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liHdl4 fiJfta -q ch0o mtRr ct,­
\j q ~l lTI a I ~ '-I E>(q 

sl ft+Rn" .l3fl q I fa q 

~nmeff, "firftfr r:rq' rnf.r qiffT fcNT7r, ~ fcr. fcr., $&16MI~ 
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.:rr~ wfra col~~ tt ~~@aRamtITTUTm~#cITT~ 
~ memcITT m q{YkYI ~ ~ ~ ~~ff ~-Jftc1Yll '31m ~ ~ ~ ~ 
~ "ITTm, ~ c=rm 11%-~r ~ -11G~6l co"Uo mtRT c=rm ~ cfi ~ r'lllf?la 
cfi ~ ~ 3IB: ~ ~ ch',- ~ Jq1~-11 &TU ~ col 1'.@" lp.>f ~ ~ ~ '3TIWcf 

3q1ffla m ~ I ~ ffi c=rm TITm ~ ~ ch0 ffsill wfra- ch',- chef<l-11 1fl" ;rtf ch',- vfT 

~ ~ (Musical Sound) ~ tt ~ ~ ~ I co"Uo ch'1-~ ~ mtRT '3fh 
m ~DI~£,~~~ 1. f;r~~~. t9U cfi r'lllf?la '3fRm, tt M- ~ ctwllchl{ 
2. lffi, 3. q-~"llRf, 4. lTTJllTT c=rm ~ I ch',-~~~ TTf ~ ~ ch',­
~cf: ~w; ~ ~ ~-m col~ ~ "chl" mtlcha, "lrGR cfimT i 1 ~ 
~ 1 wfra- ~ Dt~col ~ ~ ~ ~. Jql!lfs,a, '3fh ~ "chl" ~ ~ aH~-1 ~ 
~ 1ffi ~ i ~ ~~ 'l1T ~ f;rcg ~ i TT'.o-Ve:Jlf ~ ~, fq;{ ~ ~ 
ch',-~ i ~ ~ sfR ~ i ~ 1f ffl ~ cnl ~ 5 I lfRcT ~Tfn: chl' 'TTBr 
~ m I~ mtRT ch',- ~N ~ ~ ~ mun' m ~nfrtT cftuTT ~ 1f<IT i ~ ~lm ~ 
cfi ~~col ~'qq lJT?f fcom vfT ~ chl'{ ~ \:'lch(<l<:11 i m ~ ~ crtr 
% 1 lTT.ZrlTT ~ i3l~ ~TGGtt~ ~i m'fft ~ '11T ~ ~ cfi &TU~~! I 
'11T 1°fa<-11 ~ i3l~ lR ~~ITT cfi cf)Oo mtRT "chl" ~ -q- cfi1:rn qwq{ (Voice 
~ Nffi % 1 lTT.ZrlTT ~ ~ UlR Culture)~~ I~~~ cfi 
~ mtRT cfi 4'{,t~{ciq J?,tct 0Pn'tl< ITTcft ! I ~ ~ 1Tm !- 'Properly Trained 
wfra- cfi ~ ~ ~ ~~ ~ i3lm:m voice which is useful for music'. 
~ ~ I Rrn1.:ff ~ ~ col ~ cfiUo ~ ~ ~ R1e:11fijm cffi" ~ "yTo ~ mfcR 

~ % I cfiUo tt ~ i3l~ WITTf cf>'T ~Tffl ~ ~ ~ ~ ~ cfiUo Bffi: 

~col~~% 1 ~ ~ lft1llTT tiwi1Ra ITT~ m 1 ~ (~). i3l¥ffi 
col ~ ~ ~-~ ~ ~ ~ -q= (;fim) ~ 'fqffif" ('fl1l) ~ cfi ~ &TIT 

q§'tlcil % I~ m fco 11G cfi ~ ~ '3-ciHRa ~ ~ q@ ~ ~ mdcn w 
wfmcn')-~cor~%'3fflcfi1Jo ~ ~ ~ ~~ ~ ~ ~ 
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Revat.i T.illana of Tanjavur 
Nfrs. D Pad 1na 

nr,,t. (!f M11~il', QI/Ct'// M11r.v ·~ Ct>/lc·sc· 

K ·wnntil-. Musk FX'rl\wmnno.' 1s 
l,,nstituh.'li by n smnll ~ntity l,t' nrt.ists­
mnin PL'rfnrnwr suppl,rh.'d with 
rrwlodil:' nnd rh y thmk 
th.'L'on,pnniml' nt. ln VlKnl 
pcrformnnL\.'S, Vh )!in is u~xi ns nwlodk 

sup~"X wt ivt 1\inngist pt\WiLil -s P'-'t\'lls."il '" 
sup~)()tt l\) nil Vncnl ,1nd lnslrunwntnl 
musk O..lt1L\.!1ts. ln ,1ddition~ Chntrn11, 
Konjiro., !Vlo~ing mny also bt.' usLxi for 
rhythrnk sup~)()tt. lt is L'V1d1.-nt lhnt 
the pt.'1\:us.-.iPn su pporl' dnl's I'll ,t just· 
n1nintoin lht..' l\'mpo, but t'nhanL~S tlw 
melodic output:. Aft~r tlw mnin &x:tion 
of melodic cum rhythmic Ct\.!nt.ivit-y 
i.e. Nirnva l, Knlpnnn Svnrn, t·ht' 
rhythmic performers l'nchnnt tl~L' 
pt\)grummc wil:h the possibl1.~ rhythm1l' 
intricacies in 'To ni Anvnrtonom­
fuuturing the spL'Cinlity lll' rhythm nnd 
t~mpo. 

Karnntik Cl)ncc1t known ns 
Kutcheri normolly comprises voriL'li 

oomposit:inns. Stnrting with n Vnmorn 
whkh ~mphosizcs :•wnras llt' t:h~ mgu, 
nlso having lytiL'S, mnkes u vet)' lively 
stmt. This is followed by Kritis. Krili is 
n formnt of n musical L'omposition 
ty pil.:nl to Comatk musi¼ nn JndiAn 

dm,...,h.:,11 musk styk. K1itis fl.)!'lll tlw 
bncl-.bc,nt.', ,f ;111~1 typic,11 Cnmnt k music 
L\ll"IL\'tt nnd is tlw lnng1..'r 6.)!'mnl llf ,1 

Cnrn,1tic mush: st,ng. 
Cnnvi..'nlil'thll Kritis typically 

cnnl'r1in tht'l'l' pnrh-P~,llavi , thl' 
L'quivnknt t,f ,11~fr,1in in V\/t'Sl~m musi1..'. 

Anup,11l(wi, l'lw St.'L'('nd \lt'l'Sl', 

whid1 is snnwt iml's t ,pt il.m,1l. 
Chnr,1nnn\ thl' tinnl (,md l\,t\~l'sl') 

vt't~' th,1 t w ,-.1ps up lhl' Sl ''\~· 

Tlw lyrk--:,; l ,f musi\:nl L\ m\~"X\....,itions 
nt\' tlw l..'.hnrnwls tnk..in~ l'VL'ty1r,nl' t(, 
spiritu,11 blis.". 

Hl'ginning with nn itWlX\1h.,1y Kriti 
on Ll,rd. Gnnl'shnJ tl'wrl' ~Wt' tlw 
l\.lllnwing Kritis. 

lt may bl' l)bSl'l'\/L'li th,1t befrn~ 
stnrlit\\J, snml.'! Kritis, the e&"l~nt\.' l.)t th~ 
r,1gn is l.kpk:h .... \.i thmugh nnlnpnm\ in n 
lt'W, l\)r ~, parth::ulnr linl', knlp:mn svn.rns 
nre ,~ndt't\'li. The cru~ l ,r thr Rugn is 
0mlx'lidL't.i with svnros dl'pidit\~ th0 
firm l\'lnpo c,)hering with n"ldL)dil'. 
dussidsm. ln n fow Kritis, a pnrt.iculnr 
line fl'aluring fl stnl~ like fnr exampk,, 
"llh kH\.\ l nwnit your l·)pinil,n" or 
"you abound with graL"C, Lht1rm" de., 

\119i8C:-ffi------ ~-----



The performer must improvise a 

string of swaras in any octave according 

to the rule~ of the raga and return to 

beginning of the cycle of beats 

smoothly, joining the swaras with a 

phrase selected from the kriti. The 

violin performs raga alapana, niraval, 

kalpana svara alternately with the main 

performer. In very long strings of 

swara, the performers must calrulate 

their notes accurately to ensure that 

they stick to the raga, have no awkward 

pauses and lapses in the beat of the 

song, and create a complex pattern of 

notes that an experienced audience 

can follow. 
Performers then begin the main 

compositions with a section called raga 

alapana exploring the raga. In this, 

they use the sounds aa, ri, na, ta, etc. 

instead of swaras to slowly elaborate 

the notes and flow of the raga. This 

begins slowly and builds to a 

crescendo, and finally establishes a 

complicated exposition of the raga that 

shows the performer's skill. All of this 

is done without any rhythmic 

accompaniment, or beat. Then the 

melodic accompaniment (violin or 

veena), expounds the raga. Experienced 

listeners can identify many ragas after 

they hear just a few notes. With the 

raga thus established, the song begins, 

usually with lyrics. In this, the 

accompaniment (usually violin, long 

time before, it seems Veena, Venu also 

provided melodic support). 

In most concerts, the main item 

will at least have a section at the end of 

the item, for the percussion to perform 

solo (called the tani avartanam). The 

percussion performers perform 

complex patterns of rhythm and 

display their skill. If multiple percussion 

instruments are employed, they engage 

in a rhythmic dialogue until the main 

performer picks up the melody once 

again. Some experienced artists may 

follow the main piece with a ragam 

thanam pallavi mid-concert, if they do 

not use it as the main item. Following 

the main composition, the concert 

continues with shorter and lighter 

songs. Some of the types of songs 

performed towards the end of the 

concerts are tilJanas and thukkadas -

bits of popular kritis or compositions 

requested by the audience. Every 

concert that is the last of the day ends 

with a mangalam, a thankful prayer 

and conclusion to the musical event. 

Mrdangam mastereo Tanjavur Sri. 
Upendran 

He was a left-handed Mridangist, 

had a very bright career as a Camatic 

musician, which was cut short by his 

untimely demise at the age of 52. He 

was the disciple of Sri Tanjavur Rajam 

Iyer and Sri Palghat Mani Iyer. He did 

his Arangetram with Sri Chembai in 

Thanjavur. He was a very sought-after 

accompanist for great Vidwans like 

Flute Mali, Olitti Babu, S. Balachander, 

Dr. Balamuralikrishna and so on. His 

~peciality in p roviding support to 

instrumental music concerts is very 

noteworthy. Many Veena artists like 

31'1$~-•----- • ------ ~-1, 3fqi-2 



Karaikudi. Smt. Rajeswari 

Padmanabhan performed enormously 
with him. 

Sri. Upendran introduced 
Mandolin Srinivas to the music field. 
He has many well-known disciples 

such as Sri Tanjavur Kumar, Sri 
Neyveli Narayanan, and Sri Tanjavur 

Murugabhoothi. Sri. Upendran's 
grandson, Thanjavur Praveen Kumar, 
is an outstanding upcoming young 
rnridangist. 

Thanjavur Upendran developed an 
extremely distinct, unique style. He 
was well known for his finesse in 
accompaniment, which led to him 
being extremely in demand throughout 
his career. He played for all the famous 
musicians of his era, such as M. 
Balamuralikrishna, D. K. Jayaraman, 
Maharajapuram V. Santhanarn, Dr. S. 
Ramanathan, T. R. Subrarnaniam, T. 
R. Mahalingam (flute Mali), N. Rarnani, 
and Chittibabu, among others. He also 
accompanied female artists, including 
the Sikkil Sisters (flute) and M. L. 
Vasanthakumari . He was very 
meticulous in tuning his instruments 
- he was a fickler for perfection of the 
sruthi and only ever used kappi 
rnrudangams. I've learned some of 
these aspects along the way; when 
checking the sruthi, the chapu, dhin, 
and nam strokes must all be aligned. 
Most vidwans do not check all three 
of these. The meetu must also be at 
the same sruthi; in fact sometimes 
Upendransir (and my guru) tune the 

mrudangam on the meetu alone! His 
style of accompaniment was very 
sensitive, and he was always quick to 
adjust his approach to that of the main 
artist; he was very popular with veena 
artists due to this reason. His speciality 
in providing support to instrumental 
music concerts is very noteworthy. 
Many Veena artists like Karaikudi. Smt. 
Rajeswari Padmanabhan performed 
enormously with him. Once while they 
were travelling for a performance 
outside Tamil Nadu by tram, he had 
the urge to compose a Tillana in the 
Raga Revati. It is excellent to observe 
how both the artists contributed to the 
aroma of classicism exchanging melodic 
and rhythmic supremacy in this 
unison which would be evident in the 
composition. With the available sources 
in the Karaikudi. Veena Gharana, the 
notation of the Tillana is supplied below. 
Such mesmerising classical pieces must 
not get extinct. 

TILLANA 

RAGA: REVATI 

TALA:ADI 

COMPOSER: 
UPENDRAN 

PALLAVI 

TANJAVUR 

1. ! ! nadrudru tom tom dru dru 
tom tom dru dru tom ! dhim ! til laa 
na!! 

2. ! ! nadrudru tom tom dru dru 
tom tom dru dru tom ! dhim ! ta na na 
ti.I laa na !! 
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3. !! nadrudru tom tom dru dru 

tom tom dru dru tom ! dhim dhim ! ta 
na na til laa na !! 

2. !! m p m p ,, p n p n, n 
s n s, ! rm,,,, ! s n p n ,pm r !! 

4. !! nadrudru tom tom dru dru 
tom tom dru dru tom ! dhim dhim 
dhim ! ta na na til laa na !! 

(nadrudru tom tom 

dru dru tom tom dru dru tom .... ) 

ANUPALLAVI- Only the svaras 
notated from the available renderings 
in the tradition of Karaikudi. Smt. 
Rajeswari Padmanabhan is available. 

CARANAM 

!! nadrudru tom tom dru dru tom 

tom dru dru tom ! dhim ! ta na na ti1 
laana !! 

3. !! m p m p,, p n p n, n 
s n s, ! rm ,, r, ! s n p n ,pm 

r !!!! nadrudru tom tom dru dru tom 
tom dru dru tom ! dhim dhirn ! ta na na 

til laa na !! 

4. !! m p m p ,, p n p n, n 

s n s, ! rm r, r, ! s n p n 
,pm r !! !! nadrudru tom tom dru dru 
tom tom dru dru tom ! dhim dhim 

!! ka ru nai cei 
ta rul ! vaa ye !! 

du en! nai kaat dhim ! ta na na til laa na( nadrudru 
tom tom dru dru tom tom dru dru 

!! ja ga mel laam nee ye ! tu nai tom) 

nee ! kan naa !! 

!! pa ramapavit 
! ma un mel !! 

ra sri ! paranda ANUPALLAVI 
. ) II I 1 . . s,m rsnp n,sp snpm . p,nrn 

npmr ! mpns rm !! !! pa da malar a di yai ! pa nin ! 
de ne!! ii) !! sr,n rsnp ns, p snpm ! pn,m npmr 

!! ! mpns r,r, !! !! taj jam jaj jam taj ! am 

VARIATIONS TO BE RENDERED 
AS NOTATED FOR THIS AND 
REMAINING PORTION AS SVARAS 
AND CONCLUDED AS ( nadrudru 
tom tom dru dru tom tom dru dru 
tom .... ) 

PALLAVI 

1. !! mp m p,, p n p n, n 
s n s, ! rm ,,,, ! ms n pm r ! ! 

!! nadrudru tom tom dru dru tom 
tom dru dru tom ! dhim ! til laa na !! 

iii) !! ssm rsnp nnsp snpm ! ppnm 
npmr ! mpns rrrr !! 

!! nsrm pmr, mmr Sm ! mpns rsnp ! 
snpn , pmr ( nadrudru tom tom dru 
dru tom tom dru dru tom .... ) 

CARANAM 

!! ,,s r sn p , , pnsn pm np . p, 
mn , pm r ! n,r, Sm !! 

!! ka ru nai cei du en! nai kaat 
ta rul ! vaa ye !! 

!! ,,s r ,,m m 

p ,,ns ! n,r, Sm ! ! 
rm pm rm! ,,m 
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!! ja ga mel laam nee ye tu 

nai nee ! kan naa !! 

!! ,,s r ,,mm rmpmm pm r, ,,,, ! ,,ns 
,,r, ! nrsn p, p, !! 

!! pa ramapavit ra sri ! paranda 
! ma un mel !! 

!! ,, m p ,, n s r, r, snp, ! pnsn pmr, 
' 1111 d al di ., . n,r, s,,, .. .. pa a m ar a yai . pa 
nin ! de ne ! 

a) !! r,,, s,,, n, r, ,, nr ! s,,, ,,,, ! ,,,, ,,,, 
!!!! taj jam jaj jam taj ! am ! !! 

b) ! ! r,,, s,,, n, r, ,, nr! s,,, ,,,, ! ,,,n 
pnpn !!!! taj jam jaj jam taj ! jam! 
!! 

c) !! r,,, 
npns !!!! taj 

" 

s,,, n, r, ,, nr! s,,, ,,,, ! ,,, p 
jam jaj jam taj ! jam ' 

d) ! ! r,,, s,,, n, r, ,, nr ! s,,, ,,,r ! 
m,,p m,,n !! taj jam jaj jam taj ! jam 
! !!!! r,,, s,,, n,r, ,,nr ! s,,, ,,,r !m,,p 
m,,, !! rrnp npmr ,,rr ,,p ! n,,, ,,,m ! r,,n 
s,,p !! 

!! n,,, ,,ns rmrs r,s,! ,,rm ,r,, ! mrmr 
sr,n !! ,,n, s,,r ,,r, n,r s ! ns,n ,,p, ! s,n, ,pmr!! 

( nadrudru tom tom dru dru tom 
tom dru dru tom .... ) 
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tR"-cITT".IT c@" QRh:,lffich fcl~tj;=i 

sl~ 
"f17ftrr wit, $&/Nci/lC: 

cJTm ~ ~ c6f ~ "ER cTft1T # 
lJAT ~ % I ~ ~ 'h;&l'tuf '3lTQIT ~ 
% fcl:> ctl'tTT ~ ~ Sllctifacf> ~ ct Wf 

if st ltRT ~ t ~mu~ ct cJTm 
c6ff;rirlur~~3firtTIB%1 

llFtcrm~ct~tr3Rrmfurm# 
'3lWT m I $f11~~ '3RT mfurm # ~ ~ 
'3RlRNrcrrcol~rliIBif cift~if'3TWT 

~ mTTT I ~ ll, ~ '3lTQIT lTT', ~ ~ 
ij~~~m~~cf>l'ccfiTTqj'{ 

"ER cTTm ctr ~ st 'ITT1TT I ~ if "ER cTTm 
c6lffl¥ct~~~ct~7:f# 
g3TT mTTT ~ fcJi ~. ~ m- c6f fcRITT 
%-

"The basic impluse of rhythem in him 

~ cf>l.'ll~cf> ~ # ~ ~. '1f'ITT 1,-f led him tj standardise the various emotional 

ct '3TffiT@' 1TicIT ct WJ-tr{ ct~ Ptlif?rn '3JR expression. He was familier with and to ere-

~ ~ 0
..-,--;.. -.-.A-.-~ .........,...;. DT9T ate and design rhythemic iostuments." R4Ra ~1q1 &TU~,~,~~, , ~~~~,~ 

Wffi %g ~ct~~~ cl'ro ctr ~<TcRrr 'lFfq ct SI I ~fag1~cfi rliIB ct "ER cTmT 
st'11T~ct~~~cfi1~¥ c6f $Rtt;m ~ mm %1 611.'rt~c. rliIB ~ 
cnB $ 00 cJIB col ~ f.ffera ~ ~~~ct* 1.'14clli:l ~ ~ ~' &fif 
~~°ITTWf>" I cotmRTc6f ~%°fcfi ~~ct~ -qci efilm &TU~ 3Rl 

~~~f;fuhurct~~~mm cl'ro~mi,~-~~ctcl'ro~~ 
m ''ff~~~· c6f m ~ m ~~ tr~.~ wnurr #~mm%-,~~ 
~-cITTT ct wr lfRT vJT ~ %, * '3ITTf cift 'fj~"4" ~ ~ ~ ~ ~ f.ffem ~ 
~-1ITT"ff-wiIB-qci ~-m ij '3ftRT ~ cJTm c6f ffl1l ~ ~ ~ mTTT, ~ 
~ coW" ~ ~ fcrqm col !Mlfola ~ ~, ffl, @re,~ (CLAPPERS)~ 
% I ~: o'lft ~l~clltil 'lfra-wfuf ~ &TU -3lr-R' -srffea" ct ~ ~ ~ ~ 
~-wfffi if cift wi ~ mm col~ mir ct wfffi if~~ ct~~~~ 
~ if m- M° vfTffi % I M° m1JT 12 ~ qiIB # tr ~ W1ffi 

"ER mm ct ~ if 3TH # ~ ~ if "ER cJTm c6f m cf>ll.'l'iH ~ q)R ~ 
cf>i?llcf>l<l. ~ m ~Tm ct fcffeFr '3P'TT ~ 
'3ITTmf IDU ~ ~,fqa cR 11r:R c6T ~ ~ ~ '511llG f.lcffef' (~ ~ # ~ 
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~m-)<fi~~~mim~ 
~men ~ ,3ffi ~ mcrr i-

~11 ... !Qcf,u~r c§ffif: cfiittRtl('IIQ{)S4<: I 

11ll!: ~: ~: Sl'-ll~fclf.lq«t4 11
5 

~~men~~~ cf;~ 'ER crrm 
tr '3qq")fr1a1 ~ qfumrn ~ t I ~ 
~cf;~ ~ cnT ~~ ~fdltjJ;I m 
~ "fl'R:@T ~ ~ mm t <t ~ ~ 
om~~cffi"~cffiift"~:~ 
~ %, m -i-lgfcfco fcrnITT cnT ~ ~ 
tft ~ I '1-il E>+i11~9l

0 

i3fu: ·~· tr~ cf; 
~ ~ ~ ~/~ 00 '3Wft, ~ 
~ '3A 'ffilTitT cf; "6m tr W1ffi cf; ~ 

cmr-<tl ~ <fi ~ ~ t ~ ~ i3fu: 
~cfiWlRcITT:r'4t~~r• 

~ ~ 1T ·~· ~ cITTr cnT 

~~irnrt mlfifftcnrtt~~ 
m 15 ~ coIBll cftun"i3TT ~ t m~ ~ 
tITTUT t ~ 'ER ri cnr ~ irnr m ~ 
<t ~ i@T ~ F-Ji ~ 1T ~ ~ cf; "6m 

~~ tr ~ cfi ~ ~. lfifft ~ cnT 

1FTT1T i@T N1lT I {IYlqOI ~ ?;~m:I' g?!T cfi 
Jtri-flttt c1, fcrcorn om ~ t ~~ 'TTY' <fi 
~:~'3lllFR~~~~ 

];JcITT cf; ri cfi "6m 11l'ffi tr lFfWf ~ 
om~ <fi ~ ~i3TT tr m ~ ~ 
~I~ cnT 1FTT1T ~ coffi ~tr~ 
~~i@Tm~~cnrm~ 
~ 1{1Ylqo1' ~ tr frniTm t I ~ ~ 
m~~mrrit•~·~·~· 
w 11m i 1

6 <t fym 'ERcITTr t ~ ~ 
~ coIB ~ w.nr cffillR coffi wli" t I 3Tivf 

'qT W ~ 1T ffi &ffi ~ 1T ajm ~ t I 
~ 31faRcffi ~ m ~-~ ~ 

ffilf-TTIB if lfmq1 <fi m~ 'El.'i'l(rla,-~ 

~ t ~ m ~ '3Wf ~-~ it <t ~ 
Ji Hein· cfi l@ if zjtR cfi cfiTlf ~ i I 
~ cfiIB if '4T ~-~ 1T wt cnT 7mTT 

'!r1f[q m I 
~ wfu, G.fl<Ji-i cTi ~ tt ~ i3ffiltRT 

<fi ~ ~ ~ m, ~ ;rr-;nft ~. 

clfuR, ~i3nfumutfim'3TT<fi~cfi 
~ wf@ cfil lITTZJlT ~ t I ~ 1f 00 

tr 'ER cnm cfil i3ITTfcf> '3 q 41 ift "1RT vmrr m 
i ~ ~. clfuR if m <t ~-~ q1U 

i, ~ &m cqfc@" n:r cnr T7f m men i 
'3fR clldlc:1{01 ll ~ ~ ~~ cnT clldlcl{01 

~ cfiR cnT ~I '3ITTf '4T 'ER cnm cffi" tt 
~ ~ t I ~ cfi fq@ fu'3IT 1T ~ 
cfi@R~-~ttw~t, ~ 
$f ~ &ffi ~ ~ cfi ~ 1fR ~ 

~ ~ M t I ~ ~ tr ~ cfi@ 

t '3A 'ER ri 1T 'Q'OcT, ~ cnr m"M­
~ m I 'lffif cfi ~m::;r 1T ~-'cl'Tm qiT 

~T 'ER cITTn col ttfaiR!a F-Jim ~ I 'll«i 

~ <t ~ fcJim ~ fcJi m'ift~Pmrr t ~ ~ 
~ ~ ~ tr ~ Sl'i:IR!a m ffiq~~ 

~ cfiffi ll '41 m ctlcb1ct1c1 <fi ~ ~ 
m cf@ ~ ffl 1t '3Rr cnm cf; ~ tt 
·~· cfm cfiT ~ ~ !, ~ 
ii c111ct1 ~1· ~ ~-~ if ~ cITW c8 
'3qq'1fr1a1 ~ mcft' i I 

~ffilT ~ ~ ·~· ~ 'ER cITTr cii1" 

fl4SI!!& fil(il'-cfm llRT t ~ -wrT 1l 
7ITTrcFi, ~ ~ ffi ~ ~~f;r ct ~ 
~ ~ ~ tR "{il1i ~ ~ ~ ~ 
cfturr~t~<t~~m~0 
~<fcfiill tr ~ %g mg f.ffe@ '(I'@"' 
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-;rrlfcfiqfQcfil~'TT~~~,Wllcf 

H91ch{ cf> ~ ~ ~ cfi ~ -~ 
~ m 9WlT 9Ta, ~ ~ cfiT tTT{UT ch"B 
cfWIT ~ m, •~• che>(<tlllt 17 

9ffircf # ~ cht~"H •~• chl" tr 
"ijfG # ·~, m ·~, m 'cfiTB.f cm,r' com 
1fm ~ ~ ,~, m ·~, cfi tr~~ 
t ~ ~ 3fu: ~<Tcfifil cf) ~ t§R-~ 

~ '3Ticfiffi 3ffi tmfl-3TT lt ~ ~ t I 

·~'cfi ~ ~ cfm 'cfiTB,f cm,r' cfiT fcf~ 
~ml~~~~-~~ wfu, "\ , 

qf<J11ct ~ 01RiRcR1 ~ 1TTll ~ ~ 
1Jm lt ~ t I ~ ~ 'qr ~ t I 

W 'qt ~ ~ l-lt>&1<fv{ ER cJra t I 
ctctl-lH ~ # ~ # ~ ~ '3lfcfiR cf> 
~ iiT zy; t ~ chl" wmr mi:, wmr 
4RJ1tct '3lTR 1im # 'ch(iqa~' cfi""ITT TTm i 1 

1ch~ct~' tl"UZ ~ cfifCfil ~ ~ ~ 'lffit 'lTT 

itfil m, ~~~ # ~ m 1 

~ttRI~ ~#~~mer cllr w:rr 1lm 

$ ~ '"EfUcf' cfi""ITT ~ WIT I ~ ~ 

~ cfi 3Tclm q"{ ~ ~ ~ cJra ·~ 

tfUcT' cfiE>dl~I m I~ °q)ffi m ~ ~. 
~ -a-m~irffi m i"JiB<tl lTTm~ 
~ cfi ~ itcft ~ I ~ ~ 1l fcfim 
1:% "8c 1l s1iT sl~ch{ ~ ~ ~ qcfi$ch< 

~M~fihm~~"H~~ m I 
~Wcfi~~l)•~ticr'cnl" 

•~• cfi""ITT ~ WIT ~ "cffi11R ~ cf> 
qfg[II~ cf> "f{l{R m I•~• ;n% tR cITTr col 
• 9HBi('fl lB elm W1IB" {d-il<h< ~ 
°tim 1l ft«T@T i I W1IB" {Mich{ 1l mu@ 

'~' ~ col mm m ~ "cffi11R ~ 1l 
~ 1) ~ M cf@ '<hrnl(Yl' * ~ m 

~~#~~col~ ! ,~~ 
~ \,l'qRlct cfm ~ l

8 

~ ~. ~ chIB # ~ ~ 
~ tR qfflT cfil f;rnur-mir.ft 1l ~-:rrs, 
~. ftreft, ~. cfilffi, ~ ~ tflg'3TT 
cliT >TmlT mfil "@ ~ I "cffi11R 1l ~ tR 

qro Q"lg'3TT cf> <TT~~ cf> mt I 
~ chIB # "ER qtm cfiT ~ llN 

filcfi-WT@ 1l rg- llm ~ I '3lTJ1" ~ "ER cTTm cfil 
~ l'.fT3f filqi-cfTW cf> ~ 1l rg- Tfm ~ l 
~ 1l ~ ~ crrm qif ~ ~ ~ 
m crr ~ Wl m{UT cf>~ '3G7WT fcmT ~ 
m I fig @-@ ~ cITTr cnl" cfTG-1 fclfu cf> 
~~m1t~cBptcfiWJT 
tR crrm col ~ (~ ~ chIB 1t ~~ 
fllfra cf>~ tTT{UT 1) ~ mm m) ~ 
1l '3lffi-'3lffi ~ ITT WIT '3m ~ 1l fil <) 

~~wfIB*~=~m~~~ 
~~cf> ~RtR<ta coW qffl' ~~ ~ 
coT~~~1Tmi~1tRfifu 
llRT ~ t;, ~ wfffi qf<'1ild ~ mTT 1l 
tR ~ cfi ~ llRT llm i, cfi '3mm {J"{ 

~ 1l ~-aill, ~-aill, ~-~ ~ 
t ~ 1l mm cfil ~ ~ ~ cor fcrcnrn 
s-3TT, ~~'\ft cm tR cB ~ 1) ~ ;JfT 

~ t mi 1 ~ ~ ~ 1) ~ rcrnRT ~ 
~-~cnl"tR #cof qffl'~l{Rft I ~ 

cITTr cfil ~ {J"{ '3lTJ1" 'qt ~ ~ tftla t I 

~ SfcfiR~~~~t I fct ~ t\ 
'3lTJ1" ~~-wmr * tR 9TtiT cfiT ~ m 
~m~~~mrr~llRq 
~ cfi ~ cfi Jick1i<h1 "H ~ ~ ~ 
mm i fc1:i tR ~ t cmi tt ~ ~ cJm 

~ITT~~~ cfi 6iiftRtcti ~ 



cf> ~~- -g)· i3'1~r ~lin ~~- ¥1. 0nfa· cfi m~ 
ct~ ~T{UT cITT~- cfi fi11.~ ~ch, ~T s'31T 

°flllT I a~ i1" ilc11{ 0n~ CTCfi ~ cfle1. ~-vR 

ci;- ~q tril· tr gftl~ ~ 11# g1~fag1Rlcll cfiffi 

q ~-I qffifq ff ~ - clTU ~ fcfTT m 
~~~-l%~cnR11Tt ~cfifilTT 
~mir ~ ;jiR clil , ~tfcfi fi1it ~ ~ fc)-~)q 

~m ~ 01m<fcnfil mt i 0fr-:l· ~ 0fl<ml 

~lfflcfi~lll;fllTtfco<ll~cfiffl 
~ cm-~ cfi)· -3~~ ~ t ~ ~ 
W clii;,llclil{ Jm'rcfi 0m,--famT ~ cl1f cf)Jll 

~ i 0ttr ~ ['ft cl@t ~ ~ 0~ tr ~ 
i tr,f-q'fW ~ ~ ~ 1t ~ qct 
~ ~-t ~ clJRUT ~ ~-wfffi t 
~-~ 11<t 0ttr 0lFif 'ifi ~ ~-wfuf if~ 
91f{frtq; ~ I 

wft ~ ~ . ~ ~0ff if tr 
~ i , ~ll~llcil if~ I ~ ~ 1lt,1T ~. 
~ qHf -3ITTlR ~. ~~ ~ cfil" %TT 
# 'ifi ~. JrvRTT, ~ . ~co@" 0th 
~ co@" # 'ifi ~ I 
~ ~ ~ fcrcfiffi m;TT if, FcffeFl 

BfWTT if NcR ~ ~ ~ vTT ~ ~ 
~JTT ~ ~ ~ cl1f ~ %Uf ~ I 
(iqllf ~ 1TI1-cn1c 0th -mnr qf<cJJ.fl" if '!lT 
~ ~JTT cl1f '1-lfq, f.'li:rtirr, ~ . 1-Hl<JH 

0~m.ft~ 3JTT!1 
~ ~ agJftcJ1.11lk11 ~R cfi Bm-Bm 

qcn ~~ ~ cRm ~. ~ col~ 0th 
clictlc-4cli ~ # Jft";t 0fu" 

4-~ 

5-tmt~I 

f.r:~~ ~~ ~ ~JTT cl1f ~ 

i I WlIB If~~~~~.~ 

m 0~ i ~ q~~ ·1ft ~ f.lchc ill~ 

0rm:m i mcoT~sfR# t ~ n 
~·-~ fITT8T ~ ~)q 3fcRm # ;rR cfi ~ 
Wl cl1f ~ 1-fBf ~ vfT ~ i I l-fUfllT 

mf.:r i3l~ ~TT>G tr ~ Jffl-W ~ ~ ~ 
~ i3l21crr1A· ir ~ m cfi ~ mm i 1 

J:fU1T-IT i3Jmm 0~ tlJR ~ tITTRl cB 
Cfict~{~q ·l!,!<'-IO!'ntj{ ~ ~ wf@ cfi ~ 
1l~~aif;iK0fcIBTT~i1fcl&RT~ 
~ cl1f ~ cfiU?i ~~I cfiUo tr~ 
0T~ wf@ ~ 01~ cl1f ~ "f3llo i I 
tIBt t ~ cl1f .!3fcTUT m 1R-.!3fcTUT ffl ctt 
~ 1l ~ ~I cfiU?i ~ fcl:i ~ cB 
~ ~ wf@ ~ ~ cl1f ~ i 
~ cfiUo t ~@t11Ra mtITTUT ~#WR 
~ ~~ff fl·l~i:141.I ~ GRR if m_ft 

~ ~ 'fITTRT ~ m cl1f ~ f.r:lfim 
~cllf~lP-:f~!~i3lflnq# 
q;offslll ~ ~ ~ 'llT ~ ~ vTT Wfiill 
!1 

~~~~fflt.RT-3fhmcfi 
~llf?ti:1 0fRm-T -gr~ 'llT chctlchl< ct!- sreyft 
irf.'fmrm-3fh~~~~~ 
m0cha, ~ ~ ~ 1 ~ 3q1.11fr1a1 JITT 
~ col ~ ~ clf.TTR ~ ~ ~ fcl:i-g~ 
w mu, m ~ ~ 1t m ctl- cht ~ :l 1 

wf@i;rc;~f~%~~cli@#tf 
j~~@l fclmcfi~"Jlm-;UTcf)R~~ 
m ~ ~ ~ T<' ctl- mrr cfi Cfict~M :r' 
m<Twfuf ~~~ct)"mcRfil t l 

~wfur~~~i3lcffucfi~~ 
cl1f f-11.1f?la 0th ~ 0MIB ~ ~ * 
0~ cfioTr chUo ffitRr -mi# ~<fcfi 0m 

4t,cqcrf ~ cR'JTCf ™ i ~ gqM 

-~-fflq; ___ ___,.,..._ _____ .......4 . 
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~~~#~tRRT~ij 

fit.@Tt1~~1rfcrnr;,~wf@ct 
~ ~ ~ cf>1" ffi '3WWf ~ 
~ ~ ~ wfur cf>1" ~4f!iil"i m ~ i 
~ ~ ~ ~ chiil I chi{)' cf>1" cflott cf>Uo 

W-RT ct ~ # ~ <tjr fct<TT t I 
~ ~ ct ~q~ a ~ cf>1" ~~mrr 

t fil cf>Uo WFTT ~ ct ~ tflTffi 
~ cf>1" ~'ITTTT t I ~ ~ ~ ~ t ~ 
~ ~ cf)Uo # tr wf@ Jq~ift ffi coT 

~ ~ ~ ~ i oo ~ m cf)Uo 

W-RT~~wf@~~tr~ct 
~~ti 

llRcr ~rm cf>1" 'lITTr cfturr' m ~Tmft cfturr 
Ch"ITT1Tm%° ~ ~TfR # ~ ~ ~chiilcfl t 
m ~ mm cJtr mm i ~ cmr ct &m 

~mmi1 
cf>Uo 'ffi<oR mW-RT col~ 1r ~ 
~ (Voice Culture)~ t I W ffim 
qiR ct @"ct cJ)"ITT 71m %-- "Properly Trained 

voice which is useful for music". Jl~ 

~·iftaq41ift qf<~a ~ 1 ~ ~ ~ 

m <tjr it~ W-RT '3W ~ ct &m '3# 
~ '3W ~ ~ ~ WRJT t r' ~ 
qi@ 1r -rm-~ col ~ ~ tfRi ~ &rm ti­
~mm '3m" ct~# J"Wfil cfiUo ~ : 

~-«h,Rch« ITT '1f@T m 1 

~ (~). ~ (ff) '3W ~ 
(Wl) W ct ffl &m J-c:qlf<a ~ ~ 

q@~~~~~~~~ 
~ 'CIT ~ qf{l-fjOj 1r '3ffi ~ 
~ mill mr ~~~$~RI~ cfiUo 

cfiUo mwn- ct JfR:JIB coT ~ ~ cJmiTR 
¥i~tITi:i:m#mFIT~WWwfi 
~f6ci1a ~ t I 

'lTT«f ct~ mFIT ~-~ ~ # 

ffifcrcom"cfil qp1,H1~ fclchffla st 11m-~ 
tRRT1r~~mrn~~ct~ 
~ ~ WTR ~ JN~ ~ ~ 
WTR "CIT '3mlco vfTr ~ 1lm, ~ mR ij 
iii llchl t) ~ ~ ct cfiITUT ~ ~ fcl, 

~ cnT (3fRlIB cRTm ~ m '3m" # ~ 

1r @fft<.la ~ ~ ~ ufr t I 

'3TT1ffi mR 1r ~ 'tl11R coT ~ '3ffl 
~ # ~ ~ ct ~ ;ftl:r-fillf ~ 
~ 'BIB 'CIT fcr~)q tZlR ~ t I lqlRill< 

'ERR -q ~ W-RT '3W l 11fllct) # ~ --. 

3liiiliqtjl{l, ~TT~ m;rr ~~ct~ 
cfiUo mtR" ~ ~ dch.-fict) cfil $@l-fliil 

~~mt ~'3RrtRR1#~~ 
~ # ~ ~ m ~'3TT '3W w mu;rr 

col~I 

~ 0Wffi ~ ~ . ~ ~ ~ 
@, lhl{ll 10 @, ~ lfucf, ~ ~~TT, 
~~ITTT -.;l½

0
Hch< ~ ~ ~ ct cf>Uo 

m # '3TT¥f-3lWT ~~ ~ ~ t ~ 
~Jrlflcf~'3lWT~ # ~ t l 'IJ;cfi 

~ t ~'ERR~ m tr cf)Uo ~ 

# ~ q <ARI <-l i fcl chfft a st I 
~~~~~a t fch '11<dlq q;U"o 

ti~H c6T ~ '311'1cfil{ ct)- ~-q ~ t 
\ifT ql{d)q ~ 3fr{ ij·~fa c6T vraT t I 

~ '311°'1cf,I{ ijllMi tt \il{dlq '~ ~ 

fflijf iji~-ii' cfiMlldl i ~ ~ ~ ~ 'ffi<oR coT cott ~ WF-f i?lchffta m ~ 
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Adi Tala 

Guru Raghavendran 

''Music and rhythm find their 

way into the secret places of the soul." 

- Plato 
"There is geometry in the 

humming of strings." - Pythagoras 

The Art of Indian Percussion is 

regarded as one of the greatest in 

World Music because of its most 

sophisticated and complex rhythmic 

patterns, as described by Peyman 

Nasehpour. 
Tala, Taal or Tai is the term used 

in Indian Classical Music for the 

rhythmic pattern of any music 

composition and also for the entire 

subject of rhythm for that matter. In 

Sanskrit language it is termed as tala, 

while in Telugu or Tamil it is ta7aA 

(literally a "clap") and it is 

correspondingly referred to as "Metre" 

in Western music. There are also 

some dose equivalents found in the 

older system of Rhythm like the "foot'' 

of classical poetry, or with other Asian 

classical systems such as the notion of 

usual in the theory of Ottoman/f urkish 

music. 
In our life, we witness many cycles 

- natural cycles like the changing of 

night-time and day-time and unnatural 

cycles like dividing the day into 24 

hours or dividing the week into seven 

days. Even the human heart-beat is 

also cyclic. There is cycle or timing in 

every aspect of life and other things. 

The tala is a rhythmic-cycle, whkh 
starts at the beginning of a composition 

(gat) and shows the proper music­

tempo (viJamba kala or viJambit-slow, 

madhyama kala or madhya-medium, 

duritha kala or drut-fast) without any 

break until the end of the gat, or even 

until the end of the raga. All the taJa­
cydes of a raga, if played well, foUow 

one another like pearls on a string. The 

same length of beats could be divided 

into different talas, using different 

dividing-systems. Of course, there are 

some rules which tell the appropriate 

tala for a composition 
In the Kamatik Music system we 

find the Saptha Talas (7 fundamental 

talas) like Dhruva, Matya, Rupaka, 

Jampa, Triputa, Ata and Eka which 

combine with the five Jaatis - Tisra 

(3), Chatusra (4), Kanda (5), Misra (7) 

and Sankirna (9) to give birth to 35 

tala-system. There are also the 108 

talas, 72 Melakartha talas, the 

Navasandhi talas, 52 Apoorva (rare) 

talas, 4 Chapu talas, etc. in the system. 

However the following four talas alone 

are very popular in Karnatik Music 

concerts in present scenario - Adi Tala, 

Rupaka Tala, Kanda Chapu and Misra 

Chapu. Most of the significant 
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compositions are stmg in Adi Tala due 
to its vast scope and facility. 

Adi talam (Sanskrit a.di ta.la ~ 
CTK'f, literally "primary dap"/"primary 
rhythm" also spelled as aadi taala, adi 
talam) is the name of one of the most 
popular tala or rhythms used in 
Kamatik Music. Its full technical name 
according to the Kamatik Music's tala 
system is Chaturashra-nadai 
Chaturashra-jaati triputa tala or simply 
Chatusra Triputa Talam. This tala has 
eight beats (maatras), each being 4 
svaras long. Many Musical Forms like 
Vamams, Kritis, padams, etc., are set 
to this tala. Two Angas are used while 
reckoning Adi Tala. 

i) wghu - Beat of the palm of the 
hand on the thigh and followed 
by finger counts. The number 
of counts in Laghu indicates the 
Jaati of the Tala and 

ii) Drutam- Beating the palm and 
turning it over 

Adi Tala is Chatusra Jaati- meaning 
its Laghu is a beat followed by three 
finger counts and consists of two 
drutams after the chatusra laghu. 
Simply put, Adi Tala is Laghu(4) + 
Drutam (2) + Drutam (2), totally 8 
beats. 

The different dimensions of Adi Tala 
and rhythmic possibilities: 

The Adi Tala, as its name suggests, 
is primary of all talas. As said alreadr 
its scope is really vast. The basic 
melody and percussion lessons are 
taught in Adi Tala only The mel~r 
lessons like Sarali Varisai, Janta Vansai, 
Alankaram, Geetham, Varnam and 
Kritis are all composed in Adi talam 
only On the percussion, basic lessons 
right from Vigneshwara Paatam to 

advanced rhythmic patterns are taught 
in Adi tala only. If a student of 
percussion masters the Adi tala lesson_s 
well and has the ability to play it 
competently, then he is considered fit 
for the percussive art. 

The enormity of the Adi tala is 
such that most other talas would fit 
inside it if the 8 beats are adapted to 
the five Jaatis and enhanced accordingly 

Adi tala Chatusra Nadai (gathi) 8*4 
= 32 aksharas (Solfa - Tua ka dhi mi) 

Adi tala Tisra nadai 8*3=24 aksharas 
(solfa - Tha ki ta) 

Adi tala Kanda nadai 8*5=40 
aksharas (solfa - Tua ka tha ki ta) 

Adi tala Misra nadai 8*7=56 
aksharas (solfa - Tua ki ta tha ka dhi 
mi) 

Adi tala Sankirna nadai 8*9=72 
aksharas (solfa - Tha ka dhi mi tha ka 
tha ki ta) 

In Karnatik Music, particularly in 
Tamil tradition, the Gait is referred to 
as the Nadai or Gathi/Gati. The Solfas 
are the syllables like Tha, Kita, 
Thakadhimi, etc. which form the 
rhythmic compositions of the 
percussion music. The solfas are 
known in Tamil as Sollu (Bol) or 
Solkattu. When the Adi tala is played 
in the above five nadais (gaits) like 
Chatusra gathi, tisra gati, misra gati, 
kanda gati and sankima gati the 
compositions of Rupaka tala, misra 
chapu, kanda chapu, sankima chapu 
and the other equal numbered talas 
can easily fit in. Similarly the 16 beats 
of Adi Tala can be played as tintala or 
sitarkhanitala. 

Few Rhythmic Possibilites 
comprehending Adi Tala: 
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8 Akshara Solfas or Solkattus: 

TI1a-ka-d.i -mi-tha-ka-ja-nu, th.i-ku­

tha-ka-tha-ri-ki-ta, tha-ka-tha-ri-ki-ta­

tha-ka 

{fhadhjn, Thadhin, Thadhin, -
Thadhikinathom tha,/,, 
Thadhikinathom tha,,, 
Thadhikinathom // (tha) Purva -
Thadhin, for 3 times a tha= 1; dhin,==2 

16 Akshara Solfas or Solkattus: a 3 aksharas atotal 9 aksharas 
1ha,thari thari kita thiku thaka Uthra _ thadhikinathom=5, gap/ 

thari space- tha,,, =4 athen 5+4+5+4+5 a23 
kita, naka janu thika janu naka Total 9 + 23 = 32aksharas. 

thari thati kita Aru Tala (16 beats - 2 cycles) korvai 

IeklW5 or \!ilab.iLGoi.ts {Tha,dhi, thaka dhina dhin, - Dhi, 
/ Nam dhin dhin naa - Nana dhin thaka dhina/ dhin, - Thaka dhina dhin, 

dhin naa /- Nam dhin dhin naa - - Thadhi,kinathom tha,// -/ 
171arikuku nakajanu // lhadhi,kinathom thadhi,kinathom tha, 

/Nam dhin dhin naa - Nana dhin - Thadhi/,kinathom thadhi,kinathom 

dhin naa /- Nam dhin dhin naa - Thadhi,kinathom // (tha) 
l11arikuku nakajanu // Purva - lha,dhi, thaka dhina dhin, 

/Nam dhin dhin naa _ Tharikuku = 10, Dhi, thakadhina dhin, =8, thaka 

nakajanu /- Nana dhin dhin naa _ dhina dhin, =6 a total 24 aksharas 
Thaiikuku nakajanu // Uthra - thadhi,kinathom=6, gap-

/Tha ri ku ku nakai·anu dhin, tha, =2 athen (6)+2+(6+6)+2+(6+6+6) 
a40 aksharas. Hence Total 24 + 40 = 

Thaiikuku / nakajanu dhin, Thaiikuku 64 aksharas. 
nakajanu// dhin A part from korvai, there are also 

Tt i.S to be noted that the Tekhas or several rhythmic compositions like 
Vilamba kaJa nadais or Vilambit Gaits Mo~ras, Kuraippus, Madhyama _ 

start at the very First beat of the Adi dunta kala nadais, Nadais to 

Tala which is also called the Samain accompany songs and the Pallavis etc. 
(Sam) or Unison and the whole Stalwarts like Pudukkottai 

composition ends at the sainam only. D~kshinamurthi Pillai, Thanjavur 
Ko.fllai Vaidhyanatha Iyer, Palghat Marn Iyer, 

A Korvai is a rhythmic composition Palani Subramania Pillaj and the like 
having two parts purva and uthra that have le_ft behind several astonishing 

comp1ises simple or complex solfas rhythmic rompositions for Adi Tala and 
and set for particular number of beats many other talas as well. To hear them 

of a Tala. The Uthra part essentially play is real treat for the ears and souJ. 

contains solfas from the five jaatis of 

5,6,7,8 arid 9. lhe korvais are played 

th.r(-ie times beginning from samam 

usually and end there. 

Few Examples: 

Adi_ lo.la. (8_ beat-:, __ -::_J cycleJ ....korwi 

Bibliography 
Tala (music) - Wikipedia, the free 
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Mohiniattam 
The Lyrically Enchnnting Classical dance form of Kerala 

Dr. Deepti Omchery Bhalla 
Pro,: Karnatik Music, Fnrnlty cf M11sic n11d Fi11e Aris , U11ivcn;ity '(/Del/ti 

l<erala with its rid1 bounties of 
nature can also boast of a rich cultural 
heritage it acquired from time to time, 
through an intermingling of different 
races, religions and faiths with the local 
inhabitants. TI1is naturally led to its 
acquiring varied customs and traditions 
and highly evolved Art forms whim 
were syntheses of these varied cultures. 
TI1e original inhabitants of Kerala were 
Dravidians who followed their own 
social and religious practices. However 
the synthesis of Dravidian and the Aryan 
Cultures together with the spread of 
Jainism , Buddhism ,Christianity , 
Judaism, and Islam and their customs 
and traditions , all led to a beautiful 
amalgamation and shaping of a 
composite culture in the region of 
Kerala. 

Folk songs and dances that came 
about from the glorious blend of all 
cultures and religions formed the basis 
for the larer developments of its theatre, 
music and dance. Even though they 
were rermed as folk they were highly 
developed in structure, teduuque, 
makeup and the costume. It was 
however a sudden spurt in the building 
of Temples, around the 8th century, in 
South India and the construction of 
KOOTHAMBALAM (theatre 

specifically designed for staging the 
classical art forms, based on the 
specifications given in Natya 
Shastra) in Kerc1la , by Kuli:.1shekhara 
Yarman, that led to a highly stylized 
system of music , the SOPAANA 
MUSIC and dramatic art, the 
KOOTHU AND KOODIYATIAM 
in the lemples of Kerala. Alongside 
these, there were other dance fom1s 
like Kathakali and Mohin.iattam, whid1 
developed into a highly stylized form 
and became popular world over. 

Origin of Mohiniattam Several 
myths and legends are connected to 
the origin of Indian dances.The 
Bhasmasura -Mohini and Amrita 
Manthana are the two popular legends 
connected to the origin of Mohin.iattam. 
In both these themes Mohini, the 
Enrnantress dances to lure the Asuras, 
destroying them so as to save the 
world. 

Though one can not specify the 
exact period of the origin of this 
enchanting and lyrically charming 
dance form, there are evidences U1at 
indicate the existence of female dances 
in the temples of Kerala like 
'NANKAI NATANAM (beautiful 
dance), 'PAAVAI NATANAM (doll 

like ) . The dancers were known by 



diffcl\_'nt n,rnw~ lik.c Nankacchi , 
Koothacchi and Tevaticchi in I 

different periods of time. Also the 
alread~• developed art forms 
perfonned by women like Nano-iar . b 
Koothu and the female roles in 
Kathakali and Kaikottikali (the re£ional 
folk dance performed by vvo~1en), 
helped shape Mohiniattam from its 
earlier simple form to a refined female 
classical solo dance form of Kerala. 

As it moved away from the 
Temples to the Court arOlmd 18th- 19th 

cent, this dance form naturally 
undervvent changes. 

The Court Tradition or The 
Durbar Sampradaya was, in many 
ways, a very significant period of 
development for Mohiniattam. 111e 
danceform evolved itself and acquired 
full effulgence in the court of the 
Travancore rulers Maharaja Kartika 
Thirunal and his successor Maharaja 
Swati Thirunal, the great composer 
king of Kerala. The repertoire had 
compositions, mostly written by Swati 
himself. 

The period of Decline and Revival 

The dance emeq.;ed once ;:ig · 
·t1 th :l . ,.J: ,,.J . . J 1n ,v1 1 e L t'\.ucan-:.·'u dtori~ oi Mahak : . av-1 

Vallatol, a poet laureate ot Kcrala c1 nct 
Mukunda Raja , who undertook th 
formidable task of not on/ 

· ·1 . I d y ass1m1 atmg t 1e sca ttere . art which 
remained hidden with a fevv exponents 
vvho ,,vere shy of revealing they knew 
tl1e fonn, for fear of social ostracization . 
In 1930, the Kerala .Kalamandalam 
tOlmded by Vallatol was established fo; 
the preservation and promotion of the 
performing arts of .Kerala. Mohiniattam 
tl1us got a new lease of life. 

The DanceMohiniattam is a 
distinct style vvith graceful, swaying 
movements, soft footwork, vvithout 
abrupt jerks or sudden leaps . As for 
hand gestures, they are mainly adopted 
from Hastalakshana Deepika, A text 
followed by Kathakali, though their 
presentation is modified. Some Nritta 
Hastas from Natya Shastra and 
Abhinaya Darpana are also included. 
The gestures and facial expressions are 
closer to the natural (Gramya) and 
the realistic (Laukika) than to the 
dramatic or rigidly conventional 
(Natya). 

Greater emphasis is put on lyrical 
expression than on the purely 
rhythmic aspect of dance. 

It is difficult to determine 
accurately how much of the 
contemporary technique and 
repertoire of Mohiniattam was evolved 
during Swati's period. The early demise Changes have also been made 
of this royal patron marked the with regards to its 'Aharya'. The hair 
beginning of a dark period for this that was initially tied into a long pleat 
dance, primarily because of a lack of behind the head is now gathered into 
the Royal patronage. With it the a bun on one side of the head with 
dancers resorting to questionable white flowers around it. The long, 
means for earning a living, the dancer single piece of white Sari with gold 
and the dance, fell into ill repute and brocade border sometimes with 
wascompletely banned by the society. colored stripes running along its border, 
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worn initially, has been further 
improved with the addition of pieces of 

do~ with a gold border, properly 
designed and tailored. 

The O~estra The present day 
accompanying Orchestra includes 
Ve~na , Violin , Flute, Cymbals , 
ldaikka, Maddalam and Mridangam. 
These are the instruments which 
dominated the Carnatic concert 
Paddhati from 19th cent and became 
accompanying instruments for other 
southern dance styles. 

Till the middle of 20th cent it was 
mainly performed by dancers who 
lived and performed only within the 
region of Kerala. There were very few 
who took this outside the boundaries 
of Kerala. Also the compositions in its 
repertoire which had simple 'Dhattt' 
(melody) laid greater emphasis on the 
'Maatu' (Sahitya), which was in 
Malayalam the spoken language of 
Kerala. These then gave more scope 
for depiction of Bhaava than Nritta. 
Only those who followed the language 
could understand the gesture 
interpretations while others failed to 
appreciate its subtle intricacies and 
nuances. The revival of this dance 
style also changed its original musical 
setup which was more regional than 
the classical. As opined by two eminent 
Scholars from Kerala ,Sh. Kavalam 
Narayana Panikkar a noted scholar 
and Prof. Leela Omchery , eminent 
musicologist ,during the very course 
of its revival, its music which once had 
the distinctive flavour of regional music 

music so drastically that it became 
indistinguishable from the Camatic 
classical music system of the Trinity. 
Both these scholars through their 
dedicated efforts have revived much 
of its lost musical flavor and restored 
its identity. 

The present day Status Today, 
with the rise in the performance 
opportunities, Mohiniattam has 
acquired a high level of popularity 
both in India and Abroad. Dancers 
unlike their predecessors a re 
academically better qualified, have a 
more professional outlook with regards 
to its presentation. With greater 
freedom to innovate, they have 
explored possibilities of expanding this 
form with other forms and mediums. 

However too many innovations 
often lead to Trivia. It is therefore 
essential for every Mohiniattam dancer 
to innovate so as to enrich the style 
and not sacrifice its authentic identity 
and aesthetic richness it already has. 

Idakka 

Kathakali­
Guru Sadanam 
Balakrishnan 

of Kerala lost its identity when doyens , 
of Camatic music, though admittedly 
sincere in their effort to revive Swati 
Thirunal's compositions reshaped its 

Talinanka - the 
female temple 
dancer 
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Beauty is Dance Deep 
Rama Vaidyanathan 

Bhnrntnntynm Onncer 

Take a look at Lord Nataraja's 
face. It is so serene amidst all that 
frenetic activity of creation and 
destruction. He manages to maintain a 
calm demeanor in spite of expending 
tremendous amount of energy on His 
cosmic dance. 

Look at us. There is so much 
happening around us. There is energy 
that is positive as well as negative. 
Good health requires us to keep off 
the negative energy and absorb only 
the positive energy. Like Lord Nataraja, 
we need to have an inner peace no 
matter what happens around us. 
Fitness extends beyond the body. A fit 
body is just a fit body, but a fit body 
with a peaceful mind is a beautiful 
body. 

Beautiful... don't we all want to 
look beautiful?! But we dancers are 
special. We have different parameters 
for beauty. Chiseled features, doe 
shaped eyes, high cheek bones, well 
aligned teeth, glowing complexion and 
so on are not what we consider 
beautiful. For us, it is the beauty of our 
dance that has to reflect through us. 
Our faces have to be illuminated by 
the light of creativity burning inside 

us. Our whole personality has to exude 
the vibrancy of our art. This is what 
we call beautiful. A dancer who is 
beautiful from within will appear 
beautiful to the world. Her inner peace 
comes from a sense of fulfillment and 
joy of someone who celebrates every 
moment of her artistic journey. Her 
contentment gives her the courage and 
fortitude to face all challenges that 
come her way. She is someone who 
uses dance as a medium to be a seeker. 
Such a dancer will have an invisible 
aura around her especially when she is 
on stage. Don't they say that the stage 
is the biggest give away of your inner 
self? Precisely why discontented 
dancers who consider the race more 
important than the ultimate goal end 
up looking quite uninspiring on stage. 
Wasting time on politicking, getting 
overly judgmental about others and 
harboring grudges will create a 
restlessness which will only affect their 
overall health. Externally, it is important 
to take good care of our skin. The 
makeup removal process has to be 
thorough and unhurried. Hair needs 
to be washed after every practice 
session or performance. Sweat dogs 
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the pores on our scalp and the hair 
follicles can get weak. Therefore, 
dancers tend to lose their hair quite 
rapidly. To avoid that, we need to keep 
the scalp scrupulously clean at all 
times. We lose a lot of water when we 
dance. · It is important to replenish lost 
water with a high intake of healthy 
fluids. But please, never ever drink 
cold water, no matter how hot the 
weather is. Studies suggest that cold 
water slows down the digestive system 
and in tum can hamper the body 
metabolism. A regular massage too is a 

must for dancers. Its advantages are 
many, no wonder that it is an, integral 
part of the Kathakali training. It not 
only calms the body, but also brings a 
glow to the face. 

We are all born with looks that are 
not in our control. But as dancers, 
whether male or female, we can be as 
beautiful as our dance. For it is dance 
that gives us that inner strength, peace 
and tranquility. The three qualities 
required to be 'beautiful.' So let's all 
feel beautiful because after all beauty is 
dance deep. 
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Phenomenology is usually defined There are two generic methods of 
as intensional (intentional) analysis of verification: deductive and non­
experience ; it always treats the object deductive. The deductive is the same 
as object-in-consciousness. The as analytic a priori. The non-deductive 
phenomenological part of the method (i.e. , synthetic) method is of two kinds 
is, therefore, based on the distinction : induction (i.e., synthetic empirical) 
between subject and on progression of and abduction (i.e. , synthetic a priori) . 
epistemic awareness, i.e., subject 's The basic law of deducti ve 
awareness in relation to reality known, logic: 'p' and 'p' cannot be together 
i.e. , object-in-consciousness. true and together false. When applied 

A brief description of the form and in philosophy this becomes the dialectical 
content of the method is given below. method of negative biconditional, that 
As presented here it may more aptly is , of contradictories (e.g. , that 
be called the logico-phenomenological of Nagarjuna and Orfharsoa) . 
mapping of experiencing art and life. The basic law of inductive 

The mapping of art , human logic: ' p' and 'p' cannot be together 
experience, life or self- development true but cannot be together false . In 
can be done in terms of a theory of philosophical argument this becomes 
meaning involving five explanatory the dialectical method of disjunction or 
categories : sources of knowledge contraries (e.g. , sciences). 
(pramanoa), systems of knowledge The basic law of abductive logic 
(pramiti); reality in perspective, i.e. , : 'p' and 'p' can be together true .but 
viewed as this or that (prameya) and cannot be together false. In philosophy, 
the self operating as this or this becomes the dialectic of alternation 
th t ( A A) or sub-contraries (e g a pram,ata . • •, 

Theory of Meaning and anekantavada). 
Truth: The meaning of a proposition Sources of Knowledg e 
'p' is the method of its verification. (pramanoa) : The inductive method is 
Thus, 'verifiable' and 'possible' can be based on three modes of experience, 
taken as synonymous with 'meaningful' , i.e., means of knowledge, viz., 
and 'verified' and 'necessary ' as (1) Bodily sensation (dehanubhava 
synonyms of 'true'. : uarfra pratyaksoa) 
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l2) Sl'nsc percept ion ( indri_,·a-

prarvaksva) 

(3) Perceptual conception 
d/iarnoD: ( p ra ryksiwja r a 

mnnasa pratyaksoa) 
The deductive method is based on : 

(4) Conceptual reasoning 

on: 

( dharanoaprasuta- yukri 
samanya laksoanoa) 

The abductive method is based 

(5) Reasoned judgement 
( yuktiyukravadha ranoa 

jfiana- laksoanoa) 
(6) Judged action (avad/zarita 

karma : vahiranga sadhana) 
(7) Acted realization 

( kroiopalabdhi : an:aranga 
sadhana). 

Sysrems of Knowledge (pramiti): The 
systems corresponding to the seven 
modes of experience have each a 
theoretical subsystem and a practical 
subsystem : these are named in a 

coordinated manner as appended : 

Theorv 

(7) Mysticism 

( moksoauosTra) 

(6) Religion 

(dhannauaslra) 

(5) Philosophy 

Practice 

Yoga 
( samodhikala) 

Morality and ritual 

( acorakalo) 

Fine arts 

· (dharma1.ias1ra) (corukala) 

(4) Formal logic Arguments 

(yuktivijiiansa) (vakyakala) 

(3) Science (vijiiana) Technology 

(yantrakaltt) 

(2) Commonsense Crude arts 

( sadharanajiitlna) ( korukala) 

(I) Prelogical Bodily behavior 

apprehension 

( 1Hirf rajiWna) 

(ccsota) 

Vit'ws <4" !<euliry (1nw11cyo) 

Similarly, reality viewed through the~c 

resprctive modes of experience appear~ 

as s u b j e ct I es s eve n ls lll I li), 

( ll(Ji rvisoaya-ncJi rvisnayr ghatobjects 

aya), (vis. object-object relations ay0 . 

samhandha),aya- vis,( vis, logical 

subjects (udderEya), subject-object 

relations ayf-sambandha),ayf- vis,(vis, 

and the sole subject ayi),( kevala- vis. 

'Subject' is one word for ·one 

who makes, feels or knows facts· : in 

Sanskrit, the word 'ayt',vis is one word 

for 'karta bhokra j,iata '. 'Object' is 

one word for that is made felt or 

known': 111 Sanskrit, the 

word aya ', 'vis is one word for'karma 

bhoga jfiana. · All possi ble 

combinations of the two arranged in an 

ascending order of comprehensive 

consciousness yield the seven generic 

views of reality. No succeeding view 

ought to be reduced to its preceding 

view or views : that would coming the 

fallacy of reductionism, This is how 

a i,t,s,dr turns into a vada. i.e., a closed 

theory or dogma. 
The Self (pramatii) : The self is 

the unchanging constant in a knowledge 

situation; were it changeable, there 

would be none to witness or know the 

changes. Secondly, none can deny his 

own experience. for. he who denies 

would surely exist and therefore. be 
the self. 

The self appears or operates as 

the body, the senses, the outer mind. 

the intellect, the inner mind. the ego. 

and as the self itself for the si::vcn 

modes of experience, respectively. 

-



The suhject vanes according as 
the self is identified with the 
body (sr/11,laualira), senses (indriya), outer 
mind (manas), intellect ( buddhi ), inner 
mind a),,karan ,( an rah ego( a ham) , and 
the self ( iitman). With this varies the 
scope of the word 'object.· So these 
two (i.e., subject and object) are 
correlatives and they are simultaneously 
changing character within their absolute 
meanings. The semantic consequences 
of this may be noted. 

When the body is the subject. the 
outer world is the object. When the 
senses are the subject both the outer 
world and the body are the object. 
When the outer mind is the subject, the 
foregoing three, viz., body, senses and 
the outer world are the objects. When 
the intellect is the subject, the outer 
mind too becomes the object along 
with the other three preceding it. With 
inner mind as the subject, we have the 

intellect too as the object along with 
foregoing four. Inner mind becomes a 
member of the set of object when the 
ego is the subject. And finally, with the 
self itself as the subject all others 
including ago are the object. 

The differences in the conventions 
of Indian and Western philosophy may 
be noted here to prevent confusion. In 
Indian philosophy the polar categories 
are matter and spirita, cetana),(jad: 

from body to ego is matter, the self is 
the spirit. In Western philosophy the 
polar categories are body and mind : 
body is body the sthulauarfra; the rest 
including the self are mind. 
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Abstract 

Making Statistical Analysis Reporting 
More Easy For the Researchers 

The 

Yogita M. Sanas 
Asistant Professor in Statistics, L.D. Sonawane College, Kalyan 

purpose of this artice is to and are advisory rather than mandatory. 
provide researchers, with a set of Ifauthors are in any 

guidelines for what to expect in an 
article while reporting basic statistical 
techniques to avoid errors in the 
application, analysis, interpretation, or 
reporting of statistics or in the design 
or conduct of research. Tables, figures, 
and charts that should be incduded to 
comprehensively assess the results and 
assumptions to be verified are 
discussed. This article demonstrates the 
preferred pattern for the reporting of 
statistical tools. The purpose in 
specifying these standards is to provide 
guidance about the kinds of 
information essential to understanding 
both the nature of the research and 
the importance of the results. In this 
write-up various basic components of 
research are listed and brieûy discussed. 
Various stages of research are discussed 
in detail. The aim of these guidelines is 
to provide prospective authors with 
succinct indications of the expectations 
of statistical quality while reporting 
statistical analysis. They are written 
assuming a familiarity with common 

statistical terminology and methods. 
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doubt, they should 
consult a statistician at the plarning 
stages of their study. 

Keywords:- statistical errors, stages 
of research, reporting basic statistical 
techniques, statistical quality etc. 

Introduction 

Concepts and procedures in 
statistics are inherent to publications in 
science. FHowever, many researchers 
appear to misunderstand fundamental 
concepts in statistics. In addition. 
statisticians have documented that 
statistical errors are common in the 
scientific literature: roughly 50% of 
published articles have at least one 
error[11 This misunderstanding and 
misuse of statistics jeopardizes the 
process of scientific discovery and the 
accumulation of scientific knowledge. 

Most published articdes in journals 
contain analysis that have been carried 
out without any help from a statistician. 
Although nearly all resear researchers have 
Some acquaintance with basic statistics, 
there is no easy way for them to 
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aquine insight into important statistical 
onepts and principles. There is also 
litle help available about how to design 
analysis and write up a whole project. 
Partly for these reasons much that is 
published in joumals is statistically poor 
or even wrong, A high level of statistical 
errors has been noted in several reviews 
of jourmal articles and has caused much 
concern.Although errors have been 
found in more complex statistical 
procedures , paradoxically, many 
errors are in basic, not advanced, 
statistical methods[ 15]. Perhaps 
advanced methods are suggested by 
consulting statisticians, who then 
competently perform the analysis, but 
it is also true that authors are far more 

likely to use only elementary statistical 
methods, if they use any at all(7]. Still, 
articles with even major erroS continue 
to pass editorial and peer review and 
to be published in leading jounals. 

The truth is that the problem of 
poor statistical reporting is long-
standing, widespread, potentially 
serious, concerns mosty basic statistics, 
and yet is largely unsuspected by most 
readers of the literature. 

O'Fallon and colleagues 
recommended that "Standards 

governing the content and format of 
statistical aspects should be developed 
to guide authors in the preparation of 

manuscripts |12). Despite the fact that 
this call has since been echoed by 
several others, most jourmals have still 
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Authors more than a paragraph or 
two about reporting statistical methods. 
However, given that many statistical 
errorS concern basic statistics, 

Conmprehensive and comprehensible 
set of reporting guidelines might 
improve how statistical analyses are 
documented. 

With reference to the above, we 

present here a set of statistical reporting 
guidelines suitable for authors. This 
paper tells authors, how to report basic 
statistical methods and results. Though 
these guidelines are not suffiient to 
prevent most of the reporting 
deficiencies routinely found in scientific 
articles; they may also help to prevent 

reporting errors by focusing 
attention on key points in the analysis. 
SOme 

Basic requirements for study 

The basic preliminary step is to 
modify raw data before analysis, for 
that indentify the statistical procedures 
to be used, for examples transform 
continuous 
mathematically to make distributions 
doser to the normal distribution by 
creating ratios or other derived 
variables, and collapsing continuous 
data into categorical data or combining 
categories. After describing the purpose 
of the analysis, identify the variables 
used in the analysis and summarize 
each with descriptive statistics. Main 
methods for analyzing the primary 
objectives of the study should be 
described by making clear which 

measurements 
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method was used for cach analvsis, 
tather than just listing in one place al 
the statistical methods usd. Veritication 
of the data contomed to the 
assumptions of the test used to analyze 
should be done ie. in particular, specify 
that 1) skewed data were analyzed 
with non-parametric tests, 2) paired 
data were analyzed with paired tests, 
and 3) the underlying relationship 
analyzed with linear regression models. 
For muliple comparisons whether and 
how adjustments were made has to be 
ndicated properly. If relevant, report 
how any outlying data were treated in 
the analysis. By giving justification 
mention whether tests were one- or 
two-tailed . After that report alpha 
level (e.g., 0.05) that defines statistical 
significance. 

When a software package for 
statistical analysis, such as SAS 
(Statistical Analysis System) or SPSS 
(Statistical Package for the Social 
Sciences) is used, the name and version 
should be given. If methods such as 
sensitivity analyses, imputation of 
missing values, or testing of 
assumptions underlying used as a 
supplementary then it must be clearly 
described. Identify post-hoc analyses, 
including unplanned subgroup 
analysis. 

The results of statistical analysis 
help to understand the outcome of 
study. Statistics should be used to 
substantiate findings and help to say 
objectively when results are significant. 
Therefore, when reporting the statistical 
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outcomes relevant to study, subordinate 
them to the actual results. Calculation 
of any summary statistics leads to loss 
of much information from the original 
data. It is necessary to present not only 
summary statistics and testing results, 
but also the indiviual data as effectively 

as possible. 

Reporting descriptive statistics 
Descriptive statistics are used to 

describe the basic features of the data 
in a study. They provide simple 
summaries about the sample and the 
measures. Together with simple 
graphics analysis, they form the basis 
of virtually every quantitative analysis 
of data. Descriptive Statistics are used 
to present quantitative descriptions in 
a manageable form. In a research study 
we may have lots of measures. Or we 
may measure a large number of people 
on any measure. Each descriptive 
statistic reduces lots of data into a 
simpler summary. 

First step is to report numbers, 
especially measurements with an 
appropriate degree of precision. For 
simplicity, round to a reasonable extent. 
Total sample and group sizes for each 
analysis, numerators and denominators 
for all percentages are to be reported. 
Summarization of the data that are 
approximately normally distributed 
with means and standard deviations 
(SD), use the form: mean (SD), not 
mean t SD. Similarly the data that are 
not normally distributed with medians 
and interpercentile ranges, ranges, Or 
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both, the upper and lower boundaries 
of interpercentile ranges and the 
minimum and maximum values of 
ranges, not just the size of the range 
should be summarized. Do not use 
the standard error of the mean (SE) to 
indicate the variability of a data set 
instead use standard deviations, inter 
percentile ranges, or ranges. (The SE is 
an inferential statistic -it is about a 
68% confidence interval-not a 

descriptive statistic.) . Data should be 
displayed in tables or figures with exact 
values, for an overall assessment. 

Reporting Risk, Rates, Ratios 
Relative risk is defined as the ratio 

of the cumulative incidence rate 
among those exposed, to the rate 
among those not exposed. To estimate 
a relative risk, you need a cohort study, 
from which incidence can be 
calculated. A rate is a measure of the 
frequency with which an event occurs 
in defined population in a defined 
time (e.g., number of deaths per 
hundred thousand Indians in one 
year). It has a time dimension, whereas 
a proportion does not. The value is 
obtained by dividing one quantity by 
another. A ratio often compares two 
rates, for example comparing death 

The type of rate (e.g., incidence 
rates; survival rates), ratio (e.g., odds 
ratios; hazards ratios), or risk (e.g. 
absolute risks, relative risk differences), 
being reported, by identifying it. Also 
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identify the quantities repreSented in 
the numerator and denominator time 
period over with each rate applies, 
unit of population associated with the 
rate. Consider reporting a measure of 
precision (a confidence interval) for 
estimated risks, rates, and ratios. 

Reporting hypothesis tests 
A statistical hypothesis test is a 

method of making decisions using 
data, whether from a controlled 

experiment or an observational study. 
In statistics, a result is called statistically 
significant if it is unlikely to have 
occurred by chance alone, according 
to a pre-determined threshold 
probability, the significance level 
Hypothesis testing is sometimes 
called confirmatory data analysis, in 
contrast to exploratory data analysis. 
One use of hypothesis testing is 
deciding whether experimental results 
contain enough information to cast 
doubt on conventional wisdom. 

First cdearly state the hypothesis 
being tested. The variables in the 
analysis with the appropriate descriptive 
statistics, name of the test used in the 
analysis, whether the test was one- or 
two-tailed (justify the use of one-tailed 
tests) and for paired or independent 
samples should be reported after that. 
Assumptions of the test has to be met 
by the data. Report the alpha level 
(e.g., 0.05) that defines statistical 
significance. At least for primary 
outcomes, such as differences or 
agreement between groups, and slopes 
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of regression lines, report a mcasure of 
precision, such as the 95% confidence 
interval. Do not use the standard error 
of the mean (SE) to indicate the 
precision of an estimate. The SE is 
essentially a 68% onfidence coefficient: 
use the 95% confidence coefficient 
instead. Although not preferred to 

contidence intervals, if desired, P values 
should be reported as equalities when 
possible and to one or two decimal 
places (e.g., P = 0.03 or 0.22 not as 
inequalities: e.g., P< 0.05). Do not 
report "NS"; give the actual P value. 
The smallest P value that need be 
reported is P <0.001, save in studies of 
associations. If any adjustments were 
made for multiple statistical 
comparisons then it should be 
reported that whether and how it was 
made. 

Reporting association analysis 
Association Analysis is the task of 

uncovering relationships among data. 
It is a model that identifies how the 
data items are associated with each 
other. 

Firstly describe the association of 
interest. The variables used with 
summarization of descriptive statistics, 
the test of association used should be 
identified. Indicate whether the test 
was one- or two-tailed. Justify the use 
of one-tailed tests. For tests of association 
(e.g., a chi-square test), report the P 
value of the test (because association is 
defined as a statistically significant 
result). For measures of association (ie., 
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the phi coefficient), report the value of 
the coefficient and a confidence 
interval. Do not describe the association 
as low, nmoderate, or high unless the 
ranges for these categories have been 
defined. Even then, consider the 
wisdom of using these categories with 
their implications or realities. For 
primary comparisons, consider 
including the full contingency table 
for the analysis. 

Reporting correlation analysis 
Correlation analysis is a useful 

technique for dealing with the 
relaticonship between two continuous 
variables. In fact, Correlation analysis 
tests for interdependence of the 
variables.The purpose of the analysis 
should be described with the 
summarization of each variable with 

the appropriate descriptive statistics. 
Identify the correlation coefficient used 
in the analysis (e.g., Pearson, 
Spearman). Also confirm that the 
assumptions of the analysis were met. 
Alpha level (e.g., 0.05) that indicates 
whether the correlation coefficient is 
statistically significant, the value of the 
correlation coefficient should be 
reported. Do not describe correlation 
as low, moderate, or high unless the 
ranges for these categories have been 
defined. Even then, consider the 
wisdom of using these categories with 
their implications or realities.For 
primary comparisons, report the (95%) 
confidence interval for the correlation 
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statistically signilicant. For primary 
comparisons, consider reporting the 
results as a scatter plot. The sample 
size, cornelation oefficient (with its 
confidence interval), and P value can 
be included in the data field. 

Reporting regression analysis 
Regresion analysis attempts to 

predict or estimate the value of a 
response variable or outcome from 
the known values of one or more 
explanatory variables or predictors. The 
type of regression analysis is 
determined by the number of 
explanatory (or independent) variables 
and of the response (or dependent) 
variables, as well as by the "level of 

measurement of these variables. The 
phrase level of measuremernt refers to 
the kind of information collected about 
a variable. 

The purpose of the analysis should 
be described with the identification of 
the variables used in the analysis and 
summarization of each with descripivVe 
statistics. Confirmation should be given 

for the assumptions of the analysis. 
For example, in linear regression 

indicate whether an analysis of residuals 
confirmed the assumptions of linearity. 
If any outlying values were treated n 
the analysis, it should also be reported. 
Also report how any mising data were 
treated in the analysis. The regression 
equation for either simple or multiple 
(multivariable) regression analysis, 
should be given.Also for multiple 
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ngrssion analyss: 1) report the alpha 
level used in the univariate analysis; 2) 
report whether the variables were 
assessed for a) colinearity and b) 
interaction with the description of the 
variable selection process by which the 
final model was developed. After that 
the regression coefficients (beta weights) 
of each explanatory variable and the 
associated confidence intervals and P 

values, preferably in a table, provision 
of a measure of the model's "goodness 
of-fie" to the data (the coefficient of 
determination, r2, for simple regression 
and the coefficient of multiple 
determination, R2, for multiple 
egression) should be given. If model 
was validated then specify whether 
and how. Primary conmparisons should 
be analyzed with simple linear 
regressiOn analysis, by considering the 
report of the results graphically in a 
scatter plot showing the regression line 
and its confidence bounds. Do not 

extend the regression line (or the 
interpretation of the analysis) beyond 
the minimum and maximum values 
of the data. 

Reporting analysis of variance 
(ANOVA) or of covariance (ANCOVA) 

ANOVA is a "group comparison 
that determines whether a statistically 
sienificant difference exists somewhere 
among the groups studied. If a 
significant difference is indicated, 
ANOVA is usually followed by a 
multiple comparison prooedure that 
compares combinations of groups to 
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examine further differences among 
them. When a continuous covariate is 
incuded in an ANOVA we have the 
analysis of covariane (ANCOVA). The 
ontinuous covariates enter the model 
as regression variables, and we have to 
be careful to go through several steps 
to employ the ANCOVA method.The 
purpose of the analysis should be 
described by identifying the variables 
Used in the analysis and summarizing 
each with descriptive statistics. 
Confirmation of the assumptions of 
the analysis has to be met. For 
example, indicate whether an analysis 
of residuals confirmed the assumpions 
of linearity. If relevant, report how any 
outlying data and missing data were 
treated in the analysis. If explanatory 
variables were tested for interaction, 
then specification for how these 
interaction was treated should be 

reported. The P value for each 
explanatory variable, the test statistics 
and, where applicable, the degrees of 
freedom for the analysis should also be 
reported in a table. An assessment of 
the goodness-of-fit of the model to the 
data, such as R2 should be provided. 
And also specify whether and how the 
model was validated. 

Reporting survival analysis 
Survival analysis is time-to-event 

analysis, that is, when the outcome of 
interest is the time until an event oCcurs. 
Survival analysis consists of parametric, 
semiparametric, and nonparametric 
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methods. You can use these to estimate 
the most commonly used measures in 
survival studies, survivor and hazard 
functions, compare them for different 
groups, and assess the relationship of 
predictor variables to survival time. 

The purpose of the analysis should 
be described by identifying the dates 
or events that mark the beginning and 
the end of the time period analyzed. 
Also specificatiorn of the circumstanes 
under which data were censored, the 

statistical methods used to estimate 
the survival rate should be made. 

Confirmation of the assumptions of 
survival analysis should also be met. 
For each group, give the estimated 
survival probability at appropriate 
follow-up times, with confidence 
intervals, and the number of 
participants at risk for death at each 
time. It is often more helpful to plot 
the cumulative probability of not 
surviving, especially when events are 
not common. Reporting of median 
survival times, with confidence 
intervals, is often useful to allow the 
results to be compared with those of 
other studies. Consider presenting the 
full results in a graph (e.g, a Kaplan 
Meier plot) or table. And specify the 
statistical methods used to compare 
two or more survival curves. When 

comparing two or more survival curves 
with hypothesis tests, report the P 
value of the comparison. Also report 
the regression model used to assess the 
associations between the explanatory 
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variables and survival or time-to-event. 

Report a measune of risk (e., a hazard 
ratio) for each explanatory variable, 
with a confidence interval. 

Reporting Bayesian analysis 
Bayesian analysis is a statistical 

procedure which erndeavors to estimate 
parameters of an underlying 
distribution based on the observed 
distribution. Begin with a "prior 
distribution" which may be based on 
anything, including an assessment of 

the relative likelihoods of parameterS 
or the results of non-Bayesian 
observations. In practice, it is common 
to assume a uniform distribution over 

the appropriate range of values for 

First specify the pre-trial 
probabilities ("priors"). By giving 
explaination of how the priors were 
selected, describe the statistical model 

and, the techniques used in the analysis. 
Identify the statistical software 

programn used in the analysis and 
summarize the posterior distribution 
with a measure of central tendency 
and a credibility. Also assess the 

sensitivity of the analysis to different 
priors. 

Concluding Remark 
The purpose of statistical methods 

is to provide a straightforward factual 
account of the scientific evidence 

needed to design suitable studies, carry 
out sensible statistical analysis, and 
communicate the findings in a cdear 
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and objective manner are not easy to 
acquire. It is hoped that, this paper 
will help authors to avoid statistical 
pitfalls. Guidelines for reporting 

statisticS can never substitute for an 

understanding of concepts and 
Procedures in statistics. Nevertheless, 
it is hoped that these guidelines, when 
used with other resources, will help to 
improve the caliber of basic statistical 
information reported in articdes. 
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Folk Music in Karaikudi 

Veena Parampara 
Dr. Shanti Mahesh, 

Assistant Prof., Dep. of Music, Queen Mary's College, Chennai 

ABSTRACT- There are many 
classical traditions which render folk 
music items also. The Magudi (Snake 
Charmer's music) has been a 
capivating item in the Karaikudi Veena, 
Flute Mahalingam Tradition etc., 
belonging to the Tenth Generation of 
the Karaikudi School of Veena, through 
this article;I aim to limelight the folk 
music being part of the Gharana. 

This study intends focusing on 
the renowned Karaikudi Veena 

Tradition with immense potent of 
classicism having the deluge of folk 
music too. It is a fact that from 

cradle days, the infants in the family 
existed in the perennial aroma of 
classical music. It is also true that 
they were imbibing the essence of 
melody through songs and music as 
play too. 

METHODOLOGY:-The 
Karaikudi Tradition of Veena has 
the heritage at Thirukkokaranam. 
We have detail of the artistes from 
the fifth generation- Sri. Malayappa 
Ayyar& Sri. Venkatesa Ayyar 
(1750A.D.). Sri. Subbaraya Ayyar 
belonging to the 6th Genaration was 

126 

showered gold coins by the Maharaja 
of Pudukkottai. The Veena stalwarts 
of the Seventh Generation were 
Karaikudi. Sri. Subbarama Ayyar 
(1883) and Sri. Sambasiva Ayyar who 
were brothers performing enticing 
Veena Duos. Sri. Subbarama Ayyar. 
the elder, passed away in 1936. 
Karaikudi. Sri. Sambasiva Ayyar 
(1888-1958) was in the first batch of 
music stalwarts who received award 
from the President of our nation. 

The family had its heritage continued 
at Karaikudi where the Chettiars 
offered spontaneous patronage for 
their reverberating Veena melody. 
There are many folk songs taught to 
everyone in the family as well as 
students. 

The Paper gives presentation of 
the music which the children and 
students heard and bloomed with 
melody. Features in the musical family 
viz. Children were taught musical 

conversation as well as heard the prime 
nicety of life cum spirituality througn 
a few songs are given. Such excellent 
songs should ever last and not ger 
extinct. 

a-], 3-2 



INTRODUCTION Music is a 
type of language that transmits ideas 
through sound patterns. There are 
many similarities with our spoken 
languages. For example, we use a 26 
letter alphabet to construct sentences 
just as we use a 12 note scale to 
Create a mekody. Like a sentence, a 
melody has a beginning, middle, 
and end. Just as we use punctuation 

marks (like a period) to end a 
sentence, we use often the first note 
of a musical scale to end a melody. 
One other connection here is that 
we process all sounds in an area of 
our brains called the temporal lobe, 
right above each ear. So our 
perception of language and musical 
sound is closely related. 

Life and its feel are inseparable. 
So are man and language. From the 
moment man started breathing, the 
outgoing breath produced speech-
sounds. Sound waves are produced 
when the speaker's vocal chords, 
tongue, lips, etc. affect the stream of 
his outgoing breath. Every sound 
that is produced by the breath is not 
of the same pitch. The rise and fall 
in musical level or pitch is called 
intonation. When the listener 

recognizes a speaker's sound and 
the meaning understood, a language 
is spoken. Tamil is one of the South 
Indian larnguages belonging to the 
Dravidian family. It has a long and 
large amount of recorded history. 

Music is beyond any barrier like 
culture, language. The language of 
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music is melodious sound. Still, it is 
very obvious to observe how one 
gets enchanted on listening to the 

medium of music using the 
prevalent language. 

MUSIC FOR INFANTH0OD: 
As a child, mathematics is embedded 
in the child with tuneful renderingof 
'one, two, three, four, five, six, seven' 
in Tamil. It is possible for us to 
perceive the possibiliof education 
through music. I was taught 
counting, then a verse Idli ettu 

timben chutney tottuttimben' 
meaning '1 will eat eight Idlis with 
Chutney'- Idli is a tiffin-rice cake 
like and chutney the 

accompanying dish- like jam for 
bread. When I was two years old 
my mother recalls- I would sit for 
breakfast only if eight idlis were 
placed on my plate. I would eat one 
or so, but refuse to sit till I counted 
eight on the plate in front. 

In the next stage, my 
grandmother sed to inculcate the 
importance of schooling. In her 
generation, the girls were sent to 
school till the age of nine or so. She 
used indicate through a jolly sentence 
"pallikkoodam college parthatum 
illai, patam chollikkoduttadai 
kettadum illai'- meaning "have never 
seen school or college or heard 
lessons'. 

Then there was play music like 
in the song set to folk tune. 

MOTTAARUVANDIPOLE 

OTTUVAAN TANGACHAAMI 

cf-1, 3jh-2 



NEENGAL a couple is also sung. Girls were 
below 10 years or just a little more 

KUDIRAIKK(U)I before teen age while wedded to a 
MAALAI lad during that period. The maiden 

and lad who were couples, had 
SHOKKANA KAARAIKUDI friendly songs illustrating friendly 

SOGUSANA DEVAKOTTAI 

NAATTAARE 
ERUNGAL 

NAMMA 
MAGIZHAMPU 
PODUNGAL 

NAATTAARE 

ERUNGAL 

NEENGAL 

NAMMA KUDIRAIKK(U)I 
ROSAAPPU MAALAI PODUNGAL 

CHAPPITTUPUTTU KAI 
ALAMBI CAGUNAM PAAR)TTU 
VANDI KATTTI 

PORANDI KUNJUPILLA(I) 
PUDUKKOTTA DRAMAAVUKKU 

TAANANE NAANANE 
NAANANE NAANENAANNE 
TAANANE NAANANE NAANANE 

MUSIC AND CHILDHOOD -
This song meant that a horse- vehicle 
which a person Thangachaami drove 
was similar to motor vehicle 

(indicating car which was not very 
common during the early 19th 
Century. 

love. 

The village officer was asked to 
sit on that horse cart which was nice 
with the horse adorned with a 

garland of flower- makizham flower, 
rose flower. The surpassing nice 
place of Karaikudi, Devakottai is also 
indicated. Then a jolly time is given 
by attention drawn by mentioning a 
young lad going to watch a drama 
at the small town Pudukkottai. It is 
rendered with the folk tempo tune. 

LOVE SONG BETWEEN 

COUPLE -A song depicting love in 

ORUTTIKKORUMAGANDI 
UNNA 

NAMBIVANDAVANDI 
PORUMAIPORUTTAVANDI 

ENNA POGAVARA ESAADADI 
KANDAANGICHILAKKARI 

KASTURI POTTUKKARI 
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NILAVALAVIKKARI 
NILAKKOTTAIKAVALKARI 

PALLUPANAMPERUMAM 

PALKAVI PONPERUMAM 
CHOLLU- (ADI; UNDAN) 

CHOLLU PORULPERUMAM 
INDA CHOLAIKKUYIL 
VAITIRANDAL 

CHANDUPOTTADI 

NANUNAKKU NALLA JAVVADU 
POTTADI NI ENAKKU 

CHANDUPOTTUKKUM 

JAVVADUPOTTUKKUM 
CHANDAI UNDO MUTHæ 
VIRAY 

KOR)TTA MUTTADI 
NANUNAKKU NALLA 

KONDAYIL PUVADI NI ENAKKU 
KO(R)TTA MUTTUKKUM 

KONDAYIL PUVUKKUM 
KUTR)AMUNDO MUTHUVIRAY 

KACCHINAPALADI 
NANUNAKKU 
NALLAKATTITTAYIRADI NI 
ENAKKU 

a-1, 3j-2 



KACCHINAPALUKKUM 
KATTITHAYIRUKKUM 

KALMISHAMUNDOMUTHUVIRAYI music too.Bearing resemblance to 
VAIRAKKADUKKANADI 

SAMI TILLALE VAJJIRATTAL 
MODIRAMAM SAMI TILLALE 
PODU TANNANE AMAM 

SABASU! 

The song teaching children 
goodness by telling them how a cute 
maiden- a planter sowed seed and 
reaped sweet fruits. 

FROM SEED TO FRUIT IN 
PLANTHOOD- INFANT TO 
GREAT HUMAN SOUL - The song 
teaching children goodness by telling 
them how a cute maidern- a planter 
sowed seed and reaped sweet fruits. 

CHINGILICHI ELELO! 
CHEVATTA PONNE AILALO! 
PAATTIVETTI ELELO! 
PAATTIVETTI AILALO! 

VI) EDA()TELICCHU ELELO! 
V) EDAM)TELICCHU AILALO! 

M(U)OLA) ITTADU 
ELELO!MUOLA) ITTADU 
AILALO! 

URANTELICCHU ELELO! 

URANTELICCHU AILALO! 
MOTTUKATTI ELELO! 

MOTTUKATTI AILALO! 
POOPPOOTTHU ELELO! 

POOPPOOTTHU ALALO! 
KAAI KAA)TTU KAAI 

KAATTTUCHU ELELO! 
KAAI KAADCHHU AILALO! 

PAZHAM PAZHUTTU ELELO! 
PAZHAM PAZHUTTU AILALO! 
While the above songs are 

anonymous, a few songs were 
rendered with indication of classical 

129 

the Raga Anandabhairavi, this verse 
in Kudambar Kootthu is sung in the 
family by elders like mother/grand 
mother to children 

MAANGA()PPAAL UNDU 
MALAIMELIRUPPORKKU 
TENGAIPPAAL EDUKKADI 
KUDAMBAI! 

TENGAPPAL EDUKKADI! 

KAANAMALKANDU 

KARUTTODIRUPPORKU 

VINAASAI EDUKKADI 
KUDAMBAI! 

VINASAI EDUKKADI! 
TAAVAARAMILLAI 

TANAKKORU VIDILLAI 
TEVAARAM EDUKKADI 
KUDAMBAI! 

TEVARAM EDUKKADI! 
VETTAVELITANNIL 

MEYYANDRIRUPPORKKUM 
PATTAYAM EDUKKADI 
KUDAMBAI! 

PATTAYAM EDUKKADI 

Magudi or the snake charmer's 
song is also rendered in the family. 
This song of Paambaati Siddhar is 
mellifluously rendered in this 
tradition. By rendering this song, 
music maestros like the Karaikudi 
Veena Brothers, Rajeswari 

Padmanabhan, Flutist Mali etc., have 
amazed listeners. 

UTTAKKUZHIYILE 
MANNEDUTTU 
UDIRAPPUNALILE 

q-1, sj-2 



danced mostly by Tamil women in 
circle. Dancing may be different. In 
some places, it is very simple, with 

VARAKOTTOKKUKAGADENDRADU rhythmic clapping. In other places 

UNDACHERTHU 
VAITTAKUYAVANAR 

PANNUMPANDAM 

PAMBE 

IRUVARMAN CHERTHIDA 
ORUVARPANNA 

IRAINDUMADAMAI VAITTA 
CHULAI 

ARUMAIYAI RUPPINUM 
ANDA CHULAI 

ARAIKKASUKKAGADENDRADU 
PAMBE! 

NADARMUDI MELIRUKKUM 

NAGAPPAMBE NACCHUPPALLAI 
VAITTIRUKKUM NALLAPAMBE 

PADALATTILKUDIPUGUM 
PAIKKOLPAMBE PADIPADI 
NINDRU VILAIYADU PAMBE 

ADU PAMBE! VILAIYADU 
PAMBE! VILAIYADU PAMBE! 
TELINDADU PAMBE! 

NANDAVANATTIL OR ANDI 
AVAN 

NALARUMADAMAKKUYAVANAIVENDI 
KONDUVANDAN ORU 

TONDI ADAIKKUTTADI 
KUTTADIPPOTTUDAITTANDI! 

The family Was 

Tirukkokaranam in Pudukkottai. 
There was a person Rama Kavi who 
composed songs in Tamil, Sanskrit 
etc., He has conmposed a Kummi 
song which is rendered by the ones 
in this tradition. Let us initially just 
glimpse Kummi songs emanating 
ever enthralling air. 

at 

Kummi is a folk dance, popular 

dancers imitate various harvesting 
activities. Kummi often acCompany 
by songs, called "Kummi songs. It 
is often danced during festivals. It is 
also danced by Tamils of Sri Lanka. 
Kummi songs became a popular 

addition to kuthiyottam festivities in 
modern times. 

Folk dances originated in villages, 
but are enjoyed by everyone. Among in Tamil Nadu and Kerala in India, the various dances performed by 
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Kummi is one of the most 
important and ancient forms of 
village dances of Tamil Nadu. It 
originated when there were no 
musical instruments, with the 
participants clapping their hands to 
keep time. This is performed by 
women; many varieties of Kummi, 
such as, Poonthatti Kummi, Deepa 
Kummi, Kulavai Kummi, Kadir 
Kummi, Mulaipari Kummi, etc. are 
known. The women stand in a circle 
and dance clapping their hands 
rhythmically. One of the women 
leads the singing with a favourite 
song while the rest take up the 
refrain. Each performer renders a 
new line in tun and the dancing 
stops when all get tired. This dance 
is usually performed during temple 
festivals, Pongal, the harvest festival, 
family functions like the one to 
celebrate the coming of age (onset of 
puberty) of the girl-child. 

s-1, sjs-2 



Tamilians is Kummi - an ancient 
folk dance which reflects the day-to-
day life of villagers of Tamil Nadu. 
Kummi is a simple dance performed 

by women, who form a circle and 
clap their hands to songs of their 
choice. 

There are different forms of 
Kummi. Some of the styles are 
Deepa Kummi, Kadir Kummi, 
Poonthatti Kummi, Kulavai Kummi, 
and Mulaipari Kummi. 

HISTORY:-Kummi is one of the 
most ancient forms of village dances. 

As it originated during a period 
when there were no musical 
instruments, the women clap their 
hands to keep time in the dance. 

AESTHETICS:-The 
Kummi is derived from the Tamil 

word "Kommai, which means "to 
dance while clapping your hands.' 
This is a form of dance in which the 

women dance in groups, singing 
songs to the Kummi dance. 

term 

The dancers stand in a circle and 

clap their hands according to the 
rhythm of the dance. They move in 
a circle with their hands making 

gestures representing agricultural 
activities, One of the women leads 

the singing team while the rest of 
the group takes up the chorus. Each 
person renders a new line in turn 

and they stop dancing when they all 
get tired. 

Men also participate in some of 
the local variations of Kummi dance. 
In this type of dance, the men hold 
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small sticks in their hands and form 
a circle, enclosing the women's circle 
inside. The men beat their sticks 
together in synchronization with the 
hand clapping of the women and 
the dance steps, creating a beautiful 
experience of song, dance, and 
rhythm. 

There is no particular costume 
for Kummi dance. The young girls 
wear pavadai chattai, the teenagers 
wear pavadai dhavani, and the adult 
women wear saris. The dance steps 
are simple and repetitive: the womern 
stand in a circle, hold hands, move 
forward, bend down and clap their 
hands. Even young children can 
learn this dance in about two months 
and can dance on their own without 
requiring any assistance. 

Some children say that it is 
difficult to learn the songs by heart, 
as the Tanmil words used in these 

songs are not commonly used. As 
facial expressions also play an 
important role in Kummi dance, it 
is necessary to understand the words 
to the songs before dancing. 

There were no Kummi dance 
classes in olden days. The girls used 
to learn the dance from their 

mothers, grandmothers, or aunts. 
Even girls of 8 to 10 years of age 
become fascinated with the steps 
and songs, as well as with the stories 
depicted through dance. 

Music is very vital to the forms 
of Art like Drama, Dance. In very 
ancient treatises, we come across the 

qs-1, 34,-2 



idea of Sangeeta mearing the unison 
of dance, drama and music. It is the 

aim of this paper to hint the folk 
Song like Kummi rendered by 
artistes in classical music and dance. 

We can comprehend the relationship 
between classical music and folk 
music. 

Folk singing remains popular, 
especially in rural areas; elements of 
the traditional styles are sometimes 
used in film music. There are 

contemporary enthusiasts who have 
worked to revive popular interest in 
the folk music of Tamil Nadu. The 
urumee mellam also remains as one 
of the more popular forms of folk 
music in rural Tamil Nadu and the 
ensemble is most often played with 
an urumee and the nadaswaram as 

the instrument of choice. 
The rural hill tribes of Tamil 

Nadu each have their own folk 

traditions. The Pulayar, for example, 
perform melodies called talams 
which are said to come from the 

cooing of birds. Each talam is named 
after a deity, including Kunhanada 
talam, Mangalanada talam and 
Karaganachi talam. 
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CONCLUSION:-Such songs 
form part of this legendary Veena 
Tradition since the last Ten 
generations. It would be wonderful 
if all of us determine to learn such 
songs which undoubtedly shape 
anyone to the best glory, success and 
goodness. Some songs which can be 
rendered by anyone spontaneously 
on listening-even without very 
serious training in music- proving 
the fact that mnusic is within each 

person- as Valluvar says 'Kuzhal 
inidu yaazh inidu enbar than makkal 
kural kelaador'. This paper has 
attempted to have SOme as 

monument for Tamil language and 
music. 
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Music, Spirituality 
and the Body 
Manisha Mishra 

Dept. of Music & Performing Arts, University of Allahabad 

Music Therapy can be defined 
as the use of musical or rhythmic 
interventions specifically selected by a 
music therapist to accomplish the 
restoration, maintenance, 

improvement of social or emotional 
functioning, mental processing, or 
physical health of an older individual" 

Or 

Shakespeare once wrote, "f music 
be the food of love, play on.. 
Profound words, true, but he failed to 
mention that music is not just 
nourishment for the heart, but also for 
the soul.? 

Music has a long and windng 
history, which has been intricately 
WOven into the fabrics of human life 
since the beginning of time. It has 
been used to express, establish and 
extend Communication, to console, to 
transcend pain and suffering and to 
gather communities together in rituals 
and in prayers. As we search through 
the earliest of writings, the Indian Vedic 
transcription, we see the very distinct 
role that music had especially in 
helping align the hearts of humans 
with creation and infinity. We are born 
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in sound and live in sound and the 
ancient seers of all cultures centered 
their lives in and on this knowledge. 
Early Egyptians and Greeks used music 
to heal specific ailments, and Apollo 
was the God of music and medicine. 

In 400 B.C. Greece, Hippocrates, 
known as the father of medicine, 
played music to soothe his patients; 
and Aristotle described music as a 

Native Americans and Shamans have 
force that purified emotions. Likewise, 

used drumming and incantations for 
centuries to help purge illnesses. In 
Biblical times, we recall the stories of 
avia Playng the lyre to Saul to soothe 
his irrational fits of temper. Here in 
India, since before written word, gurus, 
Swamis and saints invoked 

transformation countless examples. The 
protession of clinical music therapy as 
we know it today is rooted in these 
traditions, and formally began after 
World Wars I and II when musicians 
traveled to hospitals of play music for 
soldiers recovering from war- related 
trauma.3 
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Every child is born with seven 
majorckakras. The base or the 
mooladhar chakra starts functioning 
from the time of birth. As the child 
grows, gradually the other six chakras 
start functioning one by one and by 
the age of twenty-one the process is 
normally complete. The seven major 
chakras are located in the inner aura 
on the midline of the body. These are 
fast moving vortices of energy, Each 
chakra has a characteristic frequency 
of vibration. The chakras are 
interrelated to the organs and 
endocrime glands and they should 
function in a balanced manner to 
maintain normal bodily functions. 
human body exists in two levels : The 
gross material level and the subtle, 
non-material level. Chakras are the 
energy centers from where nadis 
(nerves) converge and emerge The 
chakras are subtle centers of 
transfornmation located within the 
cerebrospinal system. According to 
Hindu tradition, all fifty sounds of the 
Sanskrit language exist within the 
chakras of the human body. 
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The Sven tMajor Ch pkras 

Throot 

Crown 
|Third Eye n A 

B 

Sacrat b 

ond corresponding musicat notes 

The word 'Charkra' is a Sanskrit 
term meaning "wheel", for chakras 
are seen as spinning wheels of light by 
those with the ability to see subtle 
energy. 

"Good and bad music directly and 
Profoundly affects the body's seven 
subtle psychic energy cernters, called 
chakras, spinning energy wheels 
arranged vertically up the spine from 
sacrum to crown. The chakras are the 
playground of the elements. They are 
interrelated with the parasympathetic, 
sympathetic, and autonomous nervous 
systems, and thus the gross body is 
related to them." 7 Chakras (Energy 
centers), 7 swaras [Notes), 72 Melakarta 
Ragas (Scales] and 72Thousand Nadis 
Energy Channels]- Music Therapy 
establishesa relationship between them. 
Each chakra has a rhythmic pulsation 
or vibration./Here is the chart of 7 
energy centers with the vibrating 
frequencies 
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1. Muladhar Chakra- The base of 
spine and the element with earth- 600 
nadis emanate from it- It vibrate 600 
times in the course of one breath 

2. Swadishtana Chakra- The 
genitals and the element water- 600 
nadis converge into this chakra- It 
vibrate 600 times in the course of one 
breath 

3. Manipura Chakra- The navel 
and the element fire- 600 nadis are 
joined to this chakra- It vibrate 600 
times in the course of one breath 

4. Anahata chakra- The heart and 

the element air- 600 nadis are joined to 
the chakra- It vibrate 600 times in the 

COurse of one breath 

5. Visshuddha Chakra- The throat 
and the element space- 1000 nadis 
Converge here including the ida, pingala 
and sushumna nadis- It vibrate 1000 
times in the course of one breath 

6. Ajna Chakra- The point between 
the eye brows and the combination of 
the essence of all the elements in their 
purest form- All 72000 nadis converge 
here It vibrate 72000 tmes in the 
COurse of one breath 

7. Sahasrara Chakra-The croWn of 
the head and transcending all elements 
influences There are numerous sound 
that seem to resonate the hakras. 
Among the most popular age the use 
of vowels and the use of mantras. 
Above said fundamental frequencies 
are harmonically related to the 
particular note. The particular sounds 
given for hakra meditation are those 
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hat energize each of the psychic centers 
respectively. One begins by chanting 
"Petal" sounds of the chakras - those 
sounds that energize the ganglia of this 
chakra plexus. The petal sounds are 
followed by the Bija, or essential "seed" 
SOund of the chakra. This some 
sequence is then repeated for chakras 
two, three, four, five and six.10 Indian 
ragas are based on certain combination 
of notes used in fixed set of ascending 
and descending order. Sometimes one 
or two notes may be omitted, the 
pattern of notes used may be simple 
or complex. Every raga will have a 
specific note, which is extensively used 
- this note is referred to as the Vadi 
Swar' of that raga. The basic method 
by which Indian ragas work on the 

body is very simple. The seven notes 
are connected to be seven chakras 
which influernce the organ and the 
endocrine system. 

VADISWAR NAME OF RAGA 
PART OF BODY CHAKRA 
Sa- Miyamalhar- Base of spine -Mooladhar 
Re Tilak Kamod, Brindavani sarang, 
Des Jaijayavanti -Sex organs Swadhisthan 

Ga Yaman, Bhupali, Khamaj, Bihag 
Abdomen- Manipur 
Ma- Durga, Bhairvi, Malkaunse kedar, 
Bageshree- Heart Anahata 
Pa- Patdeep, Saraswati, Adana -Throat 
Visudha 

Dha -Alhaiya Blawal, Hameer, Sohni 
Between eyebrows Ajna 
Ni- Multani -Crown of head- Sahashara 
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Music is within us, music is 
everywhere around us. So, let us get 
onnected and this friendship can help 
Lus to remain at ease, at peace within us 
and with surroundings. If the 
trequency increases, so will the energy. 
Over energized organ needs music 
with lower vibration where as weak 

vibrating organs need music which 
will increase the vibration. Human 

being acquire energy from two main 
sources the universe and mother earth. 
Once the blockage of the chakras is 
removed, the body gets connected to 
the two mega generators of energy 
and then a person can never get ill." 
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The 

Defence Structures as Gleaned from 

Miniature Paintings 
Dr. Priyanka Chandra 

Intern, Allahabad Museunn 

emergence of fortifications city gate and gate-houses with towers, 
or defences in India can be traced Toranas, Gateways, Gatehouses with 

back to the Copper and Bronze Age towers; Gopuras are included in the 
around the middle of the third defence structures. It is not necessary 
millennium B.C. in the pre-larrappan to say that these all are always secular period. But another more important in nature, Indian literature gives us 
phase of fortification commences with detail data of defence structures. In the Iron Age development. While Early Vedic literature, pura meant examining the detailed data of rampart, fort, and stronghold'. fortification, we must investigate sSOme 
specilic nature of defence mechanism 
emerged' during carly historic period. 
Fortification in the archaeological 
context can be defined as protective or 
defensive works or enclosure around 
any settlement or area with or without 
a ditch or moat. Such defensive 
structures are built on a formal or 
informal plan and generally bear a 
massive character. At times such 
structural works Over only three sides 

of the respective habitational area. The 
principle structural features of any 
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Defensive walls mostly moats have 
been located at ancient sites like 

Ahichchhatra', Kausambi, Mathura', 
Kajghat, Rajgir, Champa', Sravasti", 
alaliputra", Vaisali etc. The above 
discussion is an ample evidence to 
accept the defence structures in early 
historic period but these structures were 
also depicted in the miniature paintings. 
Alotof miniature paintings are collected 
in Allahabad Museum (In display and 
in reserve collection) which depicts 
defence structure. They were created 
during l8-20 century AD. They depict 
different parts of the defence structur 
very clearly. This is noticeable that thes 
parts are explained in Kautilya's 
Arthúâstra'", The present paper s 
mainly proposes to focused on the 
defenes structures as glealed tom 
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ancient fortification are massive walls 
with attached quadrangular or semi 
ircular bastion to strengthen the walled 
structure and to serve as watch-towers, 
besides one or more gales sometimes 
even with the guard-rooms.Moats 
('arikha), Rampart, wall (rakaras), 



miniature paintings collection in the castle or citadel, The three moats of 
Allahabad Museum. 

Before entering into the detail 
investigation of defence structures, it 
would be better to have an overview 
on literary evidences. Discussions on 
fortification in the literature throw 
welcome light on the subject on the 
basis of which archaeological data may 
be better understood. The fortifications 
in settlements pass through difterent 
stages as evidenced in the evolutionary 
stages of development. Moats (Parikha), 
Rampart, wall (Prakaras), city gate and 
gate-houses with towers, Toranas, 
gateways, gatehouses with towers; 
Gopurams are included in the defence 
structures. It is not necessary to Say 
that all these are always secular in 
nature. In Early Vedic literature, pura 
meant rampart, fort, and 

stronghold4.Various varieties of the fort 
detailed in the igveda emphasize their 
long tradition Kautilya illustrates a very 
methodical system of fort 

construction in a separate chapter 
known as durga vidhana prakarana in 

Arthúâstra5, While going through this 
chapter, it appears that a state capital 
was a fortified township or durga, 
which was a fortified settlement. The 
fort (or for that matter any protective 

wall) was considered to be one of the 
essential element of the state by 
Kautilya". According to Kautilyas, ity 
(Fig.1) was to be protected by a system of three moats excavated around it. 
Moat is wide water -filled ditch 
surrounding a fortified place, such as 
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Kautilya seem to suggest the three 
types of moats well known in ancient 
India; the moats full of water (Fig2), 
the moats full of mud (Fig.3) and the 
moats which had nothing within it 
(Fig.4). A moat full of water is 
mentioned as "Tayapurna Parikha' , 
'Savarivaha Parikha in the Arthúástra 
nd Uadaka-Parikha' in the Jâtaka". 
water in such a moat must have been 
Jasting all the year round, because their 
Source was the river on whose bank 

the city was situated. There were 
crocodiles in moats so that it became 

difficult for the enemy to cross it, 
Efforts were made to beautify the noat, 
such as by planting lotuses". The 
second and third types of moat have 
been known into the Jâtakas as 
'Kaddama-Parikha' and 'Sukkha 

Parikha respectively, An artist tried 
to make picture reconstructions of such 
moat which somehow successfully 
represents the kind of moat described 
in Arthúâstra. 

Fig. 1 A reconstruction of a Fort on the basis of 
Kautilya's Arthashastra 
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ig. 2 Th typs of mts sugysteed Iy Kautilya deep and extensive moats. The lort 

Fi. 3 

Fi. 4 

The ancient Indian cities generally 
described as fortified by rampart 
walls, prâkâras, parapet with high 
towers (attålikâ), gateways (dvâra), gate-
house (pratoli) along with a deep moat 
(parikhá) all around it. They all conirnm 
that as far as possitble a popular city 
was to be solidly defended by thee 
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and its essential parts have always been 
popular among scholas of ndolgy. 
Millinyana informs us that architects 
after planning the city started their 
work with the moat. Samràngana 
sûtr-dlâr as well as Apar�jitapcu 
verifies this. Aevaghosha also 
apprciates the city of Kapilvastu as a 
second Girivraja due lo its wide and 
deep moats, clear and straight 
highways and High Mountain like 
ramparts*, Reconstructions on 
architectural members such as on 
Sâñchî stupa present a visLual pictun 

of the grand edifices of their time. 
One can hully conmprehend the 

nature, torm and type of fortifications 
of that period with their help, Presence 
of outer detence walls, ity-gates, gale 
houses, along with the scene of historie 
cities like Kapilvastu, Sravasti", 
Kushinagar" and Rajgrih an dearly 
dipicted on the Sâñchi panels. One 
most notivable thing is that the literary 
as well as sculptural representations ot 
defence activities belong to 2rt cent. 
BCE and succeeding time period but 
the archaeological remains tor defen 
structures definitely belongs to 8h 
cent BCE that is why a caution 
proach is equind in the ontet. 

Now we will have to discuss on 
he dechon of detene structuns on 
miniature paintings of Allahabad 
museurm. There an seven thOUsand 
miniature paintings are stores in 
Allahabad useum in display and 
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reserve collection. A few of them have 

such depictions. They are as under 
The present paper is mainly 

proposes to focused on the defences 
structures as gleaned from miniature 
paintings in the Allahabad Museum. 
Defence Imeans resistance 

against danger, 
or harm; protection They were 
meant to protect against enemy. 
1) Title: Parikhâ-Prâkâra 

Description: The painting shows 
moat and fortification of a palace. 
Security system of the Palace has also 
been depicted in the painting. The 
painting depicts all the parts of security 
system constructed during the 
construction of a fort as described by 
Kautilya.(Figl) 

Measurement : 30.48x20.955 cm 

Time- Period: C.18th 

Century CE 
Style: Rajasthani 
School: Rajasthari 
OriginPlace: Bundi, 
Rajasthan 
Acc No.: 1590 

2) Title: Two Forts 

Description: The painting depicts 
a small bridge on the river connects 
both the forts. The fort of the right 
side made of red stone and the fort on 
the left side is made of grey stone. Few 
trees and residential buildings are 
shown on the lower part of the Red 
fort. 
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Measurement: 12.7x8.89 cm 
Time- Period: C.20th 

Century CE 
Style: Patrna 
School: Patna 

Origin Place: Patna, 
Bihar 

Acc No.: 1554 

3) Title : Prsâdhikâ Nâyikâ 
Description : Picture shows above a 
palace building encdosed by boundary 
walls etc. Below it is seen a tank full of 
birds and flowers. It follows a garden 
in which Krishna is seen on the right 
extreme side. Below it Radha is seated 
on a dhauki outside the house and 
being toileted (make up) by two ladies. 
One lady conceals Radha with the 
portion of her sari. Another lady shows 
a mirror to Radha standing in front. 

Two birds and a house are seen on the 

left. 

Measurement: 35.56x25.4 cm 

Time- Period: C.18th 

Century CE 
Style: Rajasthani 
School:Rajasthani 
Origin Place:Kishangarh, 
Ajmer, Rajasthan 
Acc No.:AM-MIN-1517 

4) Title: Mughal Tomb 
Description: Picture shows a 

Mughal tomb constructed on a high 
platform within a fortified wall 
Complex. Bastions, Walls and stairs are 
exposed all around the tomb. 
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Measurement: 12.7x8.89 cm 

Time Period: C18h-19th Century CE 

Style: Patna 

School: Patna 

Origin Place: Patna, 
Bihar 

Acc No.:1556 

5) Title: King Watching the City From 
Palace 

Description: Picture shows on the 
top left side a king seated inside a 
pavilion crested at the top of his palace. 
Below a man stand stands with his 

horse. Four persons are seated and 
talking in two groups on the top right 
corner.Two persons are moving 
towards the gate. Below stands an 
elephant. 
Measurement: 30.48x20.32 cm 

Time- Period: C.18th CE 

Style: Rajasthani 
School: Rajasthani 

Origin Place: Rajasthan 
Acc No.: 1568 

Conclusion- The above study 
shows a continuinty the construction 
of defernce structures in India. 

The above study corroborates with 
the data of archaeological, architectural 
literary and the art and it justify the 
construction of defence architecture 
from 600 BCE to 18 Century CE. 

The miniature painting of Rajasthan 
School depicts all parts of a fort 
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mentioned by Kautilya in his 
Arthúâstra. Therefore we can say that 
the practice of such architecture was 
in continuity right from Mauryan 
Period i.e., 3rd century BCE to British 
period. 
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AA0 �6 4ERGT 3À SII¬-7 3à faqg i aa T�I f5-" Sound is the effect 
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on the ear of a wave like motion of an elastic 

medium caused by vibration. The vibrations 
impringe on the ear of a human being or animal 
and set up a nervous disturbance which we 
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" The Larynx is the body's voice box, 
containing the vocal cords, which vibrate 
to produce speech 
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(1) Philosophical (1gffE) 
(2) Physiological (Í8É) 
(3) Psy chological (4i1fagqvrcA) 
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Music- A Soul Filling Art 
K.Murali 

This paper aims to exhibit the 
sanctity of music. This statement of For 
Ran, elected to the American Academy of Arts and Sciences in 1992, the power of music to unsettle and console ofters 
endless possibilities inspired me to make 
this Paper. 

Research Scholar 

"I believe that music matters, she 
says. "Music for me has an incredible 
capacity to uplift, transport, make one 
think, disturb, engage, at times to 
entertain, at times to provide catharsis.' 
It is attempted to portray importance 
and unison of percussion support in 
music as well as indicate how some, 
determine and get are enticed to take 

METHODOLOGY 

music as career, life- setting aside any 
other avenue they are poised to take up. 

INTRODUCTION 

The study has been made citing the 
significance, momentousness of 
rhythmic support for recitals quoting a 
few instances. An outline of music as 
source of bliss is given. Indication of the 
importance of rhythmicsupport is given iting a few examples. My occupational history and decision to music alone has 
been pointed out. 

Like all art forms in Indian culture, 
Indian classical music is believed to bea 

204 

divine art form which originated from 
the Devas and Devis (Hindu Gods and 
Goddesses),and is venerated as symbolic 
of nda brhman. Ancient treatises also 
describe the connection of the origin of 
the swaras, or notes, to the sounds of 
animals and birds and man's effort to 
Simulate these sounds through a keen 
sense of observation and perception. The 
Sama Veda, which is believed to have 
laid the foundation for Indian classical 
music, consists of hymns from the 
Rigveda, set to musical tunes which 
would be sung using three to seven 
musical notes during Vedic yajnas. The 
Yajur-Veda, which mainly consists of 
sacrificial formulae, mentions the veena 
as an accompaniment to vocal 
recitations. Referernces to Indian classical 
music are made in many ancient texts, 
including epics like the Ramayana and 
Mahabharata. The Yajnavalkya Smriti 
mentions v+nvdana 

[rutijtivi[radan tlajña[cpraysena tattvajñan 
moksamrgam niyacchati ("The one 
who is well versed in [veena, one who has the knowledge of srutis and one 
who is adept in tala, attains salvation 
without doubt'). Carnatic music is based 
as it is today on musical concepts (including swara, raga, and tala) that 
were described in detail in several 
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ancient works, particularly the Bharata's 
Natya Shastra and Silappadhikaram by 
llango Adigal. 

ACCOMPANIMENT IN MUSIC 
RECITALS 

Accompaniment- a musical part 
that suPports or partners a solo 
instrument, voice, or group. "she sarng 
to a guitar accompanimentSynonyms 
like backing, support, etc., could be 
given. An attempt is being made in this 
write-up to make a few points on 
Percussion accompaniment through 
Mrdangam, Ghatam and Kanjira 
provided to Karnatik music concisely 
mentioning only one stalwart among 
many in each of the three instuments 
mentioned above. This writing is keyed 
by a fact which was observed in the 
Karaikudi Veena Tradition. 

so desperate and expressed that his elder 
brother, the First of the Three Veenas 
was no more and Sri. Dakshinamoorthy 
Pillai, The Third was also extinct and it 
was horrific to think of solitude and 

soliloquy. 

Karaikudi Veena Brothers- Sri. 
Subbarama Ayyar and Sri. Sambasiva 

Ayyar were vital pace makers in Veena. 
Karaikudi. Sambasiva Ayyar referred to 
Sri. Dakshinamoorthy Pillai who 
provided Mrdangam support to their 
recitals as the THIRD VEENA. Below 
is the excerpt from THE HINDU in 
which it is given that Sri. 
Dakshinamoorthy Pillai passed away in 
1936., but the Ph.D., Thesis by 
Karaikudi. Dr. Subramanian it is 
mentioned that Karaikudi. Subbarama 
Ayyar passed away in 1938., 
Dakshinamoorthy Pillai rushed to the 
place, died a little later, unable to bear 
the loss of the melodic mastereo and 
SambasivaAyyar refrained from playing 
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PUDUKKOTTAI 
DAKSHINAMOORTHY PILLAI 

There are two dominant schools of 

percussion in the world of Carnatic 
music today - the Thanjavur and 
Pudukottai traditions. The latter was 

founded by Manpoondia Pillai in the 
19th century and it was his disciple, 
Pudukottai Dakshinamurthy Pillai, who 
was its chief architect. 

A powerful personality in his own 
right, he strode the world of music like 
a colossus. When this legend passed 
away in 1936, The Hindu naturally 
devoted several columns to his life and 
achievements. On May 27, The Hindu's 
Pudukottah correspondent reported 
that Pillai passed away at 7 p.m. the 
previous day at his residence on Second 
Street, Pudukottah. He was 61. We also 
learn that he had been suffering from 
high blood pressure and that the end 
was due to heart failure. On May 29, 
the paper reported that the funeral was 
conducted the previous day, Pillai being 
buried "close to the samathi of his father 
and grandfather. A large crowd 
numbering abouta couple of thousands 
accompanied the procession, with a 
bhajana party. As a mark of respect all 
the shops in the BazarStreet were closed 
early in the day' It was almost as though 
a monarch had passed on. 
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The Karaikudi Veena brothers 
restrained from performing after the 
demise of Sri. Dakshinamoorthy Pillai-
THE THIRD VEENA. Sri Subbarama 
Ayyar died a few months later, depicting 
the melodic as well as unity in the souls 
of music minstrels. 

Importantly, it may be noted that 
this article has more citations as melody 
is the language of music and words are 
insufficient to express the enchantment, 
spiritual bliss experienced in music by 
the performer and listener. Music 
magically charms every living object. 

In music, accompaniment is the art 
of playing along with an instrumental 
or vocal soloist or ensemble, often 
known as the lead, in a supporting 
manner. The term accompaniment also 
describes the composed music, 
arrangement, or improvised 

performance that is played to back up 

Carnaticmusicis usually pertormed 
by a small ensemble of musicians, who 
sit on an elevated stage. This usually 
consists of at least; a principal performer, 
a melodic accompaniment, a rhythm accompaniment, and a drone. The 
rhythm accompanist is usually a 
mridangam player (who sits onthe other side, facing the violin player). However, 
other percussion instruments such as the 
ghatam, kanjira and morsing frequently 
also accompany the main percussion instrument and play in an almost contrapuntal fashion along with the 
beats.The objective of the 

accompanying instruments is far more 
than following the melody and keeping 
the beats. The accompaniments form 
an integral part of every composition 
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presented, and they cdosely follow and 
augment the melodic phrases outlined 
by the lead performer. 

MRDANGAM 
Today the mridangam is most 

widely used in Carnatic music 
performances. These performances take 
place all over Southern India and are 
now popular all over the world. As the 
principal rhythmic accompaniment 
(pakkavadyam), the mridangam has a 
place of utmost importance, ensuring 
all of the other artists are keeping their 
timing in check while provicing support 
to the main artist. One of the highlights 
of a modern Carnatic music concert is 
the percussion solo (thani avarthanam), 
where the mridangam artist and other 
percussionists such as kanjira, morsing, 

complex 
and ghatam vidwans exchange various 

rhythmic patterns, 

main artists resumes where he or she 
culminating in a grand finale where the 

Mridangam is known to have been 
used as an accompanying instrument 
in Yakshagana Himmela (orchestra) where it is called Maddale. However, 

markedly different in structure and 
Mridangam used in Yakshagana is 

acoustics from the ones used in Carnatic 
music. 

mridangam in modern times are 
Significant players of the 

Dr.T.K.Murthy, Umayalpuram K. Sivaraman, Vellore G. Ramabhadran, Trichy Sankaran, B. Harikumar, Karaikudi Mani, Madurai T. Srinivasan 
(Seenakutti), Yella Venkateswara 
Rao,[12]) Srimushnam Raja Rao, 
Thiruvarur Bakthavathsalam, 
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Mahadevu Lakshmi Narayana Raju, 
Cheluvaraj Trichur C Narendran who 

have been playing and advancing the 
technique since decades. 

Players over the years and especially 
during the early 20th century, great 
maestros of mridangam also arose, 
inevitably defining "schools' of 
mridanganm with distinct playing styles. 
Examples include the Puddukottai 
school and the Thanjavur school. The 
virtuosos Palani Subramaniam Pillai, 
Palghat Mani Iyer, C.S. 
Murugabhupathy and Late Sri 
Mahadevu Radha Krishna Raju 
contributed so much to the art that they 
are often referred to as the Mridangam 

Trinity. 
There is also another style ie., the 

blending of Saakotai Rangu lyengar's 
and Kumbakonam Azhaganambi Pillai's 
taught to hundreds of disciples by the 
legendary Late Sri Kumbakonam 
Narayanaswamy Iyer and late Sri 
Kumbakonam Rajappa lyer. 
RAMANATHAPURAM. SRI. C.S. 
MURUGABHOOPATHY 

Born in the town of 

Ramanathapuram (also known as 
Ramnad) in Tamil Nadu, 

Murugabhoopathy obtained his early 
lessons in Mridanga from his father 
Chitsabai Servai (also Sirchabai Servai) 
and later on from Palani Muttiah Pllai 
(the father of Palani Subramania Iilai) 
both of whom were students of the great 
Iudukottai Manpoondia Pillai (read as 
Maamudia Pillai). Muugabhoopathv's 
elder brother C. S. Sankarasivam 
Dnagavatar was a strong influence in the 
development of Murugabhoopathy's 
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musical style. A young CSM picked up 
many tips from legendary percussionists 
including Kumbhakonam 

Azhaganambi Pillai, who taught him 
some intricate techniques of playing 
with his left hand.Murugabhoopathy 
accompanied many carnatic stalwarts 
such as Ariyakudi Ramanuja Iyengar, 
Chittoor Subramania Pillai, Musiri 
Subramania Iyer, and Dandapani 
Deshikar. CSM benefited a lot from the 
generous promotion and support given 
by Chembai Vaidyanatha Bhagavathar 
and Semmangudi Srinivasa lyer. He later 
on played alongside G. N. 
Balasubramaniam, Madurai Mani Iyer, 
M.D. Ramanathan, Ramnad Krishnan, 
T. M. Thyagarajan, Maharajapuram 

Santhanam, Madurai Somasundaram, 
Madurai T N Sheshgopalan, T.R 
Mahalingam (flute), Mysore V. 
Doreswamy Iyengar (veena), 
Tirumakudalu Chowdiah (violin), T. N. 
Krishnan (violin), Lalgudi Jayaraman 

GHATAM 

The ghatam is Indiasone of themost 
unique musical instruments which 
exemplifies human ingenuity. Ghatam 
is nothing more than a simple 
earthenware pot. It is one of the leading 
and crucial percussion instrument of 
Carmaticmusic followed by mridangam. 
TTisafact that those bent towards music 
andhavinganatural incination towards 
music are capable of drawing and 

embroidering rhythmic patterms out of 
everyday objects, on the other hand it is 
also true that the ghatam that is used as 
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an instrument is not the same clay pot 
that the Indians use to store their 
drinking water and carry water from 
well or public tabs. There is a marked 
ditference in the making of ghatam and 
these earthenware clay pots used in 
rural and urban India.ike all Indian 
musical instruments, the ghatam also 
has its spiritual associations. Among 
these as most of us know, are the five 
elements that make up the universe -
earth, air, fire, water and space. All these 
elements are present in the instrument. 
Ghatam is made of mud. In other words 
the earth is mixed with water, the 
ghatam is dried and baked in fire and 
air respectively, and its hollow shape 
contains space. The Indiarn Percussion 
instrument Ghatam could be made of 
made from mud alone or mud and 
brass flakes. Ghatam is secondary 
instrument, after mridangam. In a 
nutshell, the ghatam is an ancient indian 
percussion instrument that originated 
in South India. Ghatam is a mud pot 
with quite a narrow mouth. From this 
narrow mouth, the ghatam shapes itself 
outwards to form tie's ridge. Ghatam is 
primarily and basically made from day 
and is fired with brass or copper filings 
along with some amount of iron filings. 
The size of ghatam varies according to 
the pitch it is expected to produce and 
generate. By applying plasticine, a 
mixture of clay or water the pitch can 
be altered to a certain extent. To play the 
ghatam, the player places it on his/her 
lap with it's mouth facing the belly of 
the artist. The artiste uses his fingers and 
induding thumbs, and even palms and 
the fingernails, but occasionally to 
produce a wide range of sOunds. At 
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times the ghatam is also turned around 
in such a way that it's mouth faces the 
audience, and thus the performer is able 
to play Ghatam more readily on the 
neck of the instrument. There have been 
many belonging to parts other than 
South India amazed at the production 
of enchanting melodic rhythm from an 
earthern pot. 

SRI VIKKU VINAYAKA RAM 

Vinayakram Was born 

Kalaimaamani T. R. Harihara Sharma, 
a musician and teacher. He took up 
playing at a very young age. 
Vinayakram's concert career began at 
the age of 13. His first performance 
occurred on March 5, 1957 at the Sri 
Rama Navami festival in Thoothukudi. 

While proceeding for the arangetram the 
tuned ghatam instrument was broken 
by a child named Ganesh, which by 
itself had been a good omen for his 
bright career. where he accompanied 
V.V.Sadagopan. He Was SOOn 
accompanying many famous vocalists 
in Carnatic music at the time, including 
Chembai Vaidyanatha Bhagavatar, 

to 

Mangalampalli Balamuralikrishna, G.N. 
Balasubramaniam, Madurai Mani lyer, 
Semmangudi Srinivasa Iyer, M. S. 
Subbulakshmi and Maharajapuram 
Santhanam, among others. His brother, 
T.H. Subhash Chandran, also excelled 
in the field. The Ghatam followed the 
master by rising to fame as a percussion 
instrument that required nimble fingers 
and strong stomach muscles to control 
the mouth of the pot. 

Vinayakram's tryst with the 
international musicplatform came in the 
early 1970s when he joined Shakti to 
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play along with John McLaughlin and 
Zakir Hussain.He has also performed at 
Basant Utsay, the annual fund raiser for 
the Banyan. 

Vinayakram is Principal of Sri Jaya 
Ganesh Tala Vadya Vidyalaya in 
Chennai, India -the academy established 
by his late father and teacher in 1958. It 
continues to produce new stars of 
Carnatic percussion. Vinayakram's son 

V. Selvaganesh is a successful 
percussionist, especially after tours with 
John McLaughlin's group, Remember 
Shakti. 

Ghatam awakens the mother earth, 
takes the performer and listeners to the 
eternal universe of spirituality through 
melody- is a small condensed citation 
about how Sri Vikku Vinayaka Ram 
chosen by the Lord. Vinayaka to arouse 
Kundalini through Ghatam. 

MUSICBECAME MY BREATH 

Hailing from a musical family, I was 
fortunate to have had my early trainng 
from Mridangam Maestro 

Kalaimamani Trichy Thayumanavan 
from a young age, initially learnin8 
Mridangam and then switching over to 
Ghatam. Having Post Graduated in 
commerce and Materials Management, 
Iwas employed in an excellent Firm, but 
a moment of thought made me take up 
music and music alone. Music which 

was part of my basic career emploved 

as Management Professional was my 

only objective. It is ever elating to 
remember Sri. M. S. Gopala Krishnan 
who tapped my rhythmic fervour once-
he decided that I provide support on 
Ghatam to his very important 
programme at Delhi, arranged to get me 
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there from Trichy where I was residing. 
Itisso excellent to have supported many 

upper crust of Sangeetha 
Vidwans Nedunuri Krishnamurthy, 
Madurai T.N. Seshagopaian, 
Hyderabad Brothers, T.V. 
Sankaranarayanan, Trichur 
Ramachandran, A.K.C. Natarajan, 
Malladi Brothers, Sarnjay Subrarmanian, 
Neyveli Santhanagopalan, TM. 
Krishna, D.K. Pattammal, R. Vedavalli, 
Sugurna Purushottam, Aruna Sairam, 
Bombay Sisters, Bombay Jaysree, 
Sudha Raghunathan, Nithyasree 
Mahadevan, to name a few. Music is 
perhaps every pulse in such artists. My 
goal is the same. It is very fulfilling to 
render music for performances. During 

more 

KANJIRA 
Carnatic musicians oftern use 

multiple percussion instruments as 
accompaniment in a concert. While the 
mridangam is the most popular 
instrument for accompaniment, the 
smaller kanjira is a very versatile 
instrument that is used as the secondary 
Percussion accompaniment. 

The kanjira is a small handheld 
dnun that resembles a tambourine. It 
consists of a circular wooden frame of 

Jack wOod, with a diameter of seven to 

eightinches and depthof approximately 
two inches. One face of the frame is 
stretched over with a thin layer of leather. 
The drum is usually held in the left hand 
and played by striking the leather face 
with the fingers of the right. A couple of 
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small metal disces ane attached to the 
trame. The ganjira cannot be extensively 
tuned like the mridangam. Its pitch can 
be lowened, while playing, however, by 
thinly weting the inside of the leather 
covering with water. The nature of this 
method makes it difficult to maintain 
the pitch of the ganjira throughout the 
concert, and requires judgment and 
expertise. 

The greatest Carmatic kanjira player 
whoever lived. Still to this day, musicians 

are in avwe of what G. Harishankar was 
capable of with one hand. His was born 
on June 10, 1958 and died on February 

11, 2002. G. Harishankar started on 
kanjira at a very young age with his 
father Govinda Rao, started formal 
mridangam training with the legend 
Palghat TS. Mani lyer and then later 
with C.S. Murugaboopathy. He also 
studied with Ramanathapuram Sri Ccs 
Sankarasivam. He plays kanjira right 
handed but mridarngam left handed (it 
is said that he did so to prove that 
playing mridangam was not as hard as 
kanjira so he switched to playing mridangam left handed). G. 

Harishankar is responsible for furthering the complexity of modern kanjira 
playing in terms of advanced techniques 
tor speed, power, rhythmic comnplexity 
and beauty in phrasing (left hand 
bending of the skin). It is said in India 
by many of the senior percussionists 
that performed with him or witnessed 
him play that he could top any 
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mridangam playerhe was nathed with 
ina onert during the percussion solos 
(thani avarthanam). G. Harishankar on 
several ovcasions even topped tabla 
player Zakir Hussain when they shared 
the stage in Malaysia and Europe. He 
had only a few students that carried on 
his secrets and techniques. Some of his 
best recorded playing was as a menber 
of Sruthi Laya with Karaikudi R. Mani 
on mridanganm, T.V. Vasan on ghatam, 
and Srirangam S. Kannan on morsing 
in the 1980s-1990s. To many in India, 
his death was proof that he was in fact 
human and not a god. 
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Music as an Art and Science 
Dr. N. Padma 

Dept. of Performing Arts, Sri Venkatesuara University, Tirupati 

Music is a divine Art. Music is a 
sacred science. Itis a celestial boon gifted 
to terrestrial mankind. Music is 
intertwined with human life. Since 
times immemorial, music had quite a 
good role in man's life, disregard of 
region, race, culture and life - style. All 
around the globe, the inferences are 
Common and congruent. 

Music is a special art, the most 
natural and oldest art associated with 

pleasing the aural senses of human 
being. Music is an exclusive science of 
arrangement of musical notes in a 

scientific and systematic manner to 
bring about pleasure and tranquility. It 
1S undisputedly the best choice of 
relaxation to the mentally and physically 
drained and strained and exhausted 

persons - be it a sport -person of any 
level, an academician ofany status, duke 
or a dust -man. 

Music is a special art and language 
tospread cultures. Music is a very special 
medium in expressing human emotions 
or feelings. It is one of the best fine arts 
npromoting interrelationships, human 
Culture and progress. As a great art, 
music makes a man mentally "a 
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healthier social being" and bindspeople 
together. 

It is a language of "pure sound": 
with just seven basic alphabets, 
innumerous music composures are 
compiling. Music composition is such 
an art, that the science of sounds and 

intervals are so rightly studded and 
"note - arrangement" is systematically 
done so as to be acceptable to the ear 
and brain. 

Just the manner, in which alphabets 
of languages give raise to innumerous 
words and sentences to convey sense, 
the seven music alphabets give raise to 
innumerous musical art pieces. Music 
elevates SOUL, makes one tranquil and 
1s such a pleasing art, -so harmless. 

The following verses emphasizes the 
excellence of singing music. 

"Dhyana is equal to a crore Japa-s; 
Laya is equal to a crore Dhyana-s; 
ganam is equal to crore Laya-s; there is 
nothing to excel Ganam." 

Beethoven (1770-1827) stated that 
"Music is a revelation, higher than all 
science and philosophy." The 
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implication is that it is more than sciena 
and more than arts. Human beings are 
blessed with aural senses and with 

sensitive ear for music. In fact, it is Bliss! 
As Thiruvalluvar wrote "sense of 

hearing is the fortune of fortunes and 
fortune of hearing is the greatest of 
fortunes". Good rendering is an art and 
enjoying music is an art too! 

Music is science; study of music is 
science; composing music is an "art 
involving sciences" and rendering is art. 
"MUSIC IS AN AMALGAMATION 
OF ARTS AND SCENCE". The skill of 
systematically and scientifically 
arranging notes is certainly a great art 
involving science of sounds. 

Great Greek philosopher and 
Mathematician Pythagoras (6th- 5th 
century BC) was the father of 
mathematical basis of music (in western 
countries). He introduced octave. Other 
important intervals of mathematical 
significance like the major 3rd C-E(4:5) 
minor 3d E-G(5:6) major 6h G-E (3:5) 
Major tone C-D(8:9) minor tone D 
E(9:10) etc bear specific ratios for 

principal musical intervals. 
Bharata's (4th century B.C.) 'Dhruva 

Vina' and 'Chala Vina' (fixed fretted 
string instrument and movable fretted 
string instrument) experiment on the 
derivation of 22 sruti-s by cycles of 
fourths and fifths are purely 
mathematical progression. 

Though there are several theories on 
the total number of sruti-s (tonal 
intervals), each of them has been arrived 
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at by a pure concept of mathematical 
progression. 

Music involves the science of study 
of frequencies, the cycle of 5ths and the 
cycle of 4ths and the related 
mathematics. These are all the inferences 
which are mathematically arrived at and 
practically proven and hence nmake up 
an exclusive science. On the other hand, 
while rendering, the right mix of human 
emotions and vivid expressions make it 
an exemplary 'art. 

Human voice is the oldest form of 

music producer. The frequency ot 
vibrations, originated in human voice 
(ora musical instrument) deternines the 
pitch. Slow vibrations (low frequenies) 
cause low sounds and rapidly 
succeeding vibrations (high frequencies) 
cause high sounds. Music deals with 
pitch, which is the science of frequency 
of vibrations. The science of frequency 
of vibration, which is the pitch, is the 
basic part of music. 

The acoustics part of music deals 

called maior tone; 10/9th interval called 
with pitch and frequency. 9/8h interval 

minor tone and 16/15th interval called 
the semitone make the physics belying 
music. The octave note making a ratio 
of 2: echo the science involved. The 
frequency relationships of the octaves 
proceed in geometrical progressions: 1, 2, 4, 8, 16, 32 etc. and the frequency 
relationships of swayambu svaras are in 
arithmetic progression: 1,2,3,4,5,6,7,8. 
These progressions together with cycle 
of 5hs and cycle of 4ths prove the 
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mathematics behind the principles of 
music. (Tone system was evolved by 
logically working outcydeof5 d cyde 
of 4the) 

Cents method and arithmetic 
method of determining notes make 
music a science of a basic branch of 
mathematics. In fact, the notes within 
octave bear simple mathematical ratios 
to the fundamental note. 

Wesee laws of Homogeneity, where 
"laghu'" retains homogeneous character 
within tala. 

The basic speed graduation or 
increase and decrease of the movement 

of the tune in Carnatic Music system is 
purely based on mathematical 
progression for an example: 

If the first speed has two akshara-s. 
For one beat, the 2nd speed would take 
four akshara-s for the same beat and the 
third speed would take eight akshara-s 
and so on, in the increasing order of 
speed - the same formula would apply 
for the decreasing movement of speed. 

Also in the advanced science of 
percussion application apart from the 
change of gaits, the speed variation 
applied is also based on the above 
mentioned mathematical progression. 
This concept of the science of rhythm is 
exactly applied by the vocalists/ 
instrumentalists while singing 
Svarakalpana / makutam-s (muktayi) 
etc. 

Regarding music instruments, the 
construction of involves physics, like 
"Standing waves' Resonances" - and 
mathematics through study of plane 
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geometry" and "solid - geometry". 
Hemispherical resonator of Veena, 
cylindrical base resonator of flute, 
convex shaped belly of Tambura, conical 
drum or tube of Nagaswaram, ircular 
resonator of guitar, Rectangular shaped 
resonator of Harmonium are fairest 

examples of application of plane 
geometry and solid geometry. 

Frequency of vibrations depends on 
factors like density, size and tension of a 

music producing instrument. Further, 
human ear is sensitive to pitches 
between 20 to 1600 cycles per second. 

The raga system of India makes it 

very special and unique in the world of 
music."Raga-sare aesthetic facts and can 

be perceived by trained ears. Ragas 
derive their personality through notes 
of defined pitch entering into their 
formation. It is horizontal arrangement 
of particular tones and semitones; in 
conformity to "Recognized Aesthetic 
Laws" that establishes form of a raga. 
This makesit a special science that Indian 
music contributed to the world. 
Further, the classification of ragas into 
Janaka raga and Janya raga is a highly 
scientific system of classification based 
on genus specie system. 

When it comes to the several 

schemes of 'mela-s' ( arrangement of 
complete scales) that have come before 
the 72 melakarta scheme each of them 
has been arrived at through a 
mathematical application permutation 
and combination. Then again the 
present pattern of 72 melakarta-s the 
serial number of each of them indicates 
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the prefix of their name and this again 
is based on the formula - "katapayadi' 
which again is a mathematical 
derivation. 

Time measures of music (in tala) 
are of scientific periodicity that facilitates 
accurate method of reckoning musical 
time. Keeping all these factors in view, 
the music instruments are constructed 

in strict compliance with science. Finally, 
music is science, manufacture of 

instrument is a scientific art, and 
composing musicis an art of science and 
rendering. Music with skills and 
embellishments is an art, to lure the aural 
senses. The science of composing and 
art of singing could be theaurapetic with 
a healing touch. 

The mesmerizing capability of 
music makes it the "Soul -part" of the 
performance Arts. With roots in physics, 
mathematics, Arithmetic, geometry etc., 
"Music is an Art and Science" and As 
Beethoven said" music is a Revelation, 
higher". 

References: 
1. Padma Bhushan, Professor 

Sambamurty.P, South Indian Music 
Book I, 18h Edition, The Indian Music 

214 

Publishing House, Sripurarn 1st stret, 
Royapetah, Chernai - 600014, Year 
2005 

Bhushan, Professor 
Sambamurty, South Indian Music 
Book II, 8h Edition, The Indian Music 
Publishing House, sripurarn 1st street, 
Royapetah, Madras - 600014, Year 
1976 

2. Padma 

Bhushan, Professor 
Sambamurty.P, South Indian Music 
Book II, 13th Edition, The Indian 
Music Publishing House, sripuram 
1st street, Royapetah, Madras 
600014, Year 2005 

3. Padma 

4. Padma Bhushan, Professor 

SambamurtyP, South Indian Music 
Book IV, 8h Edition, The Indian Music 
Publishing House, sripuram lst street, 
Royapetah, Madras - 600014, Year 
1998 

Bhushan, Professor 
SambamurtyP, South Indian Music 
Book V, 8th Edition, The Indian Music 
Publishing House, sripuram 1st street, 
Royapetah, Madras - 600014, Year 

2002 

5. Padma 

6. Padma Bhushan, Professor 
SambamurtyP, South Indian Music 
Book VI, 7h Edition, The Indian Music 
Publishing House, sripuram 1st street, 
Royapetah, Madras 600014, Year 
2006 
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Dr. Lalmani Misra 

Prof. N. C. Boral 

Prof. & H.O.Dof Vocal Music, Rabindra Bharati University, Calcutta 

t was a great episode when Dr. 
Lalmani Misra, the great maestro, was 
borm in month of August 1924 in 
Kanpur on 11. Dr. Lalmani Misra 
had all those qualities that made himn 
a great musiciarn of India which 

normally could not be traced in 
ordinary human beings. He was fromn 
middle lass family of Kanyakubj 
Brahmins; and he had hardworking 
habit, talented and was always very 
alert of his duties to serve the country 
from his boyhood. 

I personally witnessed his 
performarnces in the art form of vocal 

music in Dhrupad, Dhamar which 
can never forget even though he was 
specially a very famous Batta-been 
player. He was a top-rank organizer in 
the field of Indian Music and his 
project-works undertaken at Banaras 
Hindu University in collaboration with 
Sangeet Natak Akademi, New Delhi 
were superb. Alap Dhrupad, which is 
the top-most form of Indian musical 
tradition, was in particular revived by 
his project, Dhrupad Mela 
programmes. 

Dr. Misra was the first man who 
introduced this programmein India in 

I 
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1975 and was later continued by 
trust created for this purpOse, and his 
followers. I had the golden opportunity 
to work with him and seen his 
particular interest in this art-form, 
which has been successfully revitalized 
through his attempt, otherwise a dying 
elemernt in Cultural field of India. 
Within a month of Alap Dhrupad, 
similar national gatherings were 
organized by Dr. Misra for revival of 
Tappa as well as Thumri. These lighter 
forms of singing too gained impetus 
through these conferences. 

Young generations have been very 
much encouraged with this plan 
projected by Dr. Misra. Before his 
project, there Were only few 
accomplished artistes in this stream of 
music. After the Dhrupad Mela-s held 
in Tulsi Ghat and followed in other 
parts of India we find that a good 
number of accomplished Alap 
Dhrupad Singers have been produced. 
Dr. Misra took to educating the 
listeners from the stage itself about this 
art-form. Jointly with concerts in 

Dhrupad Mela-s the straight-from-dais 
teaching made Dhrupad very popular 
amongst the listeners who were used 
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o attending normal concerts (where 
performances went unexplained and 
hence partially appreciated). 

Dr. Lalmani Misra due his 
exceptional abilities, was well suited to 
organize seminars on Indian music. 
These seminars recognized complex 
areas in theory and practice of classical 
music and solved several problems for 
the first time in assemblies of 
distinguished personalities of music in 
India and abroad. I had good fortune 
to be present in one such Seminar 
directed by Dr. Misra. A special seminar 
of U.G.C. was organized at Banaras 
Hindu University in 1972 on the topic, 
"Music Education in India at University 
level. Many experts from all over India 
had come to discuss possibilities and 
resolved that music education should 
be collaborated in all universities of 
India, at par with other subjects taught 
in universities.This necessitated 
formation of an Equivalence 
Committee to examine and constitute 
the Syllabi of Music in various 
universities. Under directorship of Dr. 
Lalmani Misra the Equivalence 
Committee examined and based on 
the suggestions received, forwarded its 
proposal for equivalence of music 
education to University Grants 
Commission, New Delhi. 

The Commission accepted the 
proposal and agreed with the scheme. 
Consequently, all Indian universities 
have been awarded grants to open 
Music faculty. It was solely the initiative 
of Dr. Misra, that made it possible for 
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music to gain support to develop at 
universities, after the patronage of Raja 
- Maharajas had stopped. Had it not 
been for him, sustenance of Indian 
music might have been jeopardized. 
Such was the extent and fulfillment of 
problems solved in this seminar. 

Dr. Misra previously had founded 
and nurtured Gandhi Sangeet 
Mahavidyalaya at Kanpur. In 1958, 
during the reign of Pt. Omkarnath 
Thakur, he joined B.HU. as Reader 
and Head of Instrumental Music. At 
that time the highest course offered in 

university was 'Senior Diploma 
Course'. After Misra ji's joining the 
departmernt higher degree courses 
were introduced in the Instrumerntal 

department at B.H.U. and gradually 
much development came to be visible 
through his sincere efforts. 

He was a versatile genius. His 
creative works were in several 
directions. One can only marvel at his 

orchestral compositions. One such with 
wonderful psychological treatment of 
human beings Was presented 
duringTenth anniversary celebration of 
Gandhi Sangeet Mahavidyalaya in 
1960. 

During the birth centenary 
celebration of Pt. Madan Mohan 
Malviya in 1961, he composed and 
presented an opera, Meera Bai. 
Amateur students of the university 
participated in this version; still, it was 
superb and highly appreciated. 
August 1967. he also took charge as 

Elevated to post of Professor in 
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Dean, Faculty of Music, B.H.U. 
Dedicated to nurture and growth of 
Indian music and culture, he 
introduced courses in Karnataka music, 
bringing it to academics in North for 
the first time. Since then, Karnatak 
music has occupied a prestigious place 
in the Music faculty of the university. 
A practitioner himself, he invited top-
notch artistes and acclaimed experts to 
educate students in finer aspects of art. 
Students could appreciate such experts 
as Vidushi Amala Shankar, Pandit Ravi 
Shankar first-hand. The recordings of 
such greats in Indian music as Ustad 

Allauddin Khan, Thakur Jaidev Singh 
etc. addressing the students may still 
be in archives of the Faculty at B.H.U. 

He was invited to University of 
Pennsylvania in 1969 and he visited 
Philadelphia for two years to nouish 
Indian music in world academics. He 

helped start a department of Indian 
Music studies and would visit there 
for a semester every year or two for 
next several years. His teaching 
methodology was much appreciated 
by students in U.S. Unlike most 
musiciarns who learn by rote and teach 
the same way, he could offer rational 
definitions and provide connective 
links. This made the complex Indian 
compositions accessible. 
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Even when he returned to B.H.U. 
in 1971, his American students yearned 
to learn with him. Hestarted several 
new courses on his return. The U.G.C. 
sanctioned it and a doctoral programme 
in Performance and Composition was 
started at B.H.U. There already were 
short termed programmes to bridge 
the gap between theoretical learning 
and performance courses. Students 
from abroad joined these courses in 
Indian Music and SOme even 

completed doctoral award. It was his 
keen interest and visionary attitude 
that made him document the 

successive development of Indian 
musical instruments and establish an 
archive for recording of ancient 
traditional Samic singing. This alone 
has made the BH.U. archive a center 
for study of ancient Samic studies. He 
directed his students in collection of 
various traditional chanting schools. 
One of these students, Pt. Omprakash 
Chorasiya played significant role in 
this. He was so inspired by this that he 
established a choir to present national 
poetry in strict classical compositions. 

In fact, Lalmani Misraji was a 
versatile genius in the field of musical 
culture in India who stands beyond 
comparison to any other musician. 
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H fgT She once Said' We 
did not have luxuries like the 
gramophone but our neighbours 
had one, I used to go to them to listen 
to the records of popular singers the 
Janaki Bai, Gauhar Bai and several 
others. How their music used to 
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religions temperament had a great 
impact on her signing in the last year of 
her life, the pukaars in her Thumris and 
Bhajans were like Cries from an 

4-31||T ht e5 h ( Throing voice) 
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fatgaT 

anguished devoter's heart (Susheela 
Mishra in grate Master of Indian t g hTI 

Music)? 
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strft zàt G faI Although my Thumri 
is fully of the Banaras ang. I incorporate 
elemetns of the Khayal into it. You may 
say that my thumari singing is 
khayalanga Pradhan. 

1. f fiteres Arg, (IGAIT) 
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3. r 
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HETT VT 31. HRAI) yo &. 139 

HTT ra s1. HI) yo &. 133 

2. yTc6- HÈ 

3. Ydc6- Great Master of Hindustani 
Music, Susheela Mishra. 

1. Dhingana.com 
2 Siddheshwari Devi, Thumari, Tappa HMV. 6132 
3. Siddheshwari Devi, Thumari, E.CS.D. 
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4. w.w.w.//Raaga.com 
5. Saregama, Nov 2008 
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Kirtanas may be counted by lakhs.' 
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2. TAUT ftagI 
1.1T YT Hart H HIHY HE thousand of songs, Purandara Dasa's 

Kshetregna and others have composed 
While Tyagaraja, Arunagirinadar, 

) fhag 
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Gurudev: Through My Eyes 
Priyanka Mazumdar 

Researnch Scholar, Kathak Department, IKS University, hairagarh 

Gurudev Rabindranath Tagore, 
though primarily a poet, was also a 
philosopher, a true patriot and ultimate 
writer. He was the inventor of the 
revoluionary educational concepts of 
the 20h century. He was a genius in 
unique combination of diverse qualities. 

About Gurude v, (1861-1941), he 
was the youngest son of Debendra 
Nath Tagore, a leader of the Brahmo 
Samaj, which was a sub-division of a 
larger religious group in 19th century 
in Bengal. Originally his name was 
Rabindranath. Once a fisher man by 

indicating his activities and nature 
named him Rabindranath Thakur 
(Thakur in Bengali and Tagore in 
hindi). He was educated at home. At 
the age of seventeen he was sent to 

England for formal schooling but he 
did not finish his studies there. During 
his maturity period with full interest in 
different literary activities he managed 
the family estates, and he came doser 
to common humanity and increased 
his interest in social reforms. His started 
an experimental school at 

Shantiniketan where he tried 

From time to time he participated 
in the Indian nationalist movement, 

and Gandhi the political father of 
modern India became his devoted 
friend. "Gurudev's life was the ideal of 
a fully-developed personality. Indian 
history was yet to produe a composer 

who could express life in so many 

"Gurudev had early success as a 
writer in his native Bengal. With his 
translations of some of his poems he 
became rapidly known in the west. 
His fame attained a luminous height, 
taking his across continence on lecture 
tours and tours of friendship. For the 
world he became the voice of India's 
spiritual heritage; and for India, 
especially for Bengal, he became a geat 
living institution.? He fulfills the 
requirement of a human heart in his 

poetry, literary genres and music. 
Gurudev first tried his hand at 
composing songs when he was a boy 
of thirteen or fourteen that flow of 
inspiration, once started, never stopped 
till a few months before his death. 

"Throughout a stretch of about 65 
years, he composed more than 2000 
songs." "Unke rachit geet Ravindra 
Sangeet naam se suprasiddha hai." 
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'Gurudev wrote successfully in all 
iterary genres, he was first of all a 
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pet. Among his ifty and odd volunes 
of poetry are Manasi (1890) [The ldeal 
One, Sonar Tari (1894) [The Golden 
Boat), Gitanjali (1910) [Song Offerings), 
Gitimalya (1914) [Wreath of Songs), 
and Balaka (1916) [The Flight of 
Cranes]. The English renderings of his 
poetry, which incude The Gardener 
(1913), Fruit-Gathering (1916), and The 
Fugitive (1921), do not generally 
corespond to particular volumes in 
the original Bengali; and in spite of its 
title, Gitanjali: Song Offerings (1912), 
the most accdaimed of them, ontains 
poems from other works besides its 
namesake. Gurudev's major plays ane 
Raja (1910) [The King of the Dark 
Chamber], Dakghar (1912) [The Post 

Office], Achalayatan (1912) [The 
Immovable], Muktadhara (1922) The 
Waterfall]), and Raktakaravi (1926) [Red 
Oleanders], He is the author of several 
volumes of short stories and a number 
of novels, among them Gora (1910), 
Ghare-Baire (1916) [The Home and 
the World], and Yogayog (1929) [Crosscurrents]. Besides these, he wrote 
musical dramas, dance dramas, essays 
of all types, travel diaries, and two 
autobiographies, one in his middle 
years and the other shortly before hus 
death in 1941. Gurudev also left 
numerous drawings and paintings, and songs for which he wrote the music 
himself.5 

Gurudev as a poet as over 
shadowed his contribution to dramatic 
literature and so he was the most 
versatile dramatist in Bengal. At the 
age of 21, Gurudev for the first time 
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tried his hand in writing dramas. Since 
then, till the age of 77 he had 
continually written more than 50 
dramas of different kind. As his nature, 
he tried to touch every aspects of life 
in his works whidh made him ditferent 
from others. Gurudev has written thre 
music-dramas namely- Valmiki 
Pratibha, Kalmrigaya, Mayarkhela, and 
three dance-dramas such 
Chitrangada, Syama and Chandalika. 
of these the first three were composed 
between 1881 and 1888, and the last 
three between 1936 and 1938. In his 
career as a dramatist, his first drama 
was the music-drama, 'Valmiki 
Pratibha' and the last was the dance 
drama 'Chandalika'. 

as 

Here the question arises in my 
mind is why he called the first three as 
music dramas and the last three as 
dance drama. It is because the first 
three were meant only to be surng like 
European Operas. These dramas were 
enacted in those days with movemnent 
and gestures employed in the general dramas. Hence they have been named 
'Gita-Natya. The last three dramas of 
his later years were the outcome of his 
desire to enact the stories through 
dance that is why they were named 
'Nritya-Natya'. When Gurudev 
composed the music-dramas he 
belonged to the educated society of 
Calcutta. "At that time any sort of 
lesson in Indian dance was totally 
unknown to that society. Dance was a 
taboo for the boys and girls of that 
society. So, while composing the music 
dramas, he could not conceive of using 
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the form of dance in his dramas. But 
towards the later part of his life, when 
the dance took a prominent place in 
the general education at Santiniketan 
and Visva-Bharati he wrote his dance-
dramas to be enacted by dance. In this 
period of his dance-dramas, he wanted 
to enact Mayar-Khela, a music-drama 
of his early period, with the medium 
of dancing and then he called it a 
dance-drama or Nritya-Natya."6 

While writing the dramas he use 
to feel the feeling of the character and 
the situation and according to that in 
music-dramas he used to change the 
taal and rhythm into fast and slow, fast 
rhythm for happy feeling and slow 
rhythm for sorrow. Gurudev's creations 
are the ultimate and unique creation 
in the musical tradition of Bengal. As I 
said before he was the inventor of the 
revolutionary educational concepts and 
so he aimed at providing total 
education in Visva-Bharati. According 
to him training in religion, service to 
man, sports, self-reliance etc. are as a 
part of education as other academic 
subjects. "n his aim and objectives of 
education at Santiniketan what 
Gurudev repeatedly emphaised on is 
worth recalling. To quote three of his 
dictums: 

1. 'In all developed countries the 
lower aim of education deals with 
national opportunities but the higher 
aim related to fulfillment of human 

life. 
2. 'How to live a complete life is 

according to me, the purpose of 
education.'3.The asram education is 
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the education for living wholly and 
fully." Gurudev founded the 
Santiniketan school in 1901. He started 
his work with a few students and 
teachers. Since the students belong to 
middle class families so he followed 
the system entrance examination which 
the government of those days had 
introduced. He thought to cultivate all 
branches of culture in Santiniketarn 
asram. According to him culture is 
something having variety of colours, 
purifies the mind, from the primitive 
dimness of an ore-like form, ultimately 
is helps the mind to listen its owm 
values. This culture has numerous 
branches and a healthy normal mind 
wants to absorb it. 

'His other works fuse lyrical flow 
and emotional rhythm into a tight 
focus on a core idea, a break from 
prior Bengali drama. Gurudev sought 
"the play of feeling and not of action. 

In 1890 he released what is regarded 
as his finest drama: Visarjan (Sacrifice). 
Itis an adaptation of Rajarshi, an earlier 
novella of his. "A forthright 
denunciation of a mearningless cruel 
superstitious rite, the Bengali originals 
feature intricate subplots and 
prolonged monologues that give play 
to historical events in seventeenth 
century Udaipu. The devout Maharaja 
of Tripura is pitted against the wicked 
head priest Raghupati. His later dramas 
were more philosophical and allegorical 
in nature; these included Dak Ghar. 
Another is Gurudev's Chandalika 
(Untouchable Girl), which was 
modelled on an ancient Buddhist 
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legend describing how Ananda, the 
Gautama Buddha's disciple, asks a tribal 
grl for water. 

In Raktakarabi ("Red' or "Blood 
Oleanders), a kleptocrat rules over the 
residents of Yaksha puri. He and his 
retainers exploit his subjects-who are 
benumbed by alcohol and numbered 
like inventory -by forcing them to 
mine gold for him. The naive maiden 
heroine Nandini ralles her subject-
compatriots to defeat the greed of the 
realm's sardar class-with the moraly 
roused ing's belated help. Skirting 
the "good-vsevil' trope, the work pits 
a vital and joyous lèse majestè aganst 
the monotonous fealty of the king's 
varletry, giving rise to an allegorncal struggle akin to that found in Animal Farm or Gulliver's Travels. The orignal, 
though prized in Bengal, long failed to 
spawn a "free and comprehensible' 
translation, and its archaic and 
sonorous didacticism failed to attract 
interest from abroad. Chitrangada, 
Chandalika, and Shyama are other 
key plays that have dance-drama 
adaptations, which together are known 
as Rabindra Nritya Natya. 

During his last years he was 
physically unfit. He was not able to 
think for a new reation. He only used 
to listen some of his favourites from 
his students which are as follows: 

" Aamar praner pore chole gail ke... 
" Mori to mori... 

" Tomar gopon kothati.. 
" Kangal aamare kangal korechhe.. 
" Hailaphaila sara baila. 

" Aamar porane loye ki khela khelabe... 
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" Bodo bedonar moto bechechhe tumi 
hai... 

Aamar mon mane na... 

He died on 7h August, 1941. He 
was the Viswa-Kavi. His creations 
contain multiple images. All these are 
reflected in his creation. Gurudev 
wanted everyone to see all the aspects 
and different colours of life and so he 
was a great philosopher. He wanted 
evervone to sing, to feel his/her own 
values with his/her heart. Through my 
eves, I can only condude that Gurudev 
himself is a divine beauty to Indian 
ulture. Last but not the l east Gurudev 
composed "Jana Gana Mana' which 
was first sung in 1911 at a Calcutta 
session of the Indian National Congress and was adopted in 1950 by the 
Constituent Assembly of the Republic 
of India as its National Anthem. 
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The Magical Hands of 
G Harishankar 
Mr. S. Sankar 

Ph.D Scholar, Queen Mary's college 

"The luminary enthralling 
millions of hearts with his 
incredible caresses on simple 
frame drum called the kanjira" 
"A legend who rewrote the 
Concepts of emancipated yet 
sophisticated percussion" 
"Atrue artiste with humility and 
devotion" 

Itis dearly insuffiient to express the 
sheer melodicenchantment he provided 
through anideal integration with the co 
artists all through. 

The instrument Kanjira is 
synonymous with the name of G 
Harishankar who Created a benchmark 

in the field of percusion. 
After the invention of the Kanjira 

by the legendary Manpondia Pillai and 
its popularization by his prime disciple 
Dakshinamoorthy Pillai, very few artists 
handling the kanjira came into the 
limelight and not many were able to 
Continue the legacy of these maestros. 

That was to change spectacularly with 
the arrival of G Harishankar on the 

horizon. 
Harishankar was born on June 10, 

1958 to T T Govinda Rao and Lakshmi-

bai in a Maratha lineage. His father, who 
was employed with the Southern 
Railways, was an accomplished kanjira 
artist and was a disciple of Pudukottai 
Ramaiya Pillai. Ramaiya Pillai was 
incidentally a direct disciple of 
Manpondia Pillai. 

When Harisharnkar was a small 

child, his father took him to all concerts 

in the vicinity. He was initiated by his 

father into playing the kanjira when he 
was a mere child of three years. He was 
also tutored to play the ghatam by 
Narayana Rao, and the mridangam by 
ADandapani lyya. Finally, as his father 
wanted him hone his skills further and 

have an all-round development, he put 
ns Son under the tutelage of Madras A. 
Kannan, a well-known mridangam 
vidwan then. 
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At the age of five, Harishankar 
started acoompanying on the kanjira for 
Marathi Abhangs. His father's musical 
interest made Harishankar to explore 
more of the art. Musicians like Thodi 
Kannan, Pallavi Krishnan were constant 
guests at Harishankar's house. For such 
musical sessions, the percussion 
support was invariably by Harishankar 
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MLV's persuasion he acceded to her 
opinion. Initially he refused, but after 

playing the kanjira and express his 
Marni Iyer to listen to Harishankar 

together in Rishi Valley, MLV requested 
the legendary Palghat Mani lyer worked 

In the late 1970s when MLV and 
ancd many others. 

Easwaran, Thiruvarur Bhathavatsalam 
Srimushnam Rajarao, Mannargudi A 

leading mridangam vidhwans like 
concert sharing the stage with many 

accompanied Dr, MLV till her last 
he attained celebrity status. He was to 

the kanjira and by accompanying MLV, 
Hlis name was already synonymous with 

permanent member of MLV's team. 
offered Rs. 75/- and thereafter, he was a 

Harishankar accompanied MLV, hewas 
kumari. The first concert where 

Harishankar to Dr. M L Vasantha introducing 
in instrumental 

Harishankar's family and the former was 
Krishnamurthy Rao was introduced to 

this time, renowned mridanga vidhwan 
whateverthe mridangist played. Around 

almost everything on the kanjira 
Harishankar practically reproduced 

During these conerts with his guru, 

artists of the time. 
oCcasions accompanying the leading 

Murugabhoopathy On numerous 
with 
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journey as an exponent of the kanjira. 
clearly laying the path to carry on his 

proved tobe a tuming point inhis career, 
with mridangam by Premkumar: This 
TL Maharajan and Trichy Loganathan play the 

when he provided accompaniment giants of his era. He got opportunities to 
occasion he performed with musical Karukatthamman Temple, Chetput, 

with brilliant performances on every His first concert took place at 

kanjira along 

Guru to impart the most intricate 
hand, speed, and fingering, made his 
which was natural, with his free flowing 

Identifying Harishankar's potential, 
superlative laya skills, dormant till then. 

that was to gloriously shape his 
doyen was to be his true flowering era 

Murugabhoopathy. Tutelage under this 
C S Shri Ramanathapuram 

continued under yet another legend 
training in mridangam and kanjira 

SSLC level. His further advanced 
however managed to study up to the 

much inclination to go to school; he 
on music and rhythm, he did not have 

Ashis mind was clearly focused only 
Sounderarajan. 

Madurai. T Srinivasan and Nagai 
many leading mridangam artists like 

He was subsequently introduced to 
accompany to Jaya Vijayan and TNeela. 

he also had the opportunity to 
numerous occasions. During that time, 

subsequently accompany them on 
This opened the doors for him to 

Tiruppur Sisters Ramu and Saradha. 
when he provided percussion to the 

His full-fledged music concerts began 

for 

on the kanjira. 
on the mridangam and with his father advanced laya systems. This helped 

Harishankar to open up and come out 



t. Afterlistening to him, Mani lyer the AIR Vadya Vrinda group of New request. 
was very impressed and readily agreed 
to accept him as his disciple. Mani lyer 
felt he should have met a person like 
Harishankar much earlier. During that 
time Harishankar was introduced to T 
RRajamani and they used to spend time 
long hours listening to spool tapes of 

Mani Iyer's accompaniment to 
legendary musicians like Alathur 
Brother, Ariyakudi, MDR, GNB and 
Madurai Mani Iyer. Harishankar used 
to listen to these tapes continuously with 
almost no breaks, playing along with 
Palghat Mani Iyer's recordings and 
thoroughly enriching his skills in the 
process. Harishankar had the privilege 
to pertorm many concerts with Mani 

Iyer who accompanied. 
As Harishankar acquired vast 

knowledge and experience from two 
great percussion giants C S 
Murugabhoopathy and Palakkad Mani 
Iyer, the expertise acquired by him 
enabled him to demonstrate what was 

played by the mridangam on the 
kanjira.Harishankar first toured 
overseas to London with MS Subbu 
lakshmi. He was also exposed to film 
music as he was invited by none other 

than Ilayaraja to play for his movie Thai 
Mugambigai and subsequently, he did 
8et other opporturnities, However his 

father dissuaded him from pursng ne 
film line further. P.S. Narayanaswamy 
and V. Nagarajan were primarily 
responsible for Harishankar to procure 
a placement in the All India Radio. In 

the year 1982, he got an offer to work in 
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Delhi. 

He was also invited to accompany 
many North Indian musicians and also 
had the opportunity to play for Sonal 
Mansingh, Briju Maharaj, Durga prasad 
and many other famous dancers. On his 
father's advice Harisharnkar stopped 
playing for dance performances and 
started focusing more on playing 
Concerts. 

Eventually he was transferred to the 
Chennai AIR and started accompanying 
great doyens of Carnatic music like 
Semmangudi Srinivasa Iyer, MS 
Subbulakshmi, D K Pattammal, DK 
Jayaraman, KV Narayanaswamy and 
many musical stalwarts. Karaikudi R 
Mani introduced Harishankar to violin 

maestro Lalgudi Jayaraman with whom 
he performed many concerts in India 
and in countries like ltaly, Germarny, the 
United Kingdom, Dubai, Oman and 
Qatar. He toured Canada with M 

Chandrasekaran in the year 1984. 
Similarly he was in great demand for 
Laya Ensembles with top artists. 

Harishankar was married to 

Jayanthi on February 11, 1987 and he 
was blessed with a daughter in the year 
1992 and named her Hiranmayee. 

Though his musical genius was 
PPreciated by most of his co-artists at 
the same time there were instances when 
senior vidwans were hesitant to perform 
along with him. In many cases, he would 
winapplause and adulation much to the 
discomfort of the main percussionist. 
There were certaininstanceswhen some 

midangists, daunted by Harishankar's 
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sheer talent and expertise, stopped 
rlorming with him allogther. 

Duringhisbriel tenunein this world, 
he carved a niche for himseli, as far as 
the kanjira was concemed. It was 
poignant that he ad to finish his last 
performance at Manpondia and 
Dakshinamoorthy IPillai Samadhi at 
IPudukottai wher the art of playing the 
kanjira atually starte. 

He was suffering from lung 
problems as carly as in 20X) belore he 
finally breathed his last on lbruary 11, 
2002. In spite of the serious illness he 
sufferd and endund, he ontinucd to 
pertorm till his end. He was passionate 
about the kanjira and passionate about 
the art that he knew he belonged to, 
With his passing away, one of the 
brightest chapters in the history of 
kanjira playing and Carnatic 

music came to an abrupt end. His 
untimely passing away brought 
shock and dismay to the entire 
fraternity. Another extremely 
poignant fact is that Harishankar 
passed away on his wedding 
anniversary. 

It really did seem that 
Harisharnkar was born for the 
kanjira alone and through this 
seemingly small instrument he 
would forever be remembered 
and carve himself on the walls of 
the Camatic music world. It issaid 

that by listening to Harishankar, 
one could get a glimpse of the 
geniusofDhakshinamurthy Pillai. 

Harishankarhimself vwould dazze 
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with his amazing specd, sevning:ly 
effortless, combined with th 
mathematical wizardry that woulkl leave 
connoiswUIS wonderstruck. Clkarly the 
kanjira was the melium for him and 
using the dexterily of his hand, he was 
able to lit it up to l limalayan heights. 

With all his prowess, intelligene, 
imagination and brilliance, Harishankar 
was very humble. This shy and 
wilhdrawingpersonality always was true 
to what the proverb states "Vidhya 
lhathathi Vinayam" and he was verily 
the embodiment of his special quality. 
The encomiums he received and the 

praised showered on him meant little 
to him personally, but all of that is 
directly mapped to the actual lact that 
he truly deserved thenm all. 
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