhawa too.
While singing “Oh Manasa” he
would change the Gati
occasionally but the same kriti
would be sung normally by Musiri
without giving Gamakas. In
Anupallavi the word varalu MDR
has applied a “Visesha prayogam”
R M G R S, but Musiri has sung a
plain note here. MDR at the
elemental word ‘Aatitulu' he has
applied stress to highlight the
meaning. Again, at this point
Musiri followed the traditional
style without any change.

Musiri planned his Ragas with
curves and graces. He was
confident about handling notes
References:

accurately. Musiri was
concentrating on technical
perfection and elaboration. He
gave importance to creativity and
kalpita Sangeetam .

Conclusion

Both Musiri Subramania Iyer and
MD Ramanathan, though from the
same century, had unique styles

that enriched South Indian
Carnatic music. Preserving their
performances through
documentation and video

recordings is crucial for future
scholars and music lovers,
ensuring the lasting legacy of these
stalwarts in the soul of Carnatic
music.

i E. Krishna Iyer, BA BL ‘personalities in present day Music’ Published by The
Trinity Music Book Publishers, Chennai

ii. Sruthi Magazine -Volume 30 June 2023 ‘MD Ramanathan A centenary Tribute’

iii. ‘Meaningful Pauses’ by Dr. Madhu Vasudevan published by D.C. Books

Kottayam
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Ragam: Kalyani
Composer : K C Kesava Pillai
Pallavi :

Sangitika

Talam: Adi

(l)llllgl mlpl mlgl rIsIIIIrJs rIsllrlll IIII"
Man, ga,la, de , , , va,te, ,,pa, , , hi, mam,, PR
@0,,gd ,pm, ddpm grs,|,,ns r,s, e, s 8l
, , man , gala, de, , , va ,te, ,,pa, , , hi, mam, , , A,
Im, p, ,,dd pmd, ,n,,1s,,, ,,dfr]sndp mdpm]|
ni , sam . , , sa , oy ., i, , , de, , ,,, , , Vi,
BMlgrgn ,dpm ddpm grs,|,,ns r,s,|lr,,, , o ml
, ,mam , ga,la de, , , va,te, , ,pa, , , hi, mam , , . . A
lgmp,dp mgr, s,,, sl
ni, sam , PP P o
Anupallavi:
N,, s, , ., 8, snd, p,pm|pmnd p,pm]|p,sd n, s,|
, , Tum ,, ga, bha , , gya , vi ha, ,, pi ,ta, lo,,, ,,la,
em,,s, .., s, nfsn ndpm|pdnd pmp,|d, n, r, g,
,,tum , , ga, bha,,gya ,, vi , ha,,, pi , ta, lo, ,, , , la,
- grss,, snd, nmd, |, ,grf sndr|sndp mdpml|gr
, , see ,la,, , sa,,, li,ni, ,, de, , Y s s s vi o, o, ., .,
(Mangala)
Charanam:
., p, , PP, P, pP,p,lpmnd pmgm|g,g, g,r, |l
, , Se , va ka ke, , , sa,va, chi, ,, y ., ., tte ,, P
"l’gd lpm’ g”l rlsllrll’ rgm’pmlgr’l S’l’”
, , me , vu ka , poo , , ma,ka, le, , , y » 4, » nhee,, P
Indmg rrss nnrr gmmp|mmp,dp d,ndns|girsn dpdn]
Bha , , vu ka , de , ,, hi , guna va nite , , kru , , pa va, re, nam, ,
Inn¥i ¢ gfr m g Fgrs ndpd]|gisn dpdn |[nis§ ndpmjgr
mamasara namsubha ga, , , na,, , tavachara nam,, me,,, ,de, vi ,,
(Mangala)
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Musical News

Demise of great musicians
It was a Very unfortunate period for musicians, music students and connoisseurs.
Music listeners were desperate by the unexpected demise of great stalwarts of
music like Ustad Rashid Khan, Dr. Prabha Atre, and Vidwan O S Tyagarajan.

Vid. O S Tyagarajan - (3 April 1947 — 31 December 2023)
Hailing from a family of musicians, he was initiated in to music by his father Late
O V Subramanyam. His proficiency in music was further developed under the
mentorship of Sangita Kalanidhi T M Tyagarajan and Lalgudy Jayaraman. A
prolific performer of Carnatic classical music and achiever of several accolades,
he was served as Dean, Faculty of Music and Fine Arts, Annamalai University.

Ud. Rashid Khan - (1 July 1968 — 9 January 2024)
Belongs to Rampur -Sahaswan Gharana and the great grand son of its founder
Ustad. Inayat Hussain Khan and nephew of Ud. Nissar Hussain Khan and Ud.
Gulam Mustafa Khan; who initiated him in to music. Winner of several
prestigious awards like Padma Bhushan, Sangit Natak Akademi, he was the
promise to Hindustani Classical music as hailed by Pt. Bhimsen Joshi.

Vidushi (Dr.) Prabha Atre -(13 September 1932 — 13 January 2024)
Hailing from Pune, Dr. Atre, received musical training in the Guru- Sishya
Parampara from Subhashbabu Mane and Hirabai Badodekar of kirana Gharana.
Apart from being a busy stage performer, she was visiting professor to many
Indian and Western Universities. A Recipient of all three Padma Awards and
Sangit Natak Akademi Awards, Dr. Atre was influenced by Ud. Amir khan on
khyal and Ud. Bade Gulam Ali Khan on Thumri.

Madras Music academy Award - Sangita Kalanidhi-2023
Vidushi Jayashri Ramnath, popularly known as Bombay Jayashri was selected
for Madras Music Academy’s, coveted award “Sangita Kalanidhi” for the year
2023. Music academy constituted this award from 1929 onwards and was
conferred up on several versatile artistes and she is 96th artist to receive the
award.

Grammy Award-2024
India upheld its musical legacy at the Grammys as five accomplished Indian
Musicians such as Tabla virtuoso Zakir Hussain and Flutist Rakesh Chourasia
bagged prestigious honours during Grammy’s scintillating ceremony in Los
Angels. Zakir Hussain emerged as India’s top achiever, securing three Grammys
while Rakesh Chaurasia garnered two accolades. The fusion group Shakti,
consisting of Vocalist Shankar Mahadevan, Violinist Ganesh Rajagopalan, and
percussionist Selva Ganesh Vinayak ram, collectively earned one Grammy each
at the star- studded event held at the crypto.com arena on Sunday night.
Sitar Maestro Pandit Ravi Shanker was the first musician from India to win a
Grammy Award for his Best Chamber Music performance in 1968. Since then,
several musicians of Indian origin like pianist Zubin Mehta, Sitarist Anoushka
Shankar, and Violinist L Shankar were considered for the coveted acclaim. Pandit
Vishwa Mohan Bhatt, Percussionist T H Vinayak Ram and A R Rehman have
received grammy award for various categories.
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