University of lllinois at Urbana-Champaign

DEPARTMENTAL FORMAT APPROVAL

THIS IS TO CERTIFY THAT THE FORMAT AND QUALITY OF PRESENTATION OF THE

THESIS SUBMITTED BY Richard Kent Wolf AS ONE OF
THE REQUIREMENTS FOR THE DEGREE OF Master of Music
IS ACCEPTABLE TO THE School of Music

(Full Name of Department, Division or Unit)

4

April 4, 1989 [ AV VR4 /
Date of Approval Departmen Representgtive




UNIVERSITY OF ILLINOIS AT URBANA-CHAMPAIGN

THE GRADUATE COLLEGE

APRIL 1989

WE HEREBY RECOMMEND THAT THE THESIS BY

RICHARD KENT WOLF

ENTITLED INNOVATION, INTERPRETATION, AND THE MAINTENANCE

OF TRADITION IN THE KARATIKKUDI STYLE OF VINA PLAYING

BE ACCEPTED IN PARTIAL FULFILLMENT OF THE REQUIREMENTS FOR

THE DEGREE OF MASTER OF MUSIC

Capp ot S

//\ﬂz ég{ Director of Thesis Research
i =5 T 4 ;l

) Head of Department

Committee on Final Examinationt

Chairperson

T Required for doctor's degree but not for master's.

0517




© Copyright by
Richard Kent Wolf
1989



INNOVATION, INTERPRETATION, AND
THE MAINTENANCE OF TRADITION IN THE
KARATIKKUDI STYLE OF VINA PLAYING

BY
RICHARD KENT WOLF

B.A., Oberlin College, 1984

THESIS

Submitted in partial fulfillment of the requirements
for the degree of Master of Music
in the Graduate College of the
University of Illinois at Urbana-Champaign, 1989

Urbana, Illinois



This Thesis is Dedicated to
ngr.ujill
the Late

Karaikkudi Veenai Lakshmi Ammal



ACKNOWLEDGMENTS

The generosity and efforts of numerous people have contributed to the
completion of this work. Foremost among those who have helped me are my
teachers, Karaikkudi Smt. Veenai Lakshmi Ammal and Smt. Ranganayaki Raja-
gopalan, and I must also thank all the musicians who allowed me to record
and 1interview them, including Smt.-s Raajeswari Padmanabhan, Srividya
Chandramouli, Sashikala Suryanarayana, Sugantha Sridharan, Karaikkudi Meen-
akshi Ammal, Karaikkudi Sankari Ammal, R. Sheela, V. Shanti, S. Mallika, and
S. Sharmila. I owe deep thanks to my advisor Professor Charles Capwell for
his tireless assistance and suggestions for preparing this thesis. Paul
Butler, John Nelson, and David Reck have all been generous enough to share
their own recordings and other research material as well as to discuss their
own experiences as students of the vind in the Karaikkudi style. The
research for this thesis was supported, in part, by two grants from Raga-
Mala Performing Arts of Canada and funding from the University of Illinois
at Urbana-Champaign. I would also like to thank Professor T. Viswananthan,
Professor K. S. Subramananian, Professor Bruno Nettl, R. Srinivasa Gopal,
Professor G. Ramamurthy, and Mrs. Kamala Ramamurthy, D. Samuel Sudanandha,
D. K. Narayana Iyer, N. Chandramouli, Michael Nixon, Professor Joan Erdman,
Melinda Russell, Carol Babiracki, and David Buck for the help they provided
in the completion of this project. Finally I would like to thank my parents,
David and Claire Krantz, for their encouragement in the years it took to

complete this project.

iv



Section

List of symbols

TABLE OF CONTENTS

1. Introduction .

1.1 TIntroduction: Background of the author.
1.2 Terminology .

1.2.1
1.2.2
1.2.3
1.2.4

Defining style . .
pani, vali, and palakkam >
gharana, baj

pathantara, parampara.

1.3 Other studies .

2. The Karaikkudi Style .

2.1 Members of the Karaikkudi style .

2

R RN
~ Oy Ln

4

3

2.1 1
2.1.2

Ranganayaki Rajagopalan.
Raajeswari Padmanabhan .

The style represented by Sambasiva Iyer ’

223
2.2.2

25525
2.2

3
&

m

o

ti

NN N g-m PPN R NN R
p P-b W W W W W W W W

i
1
2
3
&
5

.6
7
8
£ 5
-
2
RS

B351c

2.2.2.1 Musical materlals

Technique.
Training .

Compositions
Innovations.

2.2 4. 10 Organologlcal Innovatlons on the vina

itself.
.2.4.2 sangati-s

2 2.4.3 cittasvara-s.
licit and subtle markers of style

Body motion.

Tempo. :

Interest in rhythm :

Techniques eschewed or rare.
"note"-s ending on madhyama.
Borrowing. :
Relationship to audlence ; s
Domains of individual expression .
Restrictions placed on women .
Iconography and mythology.

Sambasiva Iyer and worship of the goddess.

lessons as models for style .

Complementarity between the brothers.

Other
2.7
2.2
273

styles.

Dhanammal style
Mysore school.
Andhra school.

H ==

Exercises and composi-
tions used for initial musical training .
2.2.2.2 Manner of teaching.

Page

. Wi

-~ N

17
25
27
29
29
37

38

. 40
. 43
A

. 44
. 46
. 54

63
63
65
67
70
73
75
77
78
79
79

84

85
87
90
93
93
95
97



3. Change

3.1

3.2

3.3

w W
(S,

3.6

Appendix I:
Appendix I
Appendix I
Glossary.

.4 Trivandrum school.
5 Balachander.

and Development .

ellglous Al I SR R
lking about music, research, and theory.
nsmission . A
Ranganayakl RaJagopalan A
Raajeswari Padmanabhan.

Lakshmi Ammal .

Revitalization.

-l:“'l..-‘lMl—'

Ta
Tr

3l

<l IR

S,

3,1,
Repertoir
3.2,1

I—'fD mwuwm

"0 d“ repert01re s w e e e AN
3.2.1.1 "padavini": An example of stability
and change . : oo
3.2.1.2 Dropping repert01re 5
3.2.2 New repertoire .
3.2.2.1 Composing .
3.2.2.2 Learning new songs. >
3.2.2.2.1 Maintaining pathantara .
3.2.2.2.2 Developlng sangati-s
Rendition . . ;
3.3.1 kalpita sang.r.ta :
.3.1.1 Variation by replacement of gamaka

3
3.3.1.2 Variation by replacement of prayéga
3.3.1.3 Variation by replacement of sangati
3.3.1.4 Variation by adding new sangati-s
3.3.1.5 Other insertions.
3.3 1.6 Summary .

3.3.2 manodharma sangita .
3.3 2.1 Extension and embelllshment of phrase 1deas
3.3.2.2 Fixed patterns.
3.3.2.3 Individual habits

Techniques.

Factors promotlng style change
3.5.1 Changes in audiences

3.5.2 Changes in teaching of music: Tlme and institutions.

3.5.3 Role of family in 20th-century musicianship.
3.5.4 Media: Radio and recordings. s
Conclusions .

Basic exercises for vina.
I: Compositions
II: Analytical 1ndex of taped examples

References.

Index .

vi

99

100

103

103
103

106

108
108
109
110
12
114
114

115
128
129
130
131
131
136
138
138

139

147
151

. 154

168
170
172
172
182
185
190
197
198
203
208
212
215

221
224
230
256
264
275



List of symbols

All 1Indian terms are transliterated according to the Library of
Congress system except the vowel r, which is transcribed ri. Tamil and
Telugu terms borrowed from Sanskrit are transliterated according to the
Sanskrit spelling. Languages from which most terms are transliterated are
provided in the glossary.

Musical transcriptions consist of Indian sargam syllables, s r g m p d
n §, and notations for the tala. The sama is indicated by "//" and each
ghata beat 1is indicated by "/". Rather than adopting the south Indian
convention of indicating karvai-s with semi-colons, commas, and periods, I
have indicated the smallest rhythmic subdivisions (usually aksarakala-s) of
each karvai with periods only. Unless otherwise explained, ">" indicates
right hand finger plucks in transcriptions of vina performances. svara-s in
octaves below the main octave appear as sargam syllables with dots below
them, and those in octaves above the main octave appear with dots above
them. "av" 1is an abbreviation for &avarta; "ak" is an abbreviation for

aksara; and "akk" is an abbreviation for aksarakala.



1. Introduction

This thesis is a study of how musical style is transmitted, developed,
and/or changed by members of the Karaikkudi style of vina playing. In south
India, musical styles involve such features as values pertaining to the per-
formance of music as well as religious behavior and aspects of musical
sound. Because each musician in the Karaikkudi style has a different under-
standing of how the past is to be linked to the present in a "traditional"
performance, attention will be devoted to explaining how such musicians re-
concile their innovations within the context of the Karaikkudi style.

The text is organizéd into three parts: the first is an introduction
containing a discussion of the author’s background and motivation to carry
out this study, a consideration of terminology for style used by Indian
musicians, and a brief mention of the pertinent literature on style in south
Indian music. The second part of the text is a description of the history
of the style and its members, and the third is an analysis of how the style
has changed and/or developed.

Because the questions posed and the interpretations in this thesis
ultimately derive from my personal background and experiences in south India
I will begin by briefly discussing how I came in contact with the field, why
I decided to research this topic, the extent of my training in south Indian
music, and the limitations of this work.

1.1 Introduction: Background of the author

I first came into contact with the classical music of south India
during my first year of undergraduate studies at Oberlin College where I was
concentrating in the fields of Mathematics and Music. My eventual decision
to learn the south Indian vina was perhaps influenced by my interest at the

1



time in classical and rock guitar and in the renaissance lute.

In the fall of 1980 the flutist T. Viswanathan and the mridangam player
Ramnad V. Raghavan gave a concert at Oberlin which I attended and which
stimulated me to learn mridangam from Raghavan, who lived in nearby Cleve-
land. Over the next two years my general interest in Indian music increased
and shaped the way I would improvise and compose on the guitar; in addition,
the complex rhythmic patterns in my drum lessons dovetailed nicely with my
interest in mathematics. Despite the creative stimulation provided by les-
sons with Raghavan, I felt weekly lessons could not provide sufficient un-
derstanding of Indian music and searched for a program that would allow me
to spend my junior year in India.

The University of Wisconsin Year in India Program, enabled me to spend
ten months of the following academic year (1982-83) in the southern Indian
city of Madurai. Although I had come to India with plans to study the vina,
having listened to it on recordings in the U.S., it was quite by chance that
I came in contact with my first teacher, Karaikkudi Veenai Lakshmi Ammal.
Lakshmi Ammal was the daughter of a famous musician named Karaikkudi Subba-
rama Iyer (1883-1936)1 and the niece of Karaikkudi Sambasiva Iyer (1888-
1958), who were together known as the "Karaikkudi brothers" and considered
to be among the leading vina performers of their day. The manner in which
they played then, and the way in which their disciples play now, is called

the Karaikkudi style, the Karaikkudi pani, or the Karaikkudi school of vina

playing.

Ig. Rangaramanuja Ayyangar (1972, pl. 17) gives dates as (1883-1938),
this is followed by Subramanian (1986, 15 and 24). According to Lakshmi
Ammal's husband, this is not correct; 1936 is the date of Subbarama Iyer’'s
death; Subramanian now concurs (Narayana Iyer 1988, pers. com.).

2



Karaikkudi Lakshmi Ammal initially treated me with rather cool scepti-
cism and rarely gave praise, and because she taught me quite slowly, it took
about four months for me to finish the basic exercises on the vina and to
begin learning the basic compositions for the instrument.? As I was
learning these, I discontinued lessons on the mridangam, which I had begun
with D. Srinivasa Iyengar,3 because I felt my lessons lacked rigor, and
because I wished to concentrate on learning to play the vina.

Although one initially learns karnataka sangita by imitation and rote
memorization, I found the music difficult to imitate and memorize because
Lakshmi Ammal would play particular phrases differently from previous
renditions, or would omit them or replace them with different phrases--not
only from day to day, but even within particular lessons. My frustration at
this particular level of learning forced me to think about how these phrases
related to one another. Eventually I began to consider how the patterns of
variation I observed might relate to performance style and how wvarious
interpretations of a composition or of any unit of musical meaning can fall
under the category of a particular style.

Pursuing this interest in style I began to pay attention both to
differences between styles and to the diversity within styles of south
Indian musical performance, and tried to learn as many compositions as I

could- -these numbered about 10 by the time I left. I returned to Oberlin to

2Though I thought this was a long time, Lakshmi Ammal had compressed
the lessons for me since I was a foreign student. Some Indian students are
said to remain at this level for as long as five years. Great musicians of
south Indian music may practice these lessons every day of their lives as
musicians.

3D. Srinivasa Iyengar was the teacher of the late Emmons E. White,
author of Appreciating India’s Music. A picture of Iyengar appears on page
36 of this book (1971).



complete my math degree the next year but pursued ethnomusicology and karna-
taka sangita as primary interests. In December 1984 I returned to Madurai,
where I remained for the next 14 months. During this period I began taking
vocal lessons from Kamala Ramamurthy, a disciple of T. M. Tyagarajan. Sing-
ing lessons with Mrs. Ramamurthy provided me fluency not only in the musical
language but also in the theoretical system since she had studied music in a
music college as well as privately.

In August of 1985 Lakshmi Ammal died. After about a month of not
taking lessons I began to commute regularly to Karaikkudi (a 2% hour bus
ride) for lessons with K. Sugantha (a relative of Lakshmi Ammal’'s who was
about 28 at the time) and to Madras (an overnight train ride) for lessons
with Ranganayaki Rajagopalan. I had previously begun lessons with Ranga-
nayaki whenever I happened to be in Madras. Ranganayaki, who studied with
Sambasiva Iyer for over 20 years and performed with him regularly, is his
senior disciple. My interest in the continuity and change within the
Karaikkudi style was further stimulated by the apparent gulf between the
playing style of Lakshmi Ammal and Ranganayaki.

To give an apﬁroximate idea of how much time I spent with each of my

vina teachers, I have prepared the table below:

{# of hours Name of teacher Teacher’s teacher & rel.
300 Lakshmi Ammal Subbarama Iyer (vocal), father
50 Sashikala Lakshmi Ammal, mother
Suryanarayanan
85 Sugantha Lakshmi Ammal, great aunt
Sridharan



{# of hours Name of teacher Teacher's teacher & rel.

20 K.S. Subramanian Lakshmi Ammal,& mother
Sambasiva Iyer,5 adopted
father

Ranganayaki Rajagopalan
Raajeswari Padmanabhan, sister

15 V. Shanti Lakshmi Ammal, grandmother
150 Ranganayaki Sambasiva Iyer
Rajagopalan
5 Raajeswari Lakshmi Ammal,6 mother
Padmanabhan Sambasiva Iyer, granduncle

On my most recent trip to India, in Dec/Jan of 1987/88, I met with my
teachers and other musicians to discuss some of the ideas I had developed
since leaving India, learned new compositions, and recorded the playing of
Lakshmi Ammal’s former students to provide reference for comparing their
playing in the future.

Limitations of this study

Although I studied Tamil for three years as well as some Telugu, my
limited language competence has limited some of my inquiries. I was able
partly to overcome this limitation by employing research assistants for
formal interviews and partly by working through my teachers’ relatives in
English. My initial unfamiliarity with Tamil did not hinder my learning the
vina because karnataka sangita is usually taught without speaking and, since
my lack of fluency in Tamil prevented me from asking questions, I concen-

trated on learning the fundamentals. In this way, without my awareness, I

“4she seldom gave lessons to him directly, but his first teacher was his
mother by virtue of growing up in that household.

SFor one year, before Sambasiva Iyer’s death

6Up to the age of five.



was a little bit closer to a "traditional" setting in which the disciple
does not ask questions.

My analyses are based both on my experience learning the pieces to be
discussed and on analysis of cassette recordings made in India by myself and
others. Because of the inherent limitations of relying on such recordings,
I have attempted to consult as many recordings and versions of a piece as
possible. Of the Karaikkudi style alone, my pool of recorded examples con-
tains about 150 hours of performances, half of which are radio or live con-
certs. Commercial recordings and another 150 hours of concert tapes make up
the example pool of other styles consulted.

Finally, although I am limited by my own abilities to create within the
tradition, I have learned approximately 80 compositions and have some
ability to work within the various improvisational forms. And because I
have acquired enough technical competence to reproduce nearly all the
gestures in the style, I can both determine how each detail is produced when
I hear it on tape and describe it reliably in the context of this thesis.

1.2 Terminology
1.2.1 Defining style

One of the first issues to be resolved in finding a working definition
(if it is indeed possible) for style, is how to select and understand the
words musicians generally use to denote style. The terms discussed below,
which include those wused by my teachers and those commonly discussed in
scholarship about music, are complicated by the sometimes loose and
contradictory ways in which they are used. In addition to the English word
style, ubiquitous in south Indian rhetoric about music, relevant terms in

Tamil, Telugu, and Sanskrit include pégi, V&%i, pagakkam, gharana, baj,



paramparad, and pathantara. Let us now consider each of these words in turn.
1.2.2 pani, vali, and palakkam

An examination of the word pani, defined by Sambamoorthy (1952, 39) as,
"the characteristic style of singing or performing associated with a parti-
cular singer or instrumentalist," is a logical beginning for a discussion of
indigenous terms contributing to the meaning of style. According to the
Tamil Lexicon, pani is derived from the Urdu bani, and means "style, manner,
or peculiarity." Renowned musicians have interpreted pani as "path" or
"mérga“7 (Balasubramanyam 1955, 17), or vali (Sambasiva Iyer 1953, 18).
Although Sambamoorthy conceives of pani in terms of technical and performing
aspects of music, other musicians and scholars evidently use the term to
refer to aspects that extend beyond the music itself.

vali is an etymologically Tamil word which means "manner, method, or
mode" in the context of musical style (University of Madras 1982), but, the
broad definitions of the term reveal deeper meanings. For example the mean-
ings "a path," "a road," "a way"; "a way in a moral sense"; and "antiquity,
or oldness" reflect the traditional attitudes toward cultural institutions
in India. A style of music is taught by one's guru; it is seen metaphori-
cally as a "path" to the divine and as a way to fulfill one’'s dharma through
right conduct, that is, "way in a moral sense"; and it is in many cases seen
to be or claimed to be old. In these broad senses, the term vali parallels
the term marga sangita found in Sanskrit treatises in reference to classical
music.

palakkam means "initiation, training, exercise, use" or "habit, prac-

7sanskrit meaning "a way, manner, method, custom, usage" "the right
way, proper course" "a high (opp. to ‘vulgar’) style of acting or singing or
dancing" (Monier-Williams [1899]1979, 812).
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tice, custom" (University of Madras 1982, 2544). Karaikkudi Lakshmi Ammal
(my teacher) used this word in the context of explaining what was permis-
sible in her vinad style. For example, she used to say that in her palakkam
one does not allow the instrument to slide along the floor or to tilt back
and forth while playing.

The three terms reveal different aspects of style in south India:
style is a way or manner in which something (in this case music) is carried
out, adherence to which is considered of wvalue, and learning it involves a
particular kind of training and initiation. Applied to style in music,
these terms can take on, but are certainly not limited to, purely technical
meanings. In fact, the old way of transmitting traditional knowledge from
guru to éigya (pupil; disciple) almost precludes the possibility of learning
how to produce music from the vina without being exposed to the master’s own
attitudes, prejudices, quirks, and habits.

The music master’s (guru’s) attitudes can include the very notion of
what constitutes style, making an external analytic description of style in
south India rather problematic. An example of this kind of problem lies in
the several senses or degrees of breadth in which the term pani is used. It
can be used to describe traits of individual musicians, to distinguish
particular "schools" or "styles" in karnataka sangita, and to distinguish
south Indian music from Maharashtrian and north Indian music. The karnataka
pani, according to the late T. R. Mahalingam (1985, 39)8, "can mean that
which reflects the soil of the South . . . It should reflect that which is

peculiarly South Indian, the characteristic make-up of the people populating

81t should be noted that this was written when he was only 16 years
old. This may not have reflected Mahalingam'’s thoughts as a mature artist.
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the South." In a similar vein, Sambasiva Iyer (1953, 18) states that the
"karnataka, hintustani and mahdrastira" pani-s should not be mixed.

This multi-level conception of pani is reflected even within an indi-
vidual’'s notion of the term, as reflected above by Sambasiva Iyer. Maha-
lingam (1985, 39) addresses the multi-leveled aspect directly,

This idea now affords us a way of stating what bani is. To ecall

it style will be insufficient. Bani is style plus something.

Style is that which reflects the personality component, if I may

so put it, while bani is that which reflects the context compo-

nent. Style is the peculiarity of the individual, while bani is

the peculiarity of the Universal of which the individual is a

part. Considered in this light, bani admits of a variety of

classes depending on the concept and degree of universality

[emphasis mine].

Bonnie Wade discusses the analogous levels of style in khyal gharana-s
in her book Khyal (1984a, 5),

A khyal singer must demonstrate in each performance that he or she

understands and controls the generalized genre of khyal, and more

particularly khyal in the style of his or her gharana, and that he

or she can show personal creativity, imagination, and skill that

is demanded of every performance.

The book outlines how various musicians and gharadna-s can be described
in terms of these three levels. While Wade treats primarily the musical
aspect of gharana, the definitions and treatment of ghardna in north India
are every bit as confusing and complex as the definitions of pani in the
south,

1.2.3 gharana, baj

Daniel Neuman’'s (1980, 145-67) discussion of gharZna has served as a
point of departure for subsequent scholarship concerning this topic. Two
aspects of his discussion are pertinent here, the definition of gharana, and

the authority of gharana to determine what is authentic.

Neuman lists the three criteria necessary to establish a musical tradi-



tion as a gharana, "a lineage of hereditary musicians, their disciples, and
the particular musical style they represent" (1980, 146).9 Recent discus-
sion has centered on the exact nature of this "particular musical style."
In instrumental traditions, Neuman de-emphasizes the role of musical style
in differentiating gharén&-s.lo

In vocal genres, Neuman traces gharana back to four "pre-existent
styles," which are called "banis" or "vanis." Unlike the many views on what
constitutes a pani in the south, Neuman’'s view is that "Banis could be de-
scribed entirely in musical terms as pure style, without reference to indi-
viduals or lineages." The connection between gharana-s and these "banis" is
in part responsible for the stylistic authority of the gharédna. As he puts
it,

Representatives of today's gharanas are said still to manifest
stylistic elements traceable to one of these four banis . . . In
most cases, however, the details of possible connections to
particular banis are less important than the fact that banis at
one time existed and thereby provide a conceptual link to verify
the idea of stylistic ancestry, in other words a tradition (1980,
148) .

The issue of stylistic authority refers to the degree to which gharana,
as an institution, has the wultimate authority to prescribe what is
authentic. As Neuman writes:

Seen in a more general light, the question of authority is wedded

ade (1979, 176) cites Deshpande (1973, 11) in this regard, writing 'A
musical tradition is generally considered "of a gharana" when at least three
successive generations of able musicians have pursued a distinctive style of
singing.'

10This is the attitude that seemed to prevail in his comments following
the session entitled "The concept of gharana in instrumental traditions of
North 1India" at the Ann Arbor national meeting of the Society for
Ethnomusicology. In his paper, however, he argued for a fundamental
distinction between vocal and instrumental gharana-s, the latter lacking
cohesiveness as a stylistic school.

10



to the definition and salience of tradition and the role of

pedigrees as the embodiment of tradition. This is a problem which

one readily recognizes as not limited to music culture alone; it

speaks to the whole question of the place of tradition in any

contemporary society.

An analogous situation in south India is the tendency of musicians to
ally themselves with recognized styles and respected musicians, even if they
have not learned within those styles or from those musicians. This process
of legitimation contributes to the formation of what has been called "in-
vented tradition,"ll a phenomenon by no means unique in the history of cul-
tures. The question of stylistic authority is also pertinent to understand-
ing the role of the guru, and the role the family member vis-a-vis the non-
family member in a given style.

Although the specific attributes of gharana make it different from any
institution that operates in south India, the fact that gharana is mani-
fested both in social and musical terms suggests that Indian classical musi-
cians in general (if it is reasonable to speak about a South Asian musical
culture complex) conceive of musical traditions in more than purely musical
terms.

The term baj refers to the playing styles and techniques of musical
performance traditions. The tefm is applied to accompaniment, usually by
tabla players, since the term derives from the verb bajna, "to hit or beat"
(Neuman 1980, 120); but, it also applies to sitarists and sarodists. It is

interesting to note that instrumentalists, and especially accompanists, are

grouped together according to baj; it is a point of debate whether accompa-

1lua set of practices, normally governed by overtly or tacitly accepted
rules and of a ritual or symbolic nature, which seek to inculcate certain
values and norms of behavior by repetition, which automatically implies
continuity with the past. 1In fact, where possible, they normally attempt to
establish continuity with a suitable historical past" (Hobsbawm 1983, 1).
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nists form actual gharana-s.

Lineage is a feature essential to gharana but, at least in theory, not
essential to either north Indian baj or south Indian pani. In practice,
however, members of both baj and pani will claim either blood descent or a
direct line of discipleship from a major figure of the past. In order to
address the connection between lineage and style we will need to examine the
descent of traditional compositions and the lineage of the musicians.

1.2.4 pathantara, parampara

Closely wedded to the idea of individual musical traditions within the
larger sphere of karndtaka sangita is the notion of history, or of handing
something down from previous generations. parampara, in this context,
refers to the succession of disciples within a given tradition.l? The
phrase guru-$isya parampara, meaning roughly "master-student tradition," is
commonly used in India to denote the traditional means through which know-
ledge is passed from one generation to the next. Knowledge, in this con-
text, may be as down-to-earth as knowledge of a craft or trade, or as lofty
as the kind of knowledge associated with the study of classic Hindu texts.
Because music represents both a craft and a knowledge of higher spiritual
order, the teaching of music requires many levels of communication.

The traditional method of teaching, called gurukula vasa ("living in
the teacher’s house"), ensures that the disciple is exposed to every detail
of his or her master’s way of life. Through this method of teaching, the
disciple learns not only music but also such things as daily routines of

ritual conduct, rules for moral conduct, and even peculiar ways of padlock-

12 A Sanskrit term meaning "an uninterrupted row or series, order,
succession, continuation, mediation, tradition" (Monier-Williams [1899]1979,
587), or "lineage" (Rangaramanuja Ayyangar 1972, CLi).
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ing a door.13 Disciples may not become aware of the significance of such
types of ritual, social, and other information until they have grown older.

parampard provides another example of how musical and non-musical (or
not directly musical) aspects of training and tradition are grouped together
in the minds of Indian musicians and society as a whole. While the terms
pani and gharana refer, in a sense, to the traditions themselves, the term
parampara refers to the institution of maintaining those traditions through
lines of discipleship.

At one time, in south India especially, pani-s could be distinguished
in part by the repertoire which they controlled. Sometimes the parampara of
those who sang a particular song could be traced back to the composer. The
descent of the composition itself is called pathantara; the term also means
repertoire (Sambamoorthy 1973, 327).1% So one can at times distinguish the
style of a composition as dictated by its history or descent (its path-
antara), from the style in which it is rendered, which is dependant on the
paramparad and pani of the musician who performs it.

Each of these aspects of music tradition in India can be used to
construct a working vocabulary for discussing style. Each of the above
mentioned terms brings into play many of the extra-musical features that are
transmitted as a tradition is passed down. Although the remainder of this

thesis does not require the use of many such terms directly, the aspects of

L3These three examples of possibilities for 1learned behavior are
carefully chosen; in one way or another each of them have been mentioned by
students of Sambasiva Iyer as routines or lessons learned from being in
contact with him.

14The Tamil Lexicon (University of Madras 1982) gives the meaning
"variant reading." The Sanskrit (Monier-Williams [1899]1979)) derivation
patha (recitation, study, text) plus antara (interior), yields the sense of
the word as [knowing] the inside of the text.
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style in south Indian music they reflect serve as points for departure in my

discussion of the Karaikkudi style.

1.3 Other studies

The doctoral thesis by K.S. Subramanian entitled "South Indian Vina
Tradition and Individual Style" is the work most closely related to this
study. He juxtaposes the Karaikkudi vina style as played by Sambasiva Iyer
and himself with that of the Mysore style, as played by Doraisamy Iyengar,
using the vocal model of T. Viswanathan as a control; two compositions,
viribhoni and $ankarinivéyani, are analyzed in detail. The main strengths
in this thesis are the detailed descriptions of the techniques used in the
Karaikkudi style. Subramanian’s own membership in the Karaikkudi family and
tradition seems to have prevented him from taking a closer look at the di-
versity within his own style and critically examining it.

David Reck, in "A Musician's Tool-Kit: A Study of Five Performances by
Thirugokarnam Ramachandra Iyer," describes an individual musician’s "bag of
tricks" and relates this musician's processes of improvisation to those
discussed in Albert Lord’'s study of epic story telling, A Singer of Tales.
Ramachandra Iyer is a player within the Karaikkudi Style. Reck’s intention
was to study a lesser known performer, not a famous artist, and the focus of
his attention was given to analysis of five performances of a composition,
sarasiruha, for which the Karaikkudi school is famous.

T. Viswanathan's "raga &ldpana in South Indian Music" provides an
analysis of raga alapana in five different styles of vocal performance. His
approach highlights the structural similarity among all styles in the kar-

nataka tradition. This is an important foundation for any study of the dif-
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ferences among styles.l5 Certain points within his thesis are important for
my study. He mentions, for example, particular musical gestures within ala-
pana that are associated with particular artists. Such gestures are also
one of the components of a musician’s "tool-kit" as described by Reck. An-
other approach in Viswanathan's study is a detailed examination of how par-
ticular structural sections of alapana are expanded or contracted.

As Viswanathan dealt with &lapana analytically and historically, so
does Amy Catlin deal with the kriti form historically and analytically in
"Variability and Change in Three Karnataka Kriti-s: A Study of South Indian
Classical Music." Her thesis is that the core identity of a kriti remains
stable, though the surface is subject to change. This might be one way of
looking at playing style on the vina, but it is difficult if not impossible
to distinguish the "core" from the "surface," for this varies from musician
to musician.l® In the course of her thesis, Catlin describes the role of
various musicians in changing the "surface" of compositions.

The four studies mentioned above deal with the general concept of style
(in relation to the musical product) in different ways. Subramanian's
thesis juxtaposes vina and vocal styles, as well as Karaikkudi and Mysore
styles. Reck’s thesis examines style as internally defined by one man.
Viswanathan looks at the pan-traditional structure of alapana style. Catlin
uses the kriti as the unit in analyzing musical style. 'Style’ has a dif-

ferent meaning in each of these contexts, and yet certain broad principles

ere I am refering to the musical product aspect of style;
Viswanathan does not deal with the social, economic or other aspects I
consider, except with respect to the changing needs for teaching raga alapana.

16The distinction between "surface" and "core" is questionable even in
the context of the kriti.
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and processes link each context together; I will draw on all these contexts

in a discussion of the Karaikkudi style.
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2. The Karaikkudi Style

The Karaikkudi style and styles in general are always changing. Be-
cause the purpose of this chapter is to establish a point of reference to
discuss these changes, the first section of this chapter (2.1) will intro-
duce the style and some of its members and the second two sections (2.2-2.3)
will be a description of the Karaikkudi style as it appears to have been at
the time of Sambasiva Iyer--although it will occasionally be necessary to
draw on examples from present day practice. The next three sections (2.4-
2.6) deal with specific issues in the Karaikkudi style, and the last section
(2.7) is a brief survey of other prominent vina styles provided for the sake
of contrast.

2.1 Members of the Karaikkudi style

K. S. Subramanian (1986, 226) has traced the names of those who belong
to what is now known as the Karaikkudi style to what is believed to be the
third generation of vina playing members of his family and estimates they
lived in 1750.17 Subramanian’s father, D.K. Narayana Iyer (who presumably
got the information from his wife, Lakshmi Ammal, from her father, Subbarama
Iyer, and from her uncle, Sambasiva Iyer) prepared a family history written
from the point of view of his wife, Lakshmi Ammal, that confirms these names
18

but provides no dates.

lst generation: unknown

171 have found no records to confirm or contradict the dates
Subramanian, in his genealogical chart, appears to have estimated by
successively subtracting thirty years from the dates of each generation
preceding Subbarama Iyer (1875-1936).

181 have provided a transliteration of the Tamil spellings for the
names of the musicians preceding the Karaikkudi brothers (as they appear in
Narayana Iyer’'s genealogy) since no standardized romanization of these names
is found in the literature for these particular artists.
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2nd generation: unknown

3rd generation: malaiyappayyar (c.1750)
4th generation: venkatisvarayyar (c. 1780)
S5th generation: cupparamayyar (c. 1810)19

6th generation: cuppiramaniyayyar (c.1840)
[who was also known, perhaps informally, by the shorter
name cuppayyavayyar]

7th generation: Subbarama Iyer (1875-1936)
Sambasiva Iyer (1888-1958)

8th generation: Daughters of Subbarama Iyer who play vina:
1. Lakshmi Ammal (1918-1985)
2. Sankari Ammal (born c¢.1926)
3. Meenakshi Ammal (born c.1926)

Disciples of Subbarama Iyer

1. Lakshmi Ammal (vocal only)

2. Sankari Ammal

3. Meenakshi Ammal

4. Gomathy Sankara Iyer (study: 1928-30)20

Disciples of Sambasiva Iyer
1. Ranganayaki Rajagopalan (b.1932) [study:1938-50]21
2. Raajeswari Padmanabhan (b.1939)[study:1945-55]

19That Subramanian lists cupparamayyar as "Subbaraya" and notes that
one "Subbaraya" was a court musician in Pudukkottah (putukkottai) raises the
question of what is the correct name and whether "Subbaraya" or cupparam-
ayyar was mentioned as a vigé player in "Pudukkattah" (putukko;g&i) in
Subramanian’s source--which he does not provide (1986, 15). Even if
"Subbaraya" is an informal name for cupparamayyar, or if Narayana Iyer has
made an error in his genealogy, it is still mnecessary to link this
particular family member to the man mentioned in Subramanian’'s source with
evidence more substantial than a name.

204 musicologist who trained G.N. Dandapani Iyer and R. Pitchumani
Iyer, two vina artists who live in Madras (Subramanian 1986, 228)--neither
of whom are considered Karaikkudi vina players. Although Gomathy Sankara
studied with Subbarama Iyer, he is not, strictly speaking, considered his disciple.

2lThese dates, which Subramanian presumably obtained from Ranganayaki,
probably refer to the period in which she took lessons on the vina, for her
musical training began at the age of three with vocal lessons, and because
Ranganayaki performed with Sambasiva Iyer until his death in 1958, it
spanned over 20 years.
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Other Students of Sambasiva Iyer22
1. K.S. Subramanian (b.1944) adoptive son of Sambasiva Iyer
[study:1957-58]
2. Tirugokarnam Ramachandra Iyer (b.1919) [study:1938-41]
3. Mysore T.N. Ramaswamy Sastri (1926-78) [study:1941-58
intermittently]
4, Devakottai Narayana Iyengar (1905-?) [study: 1922-257]

9th generation:Children of Lakshmi Ammal who play vina
1. Raajeswari Padmanabhan
2. K.S. Subramanian
3. N. Chandramouli
4. Sasikala Suryanarayanan

Children of Sankari Ammal

1. Kamala

2. Vasantha

3. Jayalakshmi
4, Lakshmi

Children of Meenakshi Ammal
1. Rajalakshmi

Disciples of Lakshmi Ammal23
1. S. Mallika (distant relative)
2. Sugantha Sridharan (granddaughter of
Lakshmi Ammal’s oldest sister, Subbalakshmi)
3. V. Shanti (granddaughter)

10th generation:
1. Sri Vidya (daughter of Raajeswari)

2. V. Shanti (daughter of Venkataraman, eldest

son of Lakshmi Ammal)
3. Granddaughters of Sankari and Meenakshi

The lines of discipleship listed above provide historical reference for
discussing the circumstances under which the Karaikkudi brothers became

famous and several anecdotes reflecting their attitudes toward music.2%

22Sambasiva Iyer distinguished between students and disciples, naming
only Ranganayaki and Raajeswari to be disciples (Subramanian 1986, 228)
because they studied from early age, because they studied with no one else
before him, and because they were given the responsibility to carry on the tradition.

235yubramanian (1986, 228) concludes his genealogy with his own generation,

243ubramanian (1986, 15-28) other bibliographical entries under
"Karaikkudi Brothers" provide many details that will not be repeated here.
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Although their family ancestors had resided in and near the court cities of
Sivaganga and Pudukkottai for generations, the Karaikkudi school of vina
playing gets its name from the town in which the two brothers, Subbarama
Iyer and Sambasiva Iyer, established themselves as renowned exponents of the
vina. Born in Tirugokarnam, in 1899 the brothers were invited to live in
Madurai after their influence in the princely courts of Pudukkotai (putuk-
kottai samastanam) began to wane,25 and later to Karaikkudi to live in a
house donated by a wealthy cettiyar (a mercantile caste) (Subramanian 1986,
18; Sethuraman 1952, 55).

Subbarama, who died in 1936, was possibly the only vina player of his
generation in Tamilnadu to play the vina in a vertical (4rdhva) position.
It is not known, however, whether his father (who was also his teagher)
played the vinad in a vertical position, and if so, why Sambasiva Iyer
adopted the horizontal (sampradaya) posture. Subramanian suggests that if
the vertical playing posture was not originally part of the family tradi-
tion, it may have been borrowed from Andhra vina players, or evolved from a
tradition of vina playing in the temple in which the ardhva position is used
(1986, 16). Regardless of their source, the complementary postures the two
brothers assumed highlighted their musical roles. In a speech honoring
Sambasiva Iyer at the music academy in 1952, Sambasiva Iyer’s student and
friend S. Sethuraman took the opportunity to reflect on these these pos-
tures, comparing the ardhva position, somewhat noble or manly (paurusa), to

the god Siva, and the sampradaya position, possessing the quality of gentle-

2SSethuraman (1952, 55) does not explain why the brothers’ influence
decreased at this time, presumably because Sambasiva Iyer was present at
this salutatory. Subramanian (1986, 18) describes this event in the context
of the general decline in princely patronage.
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ness or good nature (sdtvikam) to the goddess &ri $akti; and combined,
Sethuraman likens the brothers to &akti (1952, 55), the thrilling effect of
which Rangaramanuja Ayyangar recalls:

Through hard work, they acquired perfect mastery over the Veena

and dowered it with a tremendous volume so as to reach an audience

of 2000 without a microphone. Their music was remarkable for its

crispness. The 1light, swift fingering of the elder was in

contrast to the deep, sonorous sweep of the younger. Their Tanam

was a feast of sound that thrilled a vast audience into awe and

inner glow. They were champions in rhythm and only leading

Mridangam players could accompany them without faltering

(1972, 273-4).

Not only did the brothers adopt different playing postures but they
also differed personally. For example, Subbarama was quite sociable--a
skill which undoubtedly aided his managing a large family. Sambasiva Iyer,
who was quite reserved and remained childless, was severe and capable of a
biting wit (Subramanian 1986, 28; Bhuvarahan 1978, 13). This perception of
Sambasiva Iyer, expressed by his students, occasional visitors, and younger
members of the family differs from that of his mridangam player, Muttu Iyer,
who describes Sambasiva Iyer as a very sociable man (Muttu Iyer 1970's).

An experience of Lakshmi Ammal'’s husband D.K. Narayana Iyer illustrates
a similarly severe attitude toward both eating and enjoying music. Samba-
siva Iyer insisted that both of these activities be conducted in complete
silence. Narayana Iyer, while dining with Sambasiva Iyer, recalls disturb-
ing him with the sound of his mastication--the response to which, a piercing
glance, Narayana Iyer could never forget. Sambasiva was equally particular
about the food he ate, never failing to mention the shortcomings of the food
he was served. His fastidious behavior toward both food and music suggests,

perhaps, the equally important ritual role each plays in the life of a

Brahmin such as Sambasiva Iyer, for whom food in general, the individual
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function of each dish, and the processes of preparing food and of making
music all emphasize "purity."

The brothers believed that musical understanding was contained in the
ability to play music, not in the ability to express music in words.26 As
Sambasiva Iyer himself said, "sangita is [found] neither in speaking, nor in
writing, nor in debate. sangita is an art of sound, [and] therefore should
not be handled in any other manner."2/ Such attitudes, which are common to
many performers in India and elsewhere, stem in part from and also may ac-
count for the nonverbal manner in which music is taught in India.

Although Sambasiva Iyer felt that words about music were inappropriate
means to express musical understanding, he believed it essential to under-
stand the words to the music, the sahitya--which in karnataka sangita are
poetic expressions of bhakti, or intense loving devotion for god. This
devotional message is highly wvalued even though the musical form of the
kriti, the most common type of song in karnataka sangita, highlights musical
elaboration through the wuse of sangati-s, or successively elaborated
melodies to a line of text. Sambasiva Iyer’s views on the importance of
understanding these texts are recorded in a summary of his presidential
address to the Music Academy:

Declaring that sahitya without bhakti and lakshanal?8] was like a

26The attitude that musical understanding comes primarily through
performance seems to be common among performers of many cultures. Veena
Dhanammal is said to have sarcastically commented, "Oh, so they talk music
do they?" in reference to the founding of the Madras Music Academy (pers.
com. Michael Nixon, 1988).

27w gafkitam enpatu péccilim, eluttiluom, vivaharatilum illai enputu en-
nitaiya kolkai. sankitam oru nita vityai, allatu véru enta vitattilim i
kaiyé}akkﬁpétatu" (Sambasiva Iyer 1953, 15)

285cience or grammar of music (Sambamoorthy 1971, 2)
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flower without smell and sangita without bhaval??] was mere empty
sound, Sri Sambasiva Aiyar advised Vidvans and Students to
understand the correct import of the songs before rendering them
Vidvan Sambasvia Aiyar said that lack of attention to
lakshana had led to the creation of new types of sahityas. The
traditional rendering of pieces had gradually disappeared and
artists had come to sing various types of sahityas without any
discrimination of time or place . . . Ignorance of the meaning
might result in the rendering of a composition in a wrong place,

which would be considered profane. (Sambasiva Iyer 1953, 10-12).

Although Sambasiva Iyer seems to imply in this passage that he knew the
meaning of each and every word of the texts he would perform, his daughters
Sankari and Meenakshi explain that he only possessed a general understanding
of these texts, which were primarily in Telugu. By knowing words that had
cognates with words in Tamil and in Sanskrit he could highlight specific
words or phrases in the sangati-s he created, and by knowing the general
mood of the piece he could avoid rendering a composition "in a wrong place."
Songs with a sad text, for example, would be considered inauspicious for
playing at a wedding.

A context in which the brothers used a composition for its text, raga,
and mood is described by S. Sethuraman (1952, 56-7). The Raja of Ramanatha-
puram, who had invited the brothers to perform at the palace, sat reading a
newspaper while the Karaikkudi brothers were playing. In response to this
act of rudeness, which was a sign of disrespect to the brothers as well as
to the art, they played the kriti ramabana in the radga savéri. This kriti,
in which Tyagaraja describes in detail the arrow the Hindu god, Rama, used
to kill killed his demon foe, Ravana, itself serves as a metaphorical "ar-

row" aimed at the king (Subramanian 1986, n.20). The raga saveri, generally

associated with taunting or satirical texts (Sambamoorthy 1982d, 174), is an

29ng0ul of expression in music" (Sambamoorthy 1952, 54)
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ideal "bow" to shoot this "arrow." The King, catching this subtle message,
dropped the newspaper and remained attentive throughout the rest of the
concert.

This anecdote illustrates not only a concern for text and context, but
also a rather defiant attitude toward the audience. Sambasiva Iyer felt
that the artist’s responsibility lay not in pleasing an audience, or his
patron, but in serving the goddess through maintaining the purity of his
art, and instructed his pupils in such values through indirect means. For
example, every night he would ask his adopted son K. S. Subramanian to
recite a particular parable in which a man buys a mule and takes it to town
each day. While the man was walking alongside the mule, which was packed
with goods to be sold at the market, some passers-by remarked, "look at that
silly man, walking alongside his mule when he could be riding on it." The
man, not to be made a fool of, mounted and began to ride the mule toward
town; by and by, some other people passed by saying "oh the poor mule; it
has to carry that heavy man in this awful heat." The man began to feel
guilty, and as they approached a stream he thought a minute, got off the
mule, and put the mule on his own back. While they were crossing the stream
they both drowned. Only years later did Subramanian come to realize this
parable was Sambasiva Iyer's subtle yet effective way of teaching him not to
care about public opinion (Subramanian pers. com. Jan. 1988).

Despite Sambasiva Iyer's indifference to public opinion, he never
performed alone while his brother was alive. Shortly after Subbarama Iyer
died in 1936 the first of Sambasiva Iyer'’s two disciples, Ranganayaki, began

training with him.
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2.1.1 Ranganayaki Rajagopalan

Because Ranganayaki’s relatives were close personal friends of Samba-
siva Iyer she was often at his house while Sambasiva Iyer played or sang and
sometimes Iyer would encourage Ranganayaki's attempts to imitate him. Ob-
serving this, her aunt persuaded Sambasiva Iyer to teach Ranganayaki. He
began such lessons informally at first, teaching her to sing lessons like
sarali vari%ai and asking her to repeat in sargam (solfege) melodies he
would sing. He began informally because Ranganayaki was only three years
old, and because, just as his father had taught him, Sambasiva Iyer wished
to develop her svarajfiana (sense of pitch, see p. 37). Sambasiva Iyer began
teaching Ranganayaki to play the vina, however, on Vijayadasami day3O (pre-
sumably of 1936, although Subramanian’s date of 1938 seems to contradict
this) with the kriti, "entavédukondu," first by svara-s and then with
sahitya.

From that day onward she learned the vina, starting with sarali, and
continuing in the traditional order through otta varidai (sometimes classi-
fied as part of sarali), akdra mitu (playing sarali and otta varifai-s
without plucks analogous to the vocal technique of akara), janta varisai,
alankaram, gitam, and varnam. Before the age of seven she had learned these
lessons and nine kriti-s taking approximately the following amount of time:

1 year: sarali varidai, otta varisai

1 year: janta varifai, alankaram

30The night following a nine night festival called navaratri held in
honor of the goddess. On the last day of this festival, the sarasvati paja
is performed in which the goddess of learning and music, Saraswati, is
worshipped and all books and musical instruments in the house are blessed.
Because it is considered auspicious for beginning any new undertaking, music
lessons usually commence on the next day, Vijayadadami day (Jagadisa Ayyar
1982, 135-45).
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1% years: gitam (see 2.2.2.1, "musical materials")

varnam ($ankarabharanam raga)

kriti-s: (in the following order)
vanajasana, $ri, ripaka
pahi &ri, anandabhairavi E
ennadudaya, balahamsa, ripaka
edutanilicité, $ankarzbharanam, adi
entavédukondu, sarasvati mandhari, adi
padavini, salagabhairavi, adi
sarasiruhasana, nata, adi
sarasasadmadana, kapi narayani, adi
$ankarini, bégada, rupaka

Sambasiva Iyer taught her these for the most part small and simple
kriti-s and later many other compositions. Rather than sitting with her and
playing, Sambasiva Iyer would ask Ranganayaki to play on the vina whatever
he sang and correct her verbally or by motioning to her. Although he would
occasionally sit with her to demonstrate techniques such as tanam, they
usually played together only while performing, either in the piija room or in
concert.

From the very beginning, as Ranganayaki recalls it, she was forced to
play on a full sized vina and was subjected to a rigorous routine; from four
in the morning she would practice for several hours, and only then be per-
mitted to have some coffee, take her bath, and eat. The rest of the day
would continue in the same manner: she would play for several hours at a
time and stop only to eat, perform piija, or do chores. If she made an error
while practicing, she was severely reprimanded and forced to begin again.
Ranganayaki sald that she detested playing the instrument at this time, but

that she had no choice. She recalls beginning to enjoy playing the vina

only after she was well into her teens, married, and playing professionally.

3lghe has completely forgotten this piece. The only piece listed with
this title and raga in the Index of Songs in South Indian Music is one by
Syama Sastri. It is unlikely that this is the composition since it is
longer and more complicated than the pieces that are taught initially.
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In 1941 Sambasiva Iyer made his first major concert appearance since
his brother’s death, and Ranganayaki accompanied him (they gave a little
known performance in Karaikkudi in 1940 [Srinivasan and Jayaraman, 1988-
1989]). Kalki (1941) published an eloquent description of this long awaited
concert which told of the public surprise on seeing Ranganayaki, the "little
girl with the big vina." After astounding the audience in that performance
Ranganayaki was to appear with her teacher in all of his performances.

2.1.2 Raajeswari Padmanabhan

Lakshmi Ammal, my teacher, was the third of the older Karaikkudi
brother Subbarama Iyer's five daughters. She learned vocal music from her
father but had to teach herself the vina as women in her family did not play
the instrument, and her father refused to teach her, even though this con-
straint against female performance was gradually lifted as public attitudes
began to change in the late 1920s.

In 1939, three years after the death of her father, Lakshmi Ammal gave
birth to a daughter, Raajeswari. Raajeswari showed talent from an early
age, easily reproducing the lessons her mother was teaching to other stu-
dents. As a child in a musical household she was not subjected to the kind
of rigor normally imposed on a student in the gurukula system. For example,
she did not start out by learning exercises such as sarali, but by learning
short songs, and although her mother was teaching vina to many students out-
side the family, she did not make a special effort to teach RaajesWari.32

Raajeswari has fond memories of these days, in which she would learn folk

32This method of teaching, which she herself experienced with her
father, was used on all of Lakshmi Ammal's children except Sashi. She would
even ask her children help her teach other students songs they themselves
had not been taught.
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songs and dances and playfully compose pallavi-s, one of which, a song to
attract the attention of the eggplant vendor, she sang for me (Padmanabhan
1988).

In 1944, Sambasiva Iyer regularly visited his niece Lakshmi Ammal in
the city of Madurai and watched her daughter Raajeswari pick up the family
musical tradition, and eventually he requested that she be sent to his home
in Pudukkottai for training. Raajeswari describes the reaction of her
parents as one of both honor and reluctance; but, since out of respect for
Iyer they could not deny his request, they complied.

Raajeswari learned under significantly different conditions from those
of Ranganayaki’'s tutoring. By the time she began training, Raajeswari
recalls, Sambasiva Iyer had begun to mellow a little bit as the grief over
losing his brother had subsided enough to allow him to resume performing;
and he no longer displayed the habit of severely scolding his pupils. Only
at the age of five, when she came to Sambasiva Iyer, did she begin lessons
on the vina, and although her mother had taught her such basic lessons as
sarali vari$ai, only with her uncle did she learn them systematically. Not
only were conditions different, but Raajeswari also held an attitude toward
music that was different from Ranganayaki’s; for Raajeswari, music was some-
thing to be played with, something for personal expression and fun. She did
not regard her uncle with fear and awe as did Ranganayaki, for her relation-
ship with him was one of family love. As a result, it is not surprising to
learn that when Raajeswari began lessons with Sambasiva Iyer she tended to
follow his example less rigidly than had Ranganayaki. When she began learn-
ing compositions she would add her own touches, to which she claims Samba-

siva Iyer would respond, "sabash" ("bravo"). She too would get up at 4
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o'clock in the morning; but, she explains, he would only teach her when he
was in the mood. Even if Sambasiva Iyer did not teach her on a particular
day or at a particular time he would at least make her sing. After a year
her family became lonely for her, and she returned to her mother for a year
or so. After that she never returned home, making her first formal concert
appearance (arankérram) at the age of ten.

2.2 The style represented by Sambasiva Iyer

2.2.1 Technique

In this section I will discuss only a selected few of the techniques
found in the Karaikkudi style, for an extensive analysis of these techniques
and others can be found in the dissertation by K. S. Subramanian (1986).
All techniques of the Karaikkudi style require that the right hand index and
middle fingers alternate in plucking the string, and that the index finger
articulate svara-s (notes) which fall on odd divisions of the aksarakala
(beat; i.e. the index finger is used for strong beats).

Five aspects of technique stand out in discussions of Karaikkudi
Sambasiva Iyer's playing style: 1) pitippu and aluttam, 2) spreading of two
fingers, 3) sphurita, 4) vocal quality, and 5) instrumental quality specific
to the vina. Each of these aspects of technique is described below.

pitippu or aluttam
Karaikkudi musicians use the terms pitippu and aguttam33 to refer to

the firmness of the left hand grip, the intensity of the right hand pluck,

33From what I gather the terms are more or less interchangeable. One
disciple, Ramaswami Sastri, used the term pitippu in an interview with David
Reck (Ramaswamy Sastri 1970's); Sastri’s disciple Shanta Krishnamurthy also
describes this "depth" using the Tamil term pitippu. Ranganayaki Rajago-
palan and Lakshmi Ammal, on the other hand, generally use the term aluttam.
The fact that Sastri and his disciple prefer one term indicates that musical
terminology is sometimes passed from master to disciple.
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and to the resulting "depth" or "weight“34 of the gamaka, or ornament
produced on the vind. According to the Tamil Lexicon (University of Madras
1982), pitippu means "grasping, holding, seizure, catching" and stems from
the verb piti, to grasp or clutch. 3 aluttam, on the other hand, means in
this context "emphasis, forcefulness" and derives from the verb aluttu,
meaning to press down, to press hard, or impress (University of Madras 1982,
165). Lakshmi Ammal used to tell me "alutti vaci," or "play forcefully"
(that is, to play by pressing hard on the strings with the fingers of the
left hand while plucking firmly with the fingers of the right hand).

Examples one and two on tape one contrast two performances of the
beginning to the composition sarasiruhad by a popular performer today, Chitti
Babu, and by Sambasiva Iyer and Ranganayaki Rajagopalan in the late 1950s.
The quality of playing called pitippu and aluttam is not characteristic of
Chitti Babu's playing style. Although this example is intended to demon-
strate the sound of pitippu and aluttam (in the version played by Sambasiva
Iyer and Ranganayaki Rajagopalan), part of the difference between the two
renditions also lies in the performers’ choice of gamaka (integral ornament)
and sangati (melodic wvariations on a line of text--usually of increasing
complexity), and in the structure of the performances--these aspects are not
considered here.

Two finger technigue

In the Karaikkudi school, students are taught to keep the left hand

34Depth and weight are two English words musicians have used to express
this general concept.

35This meaning should not be confused with the usage attached to raga,

"the name given to the more prominent sancharas or raga ranjaka combinations
of a raga and which bring out its svar@ipa or identity" (Sambamoorthy 1973, 328).
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index and middle fingers together in ascending passages and separate in
descending passages: the purpose of this is to provide sufficient pressure
on the frets in ascending passages and to provide smooth connections between
svara-s in descending passages. One must distinguish, however, between this
prescriptive rule, which performers express verbally, and actual practice,
which may not fit the rule (at least in the performances of musicians I have
witnessed).36

sphurita, pratyahata, and "sparkling sphurita"

In a demonstration at the Music Academy in Madras (Journal of the Music

37

Academy of Madras 1953, 35) Sambasiva called attention to the sphurita”’ and
pratyéhataBS techniques in the Karaikkudi style. In the sphurita, the
repetition of a particular svara3? in ascending passages is emphasized by

means of a "hammer-on" [i.e. the middle finger of the left hand sharply

strikes or "hammers" the string--a technique common to guitar and many other

36subramanian (1986, 92) notes that Mysore Doraiswamy Iyengar and T.
Brinda also use this technique. Michael Nixon (pers. com. June 1988) said
that the Dhanammal school (as taught to him by Dhanammal's disciple Savitri
Rajan) requires separation of fingers in ascent and descent.

373anskrit term meaning "quivering, throbbing, trembling, palpitating,
flashing" (Monier-Williams [1899]1979, 1271). These adjectives might be
seen to apply to the quality of ornament produced when produced quickly on a
series of notes. It applies even more closely to the effect produced by the
"sparkling sphurita."

385 sanskrit term meaning "driven back, repelled, repulsed, rejected"
(Monier-Williams [1899]1979, 677). Unlike the dictionary definition of
sphurita, the definition of pratyahata seems to relate to the occurrence of
the technique in descending passages rather than to any specific qualitative
feature of the sound.

391n this case a discrete pitch. The term more generally applies to
composite rendering of a musical note, and its characteristic ornament, or
gamaka (which will encompass other pitches), which 1is permissible or
mandatory in a given raga. The exact pitch content and contour of a svara
depends entirely upon context.
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plucked string instruments] from the svara preceding it. For the sounding
of the first svara, the left hand middle finger is placed just behind the
fret corresponding to the pitch to be sounded, and the index finger of the
right hand plucks the string. The sphurita occurs on the repetition of this
pitch, in which the index finger of the left hand is first placed just
behind the fret that precedes the fret of the pitch to be sounded; second,
the right hand middle finger plucks the string; third, the left hand middle
finger "hammers-on" the fret quickly enough to prevent the pitch a half-step
lower from sounding. On example three of tape one, drawn from the first of
a series of exercises called janta variéai, the author demonstrates the
sphurita technique in the raga mayamalavagaula.

The pratyahata is the descending version of the same gamaka. First,
the left hand index finger is placed just behind the fret corresponding to
the initial pitch; then the pitch is sounded. For the repeated svara the
index finger of the left hand remains behind the fret on which the svara
will be sounded; it is then quickly replaced in a "hammering" action per-
formed by the middle finger as soon as the string is plucked. The right
hand finger plucking is identical to that of the sphurita. Example four on
tape one is a demonstration of the pratyadhata technique in the raga maya-
malavagoula drawn from janta variéai and performed by the author.

"Sparkling sphurita" is a term coined by Subramanian (1986, 174) to
describe a gamaka of five steps. The string can be plucked by either finger
of the right hand; the left hand fingers proceed as follows (fret "x"
represents the fret corresponding to the svara to be sounded):

1. The index and middle fingers rest on fret "x"

2. When the string is plucked the middle finger begins to cross
fret "x" in the direction of fret "x + 1," but before the new
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pitch actually sounds.

3. The middle finger is removed, leaving the index finger alone on
fret "x" and .

4. The index finger is slid backwards across fret "x-1," but
before the new pitch actually sounds

5. The middle finger is "hammered" back onto fret "x"

Subramanian (1986, 175) notes that this technique "defines the position
of any svara . . . with respect to its immediate upper and lower neighbors

by a slide, even though those immediate upper and lower neighbors may
not be part of the raga scale." Emic-ly this fulfills the same function as
hammering to the next pitch of the raga with the middle finger of the left
hand and plucking with the same finger in order to sound the original svara,
or, the same function as bending to the next pitch of the raga and quickly
returning to the original pitch. Example five on tape one is an ascending
scale (taken from the raga mayamalavagaula) performed with a "sparkling
sphurita" on each pitch. The final pitch is rendered with this gamaka four
times in succession.

Vocal quality

The fourth technical feature which all members consider essential to
the Karaikkudi style is vocal quality (i.e. the quality of sounding like
human singing), the expression of which, in contrast to the other techniques
described above, is particularly subjective, and the determination of which
is complicated by the fact that almost all instrumentalists in karnataka
sangita claim to approximate the sound of the human voice.

To express what is considered vocal in the Karaikkudi style, performers
render gamaka-s and overall forms slowly and clearly, pluck the strings in

correspondence with syllables of text (to the extent possible), limit over-
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all range to approximately 2% octaves, and sing while playing.ao Although
it may seem ironic that the Karaikkudi style attempts to imitate vocal music
through the use of slow tempos when vocal music includes vastly swifter
comparative gamaka-s and scalar sweeps (pirkka or briga)41 than does the
Karaikkudi vinid style, these techniques do not appear in the Karaikkudi
style because they cammot be clearly executed on the vina.

Other schools of vina playing sometimes point to features of the
Karaikkudi style they consider to contradict a vocal approach; these include
"extra" plucks, stark phrase articulation, left hand plucking techniques,

42 The range of opinions as to what consti-

and limited string deflection.
tutes the proper interpretation of vocal music on an instrument indicates
that two aspects of style in south Indian music are a sense of what aspects
are valued in vocal music, and a preference for particular vocal models--and
as well, that vocal music occupies such a prominent position in present-day

south Indian music that all instrumental music must in some way be measured

against it.

40Most vina players pluck where syllables occur and sing, albeit to
different vocal models; tempo and interior details of execution are subject
to wider variability between styles.

alpirkké is a purely musical term, according to the Tamil Lexicon
(University of Madras 1982, 2667) meaning "rising to a high pitch and then
lowering." Sambamoorthy defines birka or briga (1959, 65) as "Musical
phrases of alluring patterns and variegated beauty sung or played at quick
tempo at the concluding part of the alapana of a raga." It is possible that
the word is related to the Sanskrit brigala, meaning "a fragment, piece, or
morsel" (Monier-Williams 1979, 735) for the musical term refers not only to
the speed and patterns of the technique, but also to the fragmented quality
of the passages brought on by the use of discrete or nearly discrete pitches
rather than slow gamaka-s.

4250me players, such as S. Balachander, will deflect a string to reach

many svara-s (as many svara-s as would fill the interval of a perfect fifth)
without leaving a single fret; this is his way of sounding like the human voice.

34



Part of the resistance on the part of some vina players toward repro-
ducing certain qualities of the voice follows from the desire to make the
vina, as an instrument, sound like a vind and not like a different instru-
ment. The former mridangam player for the Karaikkudi brothers, Muthu Iyer,
said Sambasiva Iyer made the vina sound like the human voice; but, he also
said--and this is no contradiction--that Sambasiva Iyer made the vina sound
like a vina (Muttu Iyer 1970's). According to him the modern vina playing
styles sound like music of the kottuvadyam (gé;uvédyam).43

In the playing style of a given instrumentalist it is difficult to
isolate what is "vocal" from what is "instrumental" not only because instru-
mentalists choose to emphasize different instrument-specific techniques, but
also because they base their performances on different vocal models. For
example, to some people the use of plucks which exceed the number of textual
syllables represents emphasis on instrumental aspects. But such is not the
case in the the Karaikkudi style, for vocal models in the Karaikkudi style
are characterized by musical phrases that contain frequent articulations
within passages of akara (melismas sung on the vowel "&" or other vowels).
These phrases, sometimes called tana-s (Rangaramanuja Ayyangar 1972, CLXii),
are marked by glottal stops in vocal music and by plucks in vina music.

Vina specificity

As mentioned above, the Karaikkudi style is seen to take advantage of
the unique and positive qualities of the vina; for example, techniques such
as the "sparkling sphurita," while possible on other instruments and with

the voice, are idiomatic to the vina. Similarly, the manner in which

43An instrument that resembles the vina in shape, but has no frets. It
is played with a plectrum and a wooden bar which is used as a slide similar
to the way slide guitar is played.
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sphurita and pratyahata are used to articulate phrases, while having vocal
analogues, is characteristic both of the instrument in a general sense, and
to the Karaikkudi style specifically. Not only are specific techniques
characteristic to the vina, but also are entire genres such as tanam--the
technique for which Sambasiva Iyer is said to have developed specially. In
this regard, Gana Visharada Titte Krishna Iyengar writes,

Veena is our national musical instrument and when tana or Madhyama

kala is played on the Veena by expert vainikas, the audience

forget themselves in enjoyment of music. Matanga in his Brihad

Desi speaks very highly of Veena. His lines are worth quoting: "A

Veena is recommended in order to reach regions which are mnot

attainable by vocal music." (Krishna Iyengar 1964, 86)

The use of the main and side strings for selectively punctuating
melodic and rhythmic phrases is another vina specific feature which is
brought out in the Karaikkudi style. Although all vina styles use these
strings in way or another, the specific way they are used may differentiate
one style from another. For example, in "sarasasadmadana" the vina technique
called "tribhinna," which involves the simultaneous or successive plucking
of three of the main strings from lower to upper (Sambamoorthy 1959, 172),
is used to highlight important words of the text, and important structural
points in the composition--and serves as evidence to some Indians that they

too, have harmony (see chapter 3 pp. 192-93 for a discussion of the history

)
of this term). Some "purists" will say it is evidence that even the
Raraikkudi style has succumbed to incorporating gimmicks in imitation of
Western music. The question of influence or borrowing, which will be taken
up briefly in chapter three, is not of central importance when considering
how these techniques, the aesthetic choice of which are a function of style,

- explore the innate technical possibilities of the vipa. What is important,

however, is that members of the style point to the vina-specific nature of
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certain gestures as a feature of their style.
2.2.2 Training

Training can be discussed in terms of two components: the musical
materials used, such as exercises and compositions and the manner in which
these materials are taught. Each of these two components has aspects which
are unique and aspects which are shared by karnataka sangita as a whole.

On December 27th, 1954, the fifth day of the Madras Music Conference,
the "experts' committee" met to discuss the "teaching of music" and the
"value of the 'gurukula’ system." The summary of this meeting provided
below is one of the few records that documents the statements of Sambasiva
Iyer in regard to training.

Vidwan Sambasiva Aiyar said it was through perseverance and con-
tinued practice, some of the exercises extending over a whole
year, that mastery could be achieved and such training should be
undertaken even while one was yet young. Citing his own example,
the Vidwan said that he was a Vainika for the eighth generation
[according to Subramanian he was a seventh generation player] in
his family and when he was practising exercises of Sarali, each
for a year, his father would not permit him to think or even at-
tempt anything higher until the first step was completely mas-
tered.

Attention on swarasthanal%4] and its precise playing required that
the mind should not be distracted by too early notions or ambi-
tions about ragas or their knowledge and names. He thought that a
training like this in accordance with old method on the Veena
should extend over a period of 12 years; in a shorter period, he
said this instrument could not be mastered. His elders first in-
culcated in him the complete swaragnana 45] within his fifth year;
then he was permitted to take to the instrument; and on the in-
strument, without any verbal explanation, they taught practically
[,] by drawing his attention by mere signs to sphurita, pratihasa

44The precise intonation of a pitch, literally the "svara place." The
term is also used to refer to the fret on which a svara is placed on the
vina. There are 12 svarasthana-s roughly corresponding to the 12 semitones
of the western gamut.

45literally "knowledge of the svara-s." Implies deep understanding and
sense of intonation.
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[pratyahata] etc., as they went on playing. Thus Sarali, otta
varisai, iratta varisai, alankara, gita, etc., T were learnt.
Kirtanas[47] were taught only after this stage and following the
same practice he had also brought up his two pupils.

Then he asked his pupil, Kumari Rajeswari, to demonstrate the
method from Sarali onwards.

Kumari demonstrated the various stages, finishing with a gita in
Nata, a Bhairavi varna and Nata raga and tana and the kirtana

"Saraseeruhasana." (Journal of the Music Academy of Madras 1957,
37-8)

2.2.2.1 Musical materials: Exercises and compositions used for initial
musical training

Tapes two and three contain examples of beginning lessons and composi-
tions, sarali varisai, janta varisai (called "Sarali, ottu varisai, and
iratta varisai" in the above passage) and alankara performed by Ranganayaki
Rajagopalan (a senior disciple of Karaikkudi Sambasiva Iyer) and others
(recorded Jan. 1988), and gita-s including the gitam in the raga nata as
performed by Raajeswari Padmanabhan (Tape three side B, example one, re-
corded Jan. 1988), the same person who demonstrated before the Music Academy
34 years earlier. bhairavi varnam ("viribhoni") is performed on tape three
side B example six by Ranganayaki and Raajeswari together in a recording
made at the Music Academy in the early 1960's. raga &ldpana and tanam in

nata is performed by Ranganayaki on tape four examples one and two (1985);

46These are the names of the basic exercises and compositionms.

47The name of a kind of composition that is performed, as opposed to
those that are used exclusively for learning or practice.

48Here he is referring to Ranganayaki and Raajeswari. Although he had
taught other students, he did not subject them to the kind of rigor
mentioned in this passage. For this reason, he did not consider these other
pupils his disciples (the pupils themselves, Ramaswami Sastry, Ramachandra
Iyer, Devakkottai Narayana Iyengar, and others, however, considered
themselves disciples!)
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and finally, "sarasiruhi" is performed by Ranganayaki and Raajeswari in the
Music Academy recording on tape four, example three .49

The purpose of including these recordings is to provide an aural
reference to the musical materials which Sambasiva Iyer considered to be
fundamental. The appendix contains notations of the basic exercises sarali
variéai, janta varisai, and alankara as practiced in the Karaikkudi school.
The basic order and type of exercises was established by the so-called
"father of Karnatic music," Purandaradasa [1484-1564 (Sambamoorthy 1985b,
32)]. The exercise marked with an asterisk is unique to the Karaikkudi
style (tape two example seven). Its uniqueness is derived from the uneven
number of tala cycles (three) that must be completed before the pattern is
completed in the first speed; all the other exercises require 1, 2 or 4
cycles of the tala.

Members of the Karaikkudi school proudly claim that rendering all the
exercises with gamaka-s is an exclusive characteristic of their school,
although this is questionable (Meenakshi Ammal 1988). Most styles do teach
the exercises in unadorned form as a way to warm up and to learn the svara-
sthana-s. In the Karaikkudi style, components of every gamaka used in play-
ing compositions or in improvising can be found in the rendering of the
initial exercises. To some extent, even the subtle differences between

individual styles within the Karaikkudi style can be traced to the dif-

ferences between renderings of initial exercises.

493ubramanian (1986) provides a detailed analysis of the varnam,
"viribhoni," as rendered in the Karaikkudi and Mysore styles; Reck (1983)
analyzes five performances of his teacher playing "sarasiruha"; for this
reason, these pieces will not be considered in detail here. The reader is
advised to consult the studies by Subramanian and Reck, and to note the
stylistic consistency between the recording of these two pieces provided for
this study and those included in their studies.
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The six gita-s recorded on tape three are taught as part of initial
training in the Karaikkudi style; the first one is composed by Purandaradas
in honor of the Hindu god Ganesh. It is considered an auspicious piece with
which to begin teaching gita-s to all students of karnataka sangita.

4ri gananada, malahari raga, rupaka tala
padmanabha, malahari raga, triputa tala
analékara, suddha savéri, rapaka tala
sakalasurada, gaula, riupaka tala
minaksi, &ri, triputa

areyanaka, nata, riupaka tala

(o WU, I o WS B

Four varna-s are also commonly taught; it is not clear which varna-s
were learned initially when the brothers themselves were undergoing train-
ing. The four listed below were taught to Ranganayaki as a child:

1 viribhoni, bhairavi raga, ata tala

2. sarasaksi, kalyani raga, ata tala

3. samininne, bankarabharana raga, adi téala

4 (name not available), ragamalika, ata tala

The first three pieces are unique to the style because they include
characteristic sangati-s added by the brothers; the fourth is unique because
it is a rare item. Perhaps Sambasiva Iyer stressed these compositions be-
cause he considered them of value in establishing a Karaikkudi approach to
vinad playing. Subbarama Iyer, however, felt it important to teach the
varnam, "inta caukaséya," bilahari raga, adi tala, before any other varnam;
his daughter Lakshmi Ammal continued her father’'s practice of teaching
bilahari varnam before any other. At the time of Sambasiva Iyer either some
changes had already occurred in the order and method of training or a fixed
order for teaching was not considered equally important by both brothers.
2.2.2.2 Manner of teaching

The most important features of the Karaikkudi teaching method can be

gleaned from Sambasiva Iyer’'s statement above (2.2.2). First the student is
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exposed to music in the household, developing a sense of pitch and general
feel for the music. At this stage the period of time required for learning
varies from student to student. The first lessons are sets of basic exer-
cises (sarali varifai, janta varisai etc.) each of which requires approxi-
mately one year's training. According to one of the basic tenets of the
Karaikkudi school, a new lesson should not be taught until the previous
lesson can be executed perfectly.So

As these lessons are taught, verbal communication is limited or en-
tirely absent; this practice was an important aspect of the Karaikkudi
method as represented by Sambasiva Iyer. The basic sentiments underlying
his tendency to limit discussion about music seem to have been that one must
learn to do or act before learning to think, that one must obey one's
teacher without hesitation,?! and that music can only be "communicated"
through music--that is, by playing it. If a student makes an error, the
teacher signals the student to repeat the lesson; often the student must
detect the error and correct it. During lessons with Lakshmi Ammal, I knew
I played a passage correctly only when she stopped playing and allowed me to
repeat it on my own.

Certain aspects of the Karaikkudi teaching method characteristic of
Sambasiva Iyer'’s time but not expressed in his demonstration at the Music

Academy are described by his disciples Raajeswari and Ranganayaki (Padma-

50This is probably a feature of the "old method" in general. Today few
teachers, even in the Karaikkudi school, adhere rigidly to this practice.

Sljust as a devotee is supposed to abandon all thoughts of self and the
rest of the world in order to experience divinity, the $isya must approach
the guru without questions in order to learn. Recent literature in India
has been critical of this aspect of traditional learning in India. See The
Imprisoned Mind: Guru-Shisya Tradition in Indian Culture, by Akhileshwar
Jha.
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nabhan 1988; Rajagopalan 1988), and by his other relatives and friends. In
earlier generations, all lessons were introduced vocally; once thoroughly
understood, these lessons were transferred to the vind. Generally speaking,
the master did not sit to play with the student. The student played while
the master instructed vocally--that is, by singing rather than explaining.
The vocal mode of instruction undoubtedly relates to the attitude that
playing the vina should sound like singing. Now it is more common to find
teachers instructing their students while sitting with the instrument. So,
for example, Lakshmi Ammal, Ranganayaki Rajagopalan, Raajeswari Padmanabhan
and my other instructors all taught me using the vina--instructing me
vocally only occasionally.

In the past as well as in some contexts today, only a small portion of
a student's knowledge is gained through direct instruction. The rest comes
from listening. When students practice compositions or improvisational
forms they have heard, the teacher will often correct them. Eventually the
student is allowed to perform with the teacher, in which context the student
learns how to behave in front of an audience, how to choose items and order
them for a concert, and how to achieve a balance between sections of

improvisation and compositions.

To summarize, training in Karaikkudi style includes two aspects, the
material taught and the teaching itself. The material taught is composed of
exercises and compositions that are common to the entire karnataka sangita
tradition, and those that are unique to the Karaikkudi style in wvarious
ways. The teaching method itself can be divided into two types: direct

instruction, which occurs primarily during initial training, and indirect
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instruction, which begins when the disciple first hears music and continues
throughout his or her 1life. The ability to continue to learn without a
teacher is one of the most important skills a disciple must develop. The
salient features of direct training in the Karaikkudi style are that
teaching is accomplished nonverbally and that a new lesson is not taught
until the previous lesson is perfected.
2.2.3 Compositions

During the lifetime of Sambasiva Iyer the Karaikkudi style was famous
for certain compositions, of which the following (recorded on tape four)
were considered by general consensus among members of the style to be the
most characteristic and frequently played.52
sarasiruh3sana, nata, adi, Puliyur Doraisamy Iyer
$ankari nivani, bégada, riupakam, Subbaraya Sastri
sarasasamadana, kapi narayani, adi, Tyagaraja
padavini, salaga bhairavi, adi, Tyagaraja
varanarada, vijayasri, adi, Tyagaraja
entavédukondu, sarasvatl mandohari, adi, Tyagaraja

ninnu jeppa, mandari, adi, Patnam Subramanya Iyer
manitangu (kummi), ragamalika, tisra, Chidambara Bharati’3

co~ oYU B W N

32The appendix contains a complete list of compositions Ranganayaki
Rajagopalan learned from Sambasiva Iyer, a list which can be seen as
comprising Iyer’s performing repertoire in the last 17 years of his life
because Ranganayaki accompanied Iyer in most of his performances after 1941
and presumably knew all the compositions he played from that time until his
death. For reasons that will be explored later in this paper, Sambasiva Iyer
discontinued playing certain compositions commonly played by the brothers
when they were together. The second list of compositions, which Subbarama
Iyer’s youngest daughter Meenakshi Ammal recalls learning from him, provides
a point of departure for reconstructing the repetoire the brothers played
during their performing career together (1898-1936 date of first concert
provided by Bhuvaran 1988, 8).

53y composition, based on a Tamil folk song/dance type, which has
entered the "light classical" repertoire commonly found in the latter
portion of classical music concerts. According to Lakshmi Ammal'’'s daughter
Sashi who performs the recorded example (Tape 4A example 7), the happy mood
of this song makes it especially suitable for weddings. A few other non-
classical numbers were common in Sambasiva Iyer’s concerts, including
"magudi" (a snake charmers song) and various "note"s (imitating the style of
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Like the varna-s listed above, some of these compositions became as-
sociated with the Karaikkudi brothers because they were rarely performed by
other art:i.st:s,s‘g+ and because the Karaikkudi brothers rendered them in a
unique manner--primarily by adding or replacing sangati-s. While it is
perhaps obvious that compositions may become associated with a particular
artist through repeated performance, it is not quite as evident how indi-
vidual innovations play a role in style delineation, and it is even less
evident whether or not these innovations follow from general principles of
innovation or occur in relatively consistent patterns.

2.2.4 Innovations

Four kinds of innovation are attributed to Sambasiva Iyer: imnovations
on the instrument itself, creation and modification of sangati-s, composi-
tion of cittasvara-s, and further development of the technique for tanam on
the vina--analysis of this latter is beyond the scope of this study. Now
let us consider each of the other innovations in detail.
2.2.4.1 Organological: Innovations on the vina itself

Since the time the Karaikkudi brothers were performing (if not before)
members of the style have insisted their vina-s be manufactured by a parti-
cular family in Tanjore. Sambasiva Iyer’'s instrument was made by the
craftsman Narayanasari, and those manufactured for members of the Karaikkudi
school today, are made by his nephew (Narayanasari died in 1981). Sambasiva
Iyer's vina was unusual due to the largeness of its overall size and the

ratio between the size of the main resonator (kutam) and the neck. These

English tunes) which he composed.

S4yith the exception of "entavédukondu" which was also made famous by
Chembai Vaidyanatha bhagavatar.
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features, which Iyer himself specified, helped to provide the tremendous
volume for which his playing style was known.

Many vina players have experimented and continue to experiment with the
construction of the instrument in order to enhance the sound, appearance,
and utility relative to their aesthetic tastes. Sambasiva Iyer, no excep-
tion himself in this regard, is credited with introducing the sound hole,
wound metal strings in the bass register,55 and hinged cover for the peg box
in order to facilitate changing strings and to store finger picks and oil.
He fashioned his own finger picks by tying a pancama string56 to a silver
frame. He also designed a tiny box in which he placed a metal plate fitted
with a spring and perforated with small holes to allow him to lubricate his
fingers with the precise amount of oil required for playing (Subramanian,
pers. com. 1985). After he lost his teeth and could no longer chew betel
nut, Sambasiva Iyer devised a betel smasher out of silver. His students
recall his using this invention to pulverize betel nut in strict time with
the tala as they practiced.

Sambasiva Iyer's innovations on the instrument and his inventions
demonstrate his overall dedication to music and the extent to which it
dominated his life. In some ways his care for the instrument is comparable
to the way a pujari (priest) cares for the idol in a Hindu temple.57 Both

the vina and the idol are considered embodiments (rather than representa-

55For the mantiram and anumantiram strings.

56The second playing string on a vina, tuned to the fifth of the scale,
or paricamamn.

575ee Ramanujachari and Raghavan (1981, 155-7) for a description of
this form of bhakti, arcana, which includes "the dressing and decorating of
the Lord." Sambasiva Iyer's innovations on the vina fall into the general
category of ritual care for the deity, which is Sarasvati in this case.
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tions) of divinity; consequently, the manner in which they are treated is a
manifestation of religious behavior. All karnataka sangita originates in
devotion, however, individual musicians express this devotional aspect to
different degrees and in different ways. The innovations described above
are some of the ways Sambasiva Iyer expressed his religious devotion--which
is inseparable from his love for music. His bhakti in the form of arcana,
therefore, might be seen as one of the primary guiding principles behind his
organological innovations.
2.2.4.2 sangati-s

Particular performers and certain styles in karnataka sangita are
credited with introducing new sangati-s (composed melodic variation on a
line of text) into particular compositions; these sangati-s may, in time,
find widespread acceptance. For example, the sangati-s introduced into the
kriti “"vatapi ganapatim" (composed by Muthuswamy Dikshitar) by Mahavaidya-
natha Iyer have become standard materials for the performance of this kriti
(Sambamoorthy 1982b, 2). While analyzing all the Karaikkudi sangati-s is
beyond the scope of this paper a few characteristic examples will illustrate
one of many basic patterns of innovation found in the style.58

Overall, Sambasiva Iyer's use of sangati reflects a deep concern for
balance and precision. sangati-s are well balanced when they are limited to
a number appropriate to the length of the composition to which they are at-
tached (i.e. short compositions should not contain too many sangati-s), and

when they adhere to a gradual, incremental pattern of development. A san-

58For analysis of different sangati-s, consult the master's thesis by
Subramanian (for sangati-s in éaﬁk&rébharagam varnam) and his dissertation
(for those in viribhéni and éankari nivani). Reck’'s dissertation contains
an analysis of sangati-s in sarasiruha.
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gati is precise if it can be rendered clearly and consistently each time--
this means both that the sangati must be simple enough and well enough de-
fined to be understood, and that it can be performed accurately. This
interdependent relationship between composition and performance is illus-
trated in my own experiences learning with Karaikkudi Lakshmi Ammal. For
example, if Lakshmi Ammal was unable to execute a complex sangati with
precision (because of an injured finger, for example), she used to play a
simple version of a particular sangati rather than a complicated wversion.
While playing within one's capabilities is valued in many cultures including
western cultures, this attitude prevents Karaikkudi vina players from per-
forming acrobatic gimmicks or flashy scalar sweeps--in the performance of
which other performers often make errors.

I will now briefly consider two sets of examples in which sangati-s

introduced by the Karaikkudi Brothers exhibit a pattern of development

idiomatic both to the instrument and to the style. The first set of
examples consists of sangati-s added to "entavédukondu," a composition by
Tyagaraja in the raga sarasvati mandhari. The second set of examples are

the sangati-s added to "kanugontini," a composition by Tyagaraja in bilahari
raga, adi tala. Two versions of "entavedukondu" are found on Tape 4B: a ren-
dition by the late Chembai Vaidyanatha Bhagavatar (a performer outside the
Karaikkudi school who popularized a different version of the piece) which

will be used for comparison, and a rendition by Ranganayaki Rajagopalan.59

59performers inside and outside the Karaikkudi school say Ranganayaki’'s
playing is a closer representation of Sambasiva Iyer’s playing style than is
the playing of any other living performer today. Although her playing
sometimes differs in such details as choice of where to bend or pluck a
string in a given context, the structure of her sangati-s remains the same
as lyer's; in "entavédukondu," according to the remarks of others who have
heard his playing, her performance is identical to the way his was.
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No known recording exists of Sambasiva Iyer playing this piece in its
entirety, although a fragment of “entavédukondu" as played by him was
broadcast on All India radio.

In the aﬁupallavi, or second section of this composition which begins
at 1'20" and is notated below in figure 1, Chembai develops sangati-s in a
melismatic fashion around the syllable "a" after the words "cintadircuta
kentamodira" (1'20"-2'15" labeled C1D7-CyD3 in the analytical index [abbr.
"AI"]). 1In contrast, only Ranganayaki'’s first sangati (Figure 2) contains a

melisma on the syllable "&" (8'26"-8'50" labeled C1E; in the AI). The sec-

ond and third sangati-s differ from the first through the insertion of 'srg
(Cp: 8'50"-9'02") and 'dsrg’ (Cj3: 9'02"-9'08") between "cintadircuta" and
"kentamodira" and through the omission of the akira (melismatic) passage.

In the second line of the anupallavi Ranganayaki develops two san-
gati-s on the syllable "&" at the end of "antaratmana" by a melisma on the
svara-s '...m...d,..s..d'" in F; (C3Fy: 9'08"-9'32") and '..mdsds..dmdsd’ in
Fp (C3Fp: 9'32"-9'56"). 1In section F3 of the third sangati the melisma on
"a" is replaced with the concluding words of the text, "centaranune" (C3Fj3:
9'56"-10'14"). 1In contrast to Ranganayaki, Chembai sings only one sangati
for the second line of text (C3Gjy: 2'26"-2'48").

The Karaikkudi sangati-s in "entavédukondu" are delineated not only
through the insertions mentioned above, but also through incremental ad-
ditions of the "sparkling sphurita" ((ss}) on the svara ri. For example,
the syllable "ra" concludes section C; on ri, while the second sangati (Cjp
and Cz') concludes with a single {ss}) on ri and the third sangati (C3 and

C3’) concludes with two {ss} on ri.

While each of the sangati-s in Ranganayaki’'s performance described
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above is characteristic of how sangati-s are structured in the Karaikkudi
style, each is also idiomatic to the instrument--in some, because one of the
svara-s is conveniently located on the paricama string (in C3, the dha is
played on the paficama string; in sections F; and Fy, ma is played on the
paficama string) and in others, because techniques 1like the "sparkling
sphurita" are easy to play on fretted string instruments.

Figure 1

T

"entavédukondu," sarasvatl mandohari, adi, Tyagaraja

anupallavi of performance by Chembai Vaidyanatha Bhagavatar.

C1 : ;
[l e o v = 2lm ., &, ® L, o.E S
cin ta di rcu
A e o v 4w, e EE . 8L .
ta ken ta mo . . di ra
Dy e s K .
WL « 22 v s 1£E8 Bz 85 = - 88y
S ) yaso
e .np . .8l . .00 ... . . .88%8
ya . ya . ya . ya ol
Cz : .
[ Eag 8 womim y @aws & o Ea
cin ta di rcu
S B oo » .m.fp g m. pmg ., f)E.
ta ken ta mo . . . di. ra
Dy . oo W w s ;
[/ 2. & 5 o = JE X8 « « <83
- 58
/dnp. . .pm /gmr. . .mg// grs
60w

ya" is a rearticulation of the syllable "a" in this akara (melis-
matic) section.
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i ees. .1lm. &..8 8/
cin ta di rcu
HEs o= e liwfig«¥Eg ®Ppumg 02,
ta ken ta mo . . . di. ra
D3 . T
e . v oo o« 2 1 EE MRS o o dy
T a .
/ndnp ..mg/mgmr . .rg// mgms
B a . §o om i a8 . oh s
Cq ; .
(M megme =« . lm: di &8 & 3 £z f
cin ta di rcu
JE v o o« o /g . TE B . POg . JIE.TE £ .
ta ken ta mo . . . di. ra .
Gy 5 el % . i : i
.28 £5 1 Pe BB: £ iz Bu ¢
an ta . rat ma
/Jgg.. ..86d/..0p ..pm//grsx g . [m, . etc,]
na . cen. ta ra nu . . . me, .
Figure 2

anupallavi of vina performance by Karaikkudi Ranganayaki Rajagopalan--text
added in appropriate places.

bold = svarasthana-s on which svara-s are played

> = pluck

{ss} = "sparkling sphurita" used to render svara-s below
R = svarasthana for ri but played on the paficama

(P) string

C1 .
Wl s o e waiy fde 408 R
cin ta di rcu
> > > >
M D S SR
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LI« v n ow w M,
ta ken ta
> > >
RG SG G
[£) x ] & x
R
P mg ./ m
5 > >
P MG G
[// & . s ] m
cin
>
M
/&.sr g.nm /&
ta ken ta
> > > >
R6 SR € SG (€
{ss) {ss)
[//rgrr ... srsd.
cin ta
>
D
/g.sr g .m /g
ta ken ta
5 0> > >
BG SR €& SG G
{ss) {ss)
[// t gr r ] szrsd
gin ‘ta
>
D
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{ss} (ss}

. é . W g; r g; T 5

s d

/g.dsr g.m. /g.rgm
ta ken ta mo . di ra
s =S > > > > > > >
RG R SR G SG G R
(P)
{ss) (ss} {ss}
1 e N B . 5 S I
[/ zeexpgr .1l . T .E5ME & s/
an ta ra E ma
> > > > >
S R G R
/ s t g s a o m d . [/ s
na e ?
> > > > >
S R RS D N D S
(P)
03' .
AL « s d.] #m . 4. . 8 : R/
cin ta di rcu
> > > =
M D S SR
(ss) (ss)
Jig . d st g .. m fg . . rxe m. g, CEETEE L,
ta ken ta mo . di ra
B S > > > > > > >
RG R SR G SG G R
(P)
{ss) {ss}) (ss)
Fo 9 s oy e : Salichs
[/ eegexrpe ¥ .]@& r . gmg g.¥ .7
an ta ra t ma
== > > > >
S R G R
L ss 2g B8 g f md ds. g . dimad
na I 3
> > > > >
S R RS D N D S
(P)
C3' .
I - dim & isd] m o @& . o8 ot
cin ta di rcu
> > = >
M D S SR
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(ss) (ss)

/ é : & st é s S E.Eg B, E. T E; r EE 3

ta ken ta Mo . - di ra
> >> > = > > > > >
RG R SR G SG G R
(B
{ss) (ss) (ss])
Fq ¢ aes e cEE . . o ey F
(gt g .18 . £..8D8 &, T ./
an ta T t ma
> > > > >
S R G R
/s .rg rs.ds/dn.p . .mg//srgm pn
na cen ta ra nu neé
> > > > > > > A >
s R RS D D P MG SRG PM

The next example, taken from a Karaikkudi version of "kanugontini" (a
Tyagaraja kriti in bilahari raga, adi tala) contains an analogous progres-
sion of sangati-s which begins in the anupallav161 after the first drutam®Z
of the tala. The version played by Ranganayaki Rajagopalan in example 3 of
tape 4 is structurally identical to that of Sambasiva Iyer and will be used
as the basis of this brief description--without the use of a transcription,
but with reference to the analytical index of taped examples in Appendix
ETT.

In the second sangati (Bg), 'gpds’ is inserted between the words "nama-
lamu" and "nayampugd," and in the third (B3), ‘rgpds’. Like the analogous

svara-s in "entavédukondu," ri and ga are played on the padcama string. As

further means of development, both the second and third sangati-s contain

611n both kriti-s the progression is repeated in the caranam, where the
music from the anupallavi is used to sing new text.

627 drutam is the "clap and wave" portion of the tdla. 1In adi tala,
drutam-s occur on beats 5 and 7 and take 2 aksara-s each.
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svara-s that extend into the upper octave; whereas, the first sangati (Bj)

63 sa. On the last two sangati-s of the last line of the

reaches only tara
anupallavi (C9-C3), the "sparkling sphurita" technique adorns the tara sa
(analogous to the use of {ss}) on ri in "entavédukondu") .

The excerpts from the two kriti-s discussed above serve to illustrate
aspects of sangati development typical of the Karaikkudi style: incremental
additions of discrete pitches which are easily accessible on the paficama
string, and successive elaborations of a single pitch using the "sparkling
sphurita." The sangati-s in the two kriti-s represent not only processes of
the same type, but also processes which have been extended by other members
of the style--a subject that will be addressed in chapter 3.

"kanugontini" contains an example of another kind of innovation in the
Karaikkudi style--the addition of composed svara passages, or cittasvara-s,
to existing kriti-s.
2.2.4.3 cittasvara-s

The Karaikkudi school is known not only for composing sangati-s but
also for creating cittasvara-s, some of which are now so common in the
performance of certain kriti-s that other performers no longer know their
source. %% Although sangati-s and cittasvara-s were also composed by Subba-
rama Iyer, most of them have either been forgotten or mistakenly attributed
to his younger brother, Sambasiva Iyer. The following compositions, contain

Karaikkudi cittasvara-s; these cittasvara-s are recorded on tape 1B.

63upper octave (starting on the twelfth fret of the vina on the sarini
string).

6bpor example, the popular vina artist R. K. Suryanayana performs a
cittasvara in the kriti "ramacandram bhavayami" which he believes to have
been part of the original composition; in fact it was composed by Sambasiva
Iyer--see list.
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adi tala

1. kanugontini, bilahari, Tyagaraja
2. yocana kamala ldcana, darbar, Tyagaraja

ripaka tala

alaittuvapoti, kalyani, Ghanam Krishna Ayyar

&ri madurapuravasini, $ahana, (composer unkown)
erundalparadévi, kamboji, Maruvai Chidambara Bharati
ramacandram bhavayami, vasanta, Muttuswamy Dikshitar
$6bhillu saptasvara, jaganmohini, Tyagaraja
namoralakifici, dhanyasi, Vina Kuppayar

4ri varalaksmi, &éri, Muttuswamy Dikshitar

~SNouwm s woH

In the article "Chitta Swaras in Musical Compositions," S.R. Jayasita-
lakshmi (1984) traces the history of cittasvara-s and describes them by the
following structural characteristics:

1 samakadla: sung in tempo (and density) of anupallavi at

end of anupallavi, and in madhyamakala (lit.--medium
speed; usually one syllable per aksarakala) at end of

caranam.
2. madhyamakala cittasvara-s
< cittasvara-s which end with a makutam, or "crown" (i.e.

liéély and extended concluding pattern of svara-s)

4, srotdvaha yati: "phrases of progressively increasing
magnitude"

S, gopucca yati: "phrases of diminishing magnitude"

6 svaralankara: "same svara or same svara phrase recurs at

the commencement of each avarta [avarta: cycle of tala]
or half avarta."

Te cittasvara-s which give prominence to "jantasvara
prayogas [phrases using repeated svara-s as in janta
varisai], datusvara gamakas [datu svara: "a note removed
from another note by some steps" (Sambamoorthy 1952,

102)] or ancient alankara [ornamental grouping]
patterns."
8. cittasvara-s using dirgha svara-s ("long mnote") at

regular intervals for rhythmic effect.

Y cittasvara-s with some dvarta-s in vilambit (slow tempo)
and some in madhyamakala,
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The Karaikkudi cittasvara to "kanugontini," which contains many of
these characteristics, can be used to illustrate how members of the Karaik-
kudi style, in this case Sambasiva Iyer, produce new and interesting mate-
rial within the broader tradition of karnataka sangita. Although the struc-
ture of this cittasvara is not itself reflective of particularly ‘Karaik-
kudi’ stylistic features, the cittasvara itself is an emblem of the style
when performed exclusively by musicians in the Karaikkudi style, because
listeners become accustomed to hearing members of the Karaikkudi style
perform it. The value placed upon or delight in composing cittasvara-s is
also characteristic of the Karaikkudi style. That the opposite sentiment
can also be a stylistic value, i.e. that a musician does not like to compose
cittasvara-s or to sing those cittasvara-s that were not "originally
intended," can be inferred from the statement, "some prominent composers
like Papanasam Sivan do not appear to have been keen on composing
chittasvaras," (Jayasitalakshmi 1984, 145).

In the notation below, each &avarta is divided into units enclosed in
braces. I have created these units in order to elucidate the structure of
the cittasvara--they may or may not correspond to every musicians concep-
tion of the composition while performing it. When the cittasvara is taught,
if students cannot remember long strings of svara-s, they are taught short
groups of svara-s which are then linked together. The units I have given in
braces roughly correspond to the smallest of these "short groups of svara-s"
which are taught to students. In this analysis, each unit is further

subdivided with respect to accent (usually dynamic accent); larger level
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structural accents are indicated by '>' and smaller ones by 1+ 85  Each
aksara comprises four aksarakala-s and is separated by a space; thus, for
example, the last svara of the first brace, sa, is separated from ’'dsrg’
because it is the first svara of the fourth aksara. Because the sargam
notation below presents the svara-s as they would be sung and not the
internal gamaka-s, it will occasionally become necessary to make these
gamaka-s explicit within the descriptive text; for example, ’'rs.’ is often
performed 'rrs’.
Figure 3: cittasvara to kanugontini, bilahari raga,
adi tala, Tyagaraja
// ... ..igp dstg s)(rs.) / (ndp)(d p.)(mg / rgs)(r s.)(nd) //
> > > >

// {s..}(r ..l{gs Eggl{r §p51}(g / Edé}{p airfn 1 c}p}{glg rsrg) //

o > > > > o > >
// (p-)(d ..)(nd pm.)(g rgpd / .)(pn.) (drs.) / (ndp.) (mgrg) //

> > > > > > >
// (. )z ..)(gE ss.s) (gpds / .s)(rg pds. / s)(stg pds.) //

"
> > = > > > >

//{gdgm gr}

>

Analysis
Broadly considered, this cittasvara displays principles of construction

common to all of karnataka sangita including diminution and augmentation of

65This should not be confused with the notational system followed
throughout the rest of this thesis in which plucks are indicated by '>'. 1In
a cittasvara all svara-s are plucked.
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rhythmic and melodic patterns (i.e. general characteristics of which Jaya-
sitalakshmi’s characteristics 4 and 5 are particular manifestations) and
regularly recurring patterns of karvai-s and dirgha svara-s (characteristic
8).

A more detailed notion of how this cittasvara functions musically can
be gathered by analyzing the relationship between the tala and svara-s in
the raga, and by identifying the means by which the cittasvara is propelled
forward. Initially, aksarakala-s 7-13 of the first &avarta compose an as-
cending passage that begins on ga, a graha (initial) svara in the raga
bilahari, ends tara ga, and comes to rest on tara sa. aksarakala-s 14-16
"{t$.)', reiterate and accentuate sa by means of the kérvai,66 's.', and the
emphatic gamaka from ri, 'tts'. aksarakala-s 17-19 '{ndp}’, link the set of
svara-s preceding it to its parallel in the upper tetrachord, '{dp.}’, which
accentuates pa with a karvai and a gamaka from dha, 'ddp’. Parallel usages
of ri and dha work nicely in this cittasvara because they are chéya57
svara-s in bilahari raga (Sambamoorthy 1973, 383) and because they occupy
analogous positions in their respective tetrachords. Using the vakra pra-
yoga (crooked phrase) 'rgs’' which is also found in aksarakdla-s 11-13, the
next unit, '(mgrgs)’, links the set of svara-s preceding it to a repetition
of aksarakala-s 14-16 an octave lower. Finally aksarakala-s 31-32, '{nd}',
are a rhythmic link to the first beat of the tala and a melodic link to the

tonic sa (in '(s..}’' of the first three aksarakdla-s of the second avarta),

66“elongation of svara-s, also of vowels in sahitya" (Vidya Shankar
1983, 199)

67réga-ch&ya means "raga characteristics" (Subramanian 1986, 271) or

"semblance of a raga" (Shankar 1983, 207); chaya svara-s in this context
means svara-s that give these "characteristics" or this "semblance"
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which, as the final pitch of "kanugontini," is not only an ideal concluding
svara, but is also a graha svara, or an ideal svara for beginning phrases in
bilahari (Dikshitar 1961-1983, 875). The rhythmic and melodic motion of
these phrases, at this point simultaneously concluding and commencing, is
urged forward by a 3 aksarakala karvai on ri '{r..}' which parallels that
preceding it on sa.

aksarakala-s 7-11 of the second avarta contain the first of 3 ascending
figures of 4 svara-s each, '(gsrgp)’, '{rgpd)’ and '(gpds}’, which are not
only typical figures in bilahari raga, but also "ancient alankara-s" of the
arohi Vargasa type--type 7 phrases according to the categories of Jayasita-
lakshmi’s analysis. aksarakala-s 20-26, '{pdiéndp}’, reverse the motion of
the svara-s from an ascending one to a descending one by using the parallel

relationship of 'pd’ to 'St’ in reverse: 'pd’ 't$’. In the last set of
svara-s in the second avarta, '{mgrsrg)’, this descent ultimately leads to
sa where the direction of motion is again reversed, reaching the sama with
an unstable cadence on pa, (p..}, analogous to that on sa at the beginning
of the second avarta. Like the second three aksarakala-s of the second
gvarta, the second three of the third dvarta follow suit with the same
karvai on the parallel chaya svara, dha '{d..)’' and prevent a sense of
closure.

svara-s from the seventh aksarakala of second &varta through the
commencement of the third &varta are given a compelling sense of forward
drive through the use of accents. Major structural accents, ’'>', occur on
Iél’ ré!

ga of the seventh aksarakala and on every fourth svara ('p', 'd’,

7 L

68nartistic svara-group pattern in the ascending order of pitch"
(Sambamoorthy 1952, 27)
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'm’ ) following it until the twenty seventh aksarakala. In aksarakala-s 7-
19 these accents correspond to the highest pitch in an ascent group (like pa
in (gsrgp}). However, the fourth svara of the next unit, sa, is an elision
connecting the preceding end-accented ascending group of svara-s to a series
of descending ones in which the first svara in each group is accented (sa
and ma in 'é&ndp’ 'mgrs’'). The initial accents in these two groups, which
contain duple subdivisions and begin after 2 aksarakala-s, are answered by
the initial accents in the first and second units of 3 aksarakala-s each in
the third avarta. These rhythmic groupings combine with melodic ones to
provide both momentary closure to the sama and provide continuity to the
next set of patterns (or to repetion of the avarta just played).

Like the phrases preceding it, aksarakdla seven of the third &varta
through aksarakila six of the fourth &varta contain interesting juxta-
positions of rhythmic phrase groups. aksarakadla-s 7-11 are a descending
passage propelled by the svara kaisika ni, which signals descent when it
appears in this form (kaisika or flat 7th) in this raga. The initial
accent, '"', on ni in ’'ndp' is followed by a major structural accent, '>',
on ma--both dynamic and agogic--in which the karvai is played with a gamaka
on the vina, using the svarasthana for ga ('m.’ = ’'gpm’ [not notated]).
Within akgarakéla-s 7-11, '{ndpm.}', secondary accents form the pattern 3 +
2. The next six aksarakala-s balance the descending contour of the set of
svara-s preceding it with an ascent that climaxes with a major structural
accent and another two aksarakadla karvai on dha. By extending beyond the.
downbeat of the drutam, the karvai creates tension between the effect of

closure in the tala and the effect of continuity in the chaya svara, dha.

aksarakala-s 18-20, '{pn.}', building on the patterns at the end of the
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previous two sets of svara-s ('pm.’ and ‘pd.’'), sets up an expectation for
'ps.' which is diverted in aksarakala-s 21-24 through the appearance of 'dr’
rather than pa in '{dis.}'. Like aksarakdla-s 20-24 in the second avarta,
aksarakala-s 21-24 in the third avarta redirect the motion of svara-s from
an ascent to a descent; it is balanced by '{(ndp.)}' which like '({dfs.}’ is a
typical sancara (phrase or set of phrases) in bilahari (Sambamoorthy 1973,
383) and contains the pattern of primary and secondary stresses, '"->-'.
The last four aksarakala-s of the third avarta maintain the same basic
stress pattern (without any primary stress points) and serve as a "turn
around" phrase pivoting on ri.

The first six aksarakala-s of the fourth avarta, like those at the
beginning of the second and third, begins with the karvai-s '>..>..' which
contrast the duple patterns preceding them. Unlike the kadrvai-s of the
second and third avarta-s, which followed the pattern, stable svara (sa or
pa) + adjacent chaya svara (ri or dha respectively), the fourth avarta
contains two chaya svara-s separated by a fifth, ’'{d..){f..)’', which extend
into the tara sthayi (upper octave). This new configuration suggests both
instability and forthcoming climax.

This climax is reached in a four phrase srotovaha yati in aksarakala-s
7-32 (such a climax can be seen as a makutam, or "crown"-ing climactic
ending--characteristic 3). The stable motive in each phrase, '5.5',
climactic because it 1is the octave tonic, is approached from above
‘{grss.s)}’, in akks. (aksarakala-s) 7-12; from below, '(gpds.s}’, in akks.
13-18; and from the ri below this '{rgpd $.s}', in akks. 19-25--here the
drutam corresponds to the final sa. akks. 26-32, '{srgpds.}’, were it to

follow the pattern suggested by the phrases preceding it, would culminate
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with a repetition of tara sa on the sama. But instead, the next cycle of
tala begins with an initially accented pattern descending from kaisika ni to
ri which provides a smooth link to either a repetition of the whole citta-
svara, a repetition of the fourth avarta beginning on akk. seven, or a
return to the kriti (depending on how the cittasvara is performed)--all of
which begin with ga.

If Jayasitalakshmi’s article presents the components of most citta-
svara-s in karnataka sangita, the cittasvara to "kanugontini" 1is unexcep-
tional in basic structure--although interesting and exciting in its use of
traditional gestures. In many ways, such manipulations of traditional
gestures (as opposed to introducing nontraditional gestures which later
become traditional or are rejected) are characteristic of Karaikkudi
Sambasiva Iyer’'s melodic inventiomns.

The three kinds of innovations discussed in this section, organo-
logical, sangati-s, and cittasvara-s are indicative of the Karaikkudi style
in several ways: first of all, in their specific nature, i.e. performers who
use a vina with specific structural features and who take care of it through
a specific process and who use particular sangati-s and cittasvara-s (all
discussed above) demonstrate a link, if not membership, in the Karaikkudi
style. This manner of association with style is problematic, for as we have
seen, widespread public acceptance of individual innovations removes their
value as unique stylistic markers. Secondly, these innovations indicate
stylistic values such as the particular ways in which a devotional attitude
in music can be expressed: preoccupation with detailed care of and invention
of accessories for the vina, and the value of music in the abstract

(cittasvara-s) and of new interpretations of existing texts (sangati-s) as
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worthy additions to compositions of the past. Thirdly, the manifestation of
these innovations suggests a particular relationship between precomposition
and performance--that is, cittasvara-s and sangati-s are created, modified,
and/or refined for performance so that they can be executed perfectly and
are idiomatic to the instrument. Fourthly, to some extent a process of
construction (especially prevalent in sangati-s) can be extracted that seems
to be typical of the style--but because this process lies squarely within
both karnataka sangita as a whole and among the logical possibilities of
which the vina is capable, it is rather difficult if not impossible to
pinpoint those features which are peculiar to the Karaikkudi style; instead
1 have isolated a few patterns which can be detected, albeit transformed, in
the contributions of performers within the Karaikkudi style today.

2.3 Implicit and subtle markers of style

Even though some aspects of style are not explicit in such discussions
of style as Sambasiva Iyer's speech, they are implicit in the behavior of
musicians and in the subtle ways they talk about and react to music. While
section 2.3, like section 2.2, contains a description of the Karaikkudi
style as it may have been during Sambasiva Iyer's lifetime, it will become
increasingly necessary during the course of this description to draw on
experiences with musicians today in order to supplement sources written
during the lives of Sambasiva Iyer and Subbarama Iyer and descriptions of
their behavior and attitudes.

2.3.1 Body motion

People in the Karaikkudi style believe in restricting bodily motion

while playing the vina. Both Ranganayaki Rajagopalan and Lakshmi Ammal

avoid excess motion by adopting a particular posture--a posture which
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students are taught during their first lessons. For example, in my first
vina lesson, Lakshmi Ammal taught me to put the kutam (body) on the ground
next to my right thigh and the kutukkai (gourd) on my left thigh. While
sitting, I was made to keep my right ankle under my left knee, and the vina
frets facing neither directly up, nor outward but somewhere in between, with
the instrument a "medium" distance away.69 If the vina is tilted too far in
one direction, or if it is not sitting securely against the body, it will
shake when being played and will not give the proper sound (Ranganayaki
pers. com. 1985).

The proscription against unnecessary movement extends beyond concerns
of how the music itself sounds, and might be interpreted as a manifestation
of the general feeling against drawing attention to oneself. This sentiment
is related not only to the compelling societal pressure toward conformity,
but also to the belief that, because music is considered "divine," attention
to the individual represents a statement that he or she is greater than the
art--and therefore greater than god.

Other examples illustrate less concern with musical sound than with
appearance. On one occasion, while I was practicing a lesson at Lakshmi
Ammal's house, I began to rock back and forth in time with the music--
Lakshmi Ammal laughed at first, and then in a more serious tone scolded me,
"no dancing!" Even a musician’s face may conform to this notion of bodily
stillness; when Ranganayaki performs, her face reveals neither happiness,
nor sadness, nor anger--the only apparent motion being the gentle vibrating

of her nose-rings and ear-rings set in motion by the intensity of her

69This 1last description, which coincides with my own experience, is
paraphrased from Lakshmi Ammal’s son Subramanian (1986, 93).
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playing. She probably developed this practice of stern facial expression
from her guru, Sambasiva Iyer, who used to scold her if she smiled even
while listening to music (Paul Butler pers. com. 1987).

This austerity of expression 1is mnot only characteristic of the
Karaikkudi style in particular but also of other performers in Sambasiva
Iyer's generation. The persistence of these values raises issues concerning
the mechanisms that induce conservatism in one style or in one performer
rather than in another, and concerning whether conservatism in one stylistic
domain presupposes conservatism in another--issues that can be taken up as
further aspects of the Karaikkudi style are explored.

2.3.2 Tempo

The tempo at which music is performed is often dependant on a musi-
cian’'s pani. For example, we have seen that Sambasiva Iyer and Ranganayaki
Rajagopalan, unlike performers in some other styles, render gamaka-s at a
relatively slow speed to ensure clarity. In general, musicians such as K.S,
Subramanian have told me that Iyer used to render compositions slower than
do most artists today. The Karaikkudi brothers performed varna-s, which are
now generally performed in 2-3 speeds, for the most part in a medium or slow
tempo--with only selected portions performed at the second speed.70

There are several possible reasons explaining why the brothers limited
the speed of their playing, among which are the thickness and the tension of
the strings, and the value placed on the clear rendering of gamaka-s. One
might also explain the slow speed of performance historically, noting that

the Karaikkudi style was a reaction to, or stood in contrast to, other

701n_sémininne, a varnam in $ankarabharanam raga, only the muktayisvara
is played in the second speed. In the caranam, only the final two
caranasvara-s are rendered in second speed.
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styles that concentrated solely on speed, rhythmic intricacy, and display of
muscle. As A. R. Bhuvaran explains in a pamphlet released for the birth
centenary of Sambasiva Iyer:
In those far off days, the emphasis was placed on Ragam,
Thanam and Pallavi. Playing "Shatkalam" [six speeds], was the aim
of every Vina Vidvan. There was also the "Ghanam" [very fast
style of tanam (Sambamoorthy 1959, 188)] style of Vina playing.
proficiency on the instrument was judged by the ability to
demonstrate intricate Pallavis in complex talas, rather than by
the elevated type of playing that brought out "bhava" and "rasa."
This rugged type of playing, gradually yielded place to the
style which lays much store on "bhava" and emotional stimulation
and less on gymnastics, whether rhythmic or otherwise. Vidvan
Sambasiva Aiyar was an authentic exponent of the new style with
its stress on faithful rendering of the kritis of the Trinity,
Tanam, and beautiful elaboration of Ragas. (Bhuvarahan 1988, 8).
Although the Karaikkudi vina players of today have gradually begun to
choose their own sometimes faster, sometimes slower speeds of playing, over-
all they maintain a moderate pace of rendition; this is true whether the
unit be as small as the gamaka or as large as the composition, raga zla-
pana, or other forms. One should also note, however, that members of the
Karaikkudi style play quite rapidly in comparison with such playing styles
as that of T. Viswanathan--who himself points to tempo as a possible marker
of style (pers. comm. 1988). Viswanathan's exposition of the kriti "anu-
ragamuléni," for example, is often much slower than that of Ranganayaki.
While Viswanathan'’s tendency toward performing certain compositions in a
relatively slow tempo cannot be traced to such practical limitations as
string tension, it may, perhaps, be traced to his family’s tradition of
performing pada-s in a slow, drawn out, and extremely expressive manner to
provide scope for the bharatanatyam dancer’'s abhinaya and to his family’'s

tradition of performing compositions of Muthuswamy Dikshitar and Shyama

Sastri, which are generally slow (Viswanathan pers. com. 1989). The
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Karaikkudi school is known for its renditions of three pada-s, each of
which, unlike the versions in Viswanathan's school, is rendered at a brisk
tempo.

2.3.3 Interest in rhythm

Although the Karaikkudi brothers were not known for the speed of their
playing, they were known for their interest in the exploration of rhythmic
possibilities--Subbarama Iyer for his laya (i.e. his control over intricate
rhythmic permutations) and his singing of pallavi-s with precision and
depth, and Sambasiva Iyer, for his cittasvara-s and for his exposition of
tanam. Among the complex rhythmic techniques for which the brothers were
known, "dvi-tdla-avadhana," (lit. "two-tala-attentiveness") or the rendering
of pieces in two talas simultaneously, is illustrated in a meeting of the
"experts’' committee" on 28 Dec. 1952, chaired by Sambasiva Iyer:

Vidvan [Tinnaiyam] Venkatarama Aiyar said that he had learnt the

Avadhana from the 1illustrious Veena vidvans, the Karaikkudi

Brothers and also from Tiruvayyar Subramanya Aiyar. According to

the Dvi-tala Avadhana, two different talas are used when a piece

is rendered, the right hand being used for one tala and the left

for another . . . Vidvan Venkatarama Aiyar illustrated his

Avadhana by rendering the varnam Viriboni in Bhairavi [raga] for

which he used Khanda jati Ata tala (chatusra nadai) on one hand

and Chaturasra jati Triputa tala (misra nadai) on the other

The president [Sambasiva Iyer] complimented the Vidvan for ex-

pounding the Avadhana clearly. (Journal of the Music Academy of

Madras 1953, 33-4).

Because this passage seems to indicate that certain vidvan-s, such as
the Karaikkudi brothers, were associated with particular rhythmic tech-
niques, such as dvi-tala-avadhana, this technique, and others like it, can
be taken as markers of style. In this passage Venkatarama Aiyar has legiti-
mized himself as well as his ability to execute this technique by associat-
ing himself with the Karaikkudi style (and with Tiruvayyar Subramanya Aiyar)

even though he was not a member of the style.
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This "interest in rhythm" runs deep into the style, where even in the
first set of exercises, sarali varisai, an extra lesson--unique to the
style--combines the second lesson ('srsrsrgm-srgmpdns’) with the fourth
lesson ('srgmsrgmsrgmpdns’) to change the simple pattern of two tala cycles
per lesson to three cycles.

Figure 4: sara;i_variéai #5 (tape 2, ex. 7) lst speed
//srgmsrgm/srsr/srgm)//
//srgmpdns/sndp/sndp //
//8négnéadndp/ésndp/mgrs /j/

Indications that aspects of rhythm are emphasized in the Karaikkudi
style are found not only in the particular lessons taught, but also in the
way they are taught--each with strict attention to the demarcation of the
tala. In the Karaikkudi style, and in other vina styles, this is accom-
plished by stroking the three side strings with the little finger on every
ghata, or clapped beat of the tala. In the Karaikkudi style the misplace-
ment of these strokes is considered a serious error even if the melody
stands in correct proportion to the tdla at every juncture. Some, but not
all other vina styles place emphasis on the use of side strings, and in
short tala-s, such as the chapu tala-s, the number of strokes is reduced so

as not to interfere with the melody.7l

'l In misra chapu, the strokes of the little finger divide the

tala into either one group of seven, or two groups of three and four--not
into the way it is often counted 1 + 2 + 2 + 2. Similarly khanda chapu is
marked in either one group of five or two groups of two and three. Since
the choice of how many strokes to use and where to use them in chapu tala-s
seems to vary from performer to performer and from piece to piece (even
within the style) it is not possible to ascertain whether the Karaikkudi
brothers followed any particular rule in this regard.
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Raajeswari Padmanabhan recalls learning her lessons in two speeds from
her mother but not fully understanding tala until she came to study with
Sambasiva Iyer. With him she learned first to keep one speed in each hand
for each alankdra, and later to combine them keeping different tala-s in
each hand--for example dhriva tala (l4 beats divided 4 + 2 + 4 + 4) in one
hand, and triputa tala (4 + 3) in the other. After mastering this technique
she learned to double and quadruple the speed of these tala-s, and later to
keep them while singing pallavi-s (Padmanabhan 1988).

This account suggests that such proclivities as an interest in the
intricacies of rhythm are inculcated from an early age. Even though the
interest itself, of course, cannot be taught, tools can be provided and
examples given that help students to develop their own creative possi-
bilities.

Sambasiva Iyer, expressing his own "interest in rhythm" in rather
limited ways, apparently felt that certain kinds of rhythmic play were
suitable for the vina, and certain kinds were not. The mridangam player
Karaikkudi Muttu Iyer, who used to play with Sambasiva Iyer, and Sambasiva
Iyer's students Ramaswamy Sastri, Devakottal Narayana Iyengar, and Tirugo-
karnam Ramachandra Iyer, recalled that he never rendered kalpana svara-s’?
using mridangam jati-s73 (Muttu Iyer 1970's), but always in "sarva laghu."
sarva laghu means calculating the tala in small, steady subdivisions

(aksara-s or aksarakala-s) not in large units like laghu, drutam or anu-

72Improvisation that usually occurs after the caranam of a composition
or in a pallavi in which svara-s are rendered in various patterns against
the tala.

73Rhythmic combination explored in accompaniment and during solos by
percussion instruments.
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drutam; the effect of such divisions is one of spontaneity and continuity.
Musicians using mridangam jati-s think in terms of such large units as five,
"tatim kina tom," six, "taka tari kita," or seven aksarakala-s, "naka tatim
kina tom"; strings of these units, when used by melody instruments or the
voice, often give the impression of being precomposed (and often are). But
Raajeswari (1988) mentions that spontaneous sounding svara kalpana-s are a
"speciality" of the Karaikkudi style. This conservative practice, in which
sarva laghu kalpana svara-s and not mridangam jati-s are considered appro-
priate to the vina (and by extension, to the voice), and which is generally
associated with musicians of Sambasiva Iyer's generation rather than with
the Karaikkudi school in particular, is seldom adhered to today.
2.3.4 Techniques eschewed or rare

A playing style can be defined as much by what is carefully avoided as
by what is strictly adhered to. For example, while Karaikkudi vina players
almost never use vibrato on svara-s that do not require gamaka-s, other
vina players such as Chitti Babu, his guru Emani Sankara Sastri, and R.K.
Suryanarayanan often do--presumably for the purpose of prolonging the reso-
nance of these svara-s. In addition, because these artists use strings of
narrow gauge set at a moderate tension, techniques such as vibrato help to
maintain the continuity they desire. And because these artists have adopted
many Western techniques and tunes, it is probable that this technique too,
has been borrowed from the West.

Although the use of vibrato is by no means typical in the Karaikkudi
style, Ranganayaki appears to use it slightly on the jiva svara (chaya
svara) ma in the raga, ritigaula, producing a shimmering effect. This

ornament, because it does not appear in descriptions of this raga by Samba-
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moorthy (1982c, 380) or Subba Rao ([1966] 1985, 40-1), may or may not be
considered a gamaka; but because it is never used on pa or on sa, it does
serve to differentiate certain svara-s, at least to some extent. The pos-
sible function of differentiation apparent in Ranganayaki'’'s usage of this
technique lies in sharp contrast to the apparent function of vibrato, as
employed by the performers named above, to prolong or enhance the resonance
of all "plain" notes.’%

Another technique, rare in Karaikkudi style but common in the Dhanam
style (Nixon pers. com. 1988), is executed as follows: first, the left hand
middle finger is placed just behind the fret corresponding to the pitch to
be sounded, and the index finger is placed behind the fret that precedes it;
second, the string is plucked with either the right hand index or middle
finger; third, after the pitch sounds, the middle finger is removed while
the index finger slides across the fret in front of it causing the svara to
sound again, as if coming from below. This technique, distinct from yet
related to the sphurita and "sparkling sphurita," is occasionally used in
the kriti sarasiruha as taught by Lakshmi Ammal and her students.’® Because
this technique sounds very similar to the "sparkling sphurita" in this con-
text it is not possible to determine how Sambasiva Iyer played this passage
solely on the basis of the recordings that exist (unfortunately I did not
ask Ranganayaki about this while I was in India).

Ranganayaki uses the technique described above to articulate the

7hp parallel can be drawn in wvocal music as well. G. N. Balasubra-
maniam and his currently performing imitators such as Balamurali Krishna
have cultivated a Western vocal technique that incorporates vibrato as a
distinct technique from gamaka.

7SSpecifically, the technique occurs on the syllable "8a" in "gunaéale"
in the second sangati of the caranam where these words appear.
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penultimate ri in the first sangati of the kriti "etavunara," but because
she did not learn this kriti from Sambasiva Iyer but from Kaloori Krishna-
murthy,76 this usage cannot be taken as an indication that Sambasiva Iyer
used this technique. One can observe that, although rarely used, the tech-
nique does form a part of the Karaikkudi vina style today.

A third technique, relatively rare in the Karaikkudi style but found in
the Dhanammal style is performed by placing the left hand middle finger be-
hind the fret corresponding to the svara to be sounded and the index finger
either behind the fret immediately preceding or two frets preceding that of
the desired svara. When the string is plucked the middle finger is lifted
(with or without plucking the string slightly) and immediately "hammered"
back on the fret. A version of this gamaka that Karaikkudi vina players use
more frequently is performed by bending the string from the svarasthana on
which the index finger is placed in the above description (i.e. one or two
frets preceding the svarasthana of the svara around which the adornment is
centered) to the svara desired, loosening the tension, and then sliding to
the desired svara.

Finally, techniques of string deflection often serve as markers of
style. Whereas Sambasiva Iyer did not deflect the strings of the vina more
than four frets, or two Western whole steps (Subramanian 1986, 96), S. Bala-
chander is a modern vina player whose attempts to make the instrument sound
"vocal" have resulted in techniques that may involve bending bending strings
beyond the interval of a perfect fourth. Although some extension of the

bending technique has occurred in the Karaikkudi style (Subramanian 1986,

7€He has taught Ranganayaki "plain" versions of many compositions for
which she has subsequently developed sangati-s.
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165), bends in excess of two steps are rare.

This discussion, while suggesting that styles can be defined by the
absence as well as by the presence of certain characteristics, also brings
out the difficulty in trying to isolate techniques which are totally absent
in the Karaikkudi style. Even so, the relative infrequency of and the lim-
ited contexts for these techniques seem to provide an elastic but definite
stylistic boundary.

2.3.5 ™M"note"-s ending on madhyama

Although Sambasiva Iyer did not compose kriti-s or other pieces with
texts, he did compose pieces, popularly called "note"-s, which consisted
entirely of svara-s and frequently ended on ma.’’ This unusual ending, for
which there is no explanation in traditional Indian music theory (because
"note"-s are not in raga-s), may perhaps be interpreted as a "signature" or
marker of the Karaikkudi style.

The "note" is a genre of wordless song based upon Western tunes, proba-
bly played by colonial brass bands and other ensembles, that seems to func-
tion as an icon representing all of Western music. In an interesting re-
versal of the colonial model of domination, "note"-s seem to prove to Indian
musicians that they can successfully perform Western music, and that Western
music is extraordinarily shallow in comparison with their own.

Sambasiva Iyer originally composed these tunes to amuse neighborhood
children (Subramanian pers. com. 1988), but often performed them in con-
cert. That Sambasiva Iyer was able to maintain a sense of purity in his

classical music by relegating these popular, borrowed, Western tunes to a

’7several versions of these '"note"-s, recorded under informal
circumstances, can be found on tape 6 side B.
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separate category (see Kartomi 1981) suggests that perhaps even the manner
in which musical material is borrowed and incorporated into one's own usage
is a function of style: some styles may incorporate techniques, such as
vibrato, into the way they play all genres; other styles may use Western
tunes in a classical context (exposition of raga, svara kalpana etc.); and
still other styles, such as the Karaikkudi style, may play Western tunes
only in a category specifically created for them. In this way, Sambasiva
Iyer's general prohibition against mixing pani-s is mirrored internally with
a prohibition against mixing genres (or creating genres to avoid mixing
classical with non-classical gestures).

Lakshmi Ammal taught me two of Sambasiva Iyer's "note"-s drawing atten-
tion to the final ma without explaining why it was important. The other
Karaikkudi musicians whom I later questioned about this unusual ending had
neither noticed this pattern, nor had they an explanation for it; and when I
hesitantly suggested to Ranganayaki that ending the "note" with ma might in
some way distinguish it as a Karaikkudi note, she first asked whether all
other notes (such as the one made famous by Madurai Mani Iyer) ended on ma,
and receiving a negative answer, smiled and said "irukkalam" ("it could
be"). She also said that, although sometimes ommitted from the performance
of Sambasiva Iyer'’s notes, ma was an appropriate ending for all of them.

On one occasion at the end of a recording session (tape 6B ex 3b-c¢)
Lakshmi Ammal did not end the "note" on ma, as she had taught me, but in-
stead linked it to a brief exposition of madhyamavati raga--a raga tradi-
tionally used at the conclusion of performances which is believed counter
the ill spiritual effect of musical errors that may have been committed.

She probably ommitted ma at the end of this "note" to avoid closure before
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inserting a few phrases of &lapana in this auspicious raga.

While the notion that this wusage of ma could be a marker of the
Karaikkudi style is based on admittedly slim evidence, it is at least ac-
cepted as a possibility by a prominent member of the style. If we too
accept this possibility for a moment, we might ask to what extent Sambasiva
Iyer consciously intended this function, and why he did not tell Ranga-
nayaki. As his student, perhaps Ranganayaki was expected to figure things
out for herself--his training method was nonverbal. Lakshmi Ammal was the
only person who indicated to me that the ending, ma, was important in these
notes--could Sambasiva Iyer have possibly made such an indication to her?
At this point these questions must remain unanswered because before I began
to, no member of the style thought pose them, and soon, I suspect they will
provide their own answers.

2.3.6 Borrowing

As suggested above, the manner of incorporating borrowed material may
vary from style to style. In addition, just as the phenomenon of syncretism
depends on similar patterns between two different cultures, so too does bor-
rowing among different styles in karnataka sangita depend on compatibility
within these systems. Sambasiva Iyer used to borrow sangati-s he liked, i.e.
that were compatible with his stylistic values, but not necessarily the man-
ner in which they were played, because while the former is common--any musi-
cal material which is grammatically correct is potentially useable in any
style--the latter is relatively uncommon, for as we have seen, technique is
often style-bound.

An example of such compatibility, in this case between Western and

Indian string instruments, can be found in Sambasiva Iyer’s use of wound
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strings for the mantiram and anumantiram of the vina (the idea of winding
strings might have come from the West). But unlike Western tunes, which
were relegated to a separate category in Sambasiva Iyer'’s repertoire, wound
strings--regardless of their source--contributed to Sambasiva Iyer's concep-
tion of an ideal sound for all music played on the vina. The same can be
said about the sound hole he introduced to the south Indian vina, which had
precedents in Western instruments like the guitar and in the vina used by
the Parsis (Subramanian pers. com. 1988).

Musicians borrow or learn new materials, techniques, and technologies
not only from such culturally and musically distant sources as the West, but
also from musicians in their own culture. In the process of incorporating a
new composition into the Karaikkudi style, for example, Sambasiva Iyer some-
times modified it to fit his stylistic aesthetics--that is, to make it com-
patible with the Karaikkudi style. But, although Sambasiva Iyer never per-
formed a new composition before carefully developing or modifying the san-
gati-s to ensure they were both interesting and well-balanced, there is no
record of how these compositions sounded when he learned them. The pro-
cesses by which Ranganayaki modifi;s newly learned compositions may provide
insight into those of Sambasiva Iyer, from whom, directly or indirectly, she
learned not only particular pieces, but also how to learn new pieces. One
such process, learning a composition from beginning to end with all the
sangati-s intact and in the same order, making adjustments only for tech-
nique on the vina, is analogous to the way Sambasiva Iyer would borrow an-
other performer's sangati-s. Another process involves learning the basic
sangati-s of the composition, memorizing its text, but developing new san-

gati-s according to aesthetic demands of the style.
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Some general issues arising from the question of borrowing are 1) what
does the new material contain that is compatible with or desireable in the
style? 2) how must this material be altered to conform to the new style? and
3) what does this material "mean" in its new context? In answer to the
first question we find that in Iyer's time perhaps new and interesting musi-
cal gestures (sangati-s, compositions, etc.) and certain technical innova-
tions were considered compatible with the Karaikkudi style, while new tech-
niques, for example, were not. While the musical architecture, in sangati-s
for example, might need alteration, all newly learned material was impli-
citly altered by the way Sambasiva Iyer would interpret it on the instru-
ment. The question of "meaning" is context dependant--if a musician borrows
a melody from another artist or from the West because of the prestige asso-
ciated with it, one must consider it in a different light from that in which
a melody borrowed for purely aesthetic reasons would be. While these con-
texts are not mutually exlusive, they do suggest different interpretations.
2.3.7 Relationship to audience

Accounts such as the following suggest Sambasiva Iyer did not alter his
performance practices for the sake of the audience, "the moment the artist
strives to 'please’ he loses touch with the divinity within . . . they [the
Karaikkudi brothers] did not believe in the function of music as entertain-
ment," (Subramanian 1986, 22). In accordance with this sentiment, the
brothers presumably would have avoided such practices as extensive visual
(i.e. bodily motion) and verbal communication while playing, selecting easy-
to-understand raga-s solely for the sake of retaining interest, engaging in
showmanship or virtuosic gimmicks, and limiting or extending the length of

individual concert segments. This latter practice is illustrated in an
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often retold anecdote. When Sambasiva Iyer began to perform on the radio,
on at least one occasion he is said to have refused to condense his perform-
ance of raga alapana to fit the allotted time slot, thus forcing the staff
to truncate his performance (Kalki 1941).

This defiant attitude, while an important stylistic wvalue, cannot and
has not survived the demands of musical professionalism as the industry has
grown. His two students Ranganayaki Rajagopalan and Raajeswari Padmanabhan
have made concessions to the public, and to the industry in general, but in
different ways and to different extents.

2.3.8 Domains of individual expression

Sambasiva Iyer confined his creativity to the domains laid out in the
traditional divisions: kalpita sangita (composed music), which included his
own cittasvara-s, "note"-s, adapted folk tunes, and sangati-s; and mano-
dharma sangita (improvised music) which includes alapana, tanam, svara kal-
pana, and niraval. His rigid adherence to this division suggests that seg-
ments of a performance have specific functions which should not be mixed--
i.e. raga should not be played in the context of a composition, and tanam
should not be played in the context of alapana. In this regard, Ranganayaki
recalls that Sambasiva Iyer would never "set-up" improvisations before hand,
nor would he spontaneocusly alter the structure of a composition while
performing it.

Subbarama Iyer, who set to music texts taken from such Tamil classics
as the tiruvaccakam, tiruppukal, and téevaram, differed from his brother
Sambasiva Iyer, who believed in composing music without texts (except for
the sangati-s within an extant composition). Such differences in approach

indicate the flexibility of wvalues in the Karaikkudi style even in a period
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that is considered rather conservative.

I consider the question of domains for individual expression because
not only are the actual manifestations of creativity important for under-
standing what constitutes a style and how it changes, but so also are the
categories and contexts in which these creative products are placed.
Lakshmi Ammal, who used to compose sangati-s spontaneously or choose among
different possibilities from performance to performance, presents a dif-
ferent model for such domains because although the act of creating sangati-s
may in some ways conform to the practice of Sambasiva Iyer, the manner in
which she performed these sangati-s--spontaneously--was wholly different.

2.4 &akti

This section concerns three ways in which &akti, the female energy
principle, relates to the Karaikkudi school and to vina playing in general.
The first is the change from a predominately male to a predominately female

art, the second concerns the femininity associated with the instrument in

mythology and iconography, and the third, Sambasiva Iyer'’s manner of wor-
shipping the goddess.
2.4.1 Restrictions placed on women

As a result of the stigma attached to (:Iév'aldél:z.'.i.-s,_"'8 high caste women
were discouraged if not forbidden from learning music or dance--for that

matter, from being educated at all--for devadasi-s were associated with the

knowledge of all arts which could be used to entertain Indian men as well as

78ugervants of god," or women who were dedicated to particular south
Indian temples for the purpose of entertaining the deity with music and
dance, were at one time considered nityasumangali-s or "ever auspicious
women." However, with the decline of princely patronage, the coming of the
British, and other changes in Indian society the dévadasi figure became
increasing associated with prostitution. For a study of the role of déva-
dasi-s in south Indian society see Kersenboom-Story (1987).
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to serve the temple. For this reason, no women in the Karaikkudi family
were permitted to learn the vipa until the late 1920s--at which time public
(high caste) opinion was changing to one that encouraged high caste Indians,
male or female, to excel in the arts.

Lakshmi Ammal, who learned vocal music from her father, Subbarama
Iyer, applied what she learned to the vina and instructed herself until the
age of fifteen--at which time she began to teach. Lakshmi Ammal’s father,
Subbarama Iyer, and uncle, Sambasiva Iyer, would not allow her to come to
their concerts, and in general made it difficult for her to learn. The
reason for this was partly because she was female and partly because of
Subbarama Iyer'’s superstition concerning the premature death of his son.
Just after his son had gotten married and was beginning to demonstrate great
promise as a vina player he died. Subbarama feared that because his only
son played well and died young his daughter Lakshmi would also die young if
she learned to play well--so strong was the capricious power associated with
the vinad (Narayana Iyer [1986a]).

In the late 1920s public disapproval of high caste female performers
was gradually giving way to acceptance of some performers--most notably to
such dancers as Rukmini Devi and to harikatha exponent Sarasvati Bai (Ranga-
ramanuja Ayyangar 1972, 264-66). Lakshmi was already married and had been
giving lessons for some years when her father finally gave in, and began
giving lessons to his two youngest daughters, Sankari and Meenakshi. They
were still quite young when their father died, so they were unable to
receive full training under him. Still, they are the only living disciples
of the older brother.

Due to circumstances beyond the control of the brothers, the entire
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tradition passed into the hands of women. Having no children of his own,
Sambasiva Iyer adopted Lakshmi Ammal’s son, Santhanam, to perform rites on
his death day ceremony, renamed him Karaikkudi Sambasiva Sub1:&11]1::1111:9.1:1,?9 and
taught him for one year before dying in 1958. As a result, only two stu-
dents, Ranganayaki Rajagopalan and Raajeswari Padmanabhan, received the full
benefit of Sambasiva Iyer’s tutelage.

Even if the male line had survived, the proportion of female disciples
is likely to have increased due to a modernizing economy that, at least ini-
tially, required the men of a family to seek occupations more financially
dependable than that of a professional musician. And while in earlier times
husbands fulfilled certain religious duties and wives fulfilled others, the
requirements of a modern business environment, especially in a city like
Madras, has allowed men to stray from conduct that is considered "ritually
pure." Because many Brahmin men now eat meat, drink alcohol, smoke, and
spend large periods of time away from the home, women must bear the burden
of maintaining and teaching traditional values at home.

A large body of literature discusses how women's roles have changed as
a result of this shift. For example, whereas ritual status has played a
substantial role in the development of caste, economics has played an im-
portant role in the creation of class--and according to Patricia Caplan’s
study of women's organization in Madras, "the creation of a culture specific
to a particular class is largely the work of women" (1985, 20). The "parti-

cular class" that comprises most vina players is the middle or upper class

79The author of the dissertation (1986) to which I have repeatedly referred.
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for these are the groups that can generally afford vina lessons.80 Because
of the close correspondence between upper castes and upper classes, and be-
cause the vina is a symbol of Hindu "high culture," most vina players are
also high caste Hindus. For example, the L'Armands found that 90% of all
vina players in Madras between 1966 and 1967 were from high castes (1978,
124).

Some have interpreted the change of women’'s roles in an entirely nega-
tive light, focusing on what would be in the U.S. called a suburban house-
wife’s mentality. But as Caplan retorts. to a comment in a government of
India report (1974, 85) that in wealthy families "Home making is raised to a
fine art, and trifling details assume exaggerated importance,"

What the committee failed to see, however, is that such details

are far from trifling; they are part of the wvital task of the

female householder whose role in domestic labour, child-rearing

and socialization, marriage negotiations, extra-family relation-

ships, ritual, and membership of voluntary associations is crucial

not only in the maintenance of the structure of family and kin-

ship, but also in the perpetuation, reproduction, and formation of

life-styles or cultures associated with class. To define class
according to males' occupations and incomes alone is to ignore the

vast and complex process of culture formation, which is primarily

carried out by women (Caplan 1985, 82-3).

These statements explain why women now constitute the majority of
amateur musicians while men still dominate the professional sphere. By
adopting music, women can affirm, retain, and communicate religious and
cultural values in the home amidst changing economic and social conditions
outside the home. In addition, women must demonstrate control over such

traditional domains as cooking and music to increase their eligibility for

marriage in the traditional arranged marriage system.

8OPayment for lessons is itself a modern phenomenon. Ranganayaki and
Raajeswari never had to pay for lessons.
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Woman who know music are desireable not only because they could enter-
tain and provide income through giving lessons, but also because knowledge
of music now represents culture, discipline, and morality. On a cosmological
level, an unmarried (virgin) woman is seen to hold "capricious power; usu-
ally auspicious" (Reynolds 1980, 36)--this power, if not properly channeled,
is believed to be capable of wreaking havoc, disease, misfortune, and of
generally upsetting the cosmic balance of society. Because females are seen
to possess power, or $akti, to different degrees and in different forms
throughout their lives, men must "contain and control the $5akti of the fe-
male in all phases of her life" (Daniel 1980, 66). Given these norms, it is
not surprising to find that while a married woman with a living husband is
considered totally auspicious, a widow, implicitly credited with causing the
death of her husband, is considered utterly inauspicious. Parents can, in
effect, control the $akti of their daughter by having her learn the vina--a
discipline that is not only considered divine, but also a safe outlet for
"capricious power," for the learning of music requires self-discipline.

While these "power-restricting" and domestic aspects of learning the
vina may contribute to an explanation of the large number of amateur female
musicians, it does not explain why the main proponents of the Karaikkudi
school are women. Unlike many women, Ranganayaki and Raajeswari were not
taught music for the purpose of controlling their $akti or for making them
suitable marriage partners, but because they had talent, and were loved by
their teachers. These simple explanations may also apply to many amateur
female musicians who learned music for their own enjoyment--despite the cos-

mological explanations that dominate some studies of women in south Asia.
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2.4.2 Iconography and mythology

The importance of the vina in Indian culture and its perceived value in
worship is both based upon and expressed in, among other things, the con-
nection between the vina, femininity and the goddess. Rather than review
the many myths and specific sculptures that express this relationship in
slightly different ways, I will discuss only three examples.

One myth credits the invention of the vina to the Hindu god, Siva, who
became inspired by the sleeping figure of his consort Parvati, arms draped
across her breasts (Subramanian 1986, 83). This myth draws an implicit
connection between the power of sound, nada, which finds potential expres-
sion through the two resonators of the vina, and the life principle symbol-
ized by the breasts of the goddess Parvati.

The vina is also associated with male effeminacy. The sage Narada, who
is said to have brought music to earth having learned it from the gods, is
not only associated with the vinad in classical mythology, but also in popu-
lar Tamil comic theatre, where he sometimes appears as a homosexual, carry-
ing the vina and chanting "Narayana" (the name of his istadevata).

Iconographic depictions of the goddess of learning and music, Sara-
swati, never fail to include her playing a vinad. All books and musical in-
struments, and especially the vina, are seen as embodiments of her. pija is
performed for the instrument on certain days of the year (vijayadabami day
and others) as if the instrument were the goddess.

These connections between the goddess, femininity and the vina, while
only a fraction of the cosmology associated with the instrument, goes a long
way to explain the modern Indian phenomenon in which the vind functions as

an emblem of music, of culture, and of Hinduism independantly from the music
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it actually produces--even though many people prefer to listen to vocal
music, it seems to be fashionable to have a vinad around the house, and a
wife, daughter, or mother living there who plays it.

2.4.3 Sambasiva Iyer and worship of the goddess

The Karaikkudi brothers were éri vidya upasaka-s (worshippers of the
goddess &ri vidya, a form of Durga and an embodiment of knowledge), and they
incorporated the vina into their daily worship. Raajeswari recalls, for
example, practicing lessons on the vin2 one hundred and eight times each for
each time Sambasiva Iyer would perform &ri vidya arcana, and that in this
context playing correctly was less important than playing the correct number
of times. She also describes playing kriti-s in praise of the goddesses
ambzl and dévi, such as "eluntal paratévi" in kambdji raga and "namorala-
kifici" in dhanyasi, after doing the evening sandhyavandana (name for a
particular p&jé)gl and after chanting such items as lalita sahasranaman (a
thousand names of the goddess Lalita--another form of Durga) and durga siikta
(verse in praise of the goddess Durga).

Subramanian too recalls, "He [Sambasiva Iyer] particularly liked me to
play vina while he was doing his p&ja, which lasted for four hours." Ranga-
nayaki recalls sitting quietly during the day while her master performed
paja; in the evening Sambasiva Iyer would play such items as durgad |[sakta]
and recite $loka-s which she would be asked to play on the instrument; then
they would play compositions (probably ones like those played by Raajeswari

in praise of the goddess). All accounts suggest, however, that Sambasiva

81Prayers performed by Brahmins three times a day at the junctures of

morning, noon and evening. These junctures are sometimes personified as a
goddess, sandhya, who is seen as the consort of Siva, of the Sun, and of
others (Monier-Williams, 1145). Subramanian describes this simply as "the

daily worship of the sun" (1986, 34)
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Iyer did not play the vina while doing puja--that is, while chanting the
mantra-s, lighting the oil etc.--but afterward, as part of the general wor-
ship event.

Just as in Hindu mythology, where sages and demons alike practice
asceticism to obtain tapa-s ("heat" or potential power) which can be used
for harm or to do good, can be given away, or can be retained for spiritual
advancement, so too is rigorous practice of the vina is seen to be a means
of aquiring $akti. The famous Tamil journalist Kalki, who sat in amazement
as the young Ranganayaki gave her first performance with Sambasiva Iyer in
1941, mused that Sambasiva Iyer must have shared with her the tremendous
$akti he had aquired over his many years of practice (Kalki 1941).82
Because the vina usually requires several decades of training to obtain even
moderate competence, Indians feel the need to account for child prodigies
such as Ranganayaki who learned to play well in very few years. Such
accounts usually claim that an artist has actually learned music for some
number of lifetimes rather than years, or that the artist is or was an
incarnation of, or blessed by a particular deity.

That Sambasiva Iyer practiced "as a ritual, till the very end of his
life" (Subramanian 1986, 35) and that while doing paja Raajeswari was asked
to repeat particular lessons a fixed number of times--regardless of mistakes
made while playing--underscores how the discipline of practicing the vina

(especially the initial exercises) was considered not only a means to an

82anal inta pattu vayatu cirumi eppati 30 varusa catakam ceytirukka
mudiytm enra visayantan enakku marmamiyiruntatu. plraku nané oru camatanam
kantu pltltten munkdlattellam risikal tankalutalya tapasil oru pakutiyai
plrarukku koduttuv1tuvata1 parrip patittlrukklrom karnan tannutaiya
punnlyattalyellmm praman vésam puntu paramatmavukku kotuttu v1tavlllalya7
até pol étd oru caktiyaik kontu karaikkuti cakotararkal tankalutalya
ulaippukkuppin inta c1rum1kku marrlylrukka véntum.
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end, but also as an end in itself--a process of becoming involved with the
divine.

It is also interesting to note the many ways in which the goddess ap-
pears in Sambasiva Iyer's worship. While Iyer'’s actual routine of prayer is
probably similar to that of other $ri vidya upasaka-s, his use of the vina
in worship is rather uncommon (in comparison with the worship routine of a
non-musician). The female or feminine aspects portrayed in the iconography
and the mythology of the vina suggest that Sambasiva Iyer’s assiduous use of
the vina in worshipping the goddess may have some connection with the sym-
bolism of the instrument.

2.5 Basic lessons as models for style

Many features of the Karaikkudi style may be extrapolated both from the
basic lessons themselves and from the manner in which they are executed. As
shown in 2.3.3, one such lesson reveals a predilection for rhythmic varia-
tion. To demonstrate how the manner of performing these exercises reflects
on a smaller level the specific nature of the diversity found within the
style in general, we will now consider several examples taken from sarali
and janta varifai and performed by Ranganayaki Rajagopalan and Lakshmi Ammal
on tape 2 (A:1&2, A:13&14, B:3&5, B:4&6).

People have trouble wverbalizing, in a technical way, the subtle dif-
ferences in what might be called "touch" (i.e. the effect of an individual
musician’s hand, grip, fingers, etc. upon the instrument) in the above pairs
of examples, resorting instead to resort to poetic, non-musical language,
for trying to describe the qualities of an indivdual musician’s "touch" is
like trying to describe the qualities of a particular color, without words

for color, or to describe a taste for which one has had no previous expe-
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rience. Despite its ineffable qualities, a musician’s "touch" most strik-
ingly identifies his or her individuality.

Although such terms as pitippu and aluttam are relevant to a discussion
of "touch," they are perhaps more suitable for describing the "touch" of the
Karaikkudi style as a whole, than of its individual members. The two rendi-
tions of sarali presented on the example tape differ in such individual hu-
man factors as grip, speed and number of oscillations; size, strength, and
placement of fingers; and, mood, degree of energy or fatigue, and age; and
in such external physical factors as particular sound qualities of the in-
strument, diameter of strings, kind of fingerpicks; recording situation,
room acoustics, and outside noise.

Despite these factors, certain differences in touch can be traced to
individual approaches to gamaka and more specifically to the number and
speed of internal oscillations that compose these gamaka-s. Essentially,
Ranganayaki uses two firm, insistent oscillations, followed by a third smal-
ler one acting as an "echapée," in contexts where Lakshmi Ammal uses two os-
cillations, followed by two very rapid oscillations which act as an "echap-
pée." This pattern, while not found in every gamaka (not all gamaka-s re-
quire oscillation), is often found in the way the gamaka-s end and is illus-
trated in the ga of mayamalavagaula raga--the first gamaka a student encoun-
ters in the first lesson, sarali variai.

Although the recordings used in my examples illustrate these differ-
ences in gamaka, it may prove difficult to hear them since they are not used
consistently. My own understanding of these details has come through hear-
ing Lakshmi Ammal play them over and over again for a period of months for

initial lessons and for a period of years for advanced lessons, and has been
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confirmed only through my ability to reproduce them to her satisfaction.
This minute level of interpretation is one of the features that separates
her students from those of certain other members of the Karaikkudi style--
such as Ranganayaki Rajagopalan.

Another feature that distinguishes internal style characteristics is
the frequency of left hand plucks. For example, in the avardhana (descend-
ing portion) of sarali, a gesture characteristic of Lakshmi Ammal's playing
is a "double-oscillation echappée" (technique described above) on ga with
the index finger, followed by a "pull-off," allowing sa to sound for a brief
moment, and "hammer-on" sounding ri with the middle finger. In this gamaka,
the double oscillation on the svarasthana for ga is actually part of the
svara ri. Ranganayaki generally begins this gamaka with a single oscil-
lation from ga and uses no left hand finger pluck, but rather a descending
slide (jaru) to ri.

The two examples of differences in internal playing style specified
above can be generalized into two types: 1) difference in speed and number
of oscillations in a given gamaka and 2) difference in frequency that left
hand finger plucks are used as an expressive or ornamental device. Because
these two kinds of differences do not affect the structure of the svara-s,
they can be found in basic exercises such as sarali varifai and in more com-
plex forms. Differences that involve a change in the structure of svara-s,
such as the number of and type of sangati-s, while not found in lessons such
as sarali, are found in such forms as varna-s--some of which the Karaikkudi
style, unlike other styles, performs with sangati-s.

That the basic structure of sarali and janta varisai and alankara-s

remains constant for all performers in the Karaikkudi style should not be

89



surprising, given that it is also constant for most performers in the kar-
nataka sangita tradition--except for the omission of, or addition of spe-
cific lessons, and for minor variations within certain of the more compli-
cated exercises. Among compositions performed in the Karaikkudi style, the
performance of gita-s, of beginning pieces that contain few sangati-s, and
of pieces that are rarely practiced (that is, pieces that have not been
worked and reworked into new forms) reveal the most consistent structures
across the style. Of the early lessons, the greatest amount of variability
in content is found in the performance of varna-s because of their length
and complexity, and because some of them can be performed with or without
certain sangati-s.

2.6 Complementarity between the brothers

Sambasiva Iyer and his brother not only had different personalities and
held their vina-s differently, but also played differently. Whereas Samba-
siva Iyer was known for his tanam playing, and his "sonorous sweep," Subba-
rama was known for his pallavia3 singing, including such aspects as niraval
(melodic improvisation on a line of text), kalpana svara (melodic improvisa-
tion using svara names) and superb control over laya (tempo).

Because of poor health, Subbarama did not practice the vina as often as
did Sambasiva Iyer, who practiced both as an end in itself, for the disci-
pline, and for purposes of refining his vina technique. Although Subbarama
Iyer would sing while doing chores in the house, he would only sit to play

vinad in the afternoon or evening or at a concert with his brother (Meenakshi

837 musical form that relies heavily on the creativity of the musician
and requires mastery of all aspects of the art; in it, a line of text,
selected from another composition or from another source, is sung or played
in successively elaborate ways both melodically and rhythmically.
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Ammal 1988).

The differences between the brothers’ habits of practice, specialties
in performance, and personalities may have been intensified by hostilities
that began to grow between them--hostilites due to "conflicts between other
members of the family for whom they were responsible" (Subramanian 1986, 31)
becoming so strong that towards the end of Subbrama’a life, the brothers
were not even on speaking terms. Whereas the brothers had once lived in two
halves of the same house, Sambasiva Iyer's second wife insisted that a wall
be erected to separate the two families. In another manifestation of hos-
tility, Sambasiva Iyer began to decline to play concerts that his brother
had arranged (Meenakshi Ammal 1988), possibly because as the head of a large
family, Subbarama would give Sambasiva Iyer less than his share of the
salary (Subramanian pers. com. 1988).

The combined contributions of the two brothers was said to produce an
electrifying effect, like the union of $iva and $akti (see p.21). That
each brother specialized in certain aspects of performing but together they
were said to sound like one person playing the vina, suggests that for them,
tanam, kalpana svara, niraval svara, and pallavi singing could not find full
expression in one individual.

Consequently, as I have mentioned, Sambasiva Iyer found it difficult to
perform alone after his brother died in 1936, and training Ranganayaki and
Raajeswari--with whom he would later perform--may have been attempts to fill
the gap left by his brother’s death. But in some ways this gap could never
be filled. For example, many compositions were omitted from his rep-
ertoire, possibly ones that reminded him of his brother (Subramanian pers.

com. 1988)--a conjecture supported by the observation that many such com-
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positions were in evocative raga-s like nilambari and varali and that these
raga-s, especially nilambari, were specialties of Subbarama Iyer's daughter
Lakshmi Ammal, who learned them by listening to her father.

This brief summary emphasizing the differences between the brothers84
calls into question whether and to what extent their own personal styles
were derived from their father's (their guru), and the extent to which the
contributions of each has been passed on to the generations following them.
While Sambasiva Iyer's sangati-s, cittasvara-s, and technique for tanam are
readily perceivable in the performances of Ranganayaki, Raajeswari and other
students, aspects of performance associated with Subbarama Iyer, such as the
rendering of pallavi-s, niraval svara, and kalpana svara are neither empha-
sized in modern-day performances of Karaikkudi vina players, nor, when they
do appear, do they resemble those of Subbarama Iyer.85

One can perhaps find a shade of Subbarama Iyer’s personal approach in
the singing and vina playing of his daughters and of their disciples, but
because none of them studied with him to an advanced stage, his unique con-
tributions, if their indeed were any, to the performance of niraval, kalpana
svara, and pallavi singing are lost. This all suggests that one of the most
significant changes in style since the time of the brothers has been the un-

even transmission of it, and the consequent development of the half repre-

sented by Sambasiva Iyer in the playing of the two foremost, professional

le'“.c,'mpi'lasized" because overall, it must be remembered that members of
the style will say all Karaikkudi vina players represent "oré pani tan"
("one style only") and that I emphasize these differences only to bring into
relief what "one style" actually means.

85Subramanian recalls discussions with the late Karaikkudi Muttu Iyer,
the brothers’ mridangam player, in which Muttu Iyer demonstrated Subbarama
Iyer’'s approach to niraval and how it was different from that of current
performers (Subramanian pers. com. 1988)
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exponents of the style, Ranganayaki Rajagopalan and Raajeswari Padmanabhan.
It also suggests that, although most people associate the "pure" Karaikkudi
style to be anything that approaches the playing of Karaikkudi Sambasiva
Iyer--the legendary vina player of the style who still lives in recent
memory--in fact, even at the time of the brothers there was a certain degree
of diversity. And this diversity not only did not lessen the cohesiveness
of their performances, but was the essence of it.
2.7 Other styles

2.7.1 Dhanammal style

The doctoral dissertation by Jon Higgins (1973), articles in Sruti
magazine (Jan-feb 1984, 17-32;June-July 1986,25-40), and R. Rangaramanuja
Ayyangar (1972, 28?-96)86 among other works provide historical and descrip-
tive material about the Dhanammal family, a review of which is beyond the
scope of this work. However, several characteristic features of the Dhanam
style are worthy of mention: As in the Karaikkudi style, they emphasize
initial training, especially gita-s; unlike the Karaikkudi prescription of
keeping fingers together ascending and apart descending the Dhanam school
keeps both fingers separated ascending and descending (Nixon, pers. com.
1988); and unlike Karaikkudi vina players they use fingers, rather than
plectra, to pluck the strings and refuse to play with mridangam accompani-
ment; Dhanam also deemphasized rhythmic aspects of improvisation such as

svara kalpana, which were considered more appropriate for men (Nixon pers.

865 uti magazine and Rangaramanuja Ayyangar's accounts must be treated
with caution, for although Sruti draws on the expertise of well known ar-
tists in the music field, it caters to "popular" tastes, publishes gossip
(literally), and does not check its facts before publishing them; Ranga-
ramanuja Ayyangar 1is is said to have exaggerated the amount of contact he
really had with Dhanam.
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com. 1988). The "sparkling sphurita" technique is not frequently found in
the Dhanammal style nor is aluttam characteristic--her style being gentle
and soft. Unlike in the Karaikkudi style, reiteration of a pitch is some-
times accomplished by sliding the index finger upward (ascending) from the
previous fret. Catlin notes a tendency on Dhanam recordings. to "blur
metrical outlines" (1980, 222); perhaps this is partly a function of her age
at the time of the recording--more than this, however, is the melody-
orientedness of her playing, not so much a blurred metrical outline as a
lack of emphasis on highly articulated phrases (as is characteristic of the
Karaikkudi style).

Her raga alapana-s were said to be extremely concise. Her grandson T.
Sankaran recalls her playing a few characteristic phrases of a raga and then
saying she did not know what else to play--not because she was not creative,
but because she could give a rather complete picture of a raga with a few
gestures (Sankaran pers. com. 1988). She developed a way of coping with the
time constraints imposed by the record industry by leaving the raga alapana
until after the composition, so that it, rather than the composition, would
be cut short if time ran out.

Many renowned musicians and dancers are members of the Dhanammal
family: the late T. Balasaraswati and T. Ranganathan, their brother T.
Viswanathan, and cousins T. Mukta and T. Brinda among others. T. Brinda
plays the vina, but was not instructed in technique by Dhanammal. The only
living vina student of Dhanam is Savitri Rajan. Because their family style
is essentially vocal (Viswanathan pers. com. 1988), it can comprise vocal-
ists, instrumentalists, and vina players, each with different techniques.

While technique defines Dhanam's personal way of playing, but not the whole
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style, the uniqueness of the Karaikkudi style depends heavily on techmnique.
There are no mature artists in the Karaikkudi style who are primarily vocal-
ists, or flutists (not yet at 1east);87 there are, however, mridangam play-
ers in the family who might be said to play in an analogous style.

2.7.2 Mysore school

The so-called Mysore school, one of the major schools of vina playing
recognized today, claims Mysore Doraiswamy Iyengar, who traces his param-
para back to the legendary vina player Seshanna, as its foremost classical
exponent.

K. S. Subramanian’s doctoral dissertation (1986), a detailed comparison
between the Karaikkudi style and that of Doraiswamy Iyengar, identifies
Iyengar’'s occasional use of vibrato (a technique absent in the Karaikkudi
style) as the most striking difference between the the two styles (1986,
193). Other differences include Iyengar's use of slides in contexts where
Subramanian uses string deflection, and Iyengar's choice of certain other
techniques in contexts where Subramanian’'s use differs.

In an attempt to characterize the various styles, Sruti magazine's
Radhika Raj Narayan wrote:

[Mysore Doraiswamy Iyengar] describes the Mysore style as
basically an instrumental style, in which the melodic purity of

the notes is sought to be retained. Therefore deep gamakas are
not generally used. Shallow gamakas, playing the notes on the
frets, a pleasing meetu, use of tribhinna [. . . and], use of

janta svaras in phrases like sa-ni-ni-dha-dha-pa-pa-ma and dhatu
svaras such as ri-pa-ga-dha-ma-ni-pa-sa are typical of this style.
Left hand fingers are separated to facilitate fast passages .
Many ragas such as Behag, Jhinjoti and Khamas played by vainikas
of the Mysore School have a distinct North Indian touch, due to
the proximity of Karnataka's northern districts to Maharashtra and
the ensuing influence . . . (Narayan 1984, 18)

871t will be interesting to observe how Raajeswari’s son, who is
learning to play the flute, comes to terms with his own musical heritage.
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Doraiswamy corrects some of these statements in a later Sruti article:

There is a popular misconception that the Mysore style of veena

playing is short of deep gamaka-s and is lacking in purity and

repose. I can vouchsafe that this has not been so. Some inferior
vainikas may have exploited the instrumental effects to a greater
extent than was necessary or judicious, perhaps because they could

not emulate the better attributes of the great vidwans, but we

should not generalise from this that all vidwans of the Mysore

school employed an imprudent overdose of instrumental technique in

their music. (Shekar 1984-1985, 24).

Perhaps the characterization of the Mysore style as lacking "deep
gamaka-s" was a misleading way of saying that aluttam is not stressed in the
Mysore style. This latter description is supported by Subramanian’s ob-
servation that Doraiswamy uses more slides than do Karaikkudi vina players.
Bending the string rather than sliding tends to bring the quality of aluttam
into relief.

Iyengar uses open air (condenser or dynamic) microphones rather than
contact (transducer) microphones because he likes the way they bring out the
timbre of the instrument. Ranganayaki and Raajeswari, to whom practicality
seems to outweigh possible acoustic disadvantages, both use contact micro-
phones. Perhaps the punchy quality of the Karaikkudi vina style reproduces
more satisfactorily than does the somewhat subdued quality of the Mysore
style. Not only does Iyengar prefer a different mode of amplification, his
vina is also different, being made of rosewood rather than jackwood and hav-
ing a slightly different shape than a Tanjore vina (the kind used by Karaik-
kudi players, and by most vina players in Tamilnadu). According to a stu-
dent of his, he uses cylindrical frets rather than the somewhat square type
found on many vina-s (Karaikkudi musicians use either type).

Other Mysore vina players include R.K. Suryanarayana and R.S. Keshava-

murthy.
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2.7.3 Andhra school

The Andhra style is said to be distinguished by its use of a variety of
types of right hand finger plucks (mittu) (Narayan 1984, 19), and according
to Subramanian (1986, 237), contains five divisions: Bobbili, Pithapuram,
Vizianagaram, Kalahasti, and Vizakapatnam. One of the most famed of Andhra
vina players, the late Emani Shankara Sastri, was the guru of the popular
vind player Chitti Babu.

The most prominent exponent of the Vizianagaram division, Venkataramana
Das (1866-1948), said to have practiced ten to twelve hours a day, including
all the basic exercises in 4 speeds and in three octaves, is also known for
producing a "rich tone" and for playing at extraordinary speeds with remark-
able clarity (Sambamoorthy 1985, 52). His vina was shorter than most, was
held vertically, was fitted with a large gourd, and, like the Karaikkudi
brothers’ vina-s, with thick strinés tuned to a high tension.

His vina was distinguished by a unique way of affixing the frets, by
the proportion between the length of the neck and the diameter of the body,
and by a floral design instead of a yali on the headpiece (Sambamoorthy
1985, 55). He was known for deflecting the string up to "six higher notes"
(interval of an augmented fourth), and for playing above the nut of the
instrument.

Sangameswara Sastri (1873-1932),88 another proponent of the Andhra
school, was known for accompanying his powerful voice with the vina (Samba-

moorthy 1985, 60).89 Like Venkataram Das he played the vina in a vertical

88These dates are provided by Sambamoorthy, Rangaramauja Ayyangar
(1972, 273) gives (1874-1931).

89The Karaikkudi school uses the voice as support for the instrument,
not the other way around.
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position and tuned the strings to a high tension--reaching a tonic pitch of
5 - 5% (G or Gff) because his vina was shorter than most. Like Sambasiva
Iyer, Venkatarama Das, and some other vina players, he was known for a
rigorous practice routine. Unlike some of these vidvan-s, who practiced
from early in the morning, he was known to practice from llpm to 3am in the
morning and for "veyi sadhakam i.e., playing a thousand times at a stretch
the scale in three octaves in the quickest tempo possible" (Sambamoorthy
1985, 62). He insisted that his students observe the same methods of
practice. Like the Karaikkudi brothers he worshipped the goddess, perform-
ing dévi pGja on Fridays. The belief, shared by Sangameswara Sastri and
Venkataram Das, that playing the instrument in the vertical position was
masculine matches their rather aggressive approaches to practice and per-
formance in general.

Emani Sankara Sastri, who died Dec. 1987, was the most recent proponent
of the Andhra school. 1In a laudatory paragraph, Radhika Raj Narayan (1984)
explains Sastri,

has merged the Tanjavur and Andhra styles and has further improved

upon this merger. He uses a wide range of gamakas and meetus to

achieve an extraordinary variety of textures and moods in his

music. He is perhaps the on% vainika to modulate the wvolume of

the pluck to suit the music,[ . He uses all the fingers of

his right hand to produce these various effects . . . Mandhra

sthayi [lower octave] elaboration is interspersed with madhya

sthayi [middle octave] phrase producing the effect of sawal- jawab

or duet concert. He freely uses folk idioms to enrich the

alapana. Tanam is replete with sound effects and is played in

three speeds.

I found, in my own encounter with this vidvan, a man highly interested

in change, who found to be boring and old fashioned any music that did not

90This is an exaggeration, for others such as his student Chitti Babu
and the Mysore vidvan, R.K. Suryanarayana, also change the volume of their plucking.
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radically change. In this regard he was particularly critical of the
Karaikkudi style. 1In the privacy of his own home he demonstrated his con-
trol over Western music by playing orchestral themes from Beethoven on his
vina, which he insisted on plugging into a large amplifier "for richness."
He did not seem to distinguish sharply between "classical" gestures and
"gimmicks"--a distinction exploited by, but never satisfactorily defined by
south Indian music ecritics.

P.K. Doraiswamy describes Sastri’s approach to the age old question of
"continuity" (musical, not historical continuity) on the vina:

His secret is to combine the plucking with the movement of the

left-hand fingers in a peculiarly characteristic manner so as to

drown the plucking sound in the gamaka-s without sacrificing

crispness. In addition, he relies on subtle sruti-s and special

effects like vibrato, staccato and other tonal effects to approach

vocal effects closely. It has been said that while Balachander's

technique brings out the masculine grandeur of some aspects of our

music, Emani's technique emphasises basically feminine graces

(Doraiswamy 1985, 16).

These descriptions suggest the Andhra style is not a single style, but
a name given to a number of styles that happen to claim performers from
Andhra Pradesh as its members. A similar misnomer, the Tanjore style, re-
fers to a number of styles including the Karaikkudi style and the Dhanammal
style.
2.7.4 Trivandrum school

M.A. Kalyanakrishna Bhagavatar (1913-1979), who was known for his
singing as well as for his vina playing, and M.K. Kalyanakrishna Bhagavatar,
who is known as "Talai Atti Kalyanakrishna Bhagavatar" because he nods his
head up and down while playing (Raman and Sankaran 1986-1987, 77) are note-

worthy vainika-s of the Trivandrum tradition.

Although Desamangalam Subramania Iyer grew up in Kerala, the state in
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which the city of Trivandrum is found, and taught the present day performers
K.S. Narayanaswamy and K.P. Sivanandam (Raman and Sankaran 1986-1987, 79),
these artists are said to represent the "Gayaki" division of the Tanjavur
style in the article "Contemporary Styles of Veena Playing: A listener'’s
guide" (Narayan lQSA).gl

About K. S. Narayanaswamy, Subramanian (1986, 213) writes:

A student of Sabhesa Iyer at Annamalai University and later became

a teacher there. He has taught many students. Mr. Narayana

Menon, the Director of Sangita Nataka Academy, New Delhi, and M.S.

Subbalakshmi, the renowned vocalist of India are two of his

students who are not vina players by profession. Another disciple

of his, Venkataraman, is a profesional vina player who is on the

staff of All India Radio, Trivandrum. Pitchumani Iyer and G.N.

Dandapani Iyer were vina students in Annamalai University when he

was a teacher (conversation: Viswanathan).
2.7.5 Balachander

Listeners tend to have strong opinions about the approach of S. Bala-
chander, who occupies a position all his own among modern vina players. To
attain his ideal of fluidity characteristic of the human voice, he is known
to bend the strings beyond the interval of a fourth and to prolong the ef-
fect of each pluck through the use of contact microphones. Explaining this
in an article contrasting Balachander’s approach with that of Emani Sankara

Sastri, P.K. Doraiswamy writes:

the logic behind Balachander'’'s style may perhaps be explained by
the following sequential argument:

1. frets are an obstacle to continuity and expressiveness at
higher levels of musical attainment;

2. it 1is, therefore, necessary to evolve a technique of playing
which reduces the player’s dependence on frets;

91"G§yak:i." means singer. Gayaki style means a style that attempts to
capture the human voice--not a very useful appelation for reasons I have
explained. 1In this article the Tanjavur style is said to comprise three
distinct schools, the Gayaki style, Karaikkudi school, and the Dhanammal school.

100



3. it is, therefore, further necessary to produce as many notes as
possible from a single swarasthana;

4. deflecting the string should, therefore, be developed as an art
(if not a feat) in itself with suitable adjustments to the basic
sruti and thickness of the string;

5. a plucked sound is audible only for six to seven seconds;

6. if a whole musical phrase is to be played with a single
plucking, sound amplification is essential;

7. ordinary mikes are not sensitive enough for this purpose and a
contact mike is, therefore an assential part of the whole
'deflection’ technique . . .(Doraiswamy 1985, 16).

This critic further explains that people who consider the effect of
plucking a virtue rather than a limitation do not appreciate Balachander's
approach. Whereas Balachander'’s style, to P. K. Doraiswamy, is essentially
"masculine," Emani Sankara Sastri’s style is "feminine." Such characteriza-
tions of style into masculine and feminine, which is often independant of
whether the player is a man or a woman, are not uncommon for as we have
seen, some players from Andhra considered their technique to be "masculine"
and, for example, people comment that Ranganayaki Rajagopalan plays like
"gents."

These brief sketches of style, neither complete nor balanced in terms
of content, are based on the limited knowledge of the author, and on the
sparse material available in print--for the most part on Sruti magazine
which is neither noted for its objectivity nor for checking its sources.
Because of my own limited knowledge of these styles I have tried to make
available descriptions written by Indians to provide at least some points of
comparison with the Karaikkudi style, even though these points of compari-
son, strictly speaking, are between various peoples’ descriptions and inter-
pretations and not between the styles themselves.
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Chapter two has been a general survey of the Karaikkudi style, examin-

ing its members and particular issues. For the most part this examination

has centered around a fixed period of time, that in which the Karaikkudi

brothers lived, and has assumed, for the sake of clarity,
of homogeneity than may have actually existed. Now it
examine the wvarious changes that have been occuring in
Sambasiva Iyer died, while recognizing that the basis for

outlined in chapter 2 is neither absolute nor complete.
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3. Change and Development

This chapter is divided into two sections in which the first will
address changes in aspects of style such as values, compositions, rendi-
tions, technique, and transmission and the second, such factors as changing
economic, family, and technological conditions that may have encouraged
style change.

3.1 Values
3.1.1 Religious

Since the death of Sambasiva Iyer in 1958, changes in the Karaikkudi
style involving practices and values which can be broadly termed "religious"
include the use of the vinad in worship, the concern for understanding the
meaning of songs, the contexts for playing, and the relationship between the
performer and the audience.

Unlike Sambasiva Iyer, members of the Karaikkudi style today seldom
include vina playing in their daily worship routine. While this change
might be taken as an indication that modern performers feel that the
connection between devotion and music 1is weaker than in earlier times,
performers such as Ranganayaki Rajagopalan and Meenakshi Ammal attribute
this change to a lack of time. Although the chores and family responsi-
bilities to which these women must attend probably occupy more time in their
lives than did those of Sambasiva Iyer in his time, one cannot help but
think that the women would find time for vina playing in daily worship if it
were considered essential. Instead, however, Meenakshi Ammal, Sankari
Ammal, Ranganayaki, and Raajeswari relate that they use the vina for worship
only on special occasions such as vijayada$ami day and sarasvati pija.

These women also name lack of time as a reason for being unable to
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practice as much as Sambasiva Iyer, who practiced "as a ritual" in and of
itself and for improving and maintaining technique. Now most Karaikkudi
vina players practice only while teaching.

Sambasiva Iyer gave life to these ritualistic aspects of performance by
paying close attention to the meaning of the compositions he played--even if
this understanding was general. Because neither Ranganayaki, Raajeswari,
Meenakshi Ammal, nor Sankari Ammal knows Telugu or Sanskrit, they too do not
fully understand the 'songs they perform and do not believe that a thorough,
word for word understanding is essential to a successful performance, though
they do believe, as Meenakshi explains, that one must play with bhakti
(intense, loving devotion).

Although Lakshmi Ammal may not have understood these songs any more
than did her sisters, she appears to have valued this knowledge and felt it
necessary to explain the meaning to her students. Lakshmi Ammal’s student
S. Mallika, who studied in and now teaches at the Madurai Sathguru Sangeetha
Vidyalayam, recalls that she would first teach the student such practical
aspects as properly executing all the gestures of the style and pronouncing
the words, and as the student advanced, the meaning of the text--now stres-
sing such aspects as matching textual syllables with right hand finger
plucks. Mallika, who has studied both Telugu and Sanskrit and like all
other members of the style is a native Tamil speaker, believes understanding
the meaning of the songs not only can improve one'’s playing but also can
prevent one from playing compositions in inappropriate contexts, explaining
that compositons such as "ninnujepa" and “mokgamu,“ which evoke sadness and
other nonfestive emotions, should not be played at weddings but that any

piece is suitable for a sabha (music hall). That the meaning of a song is
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irrelevant in a concert setting indicates a general change in karnataka
sangita as music has moved from contexts of princely patronage and private
or public worship to ones of entertainment in the form of live concerts or
recordings.

The attitudes of S. Mallika exemplify how institutional learning
revitalizes such "old school" devotional values as understanding the text
and observing the correct context for performance of compositions (see also
3.5.2 Changes in teaching of music: Time and institutions), and were condi-
tioned, in part, by learning such things as mridangam, theory, language, and
general practice at the Vidyalayam.

Unlike Sambasiva Iyer, who did not "play down" to the audience because
"the moment the artist strives to 'please’ he loses touch with the divinity
within" (Subramanian 1986, 22), some members of the Karaikkudi style now
accomodate aspects of performance to public taste. Ranganayaki, for ex-
ample, seems to cater to the public by playing popular compositions rather
than those Sambasiva Iyer taught her which are considered "old fashioned,"
but she nevertheless, does not adopt flashy modes of performance to attract
applause from the audience. Raajeswari--who unlike Ranganayaki is a popular
artist, maintains eye contact with the audience, smiles in appropriate
places, and has incorporated such popular techniques as harmonics into her
playing--has values concerning performance which are different from those of
her guru Sambasiva Iyer.

Ranganayaki and Raajeswari, again wunlike Sambasiva Iyer, time the
sections and kinds of compositions in a given performance in accordance with
both the context, be it a wedding, sabha concert, or radio broadcast, and

the audience. They have accepted these changes not because they lack reli-
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gious sentiment, but because they entertain notions different from those of
Sambasiva Iyer of what is offensive to the "divine"--both are devout in
their personal lives and view the instrument as a manifestation of the
goddess.

3.1.2 Talking about music, research and theory.

Sambasiva Iyer's attitude that music can be "explained" only through
the music itself is not entirely shared by present-day Karaikkudi vina
players. It is not surprising, for example, that K. S. Subramanian, who
earned an undergraduate degree in chemistry, a master's degree in English,
taught English literature in Madras, and eventually decided to pursue an
academic career in music, likes to talk and write about music and feels his
own scholarship and insight into vina style benefits the Karaikkudi style.

On the other hand, his mother Lakshmi Ammal, who was not concerned with
new developments in music theory, spoke little about music, and when T. M.
Tyagarajan announced that several generations of performers have been per-
forming the r3ga bhairavi incorrectly and proceeded to '"correct" the
bhairavi varnam "viribhoni," one of the oldest and most traditional pieces
in karnataka sangita, Lakshmi Ammal did not alter her performance of it.92
She used to refer to theory in cases where, for example, I played the incor-
rect gamaka on dha in the raga abhogi, saying it sounded like ni--a svara
absent in &bhogi. But in most cases my mistakes were easier to correct by
demonstrating than by talking, in which cases she would play the passage re-
peatedly until I imitated her correctly.

Ranganayaki Rajagopalan, who like her guru tends to be rather reserved,

92The Music Academy of Madras and other musical institutions constantly
entertain debates over "correct" practice in karnataka sangita.
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may avoid speaking about music, in part, because she is not consciously
aware of the rules that seem to guide her playing--one can know a style
without being able to articulate its rules just as one can use a language
without being able to explain its grammar (Gombrich 1968; Hayek 1963). For
example, when I asked Ranganayaki where the dha of the raga nata is found in
compositions or praydga-s, she did not generalize, but demonstrated indivi-
dual cases because she is not accustomed to think in terms of laws of us-
age.93 Despite her general tendency to demonstrate rather than to describe,
she does discuss music using such Tamil words as aluttam and English words
as "clear," "loose," "perfect," each of which denote presence or absence of
characteristics she sees as central to the Karaikkudi style.

Although Raajeswari Padmanabhan, who is more at ease with the English
language than is Ranganayaki, seems to speak while teaching more than does
Ranganayaki, she has cautioned me on several occasions that "practical re-
search," research involving performing and listening, is more useful than
academic research in which one writes about music (see quote, p.109-10).

Performers such as S. Mallika and Lakshmi Ammal's grandaughter V.
Shanti, who seem to be interested in both performing and scholarship, will
have to strike their own balance between "practical" and academic research
depending on how these approaches suit themselves as individuals and as
carriers of the Karaikkudi tradition.

In general, performers in the Karaikkudi tradition take different

stances on the issue of discussing music depending on how the issue bears

930ne might ask whether such rules or regularities exist for the raga
nata. Other musicians, such as my vocal teacher (not surprisingly a student
of T. M. Tyagarajan), are able to generalize about these usages even if
there are exceptions.
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upon their own interests--not on how it relates to an abstract notion of
what is right for the style. Subramanian, involved with academic scholar-
ship from a young age, has departed from the family norm of performance em-
phasis, while Lakshmi Ammal, who had no exposure to academics, typified it.
3.1.3 Transmission

Because Sambasiva Iyer's slow, methodical manner of teaching is
gradually losing viability as a result of the breakdown of the gurukula
system, each member of the tradition is developing new ways to teach.
3.1.3.1 Ranganayaki Rajagopalan

Ranganayaki, who until recently taught at the Music Academy of Madras,
generally taught students who not only learned other styles from other
teachers (a practice her guru avoided) and had different levels of skill,
but who also had different degrees of interest in music. Because she could
not, for example, spend an entire year teaching sarali variéai, she acceler-
ated the program, ommitting the lesson with the unusual three cycle confi-

gurationga

and spending a short time on the others.

Ranganayaki explains that, at home, she teaches according to the stu-
dents’ needs. For example, if a student wants to learn quickly, she will
teach what she can in the time allotted--leaving the responsibility of
grasping the material with the student. While teaching, she adheres for the
most part to the traditional order and kinds of lessons without adding any-
thing new, but sometimes omits some of the gita-s and varna-s her guru

taught her. She often teaches popular and easy varna-s such as "bagavari"

in hamsadhvani raga to beginners, and later, rather than teaching "vana-

94gince the students in a music school almost never stick to a single
style, perhaps she felt it unnecessary to include this special 'Karaikkudi’
lesson.
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jasana" or other simple pieces with which she began learning, she teaches
simple pieces which are currently in vogue such as "sudhamayi" in amrita-
varsini raga (Rajagopalan 1988).

To generalize, when Ranganayaki teaches a beginner she tends to teach
the material passed down to her and adjusts her expectations to the capa-
bilities of the student. Later, because she feels the teaching materials
themselves, i.e. kriti-s, are less important than their didactic function,
she teaches easy-to-grasp songs. Once the student understands these pieces
she teaches more difficult ones--Karaikkudi specialties or others.
3.1.3.2 Raajeswari Padmanabhan

Unlike Ranganayaki, Raajeswari sometimes uses different materials (such
as those designed to stengthen the hand in particular ways) to teach even
beginning students--a practice common among teachers of karnataka sangita in
general but uncommon among other members of the Karaikkudi style.

Although Raajeswari has developed specialized lessons, she does not
veer from the order and types of lessons taught to her by her guru. Like
Ranganayaki, Raajeswari will go through the lessons quickly when a student
needs to learn quickly--always including at least some of the lessons that
compose sarali vari$ai, janta vari$ai, glitam, and varnam, and like Ranga-
nayaki, leaves the student with responsibility of practicing these lessons.

Despite the existence of a large body of carefully designed, time
tested exercises and compositions for teaching, all the teachers in the
Karaikkudi style realize that certain things cannot be taught, but must be
learned by the students’ listening--as Raajeswari explains,

One cannot learn everything from a guru, some things have to be

learned by listening. We must go to music concerts, analyze what

and how things are being sung, and compare them. Instead of

writing the comparisons down in a notebook it should be done
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automatically--research by hearing and playing.95

Whether imitating a particular lesson or attempting to play something
heard at a concert, a student inevitably makes errors that need correction.
To accomplish this correction, Raajeswari, and to a lesser extent Lakshmi
Ammal, sometimes imitate a student’s error in an exaggerated manner so the
student can easily perceive and correct it, but most members of the
Karaikkudi style have the student play a passage repeatedly until it is
correct--without indicating what, specifically, is wrong.
3.1.3.3 Lakshmi Ammal

Lakshmi Ammal, except when teaching foreign students like myself who
had little time in which to learn, adhered to the "old way" of teaching
associated with her father and uncle. Unlike Ranganayaki and Raajeswari,
who left the responsibiltiy of learning with the student, Lakshmi Ammal made
students practice until she was convinced they had learned a particular
passage, and only then, proceed to the next. The effectiveness of this
method is proved by a saying in Madurai, "if a song was learned from Lakshmi
Mami ("aunt" Lakshmi--an affectionate name) it cannot be forgotten," but
because few students had the time or patience to learn in this way, they
seldom learned such advanced techniques as svara kalpana and niraval,
although some picked up a little bit of ragam (raga alapana) and tanam.
Lakshmi Ammal felt this slow, precise method of training to be an essential

part of the style.

gs“elléttaiyum kurukitta collikkamudiyatu. cilatellam kéttu patam
pannanum kaccérikkupdkanum. ava ennapatura enta 'type' eppaz_:i irukku ap-
patlyellam pakkanum. atai ’'compare’ pannanum. anta ’‘compare’ panni atu
eppati irukku itu eppati irukkunnu collittu ‘notebook’lé elutamaleye nam-
malé katuna].eye 'research’ panni irukkom katunaleye ‘research’ panni vaciccu
ataiyum 'research’ panni i rukkém" (Padmanabhan 1988). &
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Lakshmi Ammal taught not only by the same method but also in the same
order and using the same material as did her father. For example, she
recalled her father’s consistent practice of teaching the varnam "inta
caukaséya," in bilahari raga, after completing the cycle of gita-s tradi-
tionally used in the Karaikkudi school; because her father taught in this
order, she would also teach "inta caukaséya" before any other varnam. But
her father only specified the first varnam that should be taught. The
second varnam Lakshmi Ammal used to teach, "intachalamu," in kambhéji raga
set to ata tala and composed by Pallavi Gopallayyar, was her own choice. 6
When her students were advanced enough to learn kriti-s, Lakshmi Ammal, like
her father, taught "vanajasana" in $ri raga, and then other short kriti-s
such as "kripajicutaku," "varanarada," "sarasasamamukha," "cinnanadéna," and
"sarasasamadana."

Sometimes Lakshmi Ammal asked advanced students to teach to those less
advanced, and in so doing, exposed the less advanced students to a variety
of performance possibilities.g7 I found this practice to provide a useful
model on which to base new interpretations, even though at times it was con-
fusing and difficult to please one teacher with a version taught by another.
Lakshmi Ammal provided similar multi-form model, from lesson to lesson, by
varying the manner of playing a particular melodic or rhythmic unit. And

although Lakshmi Ammal insisted the student reproduce her lessons exactly

96As far as I know, this varnam is not performed or taught by anyone in
the present generation of musicians within or outside the Karaikkudi
tradition--except for students of Lakshmi Ammal.

97A similar process 1is descrbed by Khatschi in reference to the
teaching of a Dastgah in Persian music. A different portion of the Dastgah
would be taught to a number of students, and it would be left to them to
teach each other, thereby introducing variation through the extra step of
oral transmission (1962, 33-4)
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while learning, she encouraged her advanced students to be original and
creative after these lessons were internalized and accomplished this by
providing the diverse model discussed above, which consists of at least
three layers:

1. Lakshmi Ammal'’s various ways of playing

2. The differences among students, who themselves teach

3. The different ways an individual student teacher might play

To sum up, Lakshmi Ammal retained her father’s order, content, and
method of teaching lessons, and unlike Ranganayaki, encouraged students to
develop their own way of playing by providing a model that was itself di-
verse. Ranganayaki teaches compositions in a rather fixed form whether she
herself teaches or asks her daughter to teach.
3.1.3.4 Revitalization

Lakshmi Ammal’s sister Meenakshi Ammal, who in other situations might
interpret the tradition rigidly, sometimes substitutes "note"-s for funda-
mental lessons such as sarali vari$ai because some students neglect practic-
ing sarali, finding it "boring." Meenakshi believes that by playing these
"note"-s, the students will improve their fingering techniques while playing
something they like to hear.

K. S. Subramanian, who after completing his doctoral work at Wesleyan
University accepted a position at Madras University as an instructor, finds
students’ lack of committment to practicing basic lessons to be a central
problem in the Karaikkudi tradition today. Even advanced students of
Ranganayaki and Raajeswari can rarely play sarali varibai, janta variéai,
alankaram and gitam in three speeds. And when Subramanian asked Ranganayaki

Rajagopalan and his sister Raajeswari whether any of their students were

112



advanced enough to carry on the Karaikkudi tradition, only Raajeswari was
able to produce two students: her daughter Sri Vidya who had performed with
her for several years, and Vijayalakshmi, a student at Kalakshetra.

After hearing this, Subramanian, who had been trying out new methods of
teaching in the U.S., was convinced that the Karaikkudi style needed to be
revitalized with a new approach. This new approach, which was the "old" ap-
proach applied in a modern way, took root in a small school called the
"Karaikkudi School (karaikkudi pani)," dedicated to the thorough teaching of
basic lessons--and in so doing, gave Ranganayaki and Raajeswari time to
train advanced students. Subramanian, Sri Vidya, and Vijayalakshmi all
teach in this school, which is located in Mandavalli near the houses of
Raajeswari and Subramanian. The emphases on basic technical skills in this
small institution ("The Karaikkudi School") and emphases on language
learning in other music institutions (see p.l1l05) are examples of how the
shift in contexts for music learning from the home of the guru to the music
school has actually revitalized the Karaikkudi style--and "old school”
values in general (see also 3.5.2).

To summarize, changes and/or divergent approaches in transmission of
the Karaikkudi style since Sambasiva Iyer’s death include such aspects as 1)
amount of time and degree of emphasis on fundamentals 2) specific content of
early lessons 3) verbal versus non-verbal and theoretical versus "practical"
teaching 4) acceptance of responsibility for making the student learn 5)
teaching a diverse rather than a unitary model for compositions. Possible
causes for these changes, which will receive further consideration later in
this chapter (see 3.5), may include, 1) time restrictions--new expectations

for education and professionalism placed on students and teachers, 2) chan-
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ges in teaching method--perhaps no longer considered offensive to the
divine, 3) rise of teaching institutions--imposing theoretical standards,
but also cross fertilizing and revitalizing tradition, and 4) new attitudes

toward music--inspired by and reflected in the society at large.

3.2 Repertoire

Changes and development in the Karaikkudi style are found both in what
I will call "old" repertoire, taught by previous generations of Karaikkudi
vina players, and in repertoire that has entered the Karaikkudi tradition in
the last generation or two. Members of the Karaikkudi style today choose
and perform repertoire, in different ways, to suit their own aesthetic and
economic needs. Section 3.2 is an examination of the various ways reper-
toire is used and of the characteristic patterns of usage among performers.
3.2.1 "0ld" repertoire

Musicians approach their "old" repertoire in three ways: regarding it
as fixed; developing, changing or otherwise using it in a new way (3.2.1.1);
or by ceasing to perform or teach it (3.2.1.2). The preference for one or
the other of these approaches may characterize individuals in a style. For
example, while Ranganayaki might omit a piece her guru taught her which is
out of vogue, she will almost never change it--either in hers or in others’
perceptions of chan.ge.98 Raajeswari, on the other hand, not only omits
certain compositions and continues playing others relatively unchanged, but
also "develops" (her word) "old" repertoire for modern performances.

Although two renditions are generally considered to be the "same" when
they contain the same structure of svara-s, Viswanathan and Subramanian note

that even the rendition of svara-s, i.e. through gamaka-s, gives individual

98That is, she may vary the mammer of performance within an accepted range.
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meaning to both a raga and to a performance by a particular artist:

Although svaras constitute the basic unit of musical meaning
within the vocabulary of &lapana, they derive their color and
individual character from the ornamentation (gamaka) character-
istic of each raga. Gamaka performs an integral, rather than
decorative function in Indian music. (Viswanathan 1977, 31).

the appropriateness of any particular ornamentation [gamaka]

is strictly governed by the individual tradition. One kind of

ornamentation could be irrelevant in a particular context to a

particular style, even to the extent of a traditional artist

considering another exponent of the same tradition to be untradi-
tional in his approach, although from a different level both are
traditional. The kinds of preferences in a particular style are

what create a tradition within the tradition. (Subramanian 1986,

L5,

Karaikkudi vina players usually consider renditions the "same" that
contain the same svara-s--but as Subramanian explains above, this considera-
tion assumes a stylistically consistent choice of gamaka within each svara.
The distinction between difference in svara content and difference in gamaka
within a svara suggests that approaches to performing "old" repertoire need
to be analyzed at several levels.
3.2.1.1 "padavini": An example of stability and change

Tape # 5 contains eight versions of "padavini" (salaga-bhairavi raga,
adi tala), a composition for which the Karaikkudi brothers were famous?? and
which is part of the current performing repertoires of both Ranganayaki and
100

Raajeswari.

The cassette contains examples by seven different performers at

995ee Shekar (1984-1985, 20) for an anecdote about the performance of
this song for the Maharaja of Mysore--Mysore Doraiswamy Iyengar describes
the Karaikkudi brothers making a powerful impression on the Maharaja with
this song, which he asked a palace musician to notate because nobody in his
court knew it.

100gecent examples are found on Ranganayaki’s commercial cassette
(Sangeetha GMSC 6097) and in an All India Radio program, 10 Sept. 1985
performed by Raajeswari Padmanabhan and her daughter, Sri Vidya [ex. 6].

115



different times, of which the first is a recording of Ranganayaki and
Raajeswari playing together at the Madras Music Academy in the early 1960's,
and which, because the date of this performance is near that of Sambasiva
Iyer’'s death, is probably performed the way Iyer taught it to them. The
second example, played by Ranganayaki alone in 1984, was recorded in Ranga-
nayaki’s house for the purpose of learning. The third and fourth examples,
performed by Subaramma Iyer'’s daughters Sankari and Meenakshi respectively,
were recorded in the late 1970's by K.S. Subramanian for the purposes of
comparison. Example five, played by Sugantha Sridharan (a great-grand-
daughter of Subbarama Iyer), was also recorded for the purpose of learning.
Examples six and seven are played by Raajeswari and Sri Vidya--the first on
a radio program in 1985, and the second, at their home in 1988. The last
example, sung by Semmangudi Srinivasa Iyer on the record "The Doyen of
Carnatic Music Dr. Semmangudi Srinivasa Iyer, (vocal)" [BGRP 1015 1016], is
an example outside the Karaikkudi tradition provided for general comparison,
but not for analysis.

In this analysis I will use Figuré 1, a transcription of the piece as
sung by Ranganayaki Rajagopalan (tape not provided), as a "basic text" from

which to compare the versions.
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Figure 1: padavini
tala: adi
raga:. salagabhairavi

ardohana: s rgm; pdyp § [CDF G C']
avardhana: § np dp pmj gp rp s [C' BbAGFEbD 01101

pallavi
1. Fll o v o & TP e e e e o e B
pa da vini sa
/mpmmr g.r . /nddp pmmg //
dbha kti yu ka lgu
2% // rmggr srmp . rmp. . .Pp./
te pa davini sa
/mpmmr g.r./nddp pmmg //
dbha kti yu ka lgu
3. // rmggr srmpm grs. srmp/
= pa davini sa
/dsrm ggrs/ndpd mpnmng//
dbha kti yu ka lgu té
end: A ETPEE S E P o BHP & . s s ow Y
pa davini
e / A //
anupallavi
2 ff o« s dd @@ w8 Boosoay
cadi vi wveé da sa
Jo..meg .. L ELTSS S . ff
Stro pa ni sa ttu la
2, SE o o pdl o P d s . P. pdsrx/
ca di vi vé da sa

101 (subba Rao [1966] 1985, 51).
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L g BB

/ & r srgr rss. s. //

sStro pa ni sa ttula
3. S w8 smdy Ppom. pd EE s /
sa ttaté 1li ya 1le
Aliw «md ¢ p@m e /P Eg m Eﬁ mgr . // r mggr
ni di pa da  val9?
end. Vi back to 3rd sangati of pallavi and end //
caranam
11 L7 n P . m EE ML . . 8. f
tya ga ra ja nu tu
Y pd s s Rdpm g .. F Y
dou &ri ra mu ni
25 V7 S P . EE meE . . e: /
tya ga ra ja nu tu
f. . tmpd. s . o o ndiprm: g . LEEE LY
dou  Sri ra mu ni
// srm EE sndm m EE mT gL £ 8
tya ga ra ja mnu tu
/ . . rmpd s . o Bsd-pim: B e S
dou  $ri ra mu ni
3. Al e eow 8@ EmP .. d&.8. . pn/f
ttva mu té 1i ya ni
/g8 . midp s W g d mpmg // r mggr
do ka pa da vall
end. // return to 3rd line of pallavi and end //

lozRanganayaki sings "vya" instead of "va" here.

she remembered it incorrectly,
appeared as "vya" in her book.

It is possible that

that she learned it that way, or that it

loaRanganayaki sings the syllable "ya" instead of "va."
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Variants:broad analysis

Broadly speaking, the first five variants adhere closely to the notated
version--diverging primarily in phrases connecting the end of one sangati
with the beginning of the next. Although the five versions contain slight
differences such as the placement of plucks which do not correspond to syl-
lables of text,l04 Karaikkudi vina players would consider them the same be-
cause their sangati-s are composed, for the most part, of the same svara-s,
and because the order and number of their sangati-s are the same.

The sixth and seventh versions differ from the preceding five in the
final repetition of the last sangati of both the anupallavi and the caranam,
which not only contains different svara-s, but is also played differently,
in that it is not repeated.105 Raajeswari considers this kriti to be an
example of how she has developed the Karaikkudi style.

Variants: examples 1-5

Although the variations among examples one through five are trivial on
one level, they exemplify characteristic differences among the artists on
another. The analysis that follows identifies patterns of variation and, in
situations where the artists are likely to have based their versions on a
single version, suggests possible processes that have brought about these
variants.

Examples one and two, which correspond exactly to the model, indicate

104ps in varna-s, extra plucks are dictated by the structure of tana
phrases, which are themselves subject to variation.

105The rule of repeating sangati-s exactly is sometimes broken at the
end of sections, as it 1is here. Although some performers introduce
variations from sangati to sangati, this is rare in the Karaikkudi style
(some of the recorded examples contain sangati-s which are not repeated
because I asked performers to play each sangati once).
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that Ranganayaki’s conception of "padavini" as sung in December of 1985 cor-
responds to her vina rendition of 1984 and to the early 1960's version per-
formed by Ranganayaki and Raajeswari together, that Ranganayaki’'s versions
have maintained the same svara structure over a period of nearly 25
years,lo6 and that Raajeswari used to play a version identical to the
notated model.

Sankari Ammal

The third example, performed by Sankari Ammal, is played much more
slowly than the others.107 The brothers, too, may have played "padavini" at
this tempo, for Subramanian claims that Karaikkudi vina players have gradu-
ally increased the tempo of performance over the years (pers. com. 1988).

Unlike Ranganayaki and Raajeswari, Sankari plucks again to articulate
'mggr’ which links repetitions of or changes between sangati-s (av2,3,end:
akk2-3)--this is a relatively minor although consistent difference.

In the third sangati of the pallavi, the consonant "d" from "sad" and
the syllable "bha" from "bhakti" (intense, loving devotion for god), which
is rendered with a single pluck on tara ri followed by a deflection to tara
ma and ga and a pluck on the second ga for the syllable "kti" in the first
two examples, is rendered in example 3 by one pluck on tara ri for the "d"
of "sad" and one pluck on tara ma for the "bha" of "bhakti"108 Although

this ma, like in other versions, is rendered from the ri svarasthana, it

1061¢ is also relatively stable with regard to the production of
gamaka, but this analysis will not deal with the variations of gamaka
within performances of the same performers.

lo?Although the speed may be attributable to recording problems of
which I am not aware (the recording was made by Subramanian).

1081+ is possible that "dbha" still occurs on ri and the pluck on ma is
just an extra pluck, or visa-versa.
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produces an effect characteristic of the playing of the three sisters
Lakshmi, Sankari, and Meenakshi. I will call this gamaka "sustained from
above," which is produced, in this case, by sustaining the ma a little bit
and then producing a quickly oscillating gamaka on ga (all on the ri svara-
sthana) but may appear in other analogous contexts, In this piece, the
"sustained from above" approach lends emphasis and richness to the perform-
ance of the word "bhakti."

In the anupallavi, Sankari plays "ya" [av3akkll-12] of "teliyalen[u]"
with the svara ma using a quick shake on the ga svarasthana, producing an
effect of lightness and quickness that contrasts with the slowness and depth
of the analogous gamaka in the first two examples, in which ma was rendered
with a descending slide coupled with a string deflection starting on the pa
svarasthina and ending on the svarasthana for ga. This choice of a quickly
oscillating, short gamaka as opposed to a slow, drawn out gamaka exemplifies
another pattern of performance characteristic of the three sisters’ playing.

On the other hand, Sankari’s choice of gamaka-s at the end of the third
sangati of the anupallavi (av3akk25-28: ’'p.dp m.pm’), combination "hammer-
on" and "pull-off"-s instead of "sparkling sphurita"-s of Ranganayaki’s
performance in example two, represents an interpretation of these svara-s
that does not necessarily differentiate musicians’ individual styles--three
ways of rendering these svara-s, "hammer-on" "pull-off"-s, ‘'sparkling
sphurita"-s, and string deflections (found in this context in examples 1 and
4), might be used interchangeably by a particular artist.

Sankari’s rendition of the caranam, which begins with a longer karvai
than the other versions and a one rather than two aksarakala long rendering

of the first ni, differs from examples one and two by using ri on the syl-
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lable "ni" of the second sangati [av2akk27-28] before repeating it instead
of the stronger ‘rgrg’ found in versions of Ranganayaki and Raajeswari
('rgrg’' is a smoother link to the ascending passage beginning on sa which
follows it). A similar omission occurs in the first rendering of the third
sangati [av3akk34-35], in which ri rather than "mggr" serves as a link to a
repetition of the third sangati.

I suspect the omission of these subtle linking passages, again insig-
nificant from an overall structural level, is a result of the limited period
Sankari was able to learn with her father. Other explanations may be that
Sambasiva Iyer introduced these details after the death of his brother, that
Sankari forgot these details in this performance, or that for some reason,
fully conscious of these performance possibilities, she decided to play in
this particular fashion.

Meenakshi Ammal

In the pallavi of the fourth example, Meenakshi Ammal, like her sister
Sankari, highlights the syllable "bha" of "bhakti" with a gamaka that is
"sustained from above" and adds an extra pluck for 'mggr’'.

In the second sangati of the anupallavi, Meenakshi plays the syllable
"da" of the word "véda" on tara sa, whereas in all other examples "da" is
rendered with a descending slide beginning on tara sa and ending on pa--an
ornament that is conceived of as pa. Since some performers delay the effect
of this slide more than others, Meenakshi’s version might be seen as so de-
layed as to omit pa entirely.

In the second half of the same sangati, rather than playing the elabo-

rate 'grsrgrrss.s.’(performed in the higher octave) on "sattula" [av2akk25-

32] Meenakshi Ammal elaborates after the syllable "strd" [av2akkl9-20] and
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leaves "sattula" as 'grsss...’' [as in avlakk25-32]. This elaboration con-
sists of a quick "hammer-on" from tdra sa to tara ri and a string deflection
from the ri svarasthana to the svara-s ';E;'-—all taking place within the
space of two aksarakala-s.

Meenakshi condenses the caranam--possibly for reasons of recording
conditions of which I am not aware--by omitting a repetition of the first
sangati and skipping to 'srmﬁagﬁagﬁgﬁmrg.r.'. The second half of the third

sangati [av3akkl7-25] is rendered differently from the model by substituting

a musically similar section of the anupallavi [av3akk25-32]:

/grs. ndpn/pdpmpm mgr . //

In addition to the musical similarity between this section and the
section notated in figure 1, there is a similarity in texts: both the anu-
pallavi and the caranam end with the word "padava"--a question form of the
word in the title "padavi" meaning "high status in life" or "good fortune"
and "way, road, path or course" (Brown 1987). Substituting one section for
another is a common type of variation which I will call "conservation of
sangati-s"; and although Meenakshi might have forgotten the other way of
playing the third sangati of the caranam, one cannot assume so.

Sugantha

In the fifth example, Sugantha plays variants that combine those found
in performances of Sankari and Meenakshi Ammal. This coincidence may have
come about because Sugantha’s teacher Lakshmi Ammal, and Lakshmi Ammal’s
sisters Sankari and Meenakshi, all learned this song from Subbarama Iyer and
because Sankari and Meenakshi used to wvisit Lakshmi Ammal’s house and

Sugantha'’s family in Karaikkudi, where Sugantha would hear them and their
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students play "padavini."

The first example of the combined variants occurs in the second half of
the second sangati in the anupallavi, where, like Meenakshi, Sugantha elabo

like Sankari (as well as Ranganayaki and Raajeswari) she elaborates the syl-
lable "sa" of "sattula" with 'éézgg;:;;Té.'.

Like Sankari, Sugantha renders ma on the syllable "ya" [av3akkll-12] in
"téliyalén[u]" with a quick shake. Unlike any of the previous versions,
Sugantha adds a sangati to the last line of the anupallavi in which she
renders the syllable "va" as it appears in the caranam [av3akk27-33] 'pdm

pmgr.’ This variation is another example of "conservation of sangati-s."

Summary: examples 1-5

The first five examples, considered the same because their svara
structures are almost the same, adhere closely to the transcription of the
version sung by Ranganayaki and suggest that this version is probably very
close if not identical to that taught to Ranganayaki, Raajeswari, Sankari,
Meenakshi, and Lakshmi Ammal. Only Sugantha's version combined variations
found in other versions--a result, perhaps, of the fact that she was exposed
to more versions of this song as she was growing up than the other four
artists might have been.

Although most of the variations occurred in interpretation of parti-
cular svara-s through the use of gamaka-s, one of these variations (Meen-
akshi’'s performance of pa as sa) changed the svara--i.e. the adornment of
the svara took priority over the svara itself. This phenomenon may be an
example of how the structure of a piece changes over time, while the style

of playing it changes little.
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Transition and/or connecting passages are often interchangeable.
Connecting phrases of one to five svara-s in length, for example, are the
locus for minor variants among the five examples. The variations found in
the last half of the final sangati-s in both the anupallavi and the caranam
(these represent connecting phrases on a relatively broader scale) are other
examples of "conservative" wvariations.

Examples 6-7:analysis

The last two examples follow the transcribed model almost exactly,
except for the significant changes at the end of the anupallavi and the
caranam.

Although the second sangati of the pallavi is played only once in
example six, it is probably a casual rather than purposeful omission because
the sangati is repeated in example seven. In both the sixth and the seventh
examples, the third sangati of the anupallavi is played as it is in the
caranam--just as Sugantha played her fourth sangati:

Ao wmpd o p o fpdime mgE s S
ni di pa da va

These differences, which are of the same order as those between the
first five examples, are of little structural significance in comparison
with the fast passage Raajeswari has added linking the end of the anupallavi
to the first line of the pallavi:

Lo oo & . P, W pud B F
sa ttaté 1li ya 1lé

/grsn dpm. / pdsrmgrs ndpdsndp //
ni di pada va

// mgrs n. [s r m p]
[pa davini]
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The seventh example, which is played slower, contains an extra svara,
dha, in this passage ('mgrsnd’ not ’'mgrsn.’). The variations found in
examples six and seven (in comparison with the vocal model) are of greater
significance than those in examples one through five because they contain a
unique combination of svara-s, which is neither found elsewhere in the
composition as rendered by Karaikkudi musicians, nor as rendered by other
artists such as Semmangudi Srinivas Iyer (example 8). She has purposefully
added this passage to improve the song, adding a bit of new life to an "old"
song.

Although containing new material, the variation occurs at points of
juncture in the composition--just as did the larger variations ("conserva-
tion of sangati" type) in examples one through five. Consistent with this
connecting function, the passage is repeated at the end of the caranam.
Although this passage is omitted in the caranam of example seven, it was
recorded in the artists’ house without rehearsal, and after one of them
started to play this brisk passage but the other did not, it was finally
omitted. Raajeswari then finished the piece alone. This informal rendition
seems to indicate that although the piece has taken on a new stable form in
the performers minds as evidenced by their public performance of the piece,
the old version underlies the new version and may sometimes resurface. In
this particular example, almost the entire piece was played as Raajeswari
had played it in the early 1960's except for the end of the anupallavi and
caranam. This rather well defined instance of developing "old" repertoire,
in which a specific section is changed but not the gestalt of the piece, is
only one of several possibilities for such development.

Into the kriti "eélanidayaradu" in athana raga, adi tala, for example,
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Raajeswari has introduced systemic changes such as new internal rhythmic
relationships as well as the order and structure of sangati-s which are
unlike the compartmentalized changes (new sangati-s) she introduced into
"padavini." Although analysis of the piece recorded on tape 5B is beyond
the scope of this paper, it provides an aural reference to these systemic
changes through renditions by Ranganayaki Ra.jagopalan,l09 Sashikala Suryana-
rayana (daughter of Lakshmi Ammal), and Sugantha Sridharan--which are rela-
tively similar; and a rendition by Raajeswari Padmanabhan, which illustrates
change. Unlike "padavini," which Raajeswari volunteered as an example of
how she has developed repertoire, "élanidayaradu," was 1identified by
Ranganayaki as an example of a kriti Raajeswari has changed significantly
from the way Sambasiva Iyer taught it.

That two kinds of changes, compartmentalized and systemic (although not
all changes fit as neatly into these categories as my examples suggest),
occur in Raajeswari's development of "old" repertoire raises the question of
why one piece (performed by any artist) might be preserved to a greater ex-
tent than another. My tentative answer to this question is that pieces con-
sidered central to the Karaikkudi brothers’ repertoire (i.e. well liked and
often performed by the brothers, and strongly associated with the brothers

in the minds of their listeners), such as "padavini," are less subject to
change than others.

This answer suggests yet another question: why was "padavini" central
to the brothers’ repertoire? One might assume an answer to this question is

that the brothers simply liked the music to the song and people associated

"padavini" with the Karaikkudi brothers because they performed it often, and

1091 asked Ranganayaki not to repeat sangati-s on this recording.
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because both the song and the raga were rare.

But beyond that, the brothers may also have liked the song for its
textual content. In the pallavi, which explains that "padavi" is attainable
only through bhakti (recall the slight emphasis on this word in the rendi-
tions of Meenakshi and Sankari), there seems to be a pun on the word "pa-
davi," which means both "high status in life" or "good fortune," and "way"
or "path," producing two possible interpretations: one gains "status and
good fortune in life" only through loving devotion for the Lord, and, the
only true "path" to the Lord is through loving devotion.

The rhetorical question contained in the anupallavi--"is padavi attain-
able by mere study of the véda-s, $astra-s, and upanisad-s?"--implies that
one cannot attain padavi unless one understands the essence of these works,
which is not available in the books themselves but in personal devotion.
This text reveals an attitude strikingly similar to Sambasiva Iyer's
attitude that music (an important form of bhakti) cannot be learned from
books, should not be debated, and need not be discussed in words. The
brothers may have appreciated this song because it echoed their own values.
3.2.1.2 Dropping repertoire

Because most of the pieces Sambasiva Iyer taught to Ranganayaki and
Raajeswari are considered "old fashioned" by audiences and performers to-
day, they have been dropped from their performing repertoire. But because
pieces continually come into and go out of fashion in karnataka sangita,
these pieces may resurface in new forms--in which case it will be useful to
know who performed these pieces and how they were performed. In anticipa-
tion of this need, Appendix II contains a list of all the songs taught to

Ranganayaki by Sambasiva Iyer, a partial list of those taught to Raajeswari,
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and a partial but nearly complete list of songs taught to Meenakshi Ammal by
Subbarama Iyer. Recordings of some of these compositions are available for
study in the archives of the University of Illinois, Urbana, Il.

Because nonprofessional performers need not concern themselves with the
popularity of the pieces they play, their choice of compositions to practice
and play depends on personal factors such as favorite raga-s. For example,
Lakshmi Ammal, who stopped performing after her son died in the 1950's, con-
tinued to play and teach "old" repertoire. Her sister Meenakshi Ammal, who
prefers to live her life according to the ways of "that age" ("anta kalam"),
has favorites that are seldom found in modern day performances. Unlike
Lakshmi and Meenakshi, Ranganayaki and Raajeswari, who spend most of their
time teaching and performing, do not have time to play for their own enjoy-
ment and have no reason to continue practicing repertoire that the public is
not interested in hearing.

Still, some pieces which are not in vogue, such as "padavinl" continue
to be played, probably because they are considered central to the style,
3.2.2 New repertoire

Musicians eventually need, and want to learn pieces from sources other
than their guru-s; for professionals this may involve replacing old reper-
toire with new repertoire to suit the demands of modern audiences.

Unlike as in days past, when certain compositions were considered the
"property," as it were, of particular pani-s, any performer in a pani today
can play any composition. People may have only had a single opportunity to
hear such artists as the Karaikkudi brothers before radio and/or convenient
transportation made access to their music possible. When people did get a

chance to hear the brothers, they would have expected to hear compositions
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for which the brothers were famous, such as "sarasiruha" "éankarini" and
"padavini." Now, because people can turn on their tape recorders and hear
whatever they want, they demand greater variety. And because music is
available not only from a greater number of live sources than before but
also from recorded sources, musicians have many more opportunities to add
popular numbers to their repertoire than were available in the past.

3.2.2.1 Composing

Performers have two logical choices for adding new repertoire--compos-
ing it themselves or learning songs that already exist.

Unlike her guru Sambasiva Iyer, who confined himself to composing music
that lacked text (except sangati-s), Raajeswari has composed songs with
texts in Tamil and Sanskrit including varna-s in bahudari raga, nalinakanti
raga, and amritavarsini raga, a kriti in karta raga, a ragamalika in Tamil
for the Kalakshetra at the request of Rukmini Devi, and was in the process
of composing a tillana in January of 1988. But her interest in composing
was not totally without precedent, for her grandfather Subbarama Iyer used
to set to music such texts as tirupukal, tévaram, and tiruvaccakam.

Ranganayaki, although able to compose new songs, chooses not to, and
taking her guru Sambasiva Iyer’s restriction on composing one step further,
does not compose cittasvara-s or "note"-s either. Like Sambasiva Iyer, she
believes the role of the musician is to interpret the great compositions of
the past, and not to compose new ones.

Although the attitude a performer expresses toward composing tends to
reflect the pani to which he or she belongs, a single attitude meed not be
shared by all members of the pani. The sentiments of Ranganayaki and

Raajeswari can be seen as extensions of the those of their teachers. For
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example, Raajeswari may have been interested in composing later in life,
because she was encouraged to compose little songs while still learning with
her mother (see pp.27-28); and because she must have heard songs such as
"mé&cil vinaiyum," in yadukulakambhoji raga, triputa tala which were set to
music by her grandfather Subbarama Iyer.llo If the composing practiced by
Subbarama Iyer and Sambasiva Iyer are seen as progressive--that 1is, as
tendencies toward composing rather than restrictions on composing, Raajes-
wari's practice can be seen as an extension of her predecessors’. On the
other hand, Ranganayaki bases her attitude on that of Sambasiva Iyer, which
she perceives as a restrictive one, and her composing nothing new except for
sangati-s in compositions is but an extension of it.
3.2.2.2 Learning new songs

This section concerns the role of style in learning new pieces, addres-
sing such issues as how a new piece is absorbed into a new style and the
transformation, if any, it undergoes in the process. Ranganayaki learns
new pieces by either leaving them entirely intact (maintaining their path-
antara), save for the unique manner in which she transforms singing into
playing, or by enriching them with new sangati-s.
3.2.2.2.1 Maintaining pathantara

Ranganayaki does not modify the structure of songs learned from such
musicians as T. M. Tyagarajan, Maharajapuram Santhanam, and Kandadevi
Narayana (disciple of Ariyakudi Ramanuja Iyengar) for she respects their

manner of performing.lll She rarely learns new songs from these musicians

1107 sk shmi Ammal played this song, a favorite of hers and her father's,
for Narayana Iyer when he came to see her before their marriage was
arranged.

11lghe says they have a "nalla vali"--1lit. a "good way" or "good style."
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directly, sometimes learns songs off a cassette tape, and sometimes through
one of her daughters.ll2 In all cases she memorizes the words and melody of
the song before attempting to play it on the vina.

Tape 6 contains examples of songs Ranganayaki has learned and attempted
to reproduce exactly, the first of which, caranampava, is a song whose text
is composed by Narayana Thirthar, and whose music is composed by T. M.
Tyagarajan. Ranganayaki learned this song from her daughter Jayanti, who
learned learned it from her vocal teacher, T. M. Tyagarajan. I learned the
song from Kamala Ramamurthy, another disciple of T. M. Tyagarajan and the
source for the svara notation given in figure 2,

Figure 2: caranampava karunammayi
Poet: Narayana Thirthar
Composer of music: T. M. Tyagarajan
Language: Sanskrit
Raga: Hamsavinotini
Tala: Rapakam
Textual Source: Sambamoorthy (1986, 23-4), transcribed from the Tamil.
Source of Musical Notation: Kamala Ramamurthy (1985).
Note:Text is transliterated from Tamil script, and will not accurately

represent the Sanskrit pronunciation. A Sanskrit source was not
available at the time of the present project.

DEFABGC'
* B FED

>

ardhana: s ryp gz mj dyp n3 § [C
[C

]
avardhana: $ n3 dyp my g3 rp s 0]113
pallavi

1. //dm gr mm// gr mggr ss //ns r. st //
ca ra nam pava karu nam mayi kuru ti nata

B - - M

m
ya 1o

1126ne daughter studied with Kandadevi Narayana, and another, with T.
M. Tyagarajan. She has learned from Maharajapuram Santhanam only through cassettes.

113 (subba Rao [1964] 1982, 118)
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end

end

//dm gr mm// EE ;g mmgr s s // s sr grsr gm //
ca ra nam pava ka ru nam mayi kuru ti nata

// d . mms. srgm //
yéd 16

// dm dns. nd m. // EE ;g mmgr s ;E // dnsr gmrg mdn. //
ca ra nam pava ka ru nam mayi kuru ti nata

// s nd Tmdg mrgm //

ya 16
// dm dnrdn d m // gr mggr ss //ns r. sr//
ca ra nam pava karu ndam mayi kuru ti nata
/g . m. ../
ya 1o
anupallavi

//.nmn .dm dd//dn dns ss //
karu na rasa varu na laya

Jf . %R Tdm ddJfan dns smr Jf .6 [mm dm @d]

karu nd rasa varu na la ya [karu nd rasa]
//.]mn .dm dd//dn dns rsrg // .r [nn .d md d]
karu na rasa varu na laya [karu na rasa]

// .r sn .d. sndm//dn dns ss //
karu na rasa varu na laya

i dn .s.n r s // nn dn d mgmd //
kari ra jakru pa lo

// - sn .d . mgrs // rgmd mdns dnsr //
karu na rasa varu na laya

L. EE E; . snd // grsn dmgr srgm // d [;; 8 mgrs]
kari ra ja kru pa 16 [karu na rasaj

// dm dn rss. .ndm // gr mggr s s //f
cara nam pava karu nam mayi

//ns r. st//g. 7

m
kuru ti nata ya 1o

caranam

// .mm .m . dm// . gg .g.x mg// . rr .r.s gox ff
atu nd kalu viti na mayi suti ya  sura
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// sn st g.//

pari tam

2. // .mm .m . nd m // - BE

atu na ka 1lu viti

g. dmg// .rr .xr. mgr//
na ma yi suti ya su ra

// sndn srgm dn's //
pari tam
3, // . mm .m . sndm // . gg .g . ndmg //
atu na kalu viti nd mayi

// . rxr .r . dmgr // sndn srgm dnrd // s [EE .m sndm]
suti ya  sura pari tam [atu na kalu]

4. /7« dm dd//dn dns ss //
matu sa tana matu sa tana

5. J/ .pm .dm dd//dn dns snr// .s [mm .dm d d]
matu si tana matu su tana [matu sa  tana]

6. //[.]mn .dm dd//dn dns rsrg // .r [m .dmd d]
matu s tana matu su tana [matu st tana]

7. // .r sn .d. snam//dn dns ss //
matu sua tana matu sua tana

// .dn .s.n rs//nn dnd mgmd //
hara ma maka tu ri tam

8. Vi ame sn .d . mgrs // rgmd mdns dnsr //
matu sua tana matu su tana

A s g; E; . snd // grsn dmgr srgm // d [EE d . mgrs ]
hara md ma ka turi tam [matu sG tana]

end //dm dnrss. .ndm // gr mggr s s //
cara nam pava karu nam mayi

i Bs v, EFYE -« Wa o« ff
kuru t1 nata ya 1o
The structure of the svara-s in examples one, a recording of T. M.
Tyagarajan singing "caranampava" in Madurai, 1982, and two, a recording from
All India Radio of Ranganayaki in 1985, is identical, and Ranganayaki's
right hand finger plucks correspond either to textual syllables or to phrase
articulations in the performance by T. M. Tyagarajan; for these reasons, T.
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M. Tyagarajan considers her rendition "correct" (K. Ramamurthy pers. com.
1985).

The third example on tape 6 is a vocal rendition of "dinamanivamsa" in
harikambhoji raga, adi tala, sung by Maharajapuram Santhanam, and example
four, a vina rendition by Ranganayaki Rajagopalan. The notation for this
song, which Ranganayaki learned from a cassette recording of Maharajapuram
Santhanam, is not provided. These examples illustrate that, despite the
cultural emphasis on teacher-student relationships in India, even such con-
sérvative musicians as Ranganayaki Rajagopalan sometimes learn new reper-
toire from tape recordings.

In learning new repertoire, Ranganayaki’s choice of which musician’s
version of a song to learn is dependant on her values as a member of the
Karaikkudi style. For example, when Ranganayaki decides to learn a song as
T. M. Tyagarajan sings it, she is making a stylistic choice, deciding to
leave the order and content of sangati-s unchanged--just as she would treat
a composition she learned from Sambasiva Iyer.

Style also bears on the learning of new compositions in a technical
sense, for Ranganayaki’s performance of "caranampava" is subject to her
"touch," her fingering, her aluttam, and all the other technical aspects of
the Karaikkudi style. Because this comes automatically to her, Ranganayaki
does not see this as change. However, when rendering long, brisk vocal
passages she inevitably shortens or simplifies them for the instrument.

Unlike the rather passive way membership in the Karaikkudi style af-
fects Ranganayaki'’s interpretation of songs she considers to be complete and
interesting, membership in the Karaikkudi style plays an active role in

providing Ranganayaki with a set of technical and aesthetic tools to develop
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new sangati-s for songs she considers to be plain and uninteresting.
3.2.2.2.2 Developing sangati-s

Kaloori Krishnamurthy has taught Ranganayaki many kriti-s in a rather
plain, unadorned form. Ranganayaki has modified these songs in accordance
with her aesthetic standards by altering and/or adding sangati-s. Tape six
example five contains a representative example of one such piece: "étavu-
nara," a kriti in kalyani raga, adi tala. Raajeswari performs "étavunara"
in example six, and claims to have learned the composition from Sambasiva
Iyer. Ranganayaki doubts this is the case, however, for in the twenty years
she knew Sambasiva Iyer, she never heard him play "étavunara."  Whether
Raajeswari learned the song from Sambasiva Iyer or from someone else, a
comparison of hers and Ranganayaki’s versions illustrates differences of
interpretation, such as choice of which parts of sangati-s to develop--
although without the models on which the versions of Ranganayaki and Raajes-
wari were based one cannot assess the contributions of the individual
musicians.

Figure three is an outline which approximates the motion of svara-s in
the first six sangati-s of the pallavi as performed by Ranganayaki Raja-

gopalan.

Figure 3: Basic motion in sangati-s of pallavi of "étavunara"

[svara-s in parentheses refer to svara-s reached in gamaka-s or variations
which are not part of the basic svara structure]

sangati 1: // g ~~p-~8 [/ sna ==L -~ 8 )L -~ 1T [/
sangati 2: // g -- p(d) -- s / sn -- (g)r / g(x) -- gr //(n-x)
sangati 3: // g --p(d) --s /p/p--g--pm //(g1)

sangati 4: // g -- p(d) -- s/ d(n) -- p /P -- ns -- pm//(g-¥)
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sangati 5: //g -- p(@)[n]11% - s /s /n-- d -- pn //(g-T)

sangati 6: //g -- pn -- s / p --grs --p/m=--g --m//

The range and tessitura of each laghu and of each drutam increases in-
crementally in each successive sangati--of which there were only three or
four in the version Ranganayaki learned originally. Raajeswari's first
sangati, which reaches ga at the end of the avarta, is structurally equi-
valent to the second sangati of Ranganayaki'’s performance. Raajeswari, by
ascending to ni as soon as the second sangati, develops sangati-s in the
middle of the first laghu sooner and more substantially than does Ranga-
nayaki. Ranganayaki ascends only as far as pa (da) in the middle of the
first laghu throughout the first four sangati-s, and as far as ni in the
repetition of the fifth sangati.

Summary

Karaikkudi vina players have preserved and changed "old" compositions
and learned new songs since Sambasiva Iyer died, and in the process, made
decisions about innovation according to their own interpretations of the
Karaikkudi style. Ranganayaki, for example, believed it necessary to pre-
serve the way her guru performed compositions--if she was to play them at
all--while Raajeswari preserved his manner of playing to different extents.
For both artists, whether they changed compositions and the extent to which
they changed them seem to depend on such factors as the popularity of the
compositions today and their importance in the repertoire of the Karaikkudi
brothers.

Both artists introduce new compositions into their performing reper-

1l4second time
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toire; Ranganayaki, for example, does so by learning from cassette tapes and
from musicians; Raajeswari does so from these sources and by composing them
herself. Ranganayaki alters the structure of compositions that do not meet
her aesthetic standards--standards based upon her training as a musician in
the Karaikkudi school. The kriti "étavunard" illustrates, not surprisingly,
that two artists who belong to the same style need not develop sangati-s in
exactly the same way; and, that Ranganayaki does not believe in composing
and Raajeswari does, illustrates a style can accomodate conflicting wvalues
which may follow from different interpretations of the same source--in this
case, the attitude of Sambasiva Iyer.
3.3 Rendition

Important to understanding changes in the Karaikkudi style since the
death of Sambasiva Iyer, is understanding not only the material played (3.2)
but also how it is played--a discussion of which will be the subject of 3.3.
While some aspects of performance were addressed in discussing "padavini"
(see pp.115-27), this section is given to a more thorough analysis of the
ways composed music (kalpita sangita) and improvised music (manodharma
sangita) can be developed in performance. This section is also given to
identifying the differences among the kinds of innovations and musical
gestures typical of Lakshmi Ammal (and those associated with her), Raajes-
wari, and Ranganayaki.
3.3.1 kalpita sangita

Individual musicians can, to various extents, alter compositions by
either replacing one musical unit with another or by inserting new musical
units into a composition. Such musical units, for the purposes of analysis,

will be discussed in terms of the classifications, gamaka, praydga (musical
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phrase), and sangati, even though the actual "units" may not correspond per-
fectly to these divisions.
3.3.1.1 Variation by replacement of gamaka

A particular performer or group of performers may characteristically
choose certain kinds of gamaka-s when rendering a particular svara or group
of svara-s, even though this choice may have little impact on the structure
of the overall composition in which it occurs. Not all gamaka-s can be
viewed in this way, however, as is illustrated in the three interchangeable
ways the end of the third sangati in "padavini" were performed (av3akk25-28:
‘p.dp m.pm’ [see p.121]).

A similar example of interchangeability is found in comparing two sepa-
rate recordings of Ranganayaki Rajagopalan playing "sarasiruha," (tape 7,
exs. 1-2) in which the drutam section By"' of the third sangati in example 2
(2' 55") differs from that in example one (Bj: 55") by the use of two string
deflections from ma to pa ('mpmp’) rather than a "sparkling sphurita" on ma
(comprising the svara-s 'mpm’) followed by a "hammer-on" to pa. Such dif-
ferences, which are based solely in technique, almost never either differen-
tiate sangati-s or performances by different musicians.

Sometimes one performer uses gamaka-s which contain svara-s only
slightly different from those of another performer (or of the same performer
in another instance). For example, By in the first sangati of the first
performance (12") is replaced by By’' in the second (1’ 50"), which instead
of containing the double deflection described above ('mpmp’), comprises only
a single deflection ('mp’), and adds a step to the gradually increasing com-
plexity of each sangati in the second performance. Contributing to sangati

architecture seems to be one of the characteristic functions served by in-
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novations recent generations of Karaikkudi musicians have introduced to com-
positions of the past.

Another, perhaps more substantial example of changes in gamaka that
serve to increase the effect of development from one sangati to the next is
found in the first sangati of "samininné," a varnam in &$ankarabharanam
ré!tge;t.l:“5 One may postulate that because Lakshmi Ammal has played this
sangati (ex. 9) in roughly the same manner Meenakshi, Sankari, Ranganayaki
and Raajeswari play it, the performance also corresponds to that of the
Karaikkudi brothers. This sangati, which Lakshmi Ammal later changed by
substituting a gamaka, begins:

Figure 4: 1lst sangati in "samininné"

/8 . . . PrOS.M EE .
> > > >
s pd sn dp

and is seen as an elaborate version of:
Figure 5: svara model for beginning of "samininne"
7 é R T é dn p

which is the unadorned svara model taught to beginners before teaching them
the séhitya.llﬁ Although ’'pn’ of aksarakala-s five and six of figure four
is an elaboration of the structural svara 'n' in aksarakadla five of figure
five, the remainder of the sangati cannot be mapped one-to-one onto the
svara model and corresponds only in general contour.

Lakshmi Ammal's change in this sangati, however, introduces gamaka-s

11545 mentioned earlier, the performance of certain varna-s with
sangati-s is unique to the Karaikkudi style.

116panchapakesha Iyer (1987, 1) and Wade (1979, 192-3) provide fully
notated, unadorned versions of this varnam.
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which are not only more mappable onto the svara model, but are also better
suited to the overall architecture of the three sangati-s which occur at the
beginning of this varnam:

Figure 6: Lakshmi Ammal’s rendition of the lst sangati
of "samininné" as reflected in lessons and performances circa 1985:

/s . . . nspddn p
> = > >
s n s pd P

pa in aksarakala nine 1is approached from tara sa, rendered by
deflecting the string from the dha svarasthana.

This version, unlike that in figure four, can be mapped directly onto
figure five: other than identical svara-s, 'EE* is a gamaka for dha and
dn’', for ni:; and provides a logical progression for the sahgati-s that fol-
low it, each of which begin with one aksara of sa, and contain developments
in the second aksara. 1In versions that incorporate figure four, the first
svara in the second aksara of each sangati falls in the series, pa, ma, ma;
Lakshmi Ammal’s innovations change this to the progression, ni, pa, ma by
using figure six as the first sangati and figure four as the second.

While in some contexts, as above, performers use progressively complex
gamaka-s to develop particular sections of successive sangati-s, sometimes
performers develop sangati-s by wusing (but not necessarily borrowing)
gamaka-s found in analogous sangati-s of other compositions. An example of
one such gamaka is found in renditions of the compositions "namorzalakifici,"
in dhanyasi raga, adi tala (tape 7, exs. 5-6), and "émijésité," in todi
raga, misra chapu tala (exs. 7-8). These raga-s are classified under the
eighth mélakarta (system of classification based on permutations of 7 note
scales), hanumatédi, and have the following ascending and descending scales
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(2rohana and avarohana):
dhanyasi:
ascent: C Eb F G Bb C' descent: C’' Bb Ab G F Eb Db C
todi:
ascent: C Db Eb F G Bb C' descent: C' Bb Ab G F Eb Db C

Because raga-s are defined not by notes, but by svara-s with charac-
teristic gamaka-s and by phrases and combinations of phrases, comparing the
"scales" of the two raga-s reveals not their subtle differences but their
structural similarities. These similarities provide ideal contexts for the
parallel types of variation described below.

The brief excerpt from Ranganayaki’s rendition of "namoralakirci" (ex.
5) contains the svara combination ’pE;mg' which is performed by plucking the
string while the left hand middle finger is on pa, sounding ma with a "pull-
off" (a pluck with the left hand middle finger executed when removing it
from pa, leaving the left hand index finger on the ma svarasthana), and
sounding pa once again with a "hammer-on"; Ranganayaki ends the combination,
sounding the svara ga, by plucking while the left hand index finger descends
from just behind the ma svarasthana to the ri svarasthana (second fret of
the vina) in a deep deflection of the string.

Ranganayaki’s rendition of this svara combination can be seen as an
embellished version of that performed by Meenakshi Ammal in example 6, which
does not employ the "hammer-on" and "pull-off" gamaka-s, sounding only the
svara-s 'pmgg’.

Ranganayaki prefers the simpler of these two ways of performing 'pmgg’
when it occurs in her rendition of "émijésité" (ex. 7), whereas Meenakshi's

niece, Sugantha Sridharan, performs this passage ';Epmg' in the manner de-
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scribed above in her rendition of "émijésite" (ex. 8).

These examples illustrate how a particular kind of wvariation can occur
in two different compositions and in two different raga-s. Although Ranga-
nayaki consistently uses the more complex version for "namoralakifci" and
the simpler one for "&mijésité," there is no objective reason why a per-
former should play these compositions the same way each time or use these
gamaka-s in one composition and not in another. Lakshmi Ammal’'s students
Sugantha Sridharan and Sashikala Suryanarayana use the complicated version
of the svara combination in their renditions of both compositions. This
preference for complicated, busy variations and variations that involve left
hand finger plucks reflects a general trend among Lakshmi Ammal and her
students that contrasts with Ranganayaki'’s preference for simplicity.

A further example of this trend toward active and complicated rendi-
tions is illustrated by Lakshmi Ammal'’s daughter Sashikala Suryanarayana--a
performer who plays more ornately than any of Lakshmi Ammal’s students. In
the anupallavi to "entavéduko" (ex. 17) Sashikala's rendition of the sangati
sections marked By and Cj consistently differ from those of Ranganayaki,
Raajeswari and Sugantha. This difference in rendition lies in the use
lables "odi" in the word "modira" (see basic notation, pp. 50-53) and is
indicated in the analytical index by parentheses and a prime symbol, i.e.
(B1)' or (C1")'. Note that Sashikala's variation resembles the variation in
the third sangati of Chembai Vaidyanatha Bhagavathar's rendition (Tape 4B
2'04").

Not only do general performance trends, such as toward complicated,

busy textures, tend to differentiate Lakshmi Ammal and her students from
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Ranganayaki, but the use of particular gamaka-s in particular contexts also
do. One such context is the first ga occuring in the kriti "sarasiruha," an
example of which is performed by Lakshmi Ammal’s student, S. Mallika, on
tape 7 (ex. 3). Unlike Ranganayaki (and Sambasiva Iyer on his recordings),
who performs this ga as 'mg’ on the gajy ('E') svarasthana by relaxing the
string from its position, initially deflected to ma ('F'), Mallika performs
g2 as 'mrmr’ on the rij svarasthana ('D#') oscillating between rij and ma
('Df##' and ‘F'). Reck notes that this phrase, which he writes out in a more
explicit form as (m) R (m) R m P, "although a viééga prayoga is one of the
strongest characteristic phrases of nita as played by the Karaikkudi style"
(1983, 241). 1If this phrase does possess a strong "Karaikkudi" character,
as Reck's observation seems to imply, perhaps Lakshmi Ammal’s and her
students’ use of this form ('mrmrmp’) rather than the form played by
Ranganayaki and by Sambasiva Iyer ('mgmp’) acts as a marker of style.

This deep gamaka, 'mrmr’, which is found consistently in Lakshmi Am-
mal’s rendering of the phrase ’'gmp’, might also be interpreted as implying
the svara-s 'rmp’ and provides another example of how successive embellish-
ments of a svara may ultimately obscure the svara on which the embellishment
is based.ll7

Lakshmi Ammal’'s branch of the Karaikkudi style is characterized not
only by this "deep gamaka" on ga, by a preference for busy, complicated
gamaka-s, and for gamaka-s that involve left hand finger plucks, but also
for gamaka-s of the "sustained from above type" noted in her sisters’ rendi-

tions of "padavini" (see p.l12l1). Comparing Ranganayaki's (tape 8, ex. 3)

117The first example of such change is found in Meenakshi'’s rendition
of "padavini," in which the embellishment usually given to pa sounds like
sa.
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and Lakshmi Ammal'’s (ex. 4) renditions of the Karaikkudi cittasvara to

"ramacandram bhavayami," vasanta raga, rupaka tala, reveals this difference
in their renderings of the svara dha beginning on the eleventh aksarakdla of
the third &avarta and held into the fourth avarta of the section marked "A"

in the analytical index:
/sm.g .m.d .nsr/sndn .d.m .g.r/sns. .s.r snd./.d.n dmmg .rsn/

Lakshmi Ammal renders this svara by a gamaka on the dha svarasthana
which deflects the string to sound ni and suspends this upper limit of the
svara dha ("sustains from above") across the sama of the tala for the fourth
avarta; this gamaka might be notated '(d)nnn(d)’ where parentheses indicate
only a shade of dha sounded plainly (the note "A"). Ranganayaki, on the
other hand, .places a gamaka on this dha by deflecting the string very
briefly to ni and returning to dha; this might be notated '(d)ndd(d)’.

This cittasvara also provides scope for a different type of interpreta-
tion typical of Lakshmi Ammal and her students vis-a-vis Ranganayaki, a
preference for dynamic accents which conflict with the aksara/aksarakala
groupings. Ranganayaki, for example, gives dynamic accents to the first
aksarakala of each aksara in the third avarta of section "C":

£ / é .nn ndmg grss/m.mn
> > > >

Unlike Ranganayaki, Lakshmi Ammal offsets these "metrical" accents
choosing instead to emphasize the svara groupings 'nndm’, ‘ggrs’:

r/s.nn ndmng grss/m.mn
> > > >
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And finally, this cittasvara illustrates the characteristic manner in
which Lakshmi Ammal and her students use more oscillations that does Ranga-
nayaki in their rendition of gamaka-s. In the third &avarta of section B
Lakshmi Ammal uses three successive oscillations between dha and ni on the

dha svarasthana where Ranganayaki only uses one to render the svara-s

'dndd.':
(av2) (av3) (avé)
3 1 2 3 1 2 3
sir s e /.n)(dn dd .)(m gr s)(; /ndmg rs)(mg m. .)
> > > > > > s >
Summary

Minute differences between renditions of composed music played by
different performers, by the same performer over a period of time (dia-
chronic change), or, potentially, by a performer at any given time (syn-
chronic variation) are often brought about by differences in gamaka-s used
for particular svara-s or for groups of svara-s, and may occur in perceiv-

able patterns. Lakshmi Ammal and her students, for example, tend to choose

gamaka-s that:

"sustain from above"

use left left hand finger plucks
displace "metrical" accent

use many oscillations

are complex
contribute to incremental development of sangati-s

(o) WS I SN LI G

Ranganayaki tends to choose gamaka-s that lack all but the last of the

above characteristics; Ranganayaki’s gamaka-s:

are rarely "sustained from above"

contain few left hand plucks

and oscillations correspond to aksara accents
contain few oscillations

are clear, slow and simple

LS I R WL R

146



These characteristic patterns of rendition sometimes enable one to
predict from whom a student in the Karaikkudi school has learned, even
though students like myself, who learned from both Ranganayaki and Lakshmi
Ammal, tend to play with characteristics of both performers.

Although the choice of some gamaka-s appear to depend on the individual
style of a performer, the choice of other gamaka-s, such as either "sparkl-
ing sphurita," "hammer-on" and "pull-off," or string deflection, depend less
on individual style than on technical ability and convenience.

Just as individual branches of the Karaikkudi style can be described by
their choices of gamaka, so too can they be described by their choices of
prayoga.
3.3.1.2 Variation by replacement of praydga

Performers’ variations of compositions may differ in their constituent
prayoga-s, or musical phrases, which are in this case larger than gamaka-s
and smaller than sangati-s, and which may be introduced, for example, to
contribute to the overall architecture of sangati-s (see also 3.3.1.1), to
compete with or conform to popular and written versions, or to agree with
musical theory. Each of these motivations will be considered in this sec-
tion.

S. Mallika (tape 7, ex. 3) renders the pallavi of "sarasiruha," nata

raga, with sangati-s that contain different praydga-s from those found in
early recordings of Ranganayaki, Raajeswari, and Sambasiva Iyer, and from
those found in Ranganayaki’s current performances. These praydga-s, which
incrementally increase the range and tessitura of the sangati-s in which

they are embedded, occur in the first drutam section of the tala in the

third and fourth sangati-s of Mallika's performance and are indicated by B
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and B3 in the analytical index (ex.3). In the earlier, less-adorned version
of the piece performed by Ranganayaki and Raajeswari in the early 1960's
(ex. 1), the analogous praydga-s remain almost unchanged in each sangati (Bg
and By'):

Figure 7: praydga-s from sangati-s in pallavi of "sarasiruha"

{ss])
-
B; and By': / m.np.pm m.gmpmpm /r.s. s.s.//
(ss)
s
By: / srsn.pm m.gmpmpm /r.s. s.s.//
(ss)
==t
Bq: / gmpnsrsn.pm m.gmpmpm /r.s. s.s.//

Mallika's sangati-s contain the internal progression of praybga-s

B 6 __ 5 .
‘m.np.pm’, ‘srsn.pm’, ’'gmpnsrsn.pm'; whereas the analogous set of sangati-s
0
in example one contain only 'm.np.pm’'. Mallika's teacher Lakshmi Ammal used

to play By, of which B3 is but an extension, and other performers play
sangati-s with similar praydga-s.

Unlike Mallika's sangati-s, which are based on incremental differences
in prayoga-s, one of the prayoga-s that distinguishes the sangati-s of
Raajeswari’s current performances of sarasiruha (ex. 4) from those of her
early performances (ex. 1), is not incrementally related to the praybga she
used to play and might be based upon a popular version of the song. This
prayoga, 'pmgmp', occurs in the eleventh aksarakdla of the fourth sangati in

her performance on example four, and differs from '‘mg. mp’, the praydga used
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in her performance on example 1 of the 1960’s:118

tape 7 ex. 1 v A

vV d
v
v
Vv
Vv

tape 7 ex. 4 // ..

vV
vV B8

Raajeswari’s variation has no parallel of which I am aware in perform-
ances of Karaikkudi vinad players. Raajeswari probably knows, however, that
this praydga is present in notated versions (Rangaramanuja Ayyangar 1987,
507) and in performances of Chitti Babu, another popular vina player (tape
1, ex. 1, 2nd sangati). Unlike Ranganayaki, who does not change songs
taught to her by Sambasiva Iyer, Raajeswari changes "old" compositions as
her own tastes change. Ranganayaki avoids borrowing sangati-s or prayodga-s
from vina players such as Chitti Babu because she considers borrowing from
such artists to be threatening to the purity of the Karaikkudi style.
Raajeswari, on the other hand, considers "fingering" to be the central
feature of the Karaikkudi style and not such techniques as aluttam or such
features as particular sangati-s and repertoire. Consequently, Raajeswari
does not consider using such items as Chitti Babu's sangati-s to be mixing
styles (Padmanabhan 1988), because her "fingering" is inevitably based in
her training as a Karaikkudi vina player. Although identifying a congruence
between a praydga played by Chitti Babu and one played by Raajeswari does
not prove Raajeswari borrowed the prayoéga, her awareness of other versions
of the song, her general willingness to try new ways of playing, and the

absence of this prayoga in performances of her teachers suggest she may have

118The first two aksara-s of Raajeswari's version, which are the same
as the parallel passages in the first few sangati-s of most Karaikkudi
performances of this kriti, are not significant variations.
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been inspired to change this song by sources outside the Karaikkudi school.
Not only might performers alter prayoga-s to conform with popular
and/or written versions, but also might they alter praybga-s considered

9 an example of which,

theoretically incorrect to conform with theory,ll
performed by Sashikala Suryanarayana on tape 8 (ex. 1), is the kriti "rama-
bana," in savéri raga. Example 2, which I perform as taught by Lakshmi

Ammal, conflicts with the raga laksana (characteristics of a raga) of

savéri, which includes skipping ga and ni in the &réhana, (Dikshitar 1961-

1983, 229) by including the prayoga 'pdnsrgrsnd’ in the second sangati:

aksara-s: 1 2 3 4
sangati 1A. //8... r8rsSgr s... p.s. snd. d.rs srsr srsr/
sangati 2A. //s... rsrsgr s... pdnsrg rsnd d.rs srsr srsr/

Because this prayéga is mnot commonly accepted in savéri, Lakshmi
Ammal’s students play similar sangati-s which omit the ni, such as

'dsrgrsnd’ performed by Sashi in example 1:

sangati 1A. //s... rsrsgr s... p.s. snd. d.rs srsr srsr/

sangati 2A. //8... rsrsgr s... dsrg rsnd d.rs srsr srsr/

Finding beauty a more compelling reason for including this praydga than
theory a deterrent, Lakshmi Ammal, who knew the arohana of savéri raga omits
ni, continued to play this prayoga--which she may have learned from her
father. I have not been able to determine how it was performed by either
brother because Sambasiva Iyer was no longer playing "ramabdna" when he

began teaching Ranganayaki. One may find continuity with past, however, in

119 ometimes changes come about in conflict with theory. One such
change in the last few generations is the rendering of abhéri with chatu-
Sruti dhaivata instead of suddha dha (Subba Rao [1956] 1980-[1966] 1985, 2).

150



Lakshmi Ammal’s insistence on using this "forbidden" praydga, which seems to
echo the Karaikkudi brothers’ belief that one can not truly understand music
through books, but only through performance.

Summary

Performances of the same compositions by different performers in the
same style, in this case the Karaikkudi style, may differ not only in
gamaka-s (3.3.1.1) but also by the choice of different praydga-s. Sometimes
this choice represents a process of diachronic change, for artists such as
Raajeswari who would have learned a rather fixed form of "sarasiruha" from
Sambasiva Iyer, and now perform it in a new, somewhat stable form. For
others, such as Mallika, this choice represents one of many possibilities
presented to her by her guru, Lakshmi Ammal, in addition to her own creati-
vity.

Like choices of gamaka, choices of prayoga-s may effect the speed and
degree to which each successive sangati increases in complexity. Or, an
artist such as Raajeswari might choose to play popular prayoga-s because, as
a teacher at a major music school, Kalakshetra, she would be asked to teach
such prayoga-s to her students. And finally, as more and more performers
begin to accept a unitary theoretical model, performers may try to protect
their legitimacy as educated musicians by altering praydga-s that do not
conform to this model.
3.3.1.3 Variations by replacement of sangati

Ranganayaki and Raajeswari had, by 1987, gone their separate ways--
having neither played together nor really spoken to each other for over
twenty years. Consequently, when K. S. Subramanian invited them to partici-

pate in a television program that year, the situation was potentially awk-
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ward for both artists. Subramanian hoped to persuade Ranganayaki and
Raajeswari to join forces to perform "sarasiruha," a song for which the
Karaikkudi brothers were famous and which Ranganayaki and Raajeswari had
played together hundreds of times when they were children.

Playing together in unison for the first time in many years is usually
possible among vina players in the Karaikkudi school, as well as among those
in other schools, who had learned a "basic" version of a piece. For this
reason it was particularly unusual that these artists, who could not find a
meeting ground, had to perform separately: Raajeswari with her daughter Sri
Vidya, and Ranganayaki with her daughter Jayanti. Ranaganayaki performed
the composition, just as she performs all "old" compositions, almost pre-
cisely as it appears on old tapes of Sambasiva Iyer, Ranganayaki, Raajes-
wari, and other Karaikkudi vina players of the 1950's. Unlike Ranganayaki,
Raajeswari changed not only gamaka-s and prayoga-s (see above, 3.3.1.2) but
also sangati-s she had been taught by Sambasiva Iyer.

Examples in 3.3.1.2 showed differences between praydga-s used in "sara-
siruha"; when enough praydga-s are changed, entire sangati-s take on a dif-
ferent character, and because Ranganayaki felt that Raajeswari had changed
these sangati-s entirely, they could not play together. Figure 8 is a
transcription of one such sangati, the first on tape 7 example 4 played by
Raajeswari (AjDy) at 5'20":

Figure 8: Raajeswari's sangati from "sarasiruha"

Aq Dy

P sl WPy /i mggﬁm 7 sr... snsr //gm[p.m.p. etc.]
> > > > > > > S >

The section of this sangati which differs from that of the parallel
sangati performed by Ranganayaki (A;’Bj") is indicated by the letter "D" in
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the analytical index. The letter "B," modified by prime signs and sub-
scripts, is used to indicate parallel sections of all other performances,
including those of Ranganayaki (exs. 1 & 2), which contain variations of a
smaller scale:

Figure 9: "B" section of Ranganayaki’'s and
Raajeswari’s performance in the 1960s (Tape 7 ex. 1)

{ss)
6. :

By: / p....pm m.gmpmpm /r.s. s.s.// .. [p. m.p. etec.]

The first aksara of figure 9 is developed in all performances by
Karaikkudi vina players (see figure 7 for one such example), but the second
aksara is varied in limited ways (see 3.3.1.1). The second aksara may re-
main relatively fixed because the particular mamner in which the svara-s are
rendered makes the Karaikkudi rendition of "sarasiruha" unique. This unique-
ness is partially derived from the combined use of the "sparkling sphurita"
and the "hammer-on" and "pull-off" techniques.

Although akl in figure 9 takes several forms in renditions of other
Karaikkudi vina players, Raajeswari’s rendition of this portion of each
sangati (akl of section "D" in her performance, ex. 4), is unlike that of
any other performer in the Karaikkudi school (except her daughter, and
others who base their renditions on hers). Raajeswari’s rendition of aksa-
rakala-s 13-18 ('snsr gm') are also unique among Karaikkudi vina players.120
These aksarakala-s serve the function of linking the end of one sangati with
the beginning of the next.

Perhaps Ranganayaki would have found these changes less substantial if

120This section is also similar to that in Rangaramanuja Ayyangar's
notation (1987, 107).
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introduced into a kriti other than "sarasiruha," which was Sambasiva Iyer's
favorite composition. Although I suggested Raajeswari’s performance of
"padavini" was more like that of Sambasiva Iyer than her performance of
"elanidayaradu" because the Karaikkudi brothers were famous for "padavini,"
"sarasiruha" may have been altered substantially because it is performed by
other artists, unlike "padavini," which is rare. To compete with other
performers Raajeswari may have found it necessary to create a modern version
which not only incorporates gestures from other performers and from her own
tradition but also reflects her own imagination.

3.3.1.4 Variation by adding new sangati-s

vina players in the Karaikkudi school, and performers in general, alter
repertoire not only by substituting one gamaka, praydga, or sangati for an-
other within a composition but also by adding or inserting new sangati-s or
items such as cittasvara-s into existing compositions. This section will
concern several sources for and functions of sangati-s and patterns by which
new sangati-s are introduced into old compositions.

Lakshmi Ammal used to teach three sangati-s for passages generally
performed with only two in the Karaikkudi style--an aspect of the "multi-
form" model discussed on pp. 110-11. Five versions of one such passage,
the first line of the pallavi in the varnam, viribhéni, bhairavi raga, adi
tdla, are found in examples 9-13 on tape 8. Each example contains two san-
gati-s which differ in their first laghu section, marked "A" in the analyti-
cal index; in all, three different sangati-s are represented among all five
examples: section Aj being on all examples, 9-13, Ag, on examples 9,10,12
and A3, on examples 11,13. All three sangati-s begin 'n.s.r.’ and are

followed by ’..gsr.’ in Ay, by '(p)-s.rgmpdnsr’ [(p)-s indicates a descend-
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ing slide from pa to sa] in Ay and by '..E&EEEEEE' in Aj.

That Meenakshi Ammal plays A; and A3, Sankari plays Aj] and Aj, and
Lakshmi Ammal used to teach all three possibilities suggests their father
Subbarama Iyer might also have taught or performed them, and although
Lakshmi Ammal and her students taught these three sangati-s, they would only
use two in performance--presumably for the purpose of balance. Information
is not available as to if and when a third sangati was introduced to the
tradition; varna-s outside the Karaikkudi tradition are usually performed
without sangati-s,

Lakshmi Ammal used to teach three sangati-s for the first line of both
the pallavi and anupallavi (which will not be discussed) of the patam,
"alaittuvapdti," kalyani raga, rupaka tala--one of which makes use of a
gamaka found in a sangati of a varnam in kalyani and another of which il-
lustrates a displacement of metric accent characteristic of Lakshmi Ammal’s
individual style. Example 23 (28'47") tape 8 contains my performance of
"alaittuvapoti" as taught by Lakshmi Ammal in 1985 and contains three
sangati-s; example 21 (22'20") performed by Ranganayaki and example 22
(25'34") performed by Sashi each contain two sangati-s in the pallavi and in
the anupallavi.

The first sangati of the pallavi in all three performances consists of
four avarta-s. Each performance conforms to a svara structure which is

nearly identical:

Ays f/E. .8 .50 dppL// By: //pmg. g.r. r.s.//
Cy: //sns. ris. g.x.//f Dy: //m.g. gmp. pdn.//
The second sangati, as taught by Lakshmi Ammal, differs from the first
in sections A and B:
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6 6
Ay': //srgr.g rss.sn dpp.//
6

B1'://mpdpmg g.r. r.s.//

By’ differs from By by an elaborate gamaka replacing 'pm’--a variation
which is also found in the second sangati of the first line of "vanajaksi,"
a varnam in kalyani raga, ata tala, which, like "viribhéni" and "samininne,"
is rendered with sangati-s in the Karaikkudi style. This elaborate gamaka
is executed by placing the left hand index finger just behind the ma ("F#")
svarasthana and, after plucking the string with a right hand finger, quickly
deflecting the string to the svara above, (producing the typical ma of kal-
yani); then, the left hand middle finger, after striking the string on the
pa svarasthana, executes a "sparkling sphurita," together producing the
svara combination 'mpdp'’; this is followed by a descending slide combined
with a bend on the ma svarasthana, and another descending slide to that of
ga.

Lakshmi Ammal'’s version of the last sangati can best be understood in
terms of her general tendency to create tension between dynamic and metric
accents. This tension can be perceived by comparing her sangati (B3 as
performed by Sashi and by the author on tape 8) with By, the analogous

sangati performed by Ranganayaki:l21

6
By: //mpdnsrsn dpmg.r r.s.//
> > > > >

6 6 6

By://g.sn.d pmg.g. r.r.s.//
= > > >

121ynlike other transcriptions, here '>' indicates dynamic accents, but
not necessarily plucks.
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Whereas Ranganayaki (Bp), by accenting the first beat of three and four
svara groups (4 + 4 + 3 + 3 + 4), emphasizes the beginning and middle of
each aksara, Lakshmi Ammal's version (as played by Sashi and the author, Bj)
avoids aligning dynamic, phrase defining accents with the metrical accent
implied by the division of aksara-s by dividing the section into five svara
and four svara phrase groups (5 + 5 + 4 + 4). Ranganayaki leaves the last
aksara of By identical to that of Bj, embellishes the first two aksara-s
with a fast ascending and descending brikka passage, and ends the second
aksara with the svara-s 'g.r’, in a different rhythmic configuration from
that of the first sangati. In Lakshmi Ammal's version, the svara-s for
entire first sangati are rendered in tiéra natai (triplets) and condensed
into the last two aksara-s, while the first aksara comprises an ascending
slide from ga to tara sa, a "pull-off" to ni, and a right hand finger pluck
on dha which initiates descending phrases 'dpmg.’ 'g.r.' ‘r.s.'--a rare
example of successfully inserting--not replacing--a praydéga, 'g.sn.d’, into
a sangati.

I have shown that new sangati-s may be based upon or draw from the same
source as sangati-s in other compositions and/or may follow from an artist's
general approach to performing. New sangati-s may also extend principles
already implied by other sangati-s within the composition to which they are
added. Examples of this principle of extension can be found in two composi-
tions previously examined, "entavéduko" and "kanugontini." In both the anu-
pallavi and analogous portion of the caranam of both compositions, a sroto-
vaha yati is built by the successive interpolation of svara-s in the first
drutam section of each sangati. 1 have noted earlier (pp.49,54) that these
interpolations are well suited to the vina because of the convenient loca-
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tion of the pitches on the paficama string. Because Sugantha Sridharan sang
"kanugontini" without these interpolations, however, one may conjecture that
such interpolations may not be well suited for vocal renditions (recording
1985, not provided).

Extensions of this yati idea (incremental interpolations of svara-s)
are found in performances of Lakshmi Ammal's students, such as her son, N.
Chandramouli (tape 7 ex.19), daughter Sashi (ex. 17, 20), and niece Sugantha
(ex.16). For example, while both Ranganayaki (tape 7 ex. 14) and Raajeswari
(ex. 15) interpolate ;Qfg’ and 'ééég' between the words "cintadircuta" and
"kentamodirad" in sections indicated by C; and Cy' in the analytical index,
Sugantha (ex. 16 [taken from the caranam]) and Sashi (ex. 17) extend the
interpolation idea by inserting 'ﬁdgrg' (C1")--but by incorporating these
changes into the other sangati-s, not by adding new sangati-s.

As one might expect, just as the same principle of sangati construction
is found in both "entavéduko" and "kanugontini," so too is the same prin-
ciple of extension found in both kriti-s. For example, in the anupallavi of
"kanugontini," whereas Ranganayaki (ex. 18) interpolates only ’gpds’ (53)122
after the first drutam between the words "inakula mandu" and "impuganu-
butti," N. Chandramouli (ex. 19) inserts 'gpds’ (B3) and 'rgpds’ (Bg); and

Sashi (ex. 20), who inserts an additional 'pds’ (Bp), develops the srotovaha

yati fully:
interpolations: 1. 0
2 pds
5 gpds
4, rgpds

It should not be inferred from these recorded examples of "entavéduko"

122y0wever on her commercial recording (tape 4B ex. 3), she also
interpolates 'rgpds’.
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and "kanugontini" that young performers who learned from Lakshmi Ammal al-
ways play these compositions more elaborately than such performers as Ranga-
nayaki Rajagopalan, for sometimes Sashi plays less elaborate and Ranganayaki
more elaborate versions; but generally, younger performers, especially dis-
ciples of Lakshmi Ammal, extend principles of elaboration and prefer com-
plicated busy textures.

The idea of expanding the two kriti-s by successively inserting svara-s
after the first drutam of the anupallavi might have been introduced by the
Karaikkudi brothers themselves, or by their predecessors, for not only musi-
cal but also, conceivably, for textual reasons, as Sambasiva Iyer, for one,
was given to pondering the meaning of the songs he played.

In "entavéduko," Chembai Vaidyanatha Bhagvathar developed sangati-s by
singing successively elaborated melismas on the syllable "a" at the end of
"cintadircuta kentamodira"--a phrase meaning "why do you hesitate to relieve
my sorrow"123.  The Karaikkudi version contains a melisma on the vowel "&"
in the first sangati only124 and successive interpolations of svara-s be-
tween "cintadircuta" (to relieve my sorrow) and "kentamodird" (why do you
hesitate). These interpolations of svara-s might be considered musical
analogues of "hesitation."

In the caranam the division occurs after "sattamdtrama" (a name for
rama) and before "cala nammitini" ([I] believe very much). Here there seems

to be no textual reason for a musical interpolation. If one were able to

1231hat is, the sorrow and lonelines of the devotee (Tyagaraja) in the
absence of his god.

124In Raajeswari’s version, however, the second sangati also contains

the melisma on the vowel "&". In this recording I requested her to play
each sangati only once.
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establish that the brothers chose to insert svara-s in the anupallavi in
accordance with the meaning of the text, one could claim they included these
interpolations in the parallel portion of the caranam for purely musical
reasons.

In "kanugontini," where the interpolations take place between the words
"inakula mandu" (of the lineage of the sun god), and "impuganu butti" ([he
was] born noblely), there is no particular reason why the words should be
separated, and in the caranam, where the break occurs within the word "su-
griva" (name of the king of the monkey race) between the syllables "sugri"
and "va" the interruption seems unjustifiable. The break would make sense,
however, had it occurred after "sugriva"; the text of the caranam up to the
name "sugriva" had named heroes of the Ramayana who worshipped and served
Lord Rama: "his devoted brothers Bharata, Lakshmana, and Satraghuna; Hanu-
man, kneeling at his feet, and the courageous Sugriva." “pramukhulu" (all
these great people), the word after "sugriva," would logically come after a
small pause following the list of "great people."

In short, no persuasive case can be made for elaborating the sangati-s
in the anupallavi and in the caranam of "entavéeduko" and of "kanugontini"
according to concern for text, even though Sambasiva Iyer claimed that un-
derstanding the words was important. Instead, it is likely that whoever
introduced these changes found not only that they were ideal for the vina,
but also that both kriti-s are well suited to accomodate this kind of san-
gati development because they have such musical features as overall struc-
ture, contour, and tala in common.

The "extension of an idea" principle found in the addition of sangati-s

to "entaveduko" and to "kanugontini" also contributed to their incremental
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complexity. In other compositions, such as "viribhéni" and "alaittuvapdti,"
new sangati-s were introduced by Lakshmi Ammal or by others in teaching, of
which only only a few were actuated in each performance. Aspects of san-
gati-s found in some compositions performed by certain musicians resemble
sangati-s found in other compositions; such relationships have been demon-
strated on a minute level between such compositions as "alaittuvapoti" and
"vana jaksi" and as "emijésité" and "namoralakifici." Now we will look at
another such sangati, which in this case has been actively appropriated from
the anupallavi of one composition, the Karaikkudi rendition of $ankarzbhara-
nam varnam, "samininné," and added to the anupallavi (which is also in
Sankarabharanam) of another composition, the navardgamalika ("nine raga")
varnam, "valacivacci."

Example 11 (tape 7) is Lakshmi Ammal'’s rendition of the anupallavi to
"samininne." Sections Cj, C;' and By’ of "samininné" are the Karaikkudi
variations she has also added to the varnam "valacivacci." The basic
svara-s for "samininné" are given by Panchapakesha Iyer (1987, 1):

//s.dd pmdp .mgm pgmr / gmpd dpmp / dnsn s.[r 31125//
But Lakshmi Ammal performs two sangati-s:

lst sangati

Ay // s.sd p.mTE pmmg.p mg.pmgmr. /
B; / gmpp dpsmpl26 /

ci, / Eansn sndpmgrs // back to Ay

125{r g] leads into the next line of text.

lzs'smp.', a variant of 'gmp.’, is approached from the open sa string
instead of from the ga svarasthana.
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2nd sangati

Ay //sssnd pmpsn dppumgmp mg.pmmgr/

By’ /gmpdn sndpgmp/

Gy /EansTE sndpmgrs//

Because the first line of the anupallavi in "valacivacci" is structur-
ally analogous to that of "samininné," containing the svara-s (Panchapakesha

Iyer 1987, 27),
// s.p. pmgr g.m. p... / gmpd dpmp / dnsn s... //

and played by Lakshmi Ammal in example 12 as,

3
D1 // s.p. pgpmgr g.gm mp.. /

By / gmpp dpmp /

Co / pdnsn s...//

Lakshmi Ammal used to replace By with By’ and Cp with Cj to create a second
sangati for "valacivacci"--although not on this recording. Sugantha (ex.
13) both creates a second sangati through these replacements and adds a
further linking phrase to the "repetition" of the second sangati by substi-
tuting Cy' for Cj.

sangati-s such as these, for which the Karaikkudi style is famous,
serve an emblematic function in the style, and when added to other composi-
tions, make them in effect "Karaikkudi" compositions--an opinion Lakshmi
Ammal intimated on one occasion, when a neighbor expressed surprise on hear-
ing her add sangati-s to "valacivacci." Other examples of such emblematic
functions may perhaps be found in Lakshmi Ammal’'s use of the visésa prayoga
‘mrmrmp’ in "sarasiruhd" (p. 144) and the elaborate gamaka from the Karaik-
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kudi version of "vanajaksi" in "alaittuvapoti" (p. 156).

Many of the new sangati-s examined seem to have been based on either
models inside or outside the tradition, or on basic principles of develop-
ment, characteristic of either an artist or the sangati-s inside a composi-
tion. sangati-s to the kriti "edutanilacité" which do not seem to have been
played in earlier times, are now being played by such artists as Raajeswari
Padmanabhan (ex.29 and 30), K. S. Subramanian (ex. 29) Sugantha (ex. 31) and
sung by Shanti, Sugantha, and Lakshmi Ammal (ex. 27), and may have been
based on a general sangati idea exploited by other musicians such as Chembai
Vaidyanatha Bhagvathar (ex. 33) and V. Ramachandran (ex. 34). I suggest
this sangati-idea has come into the Karaikkudi tradition recently because no
such sangati is found on recordings of Ranganayaki (tape 8, ex. 25) Veda-
valli Srinivasan [daughter of Devakottai Narayana Iyengar](ex. 32), Sankari
Ammal (ex. 28) or old recordings of Ranganayaki and Raajeswari with Samba-
siva Iyer (ex. 24). This "idea" can be described as a descending series of
cascading svara-s and is found at the end of the pallavi of "edutanilacite"
(sections "F" and "G") in examples 27, 28 and 29:

6
D: //srgr.g rss..n dn.. s..n

E: srgm pdns rsnd pmdp/
Fp: /grs. s... mgrs ndgr/
G3. /sndp rsnd pmgm pgmr/
This cascading sequence of six svara-s each seems to be a particular

version of a general idea that Chembai interprets in five svara-long

sequences,

D: //srﬁgh rss. n... srgm
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E: pdns rgmg rsnd pmdp/
Fi J8EE: % oes sweie pgopdy

G: /ngrs ndrs ndpn dpmg//
and V. Ramachandran interprets:

D: //m.g. x.58. d.n. 5...
E: srgm pdns rsnd pmdp/
F: /grs. .... grsn dprs/

G: /ndpm sndp mgpm gm.r//

which is similar to the Karaikkudi version in terms of melody, but bears a
relationship to the tala that is different from that of the Karaikkudi
version. Rangaramanuja Ayyangar (1976, 279) gives still another version,
with the sequences beginning on tara ga and containing 5 svara-s each.
Although we know neither how Sambasiva Iyer played "edutanilacité" with
his brother, nor how his brother played it alone, we can be relatively cer-
tain Sambasiva Iyer did not use this sangati idea in his performances after
1940, because Ranganayaki does not perform or teach it and because the
1950’'s recording of Sambasiva Iyer, Ranganayaki, and Raajeswari does not
contain it. One might infer from these observations that a basic idea for a
sangati, of unknown origin, has circulated among musicians of different
styles and that the acceptance of this sangati idea into wvarious schools
indicates that the idea itself is both well appreciated and pan-traditional,
and has a pattern of acceptance in the Karaikkudi school limited to Lakshmi
Ammal, her children, and grandchild. The inclusion of this sangati might be

seen in light of Lakshmi Ammal's tendency to play more sangati-s, and for
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those sangati-s to be more ornate than in performances of other Karaikkudi
musicians such as Ranganayaki Rajagopalan.

As an example of rather extensive deviation from this pathantara, a
rendition by the late T. R. Mahalingam is provided (ex. 35) in which not
only is this sangati absent, but so also is the tail end of many of the
"traditional" sangati-s absent or merely hinted at with typical "Mali" (as
he is known) flourishes.

Unlike the sangati-s so far considered, some sangati-s may be neither
borrowed nor typified by any general principle, but newly composed for a
particular composition. Two such sangati-s are associated with Lakshmi
Ammal and appear in the compositions "sarasasamadana" (tape 8 ex. 8) and
"sarasiruha" (ex. 7).

Example 8, an excerpt from the caranam of "sarasasamadana" performed by
Lakshmi Ammal in the late 1970's, contains several sangati-s that differ
from those played by performers such as Ranganayaki, of which one is parti-
cularly unique (C:7'57") in that it reaches tara ma, comprises two cycles of
the tala and two renditions of the textural line, and is not repeated:

B = vis s a0 ééﬁ. ..g;é /i .Lé. ..and / .pm. ..mg //
na tasa hoé da ru ni ra

//rsrm pdnn .nn. n.n. / dsns.d ..Eap / Eam.p ..pd //

jé si rakanatasa ho da ru ni ra je =i
// n..s
ra ka
(Rough translation: "You made [Ravana’s] younger brother King [of
Lanka] " ) 127

127By making the younger brother of his foe Ravana, the king of Lanka
(in the epic Ramadyana) Rama succeeded in making his enemies quarrel among
themselves; this exhibits the quality called bhéda, one of four qualities
discussed in this composition.
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Like other sangati-s in this composition, this new sangati begins after
1} aksara-s, but in the second cycle of the tala, the repetition of the line
is delayed by one aksarakala--providing a rhythmic twist characteristic of
Lakshmi Ammal’s innovations. The second half of the sangati is patterned
after earlier sangati-s in the composition, differing only in the syllable
added to make up for the lost aksarakdla. Among the performers represented
in the taped examples of other compositions, Sugantha, Mallika, Sashi,
Raajeswari, Sheela, Shanti, and Sharmilla all know this sangati and had reg-
ular contact with Lakshmi Ammal from at least as early as when the recording
(ex. 8) was made until she died in 1985 (most of them had much longer con-
tact with her), but I have not been able to determine when it was composed.

Another sangati composed by Lakshmi Ammal is found in the anupallavi of

"sarasiruha," on tape 8 ex. 7, and performed by her student S. Sharmilla:

// ..p. m.p. ..g. mp.. /..smr. rpm.mnp. / psn.rs npsn // pm
5a rand ga tam ma ma vamafijulacaranaki sala

Unlike the sangati in "sarasasamadana," which must have been carefully
composed and played on repeated occasions, this sangati is an example of the
kind Lakshmi Ammal would improvise while teaching and is only played by a
few of her students. On the day I learned it, Lakshmi Ammal was in a parti-
cularly creative mood and taught me several other sangati-s not usually
found in this kriti; the next day, however, she did not recall precisely
what she had taught me. I later realized that, by presenting me with a
number of possible sangati-s she was tacitly providing a "model" for niraval
svara. Lakshmi Ammal, who seldom taught either kalpana svara or niraval
svara and, after her son died in the 1950's, no longer performed, would seem

to have found her creative outlet not in the performance of these improvisa-
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tional forms which are traditionally placed at the end of compositions, but

in her renditions of the compositions themselves.

Summary

This section has been given to analysis of sangati-s, both added to and

inserted into compositions, with several kinds of sources and functions:

sangati-s borrowed from other compositions.

sangati-s based on a general idea (i.e. cascading svara sets).
sangati-s borrowed from other performers.

sangati-s which seem to serve as emblems of style.

sangati-s which extend principles of elaboration implied by
other sangati-s and contribute to the overall architecture of
sangati-s in a composition.

6. sangati-s invented independently which are:

A. fixed and performed by several musicians, or

B. improvised, and possibly fixed in some renderings.

oW r e

Different preferences for and modes of rendering sangati-s tend to
occur in patterns according to different branches of the Karaikkudi style,
which can be broadly characterized through the personal styles of Lakshmi

Ammal and Ranganayaki Rajagopalan:

EoAn Ranganayaki
Rhythm

displacement regularity (in relation to akshara)
fast slow
many few
complicated simple

Stability
a little different each time almost exactly the same each time

Number of sangati-s
more taught fewer taught
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Origin of sangati-s

improvised usually as taught; in cases where

composed song was learned in a simple form

other compositions she will develop her own sangati-s

other performers All compositions learned from
Sambasiva Iyer are left virtually
unchanged.

3.3.1.5 Other insertions

Although in most cases musicians modify compositions by adding new
sangati-s, they also do so by inserting such items as cittasvara-s and raga
alapana-like passages which fill gaps between sections of compositions (eg.
pallavi and anupallavi). While the tendency to add cittasvara-s seems to be
associated with the Karaikkudi and other styles in particular, the tendency
to insert raga alapana-like passages between sections of compositions is as-
sociated with most modern-day musicians performing karnataka sangita.

Lakshmi Ammal, who was not in the mainstream of modern-day performers,
did not adopt the modern practice of adding long filler phrases between sec-
tions of compositions, but maintained her father and uncle's practices of
composing and inserting new cittasvara-s into compositions--a practice
Ranganayaki does not follow. Lakshmi Ammal composed two cittasvara-s, one
of which is found in "vanajdsana," &éri raga, ripaka tala (tape 8 ex. 5) and
the other is found in "vatapi ganapatim," hamsadhvani raga, adi tala (ex. 6)
The cittasvara in 4ri, although simple, is unusual in that it is performed
in two speeds.

Lakshmi Ammal may have chosen to add cittasvara-s to these two composi-
tions in particular because the first, "vanajasana," is traditionally the
first kriti (strictly speaking--a kirtana) taught to beginning students of

the Karaikkudi style according to the practice of her father, and the
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second, "vatapi," 1is probably the most popular composition in karnataka
sangita today; by adding to these songs she may have ensured the longevity
of her innovations, and, as two important items in a student’s repertoire,
marked them as "Karaikkudi" compositions.

In general, fewer and fewer Karaikkudi musicians have attempted to
compose cittasvara-s, a result, in part, of the popular prejudice against
the vina, which is seen to be both an inadequate means to represent the
human voice and to lack "continuity." Thus, for instrumentalists to perform
many new cittasvara-s, which are perceived as instrumental items since they
emphasize rhythm and lack text, is to invite disapproval. Ranganayaki'’s
disinterest in composing cittasvara-s may be a result not only of a general
disinclinations toward composing, but also, as a professional performer, a
consideration for what her audience will tolerate. Unlike Ranganayaki,
Lakshmi Ammal did not have to consider the norms of popular performance and
in the small city of Madurai she was, as a teacher and carrier of a famous
pani, one of the major figures.

Whereas musicians’ inclinations toward composing cittasvara-s are, in
part, a function of the style to which they belong, the practices of adding
brief passages of raga alapana between sangati-s or between sections of
compositions is a function of modern versus old fashioned practice--at least
in the Karaikkudi style. Examples of fillers between sangati-s are indi-
cated by the letter "f" in the analytical index (see, for example, "kanu-
gontini"). That fillers between sections used to be non-existent or very
brief is suggested by Subramanian and by the recording of the kriti "$an-
karini" performed by Sambasiva Iyer about which Subramananian writes, "Be-

tween sections Iyer holds onto the note where the next section is to begin.
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This is a typically instrumental approach. This is absent in my perform-
ance" (Subramanian 1986, 194)--meaning that Sambasiva Iyer, instead of play-
ing extensive filler phrases, concludes each section with a repetition of
the first line of the pallavi (as is usually done), holds his finger on pa
and strums the strings while the mridangam player bridges the section with a
mohara (rhythmic cadence). Unlike her guru Sambasiva Iyer, Raajeswari
plays particularly ornate filler passages, as do most performing vocal or
instrumental artists of today. Ranganayaki plays comparatively short filler
phrases, which are often those of her guru, although Ranganayaki too has
followed the contemporary practice of extending these phrases. Lakshmi
Ammal, who did not perform, kept her filler phrases brief.

Generally, degree of conservatism and whether or not a musician is a
professional performer tends to regulate the composition of such musical
additions as cittasvara-s and the inclusion of various filler phrases to a
greater extent than does a musician’s style, even though particular citta-
svara-s and filler phrases may be typically associated with a particular
style such as the Karaikkudi style.
3.3.1.6 Summary

The subject of this unit, 3.3.1, has been recent changes in the per-
formance of composed music, kalpita sangita, that has resulted from substi-
tution and/or addition of constituent musical units such as gamaka-s, pra-
yoga-s, and sangati-s, and of external items such as cittasvara-s and fil-
ler phrases. The specific qualities of these replacements and additions and
the way they are used reflect the values and creative tendencies of the the
musicians who introduced them.

Ranganayaki, for example, alters only compositions learned from artists
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she does not consider to be of a "nalla vali" ("good style"), and what she
adds conforms to her personal style, which includes such aspects as crisp,
slow gamaka-s and dynamic accents that correspond with aksara divisions.
Raajeswari has "developed" quite a bit of the repertoire taught to her by
Sambasiva Iyer by adding and changing sangati-s and by altering the overall
rhythmic flow; compared to Ranganayaki’s, her alterations are generally
faster, busier, and they incorporate gestures from written and aural contem-
porary sources. Lakshmi Ammal, unlike Sambasiva Iyer and Ranganayaki, used
to play compositions differently each time, inventing new sangati-s while
performing. Her innovations were characterized by such features as rhythmic
complexity and quick gamaka-s.

Some changes reflect current trends in field of karnataka sangita in-
cluding the inclusion of popular sangati-s and the use of extensive filler
passages. Conversely, some current trends are taken from specific styles,
such as the use of Karaikkudi cittasvara-s in compositions other than those
for which they were composed and by musicians outside of the Karaikkudi
school.

The role of the Karaikkudi style in the way each artist innovates is
one of providing models and tools, but not one of prescription. Different
musicians have considered different aspects of the repertoire in the Karaik-
kudi style to be immutable. Ranganayaki, who will not change "o0ld" composi-
tions, might cease to play or teach those that are not appreciated, while
Raajeswari might either omit or alter compositions for acceptance in present
day karnataka sangita. Lakshmi Ammal, who might invent new sangati-s, felt
the compositions themselves should continue to be played and taught.

Just as the attitudes toward changing and maintaining repertoire are
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different among performers in the Karaikkudi style, so too are their innova-
tions. This variety has led to a wide range of performance possibilities
for compositions in the style--possibilities that not all performers in the
style agree to accept.

3.3.2 manodharma sangita

Musicians innovate both in the realm of kalpita sangita, or composed
music, and in that of improvised music, or manodharma sangita. But unlike
compositions, which have relatively fixed forms that can be compared in well
defined units both historically and synchronically, passages of improvisa-
tion in such forms as raga Zlapana, tanam, and svara kalpana, cannot be
compared in well defined units. Improvisation can be analyzed, however, in
relationship to composed or frequently played material which may serve as
models of, or for, improvi_.sat:ion.l28 The topics of this section will be the
use of such models, changes which have been introduced into the structure of
improvisation, and characteristic patterns by which some Karaikkudi vina
players improvise.

I will begin by identifying phrases which are characteristic to Lakshmi
Ammal's renditions of the raga-s bhairavi, kalyani, and kambhdji. Then, I
will analyze these phrases as they appear in the performances of her
students . 129
3.3.2.1 Extension and embellishment of phrase ideas

Toward the end of my first year of training (May 1983), Lakshmi Ammal

1285¢e Geertz (1973, 93) for a discussion of "models of" and "models
for" in cultural symbolic systems in general.

12950 T. Viswanathan (1977, 51) for a similar analysis of perform-

ances by students of Ariyakkudi Ramanuja Ayyangar, Semmangudi Srinivasa
Ayyar, and G. N. Balasubramanian.
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began to teach me raga alapana--one of several improvisational forms that
is, in fact, sometimes taught. The short, semi-fixed &lapana-s and tana-s
in raga-s she taught me included the basic phrases and ideas oﬁ which she
would base her improvisations, and these still run through my mind when I
sing, play, or think about these raga-s.

I came across such phrases and ideas when, in 1987, I was in Madras
listening to a tape of a concert performed by Raajeswari Padmanabhan at
Kalakshetra. This recollection prompted me to play these passages for
Lakshmi Ammal’s niece Sugantha, who confirmed my suspicion that Lakshmi
Ammal often used to play such phrases--phrases which were not, to my know-
ledge, commonly played by other musicians. After returning to the U. S. and
listening to recordings I had made while learning bhairavi raga with Lakshmi
Ammal, I noticed that Lakshmi Ammal and I played in unison the phrases I had
heard on Raajeswari'’s tape--phrases which also appear on a tape recorded in
1972 by her student David Buck, (tape 9 ex. 1):130

1 2 3 4
(ss) {ss)

> >> > = > > > e = e

The first phrase commences with a "sparkling sphurita" on ’‘srs’ fol-
lowed by a "hammer-on" to ri, which initiates a descending prayéga, 'rsnd’

[containing kaisiki nisadda ("Bb") and catuéruti-dhaivata ("A") because it is

1301, this transcription, "-" between two svara-s indicates a slide
(jaru) from the svara preceding the "-" to that following it. As in other
transcriptions, ">" signifies a right hand finger pluck. "." signifies a
pause of indefinite length. "(xyz)" means svara-s "xyz" are not essential to
a phrase [often represents strckes of auxiliary strings]. ({(ss) above svara-s
indicates they are rendered with the "sparkling sphurita" technique."\"
indicates phrase divisions.
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followed by an ascending phrase]. Phrase two begins with a kampita gamaka
(oscillation, in this case between ni and tadra sa) on ni, and is followed by
a "hammer-on" the ri svarasthana with the middle finger of the left hand, an
oscillation between ri and ga, and a right hand finger pluck coupled with a
left hand middle finger "hammer-on" from sa to ri.

The third phrase is preceded by a plucking of the open paficama string
and a reiteration of ri which is parenthesized in the transcription because,
although it performs a filling and punctuating function, it is not not al-
ways included. The main part of the phrase is a "sparkling sphurita" on ri
followed by a descending slide to pa.

The ni at the beginning of the fourth phrase is played as a deflection
of the string on the dha svarasthana reaching tara sa and is followed by an
articulation of tara sa on its own fret, fingered with the left hand index
finger. tara ri is then sounded with a "hammer-on" by the left hand middle
finger and leads into a gamaka for the svara-s 'gmgr’, which contains four
quicks oscillations and comprises, in detail, 'grmrgrgr’. The set of phrases
ends with a "pull-off" to tara sa.

The recording of Raajeswari on which similar phrases appear is from a
concert at Kalakshetra sometime in the middle 1980s at which I was not
present. I have arranged the recordings on tape 9 so that the "Lakshmi
Ammal motives" can be heard both in the context of the entire alapana (at
4'22", 5'22", 6'18", 7'43", and 9'13") and, extracted and juxtaposed with
Lakshmi Ammal’s performance (ex.s 3-8). Raajeswari’s versions of motives
(i.e small constituents of the units I have labeled "phrases") that I asso-

ciate with her mother are rather elaborate and sometimes contain only a
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shade of the "original" motive: 131

{x)=x played on tala strings
(a) (b) (e)

ex.4: p-s ssss ss rsnd n. \ rs-ndp n. \ nsrmrsndp n. \
> 22 2> = = > > > D> Dy > >

ex.5: nsrgrrss srsrgrrss srsrsnd n.\
>> > > > >

(a) (b)

ex.6: p-s ssss ssrsnd n. \ nsrgrrss rgrg sr. \

> e T > > > >

(e)

{p}) * {(p) rprpr p dns rgmpdnsrgmpdnsr rgr rs \
> > D> e > > >

(d)

(a) (b)
ex./: p-s ss srs rsnd n. \ (s} rsn.s rgrg sr. \
> > > > > > > > >
(c)
{p) r {p) r {p) r r {p} rp rp r gmpdnsrgmpdnsr rgr rs \
> > > > e N > >

(d)

......

& 0 Pl SERed s e

1311 have neither conferred with Raajeswari on my analysis, nor would I
expect her to agree with all parts of it. All connections I draw between
her playing and that of her mother are based solely on my observation and experience.
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ex.8: p-s ss rgrrss srsrgrrss srs rsnd n. \

..................

> = > Dy > >> > >

Each example contains all or some of Lakshmi Ammal's phrases expanded
by repetition, insertion of punctuating svara-s in different octaves, or
insertion of scalar sweeps. Raajeswari uses versions of phrase #l in ex-
amples 4,6,7, and 8, in which, except for ex.8, she uses a "hammer-on"
rather than a right hand finger pluck to reiterate tara sa, and repeats sa
more times than does Lakshmi Ammal. The technique of hammering on a reiter-
ated note without a pluck and without using a different finger (Raajeswari
uses her middle finger for both iterations) is less common in the Karaikkudi
style than is plucking the string twice and while executing the "hammer-on"
(the ordinary sphurita technique) as found on the recording of Lakshmi
Ammal.

In ex.4a Raajeswari uses not the "sparkling sphurita" but the tech-

nique described above to repeat ‘ss’ and delay the descent from tara ri,

which then leads without a break into a kampita gamaka on ni (unlike in
Lakshmi Ammal’s version which pauses on dha)--longer and containing more
oscillations than that of Lakshmi Ammal. The remainder of example four
takes 4a as a point of departure for further development, beginning with a
descent from tara ri to pa followed by ni rendered with a kampita, and end-
ing with a passage an octave lower containing an ascent from mandra ni to
ma, a descent to mandra pa and a final kampita on mandra ni.

Ex. 5 seems to be an extension of phrase 2 'n. srgrg sr.' through the
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insertion of "sparkling sphurita-s," left hand finger plucks, and "hammer-
ons," which leads into the end of phrase 1 ’'srs rsnd n.' ending, once again,
on ni rendered with a kampita.

Ex.6, which contains an "a" phrase identical to that of example 4, con-
tains a "b" phrase which is phrase 2 of Lakshmi Ammal’s performance with an
insertion of (all in the tara sthayi) the "sparkling sphurita," 'rgrr’, com-
bined with ’'rss’ executed by a left hand middle finger "pull-off" from ri to
sa followed by a "hammer-on" to reiterate sa.132 The third phrase of
Lakshmi Ammal’'s performance contains, in essence, a descent from tara ri to
madhya pa--a descent that expanded in Raajeswari’s performance (phrase "c")
by descending through all the pa-s and ri-s on the vina to the lowest svara
the instrument will produce (?)' This descent is followed by an accelerat-
ing ascent, culminating in the tara sthayi with "rgr rs" and elaborated in
phrase "d," 'r gmgrs’.

Ex. 7, in which phrase "a" is nearly identical to phrase one of Lakshmi
Ammal’s performance and phrase "b," is like Lakshmi Ammal’s phrase 2 except
for the initial insertion of 'rs’ and a shorter gamaka on ni; it contains a
third phrase ("c¢") which, like ex. 6c, elaborates Lakshmi Ammal’s descent
from tara ri to pa. Phrase 7d differs from 6d in that it ends with an open-
ended ascent, and, with the rather extensive kampita gamaka-s on tara ga
(notated explicitly as motion between ri and ma), provides a balance against
the kampita on ni in phrase 7b.

Phrase "a" example 8 contains, in effect, example 5 grafted on to the
first part of Lakshmi Ammal's first phrase. Phrase "b" is functionally the

same as phrase "d" of example 7 and leads into the classic bhairavi praydga

1321his gamaka is sometimes called a ravai.
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' pdpmpmgr rs'.

Raajeswari’s performance of examples 4-8 suggest her improvisations are
based not only on those of her guru, Sambasiva Iyer, but also on models she
was exposed to indirectly, from her mother, throughout her lifetime--models
(but not necessarily fixed ones) she has drawn out and expanded by substi-
tuting, adding, rearranging, and inserting musical units just as musicians
have transformed "old" compositions in the last three decades, and for that
matter, just as people innovate in general (Barnett 1953, 181-225).133

Raajeswari, like other mature artists, not only can, but is expected to
base her innovations on models other than that of her guru--a practice which
may be detrimental only if borrowed models conflict with one’s style, or as
Subramanian explains in reference to "ornamentation" (gamaka), "one kind of
ornamentation could be totally irrelevant in a particular context to a par-
ticular style" (1986, 159). Raajeswari, who draws upon sources more eclec-
tic than those of Ranganayaki, has diverged from the improvisations of
Sambasiva Iyer more than has Ranganayaki. In addition, Raajeswari spent a
period of years learning vocal music with Mysore Vasudevachariar--a famous
composer, whose music and style, which has had some impact on that of Raaje-
swari, will not be discussed in this thesis.

Because Raajeswari stretches the phrases of alapana found in her
mother’'s performance, it would be difficult to extract them without having
heard these phrases performed by Lakshmi Ammal. Raajeswari, too, probably
has favorite phrases which can be played in plain or elaborate versions, but

unless her students hear them in simple forms they may have difficulty

133Barnett divides these "Basic Processes" into "configurations,"
"recombination," "identification," "substitution," "discrimination," and
"gain and loss."
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building upon them as Raajeswari seems to have built upon those of her
mother. Tracing such processes of transmission may prove interesting as
various models are reinterpreted by third and fourth generation students.

Unlike Raajeswari’s highly developed versions of her mother’s motives
in ra3ga alapana, performances of Lakshmi Ammal's less advanced students
contain less developed versions of such motives and/or of Lakshmi Ammal’s
general approaches to raga alapana. Recordings of these students playing
alapana-s in kalyani raga, unlike those of Raajeswari playing bhairavi, were
made privately. The recording of Sashikala was made in 1972 when she was in
her late teens or early 20's and still living at home. Because Sashikala
made this recording for David Buck (a student of her mother’s) she may have
tried to include parts of Lakshmi Ammal's "fixed" versions of raga alapana
since he would have learned these from Lakshmi Ammal. The recordings of
both Sheela and Mallika, who knew their performances were being recorded for
comparison, were made in 1988 and may contain gestures purposely included to
sound like Lakshmi Ammal (although I neither directed them to do so or to
refrain from doing so). Because Sheela, who is now 16 (in 1989), learned
kalyani raga alapana from Lakshmi Ammal on the night of Lakshmi Ammal's
death in 1985, her renditions of kalyani are particularly charged with
emotion and adhere to the manner she was taught that night. Mallika's
performance seems to conatin praydga-s typical of both Lakshmi Ammal and of
Ranganayaki--from whom she now learns.

Lakshmi’s students Sashikala Suryanarayana (ex. 10), R. Sheela (ex. 11)
and S. Mallika (ex. 12), clearly preserve the general contour and opening
phrases characteristic of Lakshmi Ammal’s &lapana-s in kalyani raga, of

which example nine is typical:
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ex. 9 r (s} rg..mp. pmg g... r {sSpr) p-gr gr rss s.n
> > > > > > > >

ndndnndndnndd dnsrg. srsrg rr..
> > > P >>
Lakshmi Ammal characteristically began kalyani with an ascent from ri
to pa, followed by a descent from pa to ga, which was rendered as a dirgha
svara (long), and a cadence with 'grgr rss’ performed on the pafdcama string
and approached with an ascending slide from mandra pa. Each student of
Lakshmi Ammal in examples 10-12 begins her performance of kalyani in this
manner . 134
Sheela's performance (ex. 1l1) contains gamaka-s executed on the mandra
dha svarasthana which are modeled after but slightly less elaborate than
Lakshmi Ammal’'s characteristic gamaka, 'ndndnndndnndd’ found in example 9.
Mallika's wversion of this gamaka resembles, in its tempo and in the pauses
that precede and follow it, Lakshmi Ammal’s version, and in its simplicity,
her current teacher Ranganayaki’s version, 'ndnndn.d’ . 135
The svara-s 'rr..’ in the phrase 'dnsrg srsrg rr..', also characteris-
tic of Lakshmi Ammal's kalyani, are rendered with gamaka-s on the ri svara-
sthana and are approached from ga through a deflection of the string--the
phrase is found on ex. 10 (Sashi) as well as on example 9 (Lakshmi Ammal).

Unlike Lakshmi Ammal, Ranganayaki would end this phrase with the svara ga,

rendered plainly on its own svarasthana.

134ya11ika does not approach 'grgr rss’ from pa--a minor difference
that may have come about either from contact with other musicians at the
Sathguru Sangeetha Vidyalayam in Madurai where she teaches, or from
Ranganayaki, from whom she now learns.

135pn example of Ranganayaki's &ldpana in kalyani is found on tape 10
side B.
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Like her approaches to alapana in the raga-s bhairavi and kalyani,
Lakshmi Ammal’s approach to kambhoji was consistent and contained specific
characteristic gestures which can be found in performances of her students.
Unlike the scanty recorded examples of Lakshmi Ammal's expositions of
bhairavi and kalyani, three recordings of Lakshmi Ammal playing kambhoji
(ex.s 13-15) and one recording of her singing (ex. 21) all contain the same
opening motives and are found in performances of her students Sashi (ex. 16)
and Mallika (ex. 17)--several of these recordings, however, were truncated
due to technical problems. Excerpts from examples 13-17 appear in examples
19-20 to provide juxtaposed versions of the following phrases rendered by
all three performers:

1 2
s-p pmgm p pd.. s s \ p ds. s.nnd. d.p pmg mgr...s \
3

sr dp pmg mgr.. srg [followed by various phrases to sa]

These sequences of phrases, which frame sections of melodic elaboration
in each octave, contain gestures typical of the Karaikkudi style and typical
of Lakshmi Ammal’'s personal approach. The opening phrase ’s-p pmgm' ren-
dered with a ravai, a gamaka in which the "left [hand] finger slide is
coupled with a left finger pluck and a 'drop’" and which Subramanian claims
"is one of the important characteristics of the Karaikkudi school" (1986,
96), and more specific to Lakshmi Ammal’s personal style are the svara-s
's.nnd’ in phrase 2, which are rendered with a "sustained from above" gamaka
on the dha svarasthana--a type of gamaka, as describe earlier, characteris-
tic of Lakshmi Ammal’s and her sisters’ playing.

Sashikala's performance in example 16 (excerpted in ex. 19) incor-
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porates these phrases almost exactly--a result, in part, of the recording
situation, in which, because her mother was present, Sashi may have re-
frained from departing from her mother’s method, and because the recording
was for Paul Butler, her mother's student, Sashi may have attempted to
imitate her mother's "model" &alapana. But even if Sashi was imitating her
mother, her performance reflects such expansion techniques as substitution
in which the svara-s 'd.p.’ in 'sr. d.p. pmg mgr...' are replaced with a
gamaka comprising 'd..(s)dp’ [tara sa is barely touched]--not only a typical
kind of substitution in general, but also one found commonly in Sashi’s
performances. Mallika's performance was recorded under the same conditions
as that of kalyani, and strongly reflects the style of Lakshmi Ammal in both
content and rendition.

Lakshmi Ammal’s typical phrases in the performance of raga alapana in
bhairavi, kalyani, and kambhoji contain gestures typical of her personal
style in rendition, and emblematic of her style as flexible "compositions"
or "models." These models are transformed in the performances of Lakshmi
Ammal'’s students to produce, as it were, an image of Lakshmi Ammal as viewed
through the personal styles of these students.
3.3.2.2 Fixed patterns

Characteristic but wvariable phrases of one’s teacher are only one of
many models on which performers build their improvisations. Other models
are such fixed forms as compositions and basic exercises--which are not only
models for improvisation but also models of improvisation, i.e. crystalized
forms of a flexible performance tradition. The improvisations of each gen-
eration are constructed from building blocks of fixed patterns ingrained

through explicit training and active listening.
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I was first exposed to the idea of structuring an improvisation on the
pattern of a kriti, for example, when Lakshmi Ammal, while teaching me the
rather rare composition in kambhoji raga, "janani," demonstrated how the
svara phrases of this kriti could be rendered as an alapana. Musicians in
south India generally cite compositions to justify the use of particular
prayoga-s in improvisation.

Such fixed patterns can be detected in phrases from kalyani which, al-
though not necessarily derived from, resemble those in the kriti "etavu-
nara". Lakshmi Ammal’'s phrase, which began on ri, ascended to pa, descended
to ga (rendered as a dirgha svara) and ended with the cadential phrase 'p-g
rgr rss', follows the same pattern as the opening phrase of "étavunara":

L e e BowTGPRBI 8. vv Bale LTl BS8L o we f

One need not establish a chain of influence from this composition to
the performance by Lakshmi Ammal--both draw from the same tradition, and
share features with still other compositions and other performers’ improvi-
sations. Some artists will deliberately use a phrase from a particular com-
position for its referential value, 136

The close connection between improvisation and fixed patterns drawn
from compositions and exercises is present in all forms of improvisation.
For example, Ranganayaki Rajagopalan and Sambasiva Iyer performed a kalpana
svara at the end of the kriti "sarasiruha" (tape 9B ex. 1, recorded in late
1950's) which resembles famous svara passages in the padcaratna kirtana

" jagadanandaka" in nata raga (ex. 2 and 3), and uses gestures from " janta

1367, R. Subramanian, in Madurai July 13 1985, sang a ragamalika that
contained the raga parvikalyani and the word "mindksi"--when the word and
raga came together he cleverly chose to sing the opening phrase of the
"minaksi mémudam," a kriti in parvikalyani raga.
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vari%ai" in which ascending svara-s are repeated using the sphurita tech-
nique. Examples 1, 2, and 3 present the kalpana svara and the composed
svara-s in their entirety and examples 4-8 are excerpts from the svara pas-

sages, isolated for comparison and analysis below.

ex. 4 (2'41"-2'58"): [from kalpana svara, ex. 1]
t(// /...ls .opm // r..s .npm r..n .pmp / r..p .mr. / .pmr ..pm

// r.pm r.np mr.s npmr /.rsn pmr. / mr.p m.np //.sn. rs.s

rggmmgsn / s [... ..../ //]

ex. 5 (3'04"-3'15"): [from " jagadanandaka", ex. 3]

//«eeo «ev. «o.. ..] pm / g.mp nppg / mp.m g.pm

// r.np mr.s npmr .rs. / ps.s p. [../....//]

Examples 4 and 5 share a srotovaha yati based on the pattern 'pmr.’,
which, in the svara kalpana, is longer and imbedded in a larger pattern that

begins with a gopucca yati (phrase of diminishing magnitude).

ex.6 (3'18"-3'24"): [from kalpana svara]

(//.-.. ...] s npmr .npm / rs.p .s.s / mpmr rs.r // gmp. m.p.
sa rasi
ex.7 (3'28"-3'35"): [from " jagadanandaka"]

l//.... ....] mr.p mrrs / pp.s s.np / mrrs .rgm // p.p. p.np
jaga da

Examples 6 and 7 share a cadential phrase which leads back to the "re-
frain," beginning on pa. A musician generally draws from a stock of such
concluding phrases which both fit well with a particular raga and lead
smoothly to a particular svara--which in this case is pa and is shared by
the two compositions. While one might say examples 6 and 7 share a "gram-
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matical" model, example 8 reflects a technical model, janta variéai, by con-
taining the ascending janta phrase 'gg mm pp nn'.

While certain fixed forms in found Karaikkudi improvisations are common
to karnataka sangita as a whole, not all types of fixed forms used by musi-
cians in other styles are used by musicians in either the Karaikkudi style
or in other old, conservative styles. Such forms include mridangam jati-s
or rhythmic patterns used by players of percussion intruments such as the
mridangam. Although Iyer, and for the most part Ranganayaki, Raajeswari,
and the rest of the Karaikkudi school play svara kalpana in sarva laghu, or
a steady stream of aksarakala-s, rather than extensive patterns of korvai-s
(long rhythmic cadences consisting of two mohara-s joined together) in over-
arching relationships to the tala, the tendency to incorporate complicated
mridangam jati-s and long korvai-s into svara kalpana is gaining frequency
among modern performers--a practice which dismays the old classicists but
delights the younger generations and less conservative listeners. Although
Ranganayaki and Raajeswari would seem to have conceded one aspect of per-
formance practice by including brief méhara-s at the end of the svara kal-
pana and niraval sections at the climax of their concerts, neither of them
have indulged in lengthy rhythmic cadences in the manner of their contempo-
raries.137
3.3.2.3 Individual habits

Each musician has his or her own familiar gestures for and approaches

to improvisation which may consist of particular phrases, combinations of

lB?According to Ranganayaki, Sambasiva Iyer never ended his kalpana
svara-s or niraval with a mohara--a statement partially supported by the
recording of "sarasiruha" (tape 9B ex. 1) even though Ranganayaki performed
the actual svara (Iyer intersperses svara-s in the bass register).
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svara-s, techniques and other aspects of performance--in the performances of
Lakshmi Ammal such approaches have also included basic melodic contour.
Raajeswari Padmanabhan'’s habits of improvisation can be characterized and
contrasted with those of Ranganayaki Rajagopalan by such aspects as repeti-
tion, size of melodic units, techniques and structural articulations. For
example, Raajeswari tends to repeat patterns of small units more than does
Ranganayaki--a tendency illustrated on tape 10, on which Raajeswari (side A
ex. 1) and Ranganayaki (side B ex. 1) play alapana and tanam in kalyani
réga.138
One of Raajeswari’s habitual gestures begins on a particular svara "x",
moves to the svara preceding it in the raga "x-1", to the svara following
the initial svara "x+1", and back to the original svara "x", and is accom-
plished by the techniques of a descending slide ("x" to "x-1") accompanied
by a deflection of the string toward the initial svara, an ascending slide
to the initial svarasthana while simultaneously deflecting the string to the
svara above it ("x+1"), and a relaxation of the string to sound the initial

svara "x". Although Ranganayaki never uses this particular technique, she
plays a similar string of svara-s (i.e. '"x" "x-1" "x+1" "x"') deflecting
from the "x-1" svarasthana. In Raajeswari's alapana, of 11'40" length, con-
tains 21 separate contexts in which this motive is repeated two or three
times and serves as a point of departure for a string of phrases. In kalyani

these motives comprise 'snrsnrsn’ or 'pmdpmdpm’. While the analytical index

lists the time at which each set of motives is played in example 1, three

1387, provide relatively equivalent performance contexts, both record-
ings were taken from radio broadcasts made within 2 years of each and both
precede the composition "étavunara."
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excerpts from this performance containing these motives are provided in
example 2 (tape 10A).

A characteristic motive (in this case also a gamaka) of Ranganayaki's,
unlike that of Raajeswari which appears in repetitions of two or three and
generates further phrases, appears alone as a part of larger phrases, com-
prises the svara-s '"x""x-1""x-2""x-1"' where "x" is the initial svara, and
is produced on the "x-2" svarasthana through a series of deflections. Ex-
amples of this motive, technically known as a ravai gamaka when found in
isolation and usually executed by a series of "pull-off"-s and "hammer-
on"-s on the svarasthana-s of the constituent svara-s (see description, p.
177), are found in three excerpts from Ranganayaki’s performance in example
2 (tape 10B).

Not only can Ranganayaki’s habits of improvisation be distinguished
from those of Raajeswari by such specific motives as those described above,
but also by the way they render contextually equivalent gamaka-s such as
those in example 4 tape 10A rendered by Raajeswari and example 3 tape 10B
rendered by Ranganayaki. Just as Ranganayaki's gamaka-s can be distin-
guished from those of Lakshmi Ammal by the number and frequency of oscil-
lations, so too can they be distinguished from those of Raajeswari. For
example, Ranganayaki renders a kind of gamaka which contains oscillations
between dha and ni on the dha svarasthana 'ndnndn.d’ while Raajeswari per-
forms the same kind of gamaka in the lower tetrachord by dwelling longer on
and oscillating the internal svara-s 'gmgmmmmgg’--differences which are not

bound to these particular instances, but which are characteristic.139 That

139 ther differences in the interpretation of this gamaka are found in
the performances of Lakshmi Ammal, R. Sheela, and S. Mallika (p. 180).
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Raajeswari repeats smaller units (i.e. the motive in example 2 which is
played two or three times each occurrence and the constituent svara-s in the
gamaka-s of example 4) more than does Ranganayaki may derive, in part, from
the practice of her mother, Lakshmi Ammal, who also used to use more oscil-
lations than Ranganayaki, even though the specific nature of these oscilla-
tions was different. For example, in kalyani, in Lakshmi Ammal's rendition
of the gamaka ’'ndndnndndnndd’ the extended oscillations are less reitera-
tions of svara-s than oscillations between two distinct svara-s.

Just as balance is found in the sangati-s performed by Sambasiva Iyer
and by other musicians who are considered conservative "classical" musi-
cians, balance also bears upon "classical" constructions smaller than san-
gati-s, such as gamaka-s and strings of phrases. Subramanian mentions, for
example, that "the 'secret’ of the "classic" in "Viribhoni" is essentially
one of balance and proportion" (Subramanian 1986, 185). Part of this
balance involves structures that contain two repetitions of a musical unit,
followed by a variation. Raajeswari seems to extend this principle by using
smaller constituent units and repeating them more than two times. Example
four and the last of three excerpts in example three on tape 10A illustrate
many reiterations of the smallest possible unit, one svara, ni, in the con-
text of tamam (the first is a tanam-like passage of 3lapana) performed by
Raajeswari. Unlike Raajeswari, who includes these rather extended gestures,
Ranganayaki includes only repetitions of the type in example five on tape
10B, which involve the structure of two iterations followed by variation.

Differences between the improvisations of Ranganayaki and Raajeswari
which are more overarching than those of specific motives, specific ways of

rendering contextually equivalent gestures, and small-scale structural dif-
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ferences in repetition include those of articulation between alapana and
tanam. Raajeswari has sought to improve the Karaikkudi style by providing
more "continuity" between &alapana and tanam. Such continuity includes in-
corporating passages of tanam into passages of alapana (tape 10A ex. 3) and
softening the articulation between the end of the &lapana section and the
beginning of the tanam section (ex. 6). Unlike Raajeswari, Ranganayaki ad-
heres rigidly to Sambasiva Iyer's avoidance of mixing these forms and main-
tains a strong articulation between the end of alapana and the beginning of
tanam (10B ex. 4). Raajeswari has further developed tanam by repeating the
characteristic concluding cadence three times in three registers (10A ex.
7). This practice is commonly followed by modern performers outside the
Karaikkudi style. Ranganayaki, who does mnot believe this practice is
appropriate for the Karaikkudi style, concludes the tanam section in only
one register (10B ex.6).

Ranganayaki and Raajeswari may have held different attitudes about
music and played the instrument with different "touches" when they were
young, but essentially followed the improvisational practices of their guru
while he was alive. Now, thirty years after Sambasiva Iyer died, Raaje-
swari, in particular, has introduced changes in the style which she per-
ceives as improvements--perceptions that are not shared by Ranganayaki. But
unlike Raajeswari’s "improvements" many of Ranganayaki’s and Raajeswari'’s
personal habits or favorite patterns of improvisation are less style-bound
than are they developments of particular motives available in karnataka
sangita as a whole. The frequency with which and the manner in which these
favorite patterns are used by the artists in their improvisations are not

only ways in which their performances may be identified, but are also
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markers of their personal styles and perhaps will also serve as markers of
the branches of the Karaikkudi style composed of their students.

3.4 Techniques

Not only may the Karaikkudi style and sub-divisions of the Karaikkudi
style be identified by such aspects of performance as the rendering composi-
tions and habits of improvisation, they may also be identified by the choice
of techniques and by the intentions underlying these choices. 1In this sec-
tion are considered three such techniques, aluttam, harmonics, and tribhinna
(stroking of three strings successively).

Although aluttam (pressure, force, grip) was a central feature of the
Karaikkudi style at the time of Sambasiva Iyer, it plays a central role in
the playing of only some Karaikkudi vina players today, among whom, Ranga-
nayaki Rajagopalan is a prominent example. Unlike Ranganayaki, Raajeswari
considers "fingering" the central and diagnostic feature of the Karaikkudi
style and aluttam an obsolete technique she has replaced with gentler,
subtler ways of gripping the instrument and performing to introduce more
"continuity." This aspect of Raajeswari's personal style may have developed
from that of her mother, Lakshmi Ammal, who played with a rather gentle
touch.

Not only have musicians altered left hand techniques such as aluttam to
provide more continuity in performing the instrument, but also they have al-
tered aspects of right hand plucking. For example Subramanian, and to a
lesser extent Raajeswari, allows the string to vibrate longer than did his
predecessors and uses the left hand in addition to the right hand fingers to
stop the string from vibrating. Subramanian writes, "I developed the left

finger stop on my own to counter a certain 'tightness’ I felt in the Karaik-
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kudi school of plucking mode. The composition of my plucks is inclusive of
both these qualities [i.e. damping the strings with either the left hand or
the right hand fingers]." Aside, perhaps, from his sister Sashikala, all
Subramanian’s brothers and sisters tend to allow svara-s to resound longer
in between plucks than does Ranganayaki, or than did Sambasiva Iyer or
Lakshmi Ammal, and because this modification of the technique of plucking
and of aluttam is associated primarily with students of or children of
Lakshmi Ammal, her example may have helped instigate such changes--changes
not present in the styles of Lakshmi Ammal’s sisters Sankari and Meenakshi.

Subramanian and Raajeswari may have modified the techniques they
learned from Sambasiva Iyer not only because their mother played differently
from him, but also because their mother encouraged them to be creative--
encouragement which promotes synthesizing and experimenting with the tech-
niques of other performers. Because most instrumentalists in karnataka
sangita attempt to make the vina sound like the human voice by striving for
the rather abstract ideal of "continuity," Subramanian's and Raajeswari's
innovations may be both a part of the widespread movement toward "conti-
nuity" and subliminal or conscious extensions of their mother’s technique.

An additional technique, harmonics, contributes to a continuous stream
of sound and is found in the playing of Subramanian, Raajeswari, some of
their students, and those who share mutual influences. Their use of this
technique implies that neither musician finds it threatening to the style,
though a modern development and a technique used by stringed instrument
players in other cultures. Although Ranganayaki does not use harmonics, I
have not heard her express disapproval of it.

Harmonics have parallels not only in the performance and composition of
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Western music but also in other musics of the world and in other Indian per-
formance traditions. The introduction of such techniques into vina playing,
therefore, raises the slippery issue of whether such appearances represent
influences, which direction the influences move, and what motivations may
stimulate the influences. Another possible aspect of Western influence on
vina playing concerns the use of "harmony" (not "harmonics"). For example,
Bruno Nettl (1985, 38-9) writes,

The presence of Western Harmony in Non-Western music is in many

instances limited and symbolic. . . There are many ways of using

Western harmony in the world of non-Western music, but in each

case it functions as the central feature of Western music and its

use is a technique of associating the traditional with the modern.

Three examples of compositions performed by Karaikkudi vina players
suggest that attempts to associate the "traditional with the modern,"
through "Western Harmony" or any other aspect of Western Music, depends on
whether a particular instance of simultaneous sounding notes indeed repre-
sents "Western harmony."

In the first example, the characteristically Karaikkudi rendition of
the kriti "sarasasamadana" (tape 4 ex. 4) employs the seemingly "harmonic"
technique called "tribhinna" (successive sounding of three main strings of
the vina) at the beginning of the composition and in the anupallavi (and its
parallel section in the caranam) on such words as "paramasambava" ("great
siva"). In current usage tribhinna is a gamaka produced,

by placing the left-hand playing fingers on a svarasthana in a

horizontal manner; so that the fingers are in contact with the

three strings, Sarani, Panchama, and Mandaram and then by plucking
the three strings with the right hand fingers either simultane-

ously or successively. When the notes in the three sthanas are
produced simultaneously, harmony results (Sambamoorthy 1982c,
137).

R. Ayyangar describes tribhinna, which appeared in the 13th century
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treatise sangita ratnakara, as a "decelerated Kampita stretching over three
notes" (Rangaramanuja Ayyangar 1978, 141) but neither its manner of produc-
tion nor mention of any "harmonic" effect is included in this description.
There seems to be disagreement on the 13th-century usage of the term. If
the term tribhinna described in the sangita ratnakara corresponds to the
tribhinna of today (which it probably does not), modern use of the tech-
nique is not necessarily an attempt to associate the "traditional with the
modern."  Sambamoorthy’s use of the word "harmony" in his description of
tribhinna represents, perhaps, an attempt to glorify an ancient instrumental
technique by showing that Indians used Western "harmony" even in medieval
times. More likely, however, this term has been given new meanings that
assign such "modern" aspects of music as harmony traditional status through
reference to ancient Sanscrit treatises.

The Karaikkudi brothers may have used tribhinna in the context of
"sarasasamadana," not to modernize their music but, for example, to high-
light such words as "great Siva"--and in so doing, emphasizing values cen-
tral to the style (i.e. importance of text). Interestingly, the Karaikkudi
rendition of this composition creates an initial impression on some Indian
and Western listeners alike as being strikingly "Western"--in part because
of the mixolydian-like melodic content, and in part because of the chordal
effect of the tribhinna, but considering Sambasiva Iyer's rather conserva-
tive stance on mixing genres and popularizing music, this perception of the
composition does not likely match those of the brothers themselves.

A second example of apparent Western influences is found in the genre
called "note"-s. "Note"-s typically contain chordal arpeggios, trumpet

calls, and other motives that bring to mind military band music. Sambasiva
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Iyer’'s "note"-s generally modulate, change mode or change tonic--three char-
acteristics that are rare in karnataka sangita (except in ragamalika-s).
Eleven examples of notes (none of which have names) are found on side B of
tape 6, and will not be analyzed. One can assume the "note"-s played by
several performers on tape 6 are more frequently remembered and/or more
popular among Karaikkudi vina players than those played by only one per-
former because I asked each artist to play all the "note"-s that he or she
remembered. Each performance is somewhat varied, and most "note"-s end on
the fourth degree, or ma. Because these recordings were made informally,
they contain performers’ errors, memory lapses and other imperfections. My
intention in using such informality was to observe the variations and tend-
encies to end on the svara ma without having the performers practice and
plan their performances.

Although arpeggios, which are present in some examples and can be
understood melodically as well as harmonically, are instances of "Western
Harmony" only if such was Sambasiva Iyer’s intent, the repetition of a
phrase occuring at the end of example 1 (with Sambasiva Iyer) 'gmp.g.ndp...
\ gpm.r.n.s...’' seems to contain a contrupuntal addition which is not
entirely clear from the recording, and if it is intentional and not a mis-
take, it may represent an experimental attempt at harmony--i.e. an attempt
to represent the independance of melodic lines found in band music--without
an understanding of the theory that lies behind it. Although this example
is probably an error of performance since it is neither reproduced in any of
the other recordings nor in any other performances I have heard, one must

not assume this is necessarily the case. Even though Sambasiva Iyer did not

believe in mixing separate musics, the "note," a ready-made genre for
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Western tunes, would seem to be ideal for incorporating other aspects of
Western music such as harmony.

The "note" in example 1 seems to be the most frequently played among
Iyer's "note"-s and like other "note"-s usually ends on the svara ma. The
ending svara might be a marker of style (see pp. 73-75), or it could be a
reinterpretation of a dominant tonic cadence in which the relationship of
the fifth to the tonic is expressed by the relationship of the tonic to the
fourth.

A third example might be interpreted as "accidental harmony" and is
found in the unique manner in which a second vina player in the Karaikkudi
style sometimes accompanies passages of improvisation. Most of the old re-
cordings on which Sambasiva Iyer performs feature the playing of Ranganayaki
and Raajeswari accompanied by Iyer's sparse punctuations in the bass regi-
ster emphasizing certain notes of the raga (see tape 9B ex. l: kalpana svara
to "sarasiruha"). This practice, which may remind one of the stretched out
exposition of notes in medieval organum, functions to produce a series of
moving drones and may be the extent to which anything resembling "harmony"
might be incorporated into karnataka sangita.

In regard to this manner of performance, the notes to a record of
Subramanian and Raajeswari made in 1975 reads "In other &lapanams also (A3
and C), he [Subramanian] supports Raajeswari's predominent notes, a practice
which complies with tradition; for in the very same manner Karaikkudi Samba-
siva Ayyar himself accompanies Raajeswari in a recording of the 1950's"
(Srinivasan 1980). This passage, written not by the performers but by a
student of theirs, seems to imply this innovative "harmonic" practice is

traditional not because it is supported by a continuous performance tradi-
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tion, but by a recording. Karaikkudi musicians themselves, especially those
too young to have heard or remember Sambasiva Iyer's concerts, justify some
of their own practices through recordings of Sambasiva Iyer. K. S. Subra-
manian, for example, could only have imitated what he heard on the recording
or remembered from the few concerts he would have attended because he never
performed with Iyer, but Raajeswari and Ranganayaki, who themselves never
played the role of accompanying in the bass, were present while Iyer played
such passages. Perhaps Iyer was not truly "accompanying" his young dis-
ciples Ranganayaki and Raajeswari at all, but encouraging them to play inde-
pendently while introducing his own ideas, and musically commenting on their
ideas, without interrupting the overall flow, or perhaps it represents a
rather diminished version of the common practice of accompanying in octaves.
Neither Ranganayaki nor Raajeswari have commented on this practice in my
discussions with them.

Although what appears to be "Western Harmony" may be one of a number of
practices which may or may not not involve "modernizing" traditional music,
the manner in which these practices are perpetuated and/or developed among
present generations of Karaikkudi vina players may suggest new chains of
influence with Western music; but as of yet, Raajeswari and her daughter Sri
Vidya, who also play such sections as alapana with melodic punctuations in
the bass register, have not elaborated upon the practice of Sambasiva Iyer
or added fuller sonorities, or "functional" or coloristic harmony--ways
which would call for a reassessment of the intentions behind these tech-
niques.

This chapter has considered innovation in contexts such as fixed forms

(Varga-s and k;iti-s), improvisations, and their possible models, structure
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of genres such as &l3pana and tanam, techniques such as harmonics, deempha-
sis of such techniques as aluttam, and using techniques in vertical combi-
nations. Now we will need to consider the social, economic, and other fac-
tors which may have promoted these stylistic developments.

3.5 Factors promoting style change

In this section I explore the effect of twentieth century changes in
society on the Karaikkudi style of vina playing. Like people in Western
cultures who reminisce about the "good old days," some Indians speak of a
time when classical music was "pure," when the only motivation for perform-
ing it was "devotional," and when the only recompense a musician desired was
"grace from god" and enough food to eat. South Indians perceive the twen-
tieth century as one in which an increase in mixed musical forms and an
increase in economic rather than in devotional motivations for performing in
public have changed karnataka sangita--although they compare the present to
a uptopian past which probably never existed. Such changes are seen to have
followed from the breakdown of the gurukula sytem and from the dissolution
of princely patronage, for without the financial support of India's Maha-
rajas, musicians became increasingly dependant on the support of the popula-
tion at large, albeit "elite" portions of it, and were subject to satisfying
popular aesthetic tastes. The effects of this shift "from prince to popu-

lace," as discussed by Jon Higgins (1976, 21), include:

1. Development of sabha-s (music halls) resulting in shorter concerts

2. More raga-s in each concert, with less time given to the elaboration
of each.

3. Novelties introduced to compete with the film industry

4. Secularization

5. Loss of extra musical connotations

6. Loss of intimacy in large gatherings

7. Admission charge to all, resulting in non-attendance of other great

musicians who would traditionally encourage musicians.
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8. Decrease in social and economic stature, need for other finmancial

support.

These changes may account for certain musical innovations in perform-
ances of musicians in the Karaikkudi style and in karnataka sangita as a
whole. Some of these changes may not only be the result of the changes in
patronage but also of such factors as increased industrialization.

3.5.1 Changes in audiences

In earlier times musicians were subject to the aesthetic tastes of
wealthy patrons, but such patrons were obliged to allow musicians, especial-
ly renowned musicians, to play what and how they pleased; for, although it
was an honor for a musician to be invited to play in the court of a Maha-
raja, it was also an honor for a King to boast the presence of such musi-
cians in his court. Such reciprocal respect is suggested, for example, by
the occasion on which the Karaikkudi brothers startled the king with their
rendition of "ramabana" (pp.23-24). When this system of patronage was no
longer wviable, musicians had to compete for public support, and such
competition involved drawing large audiences rather than being invited to
play for small educated ones.

One may ask, then, if and how performing members of the Karaikkudi
style changed their playing to accommodate large audiences. Because the
physical constraints of playing for large audiences required louder and
simpler playing than for small audiences, the Karaikkudi brothers’ loud,
concise, uncomplicated style might have been an adaptation (or a continua-
tion of a style which became physically ideal) designed to reach large
audiences before microphones were introduced to the concert hall. This

interpretation is supported by Rangaramanuja Ayyangar (1972, 273), who
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writes, the brothers "dowered it [the vipad] with a tremendous volume so as
to reach an audience of 2000 without a microphone," and by the fact that the
brothers were already famous before the microphone was introduced to concert
halls in the 1930s.140

That the Karaikkudi style is ideal for reaching large audiences without
a microphone does not imply the style was caused by such a need, and the
fact that Ranganayaki has continued to play loudly and concisely, despite
her use of a contact microphone and despite other technological advances
which allow musicians to play as soft or as loud as they wish, suggests the
aesthetics of the style are invented, appreciated, and transmitted independ-
ently of functional aspects. Perhaps the great success of the Karaikkudi
brothers derives in part from the mutual benefits of their own aesthetic
goals and the functional needs of audiences at the time they performed.

Unlike Ranganayaki, who has not changed volume-producing aspects of
style such as aluttam, Raajeswari, who finds aluttam a rather obsolete
feature of the style, has developed a gentle touch which would have been
impractical for a professional, performing musician before the microphone
was introduced. Other such changes in karnataka sangita which would have
been impractical without a microphone include, a general lowering of tonic
pitches by vocalists such as the late M. D. Ramanathan, who no longer had to
"shout" to be heard; vina players, such as Chitti Babu, who use thin strings
at low tensions to accomodate extensive bending and delicate ornamentation;
and flutists, such as Ramani, who use soft, low pitched flutes in addition

to louder high pitched ones.

140The Karaikkudi brothers’ career together ended with Subbarama Iyer's
death in 1936, two years before radio broadcasting began, and 11 years after
the first microphone was heard in Madras (L'Armand 1983, 423-4),
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Large audiences demanded not only acoustic changes but also changes in
concert format, in balance of compositions, and in other aspects of perform-

ing practice. Such changes include,

.

Shortening of concerts

. Increasing the speed of rendition

Emphasizing virtuosity

Inventing and incorporating technical "gimmicks" (harmonics,

strumming, extended pulling and prolonged left hand acrobatics

following a single pluck)

5. Moving parts of the face and body in response to, or for the benefit
of the audience

6. Inclusion of many "light" raga-s

7. Inclusion of extra percussion instruments

W=

The length of a south Indian classical music concert used to depend,
for the most part, on a musician’s mood, but nowadays depends on the concert
organizers. Unlike Sambasiva Iyer, in whose lifetime such control passed
from the musician to the organizer and who preferred being cut-off to
limiting his manodharma (improvisational sections of a performance), Ranga-
nayaki and Raajeswari comply with the wishes of the concert organizers on
whom they depend. Such time constraints necessitate planning in "real"
rather than relative time the internal time limits for each section, the
number of compositions, and overall balance between sections of a concert.

Another aspect of planning concerts in relation to the audience in-
volves adjusting the proportion of intellectual to popular numbers to the
interests of the audience and to the performance context. For example, a
musician performing at the Music Academy in Madras would be expected to per-
form weighty raga-s and pallavi-s, whereas a musician performing at a wed-
ding would be expected to perform light, popular numbers. Although some
performers incorporate such light songs as cinema tunes into their reper-

toire, Karaikkudi musicians do not, but even such conservative musicians as
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Sambasiva Iyer had favorite light songs such as "note"-s, and classical
numbers based on such folksong types as the kavaticintu and the kummi.
Although Sambasiva Iyer'’s students and other members of the Karaikkudi style
continue to play such songs, there has been neither a marked increase nor a
marked decrease in their performance over the years.

Not only do musicians sometimes include more "light" songs in their
concerts in order to please less sophisticated and sometimes impatient
audiences, but also they tend to play the classical numbers faster than they
used to be performed. A preference for rendering certain compositions more
quickly than they may have been in the past has become common to many but
not all performers. For example, while Ranganayaki tends to play pieces at
a quicker tempo than they used to be performed, Lakshmi Ammal and her
sisters maintain the practice of playing at a slow tempo.

While such facts suggest that whether or not musicians perform publicly
rather than conservatism may effect the speed at which musicians render com-
positions, such factors as personal style may also play a role. For example,
Ranganayaki'’s personal style, which involves clear, slow and relatively
simple gamaka-s, is more suited for playing fast than was that of Lakshmi
Ammal who employed intricate and internally brisk ornaments and subtle
shifts of accent.

Fast playing is also one manifestation of the trend toward virtuosity
in modern performances. Although Ranganayaki plays some compositions at a
brisk pace, she is not considered virtuosic--in part because she avoids fast
brikka passages which she feels to be inappropriate for the vina. Raaje-
swari, who plays a comparatively greater number of fast, technical passages,

has not been accused of practicing virtuosity for its own sake, perhaps be-
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cause she is seen to balance brisk, virtuosic playing with classical, con-
servative, and sensitive playing.

Just as virtuosity for its own sake is common despite being frowned
upon by conservative musicians, so too are "gimmicks" common in modern per-
formances of karnataka sangita. "Gimmicks" are instrumental or vocal ges-
tures seen to draw applause solely because they are difficult to produce
and/or because they sound novel, especially when such gestures are not seen
to enhance the musical context in which they appear. Although musicians are
unlikely to call any of the gestures in Ranganayaki's playing "gimmicks,"
some might find "gimmicky" such repetitive phrases as 'snisntsn’ in Raaje-
swari’'s performances of raga aldpana in the raga kalyani. Harmonics, which
Raajeswari and Subramanian occasionally use, and athletic bends to the in-
terval of a fifth or more, which S. Balachander uses, are other modern ges-
tures on the vina which some consider to be "gimmicks."

Performers attract and sustain the attention of the audience not only
through their playing, but also through their rapport with the audience,
sometimes expressed through "body language." In the Karaikkudi school,
musicians such as Lakshmi Ammal and Ranganayaki avoid extra-musical body
motion, moving the vina, and movement of the hands and arms while playing
the vina, but others, such as Raajeswari, tend to smile and remain slightly
less still while performing. Such differences in performance tend to char-
acterize different branches of the Karaikkudi style today just as do pat-
terns by which certain musicians innovate, render compositions, and approach
the idea of composing new material and other aspects of musical change dis-
cussed in this chapter. Ranganayaki and Lakshmi Ammal, who were raised under

rather conservative conditions, remain stern and almost ceremoniously still
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while playing, whereas Raajeswari, who was experimental and playful even
while learning music as a child, appears less rigid on stage. Raajeswari’s
attentive stage presence has probably contributed to her commercial success
as a performer.

Both musical content and the composition of the musical ensemble char-
acterize the performances of certain styles in some performance contexts.
For example, performers such as Kunnakudi Vaidyanathan, a popular violinist,
are appreciated in part for the lively percussion "orchestras," which accom-
pany them. Although Bhuvarahan (1978, 13) recalls that Sambasiva Iyer "de-
lighted in percussive bouts with the mridangist and kanjeera players," to-
day’'s members of the Karaikkudi style seem to have deemphasized this aspect
of performance--perhaps because it is now associated with commercialism and
lack of classicism.

3.5.2 Changes in teaching of music: Time and institutions

The rise of professional musicianship in south India was a result of
not only the change from royal to public support for musicians but also of
India’'s struggle to become a modern industrial nation in which Western-type
jobs rather than ritual or seasonal concerns began to regulate people’s time
schedules. While the reordering of time schedules may have discouraged men
from becoming accomplished amateurs it also encouraged women to become ama-
teur musicians by placing responsibility on women to maintain and teach rit-
ual and cultural values at home (see p.81).

Industrialization has affected not only the time structures in which
people learn and perform music, but also the units of time and manner of
teaching music and other forms of traditional knowledge such as Sanskrit,

which used to be taught in the gurukula system and are now taught in
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schools. Because music institutions produce few excellent musicians, the
change in context for teaching has widened the gulf between musicians of
musical families (who still receive the benefits of training in the home)
and those who learn in schools (in isolated chunks of time). One aspect of
this gulf lies in the composition of style; for example, whereas students in
a family of musicians may learn all the values, attitudes, and family cus-
toms which are associated with a style and are taught as part and parcel of
gurukula training, students in a music institution, if they can learn a par-
ticular style at all, are taught, for the most part, musical products.

The movement from teaching music in the home to teaching music in
schools seems to have brought about some of the diversity now found in the
Karaikkudi school. Such a conclusion might help to explain why Raajeswari
Padmanabhan, who has taught in a music institution (Kalakshetra) longer than
anyone else in the Karaikkudi style, has, according to the findings of this
thesis, instigated more development and change within the Karaikkudi style
than has any other performer since the Karaikkudi brothers. Ranganayaki,
who taught at the Madras Music Academy for only ten years, has remained
relatively faithful to her guru'’s practices. Some of the practices encour-
aged by Kalakshetra seem to conflict with the practices of Sambasiva Iyer,
but not necessarily with her own practices or those of her mother. Such
practices include composing new songs (at the request of Kalakshetra's
founder, Rukmini Devi), teaching students who had previously learned other
styles, teaching students in short periods of time and in time slots
determined by the school, and using teaching materials such as exercises,
compositions, and genres which are specified in the school curriculum.

In comparison with gurukulavasa in the Karaikkudi style, music schools
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promote differences not only in specific practices but also in general at-
titudes. For example, while the traditional method of teaching in India
discourages students from asking questions and from listening to and learn-
ing from other people, music institutions foster outward-looking attitudes
by representing a variety of styles and by hosting students who wish to
learn popular versions of compositions. These attitudes tend to induce a
certain degree of stylistic homogeneity because students learn from many
teachers at music schools. These teachers constantly interact with one
another, are subjected to unified standards for teaching, and compete to
perform in the same arenas.

Raajeswari's attitudes are both outward-looking and universalistic, and
thus have brought about some degree of stylistic homogeneity even though, by
her own standards, the Karaikkudi style remains unique. For example, in
order to introduce a certain "sweetness" she finds in north Indian music,
Raajeswari has altered the "choppy" quality she perceives in the Karaikkudi
technique by allowing the strings to resonate longer between plucks and by
deemphasizing aluttam. Although she says north and south Indian musics are
different and have different systems, she justifies her changes saying that
one was derived from the other and by implying that her innovation merely
returns musical aspects that have been lost over centuries of musical evolu-
tion (Padmanabhan 1988).

While such examples suggest that institutions stimulate changes which
blur the differences between styles, some institutions reinforce fundamental
stylistic values and practices. For example, students who proceed through
the institutional system are often required to learn Telugu and Sanskrit and

sometimes Tamil or Kanada, to enable them to understand the meaning of com-
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positions as well as scholarly texts and musical notations. Although Samba-
siva Iyer expressed the importance of understanding the sahitya (text), few
Karaikkudi vina players after him fully understood the texts they sang or
played, and as mentioned earlier, the brothers themselves only understood
such texts superficially. Now such musicians as Mallika, who understand the
the meaning of the songs they play, continue to enrich the expressivity of
their playing and observe appropriate performance contexts (see p.105).

Institutions reinforce stylistic values by encouraging language learn-
ing and by exposing students to scholarly or semi-scholarly works which may
help reconstruct compositions or sections of compositions that have been
forgotten, or help to guide new innovations. For example, by the time
Lakshmi Ammal taught "vanajasana" to her students the composer of this com-
position had been forgotten, both through aural transmission and through
lack of reference to written documents. §S. Mallika discovered the composi-
tion was composed by Subbarayya Sastri and originally contained a svara
sahitya (a svara passage which is sung first with svara names and then with
textual syllables), and, along with Lakshmi Ammal, modified Lakshmi Ammal's
cittasvara (see p.l68) to accomodate the svara sdhitya text. Such an in-
novation combines scholarly intentions (a partial product of music institu-
tions which, alone, might have encouraged "correcting" Lakshmi Ammal’s ver-
sion by replacing the cittasvara with the written notation) with inward-
looking stylistic values (a product of gurukulavasa which, alone, might have
resisted such change).

Stylistic wvalues have also been revitalized by such members of the
Karaikkudi style as K. S. Subramanian, who, noticing that students of Raaje-

swari and Ranganayaki lacked confidence in fundamental lessons such as
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sarali and janta variai-s, devised new ways, including verbal modes of
teaching and founded the "Karaikkudi School" (see p.l1l13) to leave time for
Ranganayaki and Raajeswari to teach advanced students.

The breakdown of the gurukula system has resulted not only in such new
systems of learning as that associated with music schools, but also in modi-
fied versions of the traditional system. Such modified versions involve
students learning in discrete lessons at their guru's or their own house.
Some teachers are more willing to adhere to rigid time schedules than are
others. Lakshmi Ammal, for example, would often have her students listen to
other lessons, practice on their own, or do small chores before teaching
them, and then, only if she was in the mood, teach new lessons. Other
teachers, such as Ranganayaki, adhere closer to a fixed time schedule. Just
as Lakshmi Ammal’s schedule of teaching approximates aspects of the "old"
way, so too is her insistence that her students thoroughly learn fundamental
lessons before any other, a carryover from the gurukula system; and just as
Ranganayaki's schedule of teaching represents a modern modification of the
"0ld" way, so too is her insistence that the student be responsible for
practicing a modern teaching phenomenon.

Summary

Such economic changes as decline of princely patronage and the rise of
industry have encouraged serious musicians to become professionals, changed
the contexts in which music is taught, and introduced new audiences through
the advent of music sabha-s (halls). Such changes, although apparent to
different extents among different musicians, have encouraged musicians to
seek popularity and monetary benefit. Part of this monetary benefit is ob-

tained by teaching music in schools, where, in the Karaikkudi style for in-
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stance, variety has been induced by exposing such musicians as Raajeswari to
new ideas and styles and encouraging synthesis. Although diversity is pro-
moted within particular styles such as the Karaikkudi style which have vari-
ous degrees of contact with different institutions, homogeneity is promoted
within the musical institutions themselves, where teachers are expected to
conform to theoretical standards and curricula decided upon by the schools’
administrators. Generally the institutionalization of music has changed the
characterization of style from a holistic one (one that considers values,
performance contexts and teaching processes as well as repertoire and tech-
nique) to a technical one (one more centered on aspects of technique), al-
though institutions have also reinforced such traditional stylistic wvalues
as importance of understanding sahitya-s and emphasis on fundamental les-
sons, Now, having considered the effects on the Karaikkudi style of rela-
tively broad changes in society, we will need to consider the changes in and
role of local sources of musicianship, the family.
3.5.3 Role of family in 20th-century musicianship

In traditional Hindu families where sons and daughters are taught not
to think of personal benefit but of what may benefit the family, daughters
are compelled to behave in a manner (which sometimes involves learning
music--see pp.82-83) that will enable their parents to arrange her mar-
riage, and sons are expected to remain in school or university only as long
as it takes to qualify for a prestigious or well paying job but not to
exceed that amount of time or learn for the sake of knowledge. Although
such values and practices are changing in urban centers and among "modern-
ized" families, conservative wvalues against which such modernization is

occurring stress the family over the individual, conformity over indivi-
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dualism, and practicality over interest.

Conservative values combined with modern economic pressures discourage
families without a hereditary lineage of musicians from pursuing music as a
career. On the other hand, members of families in which music is both part
of every day life and part of their family history, inevitably learn music.
While students from families who are not themselves musicians occasionally
overcome social barriers and economic hardship to become great musicians,
musicians whose parents were famous have less difficulty in making a name
for themselves.

Being part of Karaikkudi Sambasiva Iyer’'s family, for instance, aided
Raajeswari in obtaining her post at Kalakshetra in 1958. After Sambasiva
Iyer died, Rukmini Devi, who founded Kalakshetra, insisted that Raajeswari
continue the Karaikkudi family legacy by teaching there, even though Ranga-
nayaki, who had studied with Sambasiva Iyer for ten years longer than had
Raajeswari, was more qualified in some ways. Rukmini Devi’s desire to legi-
timize Kalakshetra with "musical blood" may have been an attempt to recon-
cile a personal desire for dynastic legitimacy, for she was one of the first
brahmins to learn bharatanatyam dancing--an art formerly reserved for lower
caste women--and lacked the "authenticity" a family of dancers would have
seemed to provide.

Coming from a musical family not only aids in bringing success but also
gives legitimacy to musicians' idiosyncracies and innovations, although to a
lesser extent any association with great musicians tends to legitimize both
musicians’ claims to tradition and their innovations (Nettl 1985, 107). Such

seemingly automatic legitimacy allows members of a musical family to stretch
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the notion of traditionality, whether or not they choose to do so.14l  This
phenomenon might account in small part for the degree to which Raajeswari
has boldly introduced new materials, ideas, and techniques into the Karaik-
kudi style, while Ranganayaki has for the most part held rigidly to the
forms and gestures of her guru. Raajeswari will always be associated with
the Karaikkudi style because her grandfather and granduncle were the Karaik-
kudi brothers, but Ranganayaki must rely on her playing alone and the memory
of her training with her guru as claims to membership in the Karaikkudi
style.

Such factors as encouragement of innovation within the family also
account for Raajeswari’s willingness to try new ways of playing. Because
Lakshmi Ammal encouraged all her children to be creative, the personal
styles of Raajeswari, Subramanian, Chandramouli, Sashi, Sugantha, and Shanti
are each unique. Somewhat unlike Lakshmi Ammal, her sister Meenakshi, who
has a more conservative notion of what innovations are acceptable, claims to
play exactly as she was taught. For this reason one might expect to find
slightly less diversity among her students and children than among those of
Lakshmi Ammal, but the present study does not contain enough information on
Meenakshi'’s students to confirm such a hypothesis.

Just as work schedules in modern industrial cities required music and
other aspects of education to be taught in isolated chunks of time, especi-
ally in music institutions but also in homes, so too do other products of
modern industry tend to change the patterns of teaching even within musical

households. For example, the presence of an electronic mixer or any other

141However, Dr. T. Viswanathan, a member of a renowned family of
musicians and dancers himself, does not find that membership in a musical
family affects the legitimacy of his innovationms.
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noisy appliance in Lakshmi Ammal’s home would have not only have changed her
family’s household work habits, it would also have interfered with the
aspect of her teaching in which she left a student to practice alone while
she attended to other chores.l42 While doing such chores which included
feeding babies, cleaning, cooking, or talking, she would remain attentive to
the student’s practicing. If the student hesitated or made an error she
would sing the particular passage or return to the room in which the student
was practicing and correct it. Such practices, which are holdovers from the
gurukula system, would not be possible if cooking or cleaning were accom-
plished with noisy modern appliances; would make using such appliances acti-
vities which could not be carried on while doing other activities; and would
necessitate setting aside a block of time exclusively for music.

Other labor saving devices also induce such compartmentalization. For
example, Lakshmi Ammal and K. S. Subramanian remember learning music or lis-
tening to relatives sing to the rhythm of washing cloths, pumping water, and
grinding rice. In such contexts, which are often absent in wealthy or modern
households, musicians also try out new ideas. Technology (as well as the use
of servants) replace these contexts for experimentation and teaching with
leisure time. But carrying out all musical training and practice in absence
of other activities, while perhaps conducive to concentration and rapid
progress, is different from learning in a variety of contexts over a longer
period of time. Other households, such as those of Raajeswari and Ranga-
nayaki, are not only filled with such products as appliances and television

sets, but also require time commitments that prevent a method of teaching

142yhen I mentioned this observation to Lakshmi Ammal’s husband
Narayana Iyer he heartily agreed.

211



like that of Lakshmi Ammal.
Summary

Families exert a strong influence on who will become a musician in
south India. Economic concerns usually prevent men from seriously pursuing
music unless they do so professionally, and women are often encouraged to
learn music, not as a profession, but to increase their eligibility for
marriage. Membership in a musical family greatly aids success in the per-
formance field and may provide more legitimacy for innovations than non-
membership in musical families. Learning in the home is an advantage chil-
dren of musicians have over other children, who must learn in discrete les-
sons or in music schools because the gurukula system is no longer func-
tional, but even learning in the home is changing due to changing time
schedules and technological advances in the home. Not only do appliances
effect such changes, but also do such aural media as radio and recordings.
3.5.4 Media: Radio and recordings

Not only in India, but in most countries where music has been made into
a commodity, radio and recordings have effected both the learning of and the
performance of music. While written traditions, like those of the West, and
semi-written, semi-aural traditions, like those of India, both require in-
terpretations in performance, recordings provide models which require less
interpretation, and consequently may limit the variety of the performances
which are based on them.

Although south Indian musicians have always, to varying degrees,
learned by listening to the performances of other musicians, such learning
(before the radio, television and recordings) was limited to the amount one

could remember and imitate from one or two hearings. The performers who
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could internalize a great deal from a single listening were also likely to
be advanced enough to create material on their own. For example, although
Sambasiva Iyer was known to use sangati-s his contemporaries had invented,
he was never thought of as an imitator; in one instance, he paused during a
raga alapana in mandari and gave credit to the performer who invented a par-
ticular phrase (N. Chandramouli, pers. com. 1987)

While it is now common for people to learn songs off the radio and off
cassettes, legitimacy as a musician requires association with well known
artists. To create the appearance of such an association students may begin
by learning five or six lessons from musicians they admire and continue by
imitating recordings. They then can not only claim discipleship but also,
in proving such discipleship, perform a few songs or alapana-s as they ap-
pear on tape.

Sometimes artists, while not claiming discipleship, might model their
style after a great performer of the past. Such seems to be the case for
Balamurali Krishna, who is known for the Western cultivated quality of his
voice, which also resembles that of the late G. N. Balasubramanian. But
Balamurali is not a disciple of G. N. Balasubramanian, only an imitator,
Imitating a style by focusing on the musical product and not on learning
processes or social affiliation is a modern phenomenon brought about, in
part, by the enormous availability of music. Such availability is made
possible both through radio and recordings and through quick and convenient
transportation.

Some members of the Karaikkudi style also learn new compositions off
tape recordings and the radio. Ranganayaki learns compositions off cas-

settes and considers such learning to be like learning from a performer
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directly. For example, rather than saying she learned "dinamanivamsa" from
a cassette of Maharajapuram Santhanam she says she learned it from Maharaja-
puram Santhanam. But learning compositions from recordings is seen to be
acceptable only for advanced musicians whose styles are firmly established,
otherwise they are likely to make mistakes and/or mix styles.

The extent to which one can legitimately learn musicians’ versions of
songs or raga-s from recordings depends in part on the degree to which those
musicians vary their performances, and the extent to which those variations
are captured on the recordings used. For example, Ranganayaki allowed me to
record my lessons because, perhaps, she generally maintains a consistent
sequence of sangati-s from performance to performance. Unlike Ranganayaki,
Lakshmi Ammal, who used to vary her renditions from performance to perform-
ance and varied the complexity of renditions according to the level of the
student, was reluctant to allow students to record her. She allowed me to
record songs only after she was satisfied that I had "mastered" them.

Summary

Just as teaching music in schools has had the partial effect of empha-
sizing the components of style which involve musical products, so too has
the wide availability of music, especially through cassette recordings, made
the learning of a musician’s "style" become a matter of imitating a musi-
cian’s technique and rendition. Although some effects of the recording
industry have been a decrease in the variety of performances of particular
compositions and less variability from performance to performance by a
particular performer, sﬁch performers as Ranganayaki were always rather
consistent in their ways of performing. For this reason, Ranganayaki does

not feel that teaching through tape recordings conflicts with the teaching
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method found in the Karaikkudi style, as long as the student involved is
familiar with the correct technique and has a developed ear.
3.6 Conclusions

For many generations, the style of vind playing associated with an-
cestors of Subbarama Iyer and Sambasiva Iyer, now called the Karaikkudi
style, represented the practices of a rather limited number of individuals--
maybe two or three in each generation. Although these individuals may have
taught other relatives and students, the history of the Karaikkudi style is
reckoned by the descent of the male line, and no evidence suggests these
early practicioners thought of themselves as playing in a certain style, or,
if so, what characterized that style. What people now call style (pani,
vali or other term musicians translate as style) was simply the ways or man-
ners of playing, teaching, or thinking about music. Just as the practices
of diverse groups of people on the Indian subcontinent was given the name
Hinduism, and just as some of the devotional musics people sang extempora-
neously in north and south India were given the names "Hindustani" and
"Karnatak," so too did the diverse practices of individuals performing such
musics become known as "styles."

Although the English word "style" is used freely in India, indigenous
terms for style refer to matters of practice, tradition, history, and ways
of doing something; and whereas the names of styles such as the Karaikkudi
style came about after the fact, styles in south India are now self-
conscious aspects of performance which musicians seek in advance. Such
self-consciousness may not always have been part of karndtaka sangita,
however, for although music in India boasts a long history of written dis-

course, this discourse is found in documents which center on theory and
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which describe normative practices rather than performances practices of
specific groups, or style, of musicians.

In earlier times, guru-s taught music as one element in a whole way of
life, taught both directly and indirectly, and both musically useful infor-
mation and information unrelated to music. The parable about the man and
his mule (see p.24), for example, teaches not only the general lesson that
one should think for one’'s self, but also a specific lesson pertaining to
the development of musicianship (i.e. that one should not alter one’s per-
formance for popular demand). Although style, as a "way," encompassed many
aspects of 1life, style is now, primarily, a musical phenomenon because
learning in a university, learning two or three hours a week in a teacher’s
home, or copying what is heard in concerts, on the radio and off of cas-
settes, do not allow students to imbibe the way of life which once composed
the family "style," or "way" of doing things.

In a further manifestation of the trend toward conceiving style in
terms of musical products, most musicians (in the Karaikkudi style, if not
in general) are interested in artistic questions rather than social, reli-
gious, or other extra musical questions. For example, such questions as how
and to what extent the vina should be used in worship may have been concerns
of Sambasiva Iyer (if one may extrapolate such a possibility from his prac-
tices and statements), but they do not seem to be concerns of his disciples
Ranganayaki and Raajeswari. Many of the broad changes in the Karaikkudi
playing style introduced by Raajeswari, for example, have involved attempts

to overcome the physical problem of "continuity" posed by the innate limita-
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tions of Vipé.143 Smaller variations between the performances of members of
the style involve the interpretation of such musical units as the svara
(internal gamaka-s), prayoga, sangati, and other configurations of svara-s.
Other changes include the manipulation of musical forms in kalpita and
manodharma sangita such as Lakshmi Ammal's introducing manodharma into her
rendering of kriti-s and Raajeswari’s softening the articulation between and
mixing sections of 3lapana and tanam. All such innovations or interpreta-
tions of traditional material reflect musical interests.

Not only the use but also the function of various musical forms has
been interpreted differently by different members of the style. Such func-
tions include pedagogic (useful for teaching purposes), aesthetic (providing
aesthetic enjoyment), and symbolic (emblematic of a style) ones. Lakshmi
Ammal, who insisted on using particular exercises and compositions in teach-
ing, interpreted the early lessons as fulfilling symbolic as well as peda-
gogic functions (perhaps also aesthetic functions). Ranganayaki, who, while
continuing to teach traditional exercises, teaches compositions which are
equally simple as but more popular than those of her guru, interprets the
early compositions as fulfilling a particular pedagogic function (a function
which could be equally fulfilled by other compositions). The pedagogic
function of early lessons is stressed by Meenakshi Ammal, who reluctantly
used the aesthetic attraction of items such as "note"-s to pursuade her
students to practice.

Assessing the function of wvarious musical forms and other items which

compose the Karaikkudi repertoire raises a broader question with which musi-

143gubler ([1962] 1976) developed a model for discussing styles as
series’ of linked solutions to problems. Meyer (1983) criticizes this
approach as suffering from "causalism."

217



cians must come to terms, the notion of what constitutes style: what is
fixed, what is changeable, and what is obsolete. Each musician relies on
certain emblems of, markers of, or claims to style to maintain a link with
the past. Such emblems and markers may be found in the performance of
entire compositions or of such small patterns as cittasvara-s and typical
alapana phrases; particular ways of teaching and materials wused for
teaching, ways of acting with the audience, and certain techniques are also
aspects of style to which musicians adhere; and being born into a family of
musicians who belong to a style is a compelling claim to legitimacy in a
style.

Some individual interpretations of style present attitudes and patterns
of performance which can be detected in several stylistic domains. For
example, Lakshmi Ammal tends to use the double oscillation-double echappée
gamaka (see p.88-89) not only in compositions but also in basic exercises;
this tendency can be viewed within her general tendency to use complicated
rhythmic and melodic patterns both in gamaka-s and in sangati-s. Raaje-
swari’s tendency toward universalizing and homogenizing musical forms and
incorporating new ideas is expressed in her mixing of alapana and tanam and
in her catholic attitude toward borrowing. The characteristic aluttam in
Ranganayaki’s playing, and the sternness of her face while she performs are
both aspects of performance associated with her guru and metaphors for her
general philosophy of firmness, rigidness, and tenacity over maintaining
classicism and the practices of her guru.

Since the deaths of the Karaikkudi brothers the Karaikkudi style can no
longer be described by the practices of one or two individuals. The life-

styles of today'’s members of the Karaikkudi style may involve little or no
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internal contact, and may involve adopting role models in teachers and per-
formers outside the Karaikkudi style. While musicians in the Karaikkudi
style adopt what they believe to be central characteristics of the style,
such characteristics are by no means agreed upon. For example Raajeswari
finds "fingering" to be such a core characteristic while Ranganayaki con-
siders aluttam central.

Such a multiplicity of interpretations might equally be found in any
south Indian musical style (or in any analogous performance tradition) which
has existed for at least two generations, for although the recognition of
each style may originate, in part, as a recognition of a unique manner of
performance, the continued "life" of a style depends on various connections
with the style’s originators. Thus the issue of stylistic definition
becomes one of changing modes of classification. Style, to an analyst
(music historian, art historian, etc.) wusually involves classifying
observably similar items together through a series of genera and differen-
tiae. Such a method is only partially applicable in the study of pani-s
because even "within" a pani such criteria are disputed. As a scholar of
"style," however, one seems at loss to decide who is "inside" and who is
"outside" a style without some sort of criteria.

Such criteria may come only from specific studies isolating first of
all what is considered important to a style by particular members, and
secondly, how such aspects are transmitted to the next generation. Such
lines of transmission have been established between Sambasiva Iyer and
Ranganayaki, and between Lakshmi Ammal and some of her students. One need
not expect to find the same aspects stressed by all musicians.

In time, disciples of today’s Karaikkudi musicians may innovate in
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radically new ways, or use materials from the past in such skillful manners
as to be seen as founders of an independent styles. Or, if disciples of
today’'s Karaikkudi musicians continue to play in the "Karaikkudi style"
(whatever that comes to mean), when Sambasiva Iyer is no longer in living
memory, today'’s performance practice will be seen as the "old way" (or old
ways), and future generations will have to reconcile their innovations with
those of today.

Throughout this thesis the aspects of style promoted by Lakshmi Ammal
has been referred to as a different "branch" from that of Ranganayaki,
Raajeswari and others. Each musician has built upon the practices of the
Karaikkudi brothers and may only relate to each other in the historical
past, but not in particular aspects of style agreed upon as central. The
"trunk" of the Karaikkudi brothers is a point of departure--not a core, not
a central feature of performance, but a point of departure. Such a recogni-
tion prompted Subramanian to begin the "Karaikkudi school," for by ensuring
that vina players in the Karaikkudi style receive the same basic training,
he ensures a certain degree of underlying unity. Such a sense of history
and a shared method of training both unify the Karaikkudi style and serve as

a backdrop to each musician’'s imnovations and interpretation of stylistic material.

220



Appendix I

Basic Exercises for vina
sarali varisai
Each exercise (except the first) is played in three speeds, each time
doubling the speed of the previous rendition and doubling the number of
repetitions. For example, the second exercise is played once in the first
speed, twice in the second speed and four times in the third speed. The
first exercise is played in four speeds, the first of which being half the
speed of the other exercises.

* = exercise unique to the Karaikkudi style

1. //srgm/pd/ns//srgm/pd/ns//stgm/pd/ns//$0dp /mg/is//sndp/mg/xs//
sndp/mg/rs//

2. //srgmpdns/sndp/mgrs//

3. //srsrsrgm/srgm/pdns//s$nsnsndp/sndp/mgrs//
4. //srgsrgsr/srgm/pdns//sndsndsn/sndp/mgrs//
5. //srgmsrgm/srgm/pdns//sndpsndp/sndp/mgrs//

6. //srgmsrgm/srsr/srgm//srgmpdns/sndp/sndp//
$nsnéndp/sndp/mgrs//*

7. //srgmp.sr/srgm/pdns//sndpm. $n/sndp/mgrs//
8. //srgmppsr/srgm/pdns//sndpmmsn/sndp/mgrs//
9. //srgmpdsr/srgm/pdns//sndpmgsén/sndp/mgrs//
10.//srgmpmgr/srgm/pdns//sndpmpdn/sndp/mgrs//
11.//srgmpmdp/srgm/pdns//sndpmpgm/sSndp/mgrs//
12.//srgmp.gm/p.../p...//gupdndpm/gmpg/mgrs//

$.ndn.dp/d.pm/p.mg//gmpdndpm/gmpg,/mgrs//

ssndnndp/ddpm/ppmg//gmpdndpm/gmpg/mgrs//

srgrg.gm/pmp./dpd.//mpdpdndp/mpdp/mgrs//
srgrgmgm/gmpm/pdpd//sndndpdp/mpmg/mgrs//
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Jjanta varisai

g 1

2

//ssrrggmm/ppdd/nnss//$snnddpp/mmgg/rrss//

//ssrrggmm/rrgg/mmpp//ggmmppdd/mmpp/ddnn//ppddnnss/ssnn/ddpp//
nnddppmm/ddpp/mmgg//ppmmggrr/mmgg/rrss//

. //s.ssr.rr/g.gg/m.mm//p.ppd.dd/n.nn/s.55//5.55n.nn/d.dd/p.pp//

m.mmg.gg/r.rr/s.ss//

. //s.ssr.rr/g.gg/m.mm//r.rrg.gg/m.mm/p.pp//g.ggm.mm/p.pp/d.dd//

m.mmp.pp/d.dd/n.nn//p.ppd.dd/n.nn/s.55//5.85n.nn/d.dd/p.pp//
n.nnd.dd/p.pp/m.mm//d.ddp.pp/m.mm/g.gg//p.ppm.mm/g.gg/xr.rr//
m.mmg.gg/r.rr/s.ss//

. //ssssrrrr/gggeg/mmmm//ppppdddd/nnnn/$5ss//$s5s$nnnn/dddd/pppp//

mmmmgggg/rrrr/ssss//

. //ssssrrrr/gggg/mmmm//rrrrgggg/mmmm/pppp//ggggmmmm/pppp/dddd//

mmmmpppp/dddd/nnnn//ppppdddd/nnnn/$sss//Ssssnnnn/dddd/pppp//
nnnndddd/pppp/mmmm//ddddpppp/mmmm/gggg//ppppmmmm/ggegg/rrrr//
mmmmgggge/rrrr/ssss//

. //s.sr.rgg/ssrr/ggmm//r.rg.gmm/rrgg/mmpp//g. gm.mpp/ggmm/ppdd//

m.mp .pdd/mmpp/ddnn//p.pd.dnn/ppdd/nnss//s.sn.ndd/ssnn/ddpp//
n.nd.dpp/nndd/ppmm//d.dp.pmm/ddpp/mmgg//p . pm.mgg/ppmm/ggrr//
m.mg.grr/mmgg/rrss//

. //sssrrrgg/ssrr/ggmm//rrrgggmm/rrgg/mmpp//gggmmmpp/ggmm/ppdd//

mmmpppdd/mmpp/ddnn//pppdddnn/ppdd/nnss//sssnnndd/ssnn/ddpp//
nnndddpp/nndd/ppmm//dddpppmm/ddpp/mmgg//pppmmmgg,/ppmm/ggrr//
mmmggegrr/mmgg/rrss//

. //srrgrggm/ssrxr/ggmm//rggmgmmp/rrgg,/mmpp//gmmpmppd/ggmm/ppdd//

mppdpddn/mmpp/ddnn//pddndnns /ppdd/nnss//snndnddp/sénn/ddpp//
nddpdppm/nndd/ppmm//dppmpmmg/ddpp/mmgg//pmmgmger/ppmm/ggrr//
mggrgrrs/mmgg/rrss//

10.//sr.rg.sr/.rg./srg.//srg.srrg/gmsr/rggm//rg.gm.rg/.gm. /rgm.//

rgm.rggm/mprg/gmmp//gm.mp.gm/.mp./gmp.//gmp . gmmp/pdgm/mppd//
mp.pd.mp/.pd. /mpd. //mpd.mppd/dnmp/pddn//pd.dn.pd/.dn. /pdn.//
pdn.pddn/nspd/dnns//sn.nd.sn/.nd. /é$nd. //snd. $nnd/dpsn/nddp//
nd.dp.nd/.dp./ndp.//ndp.nddp/pmnd/dppm//dp.pm.dp/.pm. /dpm. //
dpm.dppm/mgdp/pmmg//pm.mg.pm/.mg. /pmg.//pmg. pmmg/grpm/mggr//
mg.gr.mg/.gr./mgr.//mgr.mggr/rsmg/grrs//
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alankaram
1. dhriava tala

//srgm/gr/srgr/srgm//rgmp/mg/rgmg/rgmp//gmpd/pm/gmpm/gmpd/ /
mpdn/dp/mpdp/mpdn//pdns/nd/pdnd/pdns//$ndp/dn/sndn/sndp//
ndpm/pd/ndpd/ndpm//dpmg/mp/dpmp/dpmg//pmgr/gm/pmgm/pmgr//
mgrs/rg/mgrg/mgrs//

2. matya tala

//srgr/sr/srgm//rgmg/rg/rgmp//gmpm/gm/gmpd//mpdp/mp/mpdn//
pdnd/pd/pdné//s$ndn/én/éndp//ndpd/nd/ndpm//dpmp/dp/dpmg//
pmgm/pm/pmgr//mgrg/mg/mgrs//

3. rapaka tala
//sx/stgm//rg/rgmp//gm/gmpd//mp/mpdn//pd/pdns//sn/sndp//
nd/ndpm//dp/dpmg//pm/pmgr//mg/mgrs//
4. jampa tala
//sxgsrsr/g/m.//rgmrgrg/m/p.//gmpgmgm/p/d.//mpdmpmp/d/n.//
pdnpdpd/n/s.//s$ndsnsn/d/p.//ndpndnd/p/m.//dpmdpdp/m/g.//
pmgpmpm/g/r . //mgrmgmg/x/s.//
5. triputa tala
//srg/sx/gm//xrgm/xg/mp//gmp/gm/pd//mpd/mp/dn//pdn/pd/ns//
$nd/$n/dp//ndp/nd/pm//dpm/dp/mg//pmg/pm/gr//mgr /mg/xs//
6. ata tala
//st.g./s.rg./m./m.//rg.m./x.gm./p./p.//gm.P./g.mp./d./d.//
mp.d./m.pd./n./n.//pd.n./p.dn./s./5.//sn.d./s.nd. /p./P.//

nd.p./n.dp./m./m.//dp.m./d.pm./g./g.//p0.g./p.mg. /. /Y. //
mg.r./m.gr./s./s.//

7. eka tala

//sxgm//xgmp//gmpd//mpdn//pdns//éndp//ndpm//dpmg//pmgr//mgrs//
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APPENDIX TI: Compositions

key: "name of composition," raga, tala, composer
P g4, ! P
,?7, = information not available for particular item

I. Partial list of compositions Sambasiva Iyer taught to
Raajeswari Padmanabhan (according to Raajesari, Jan, 1988):

varna-s

"calamela," Sankarabharanam, ata, Svati Tirunal
"éranapai," todi, adi, Patnam Subramania Iyer
"intacalamu," kambhoji, ata, Pallavi Gopalayyar
"kanakangi," tddi, ata, Pallavi Gopalayyar
"samininné," $ankarabharanam, adi, Vina Kuppayyar
"sarasi janabha," kambhdéji, ata, Vadivelu
"vanajaksi," kalyani, ata, Pallavi Gopalayyar
"viribhéni," bhairavi, ata, Pacchimiriam Adiappayyar
"?", ragamalika, ata, ?

kriti-s, kirtana-s and other compositions

“a;aittuvépégi" (patam), kalyani, riapaka, Ghanam Krishna Ayyar
"daridapuléka," savéri, adi, Tyagaraja

"edutanilacité," Sankarabharanam, adi, Tyagaraja
"eélanidayaradu," athana, adi, Tyagaraja

"émi jésité," todi, misra chapu, Tyagaraja

"entavedukondu," sarasvati manohari, adi, Tyagaraja
"erundalparadévi," kambhoji, rupaka, Maruvai Chidambara Bharati
"evariméga,“ kambhoji, adi, Tyagaraja

"gurumaikaruna," mangalakaisika, ?, ?

" jagadanandaka," nata, adi, Tyagaraja

"kaddanuvariki," todi, adi, Tyagaraja

"kafijadalayataksi," kamalamanohari, adi, Muttuswamy Dikshitar
"karttikeyamartti," savéri, adi, Kavikunjula Bharati
"kripajocutaku," chayatarangini, adi, Tyagaraja
"ksinamaitiruga," mukhari, adi, Tyagaraja

"lémidelpa," pavani, adi, Tyagaraja

"majanaki," kambhoji, adi, Tyagaraja

"manatuyarai," dvijavanti, adi, Chidambara Bharati
"marubalka," srl rainjani, adi, Tyagaraja

"munduvenugu," darbar, adi, Tyagaraja

"namoralakifici," dhanyasi, ripaka, Vina Kuppayyar

"padavini," salagabhairavi, adi, Tyagaraja

"ramanisamana," kharaharapriya, rupaka, Tyagaraja
"$ankarini," bégada, rupaka, Subbaraya Sastri
"sarasasamadana," kapi narayani, adi, Tyagaraja
"sarasiruhasana," nata, adi, Puliyur Doraiswamy Ayyar
"&rikantani," bhavapriya, adi, Tyagaraja
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"éri varalaksmi," $ri, rapaka, Muttuswami Dikshitar
"tanayunibrdva," bhairavi, adi, Tyagaraja

"vana jasana," srl, rapaka, Subbaraya Sastri
"vantanakantanai" (patam), bhairavi, riapaka, ?
"varanarada," vijayasri, adi, Tyagaraja

"vélavare" (patam), bhairavi, adi, Ghanam Krishnayyar

II. Songs Sambasiva Iyer taught to Ranganayaki Rajagopalan:

varna-s

"samininné," $ankarabharanam, adi, Vina Kuppayyar
"vanajaksi," kalyani, ata, Pallavi Gopalayyar
"viribhdni," bhairavi, ata, Pacchimiriam Adiappayyar
"?", ragamalika, ata, ?

kriti-s, kirtana-s, and other compositions

"?", kapi, ?, Chidambara Bharati

"?", saurastram, ?, Muttutandavar

"alaittuvapoti" (patam), kalyani, ripaka, Ghanam Krishna Ayyar
"aiakalallé@ag&,“ madhyamavati, rupaka, Tyagaraja

"ampa karunai" (sp?), bégada, triputa, Chidambara Bharati
"anadhudanuganu," jingla, adi, Tyagaraja

"anuragamuléni," sarasvati, rapaka, Tyagaraja
"apparamabhakti," pantuvarali, ripaka, Tyagaraja

"ayya ragurama" (sp?), mukhari, ?, Arunachalam Kavirayar

"bha jaré gopala," céfijuruti, ?, Sadasiva Brahmendra
"bhavanuta," mohana, adi, Tyagaraja

"brovasamayamu," punnagavarali, adi, Shyama Sastry
"cakkaniraja," kharaharapriya, adi, Tyagaraja

"canitoditéve," harikambhoji, adi, Tyagaraja

"daridapuléka," saveri, adi, Tyagaraja

"darinitelusukonti," Suddasaveri, adi, Tyagaraja

"dolore," khamas jilla, adi, ?

"edutanilacité," Sankarabharanam, adi, Tyagaraja
"eélanidayaradu," athana, adi, Tyagaraja

"emi jésite," todi, misra chapu, Tyagaraja

"ennadudaya vaccund," balahamsa, riipaka, Patnam Subramanya Iyer
"endukaugalintura," $suddadés$i, adi, Tyagaraja

"entabhagyamu," saranga, adi, Tyagaraja

"entavédukondu," sarasvati mandhari, adi, Tyagaraja
"erundalparadévi," kambhoji, ripaka, Maruvai Chidambara Bharati
"evarainaléra," siddhaséna, adi, Tyagaraja

"evarimata," kambhoji, adi, Tyagaraja

"ganalola karuna" (sp?) [pallavi], todi, (adi?), ?

"ingé nir vanta" (sp?), navardj, ?, Chidambara Bharati

"inta telisi" [pallavi], bilahari, (m. chapu ?), (Kshetragna ?)
"itaradaivamulavalla," chayatarangini, ripaka, Tyagaraja

" jagadanandaka," nata, adi, Tyagaraja
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" janakiramana," &uddha simantini, adi, Tyagaraja

" janmamenduku , " malayamarutam, adi, Patnam Subramanya Iyer

"kaddanuvariki," toédi, adi, Tyagaraja

“kalaharanamelara " éuddhasaveéri, rapaka, Tyagaraja

"kanakasabh&éa" (sp?), saveri, 7, ?

"karijadalayataksi," kamalamanohari, adi, Muttuswamy Dikshitar

"kanugontini," bilahari, adi, Tyagaraja

"karttikeyamarcti," savéri, adi, Kavikunjula Bharati

"karunai purintu," natakuranjl, triputa, Chidambara Bharati

"karunasamudra,“ devagandhar1 adi, Tyagaraja

"kommard" [ javali], khamas, adi, Dharmpura Subbarayar

"kridatamaduvana" (sp?), hambir (?), 7, ?

"kripajuocutaku," chayatarangini, adi, Tyagaraja

"ksinamaitiruga," mukhari, adi, Tyagaraja

"lémidelpa," pavani, adi, Tyagaraja

"lékananinnu," asaveri, adi, Tyagaraja

"macil vinaiyum" [tévaram], yadukulakambhéji, triputa, Appar (text) and
Karaikkudi Subbarama Iyer (music)

"majanaki," kambhoji, adi, Tyagaraja

"makeélara vicaramu," ravicandrika, adi, Tyagaraja

"manasuvisayanata," natakurarnji, adi, Tyagaraja

“manatuyarai," dvijavanti, adi, Chidambara Bharati

"manitangu" (sp?) [kummippattu], ragamalika, tisra, Chidambara Bharati

"mariveéredikkeva," sanmukhapriya, &di, Patnam Subramanya Iyer

"marivérégati, " énandabhalraVL miéra chapu, Shyama Sastry

"marubalka," sri ranjani, adi, Tyagaraja

"minaksi mémudam," purvikalyani, adi, Muttuswamy Dikshitar

"muddumomu élagu," suryakantam, adi, Tyagaraja

"munduvenugu," darbar, adi, Tyagaraja

"nadabindu kaladi" (sp?) [tévaram], cefcuruti, ?, 7

"nadacinadaci," kharaharapriya, adi, Tyagaraja

namoralaklnCL," dhanyasi, ruapaka, Vina Kuppayyar

"nandaya govinda" (sp?), khamas, 7, ?

"narada gurusvami," darbar, adi, Tyagaraja

"nenaruficinanu," malavi, adi, Tyagaraja

"nija marmamulanu " umabharanam adi, Tyagaraja

"ninnujeppakarana," mandari, adi, Patnam Subramanya Iyer

"nipadapankajamulanu," bégada, adi, Tyagaraja

"nrityati nrityati," $ankarabharanam, adi, Swati Tirunal

"olamitu curumpu"(sp?) [tirupukal], sindhu bhairavi,?, Arunagirinatar (text)

"orajupucucedl,“ kannadagaula, adi, Tyagaraja

"orukkal &ivacitamparam," $ankarabharanam, adi, Muttutandavar

"padavini," salagabhairavi, adi, Tyagaraja

"pahi pahi," bhauli, adi (?), Narayana Tirtha (text?)

"paradéevi," surati, rupaka, Vina Kuppayyar

"pralayapayd" (sp?) [astapadi], purvikalyani, ?, Jayadeva (text)

"raghupatérama," sahana, ripaka, Tyagaraja

"ramabhakti," éuddhabangala adi, Tyagaraja

ramacandram bhavayami," vasanta, ripaka, Muttuswamy Dikshitar

"ramacandrena," marnji, rupaka, Muttuswamy Dikshitar

"ramanamasuddharasa," darbari kanada, adi, Purandaradasa (text)

"ramanisamana," kharaharapriya, rapaka, Tyagaraja
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"sahaiyayarim" (sp.?) [tévaram], madyamalavagaula, ?, ?
"Sankarakailasapaté" (sp?) [pallavi], mayamalavagaula, 7, ?
"$ankarinl," bégada, ripaka, Subbaraya Sastri
"santamuléka," sama, adi, Tyagaraja

"sarasasamadana," kapi narayani, adi, Tyagaraja
"sarasiruhdsana," nata, adi, Puliyur Doraiswamy Ayyar
"sarvabhauma," ragaparjaram, adi, Tyagaraja

“gébhillu saptasvara," jaganmohini, rupaka, Tyagaraja
"smarané sukham," janarafijani, adi, Tyagaraja
"érikantani," bhavapriya, adi, Tyagaraja

"$ri madurapuravasini," &ahana, rupaka, ?
"érimaninimanéhara," pirnasad jam, adi, Tyagaraja
"Ssripaté nipadacintané," nagasvaravali, adi, Tyagaraja
"$ri vakulamahi (sp?)," arabhi, adi, ?

"S§ri varalaksmi," 5ri, rupaka, Muttuswami Dikshitar
"svararagasudha," &ankarabharanam, adi, Tyagaraja
"syamasundaranga," dhanyasi, rupaka, Tyagaraja
"tanayunibréva," bhairavi, adi, Tyagaraja

"tarakabrima svarupini" (sp?) ([pallavi], kalyani, ?, ?
"tattvameruga," garudadhvani, rupaka, Tyagaraja
"telisirama," purnacandrika, adi, Tyagaraja

"tinisira" (sp?) [bhajan], cedjuruti, &di, Tukaram
"uttakurilé" [siddhar pattu], cerjuruti, adi, ?
"vanajasana," sri, rupaka, Subbaraya Sastri
"vantanakantanai" (patam), bhairavi, rapaka, ?
"varanarada," vijayasri, adi, Tyagaraja
"vatapiganapatim," hamsadhvanl, adi, Muttuswamy Dikshitar
"vélavare" (patam), bhairavi, adi, Ghanam Krishnayyar
"vidulaku mrokkeda," mayamalavagaula, &di, Tyagaraja
"vinaradanamanavi," dévagandhari, adi, Tyagaraja

III. Partial list of Songs Subbarama Iyer taught to Meenakshi
Ammal

varna-s (raga-s)

ahiri

athana

bhairavi
bilahari
kalyani
kambhé ji

mohana

nata
$ankarabharanam
todi
yadukulakambho j i

kriti-s kirtana-s and other compositions

"alaittuvapoti" (patam), kalyani, rupaka, Ghanam Krishna Ayyar
"amba nllayatakSL,“ nilambari, adi, Muttuswamy Dikshitar
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"anaddhudanuganu," jingla, adi, Tyagaraja

"balalbcana," dhanyasi, adi, Muthiah Bhagvatar

"brovasamayamu," punnagavarali, adi, Shyama Sastry

"cakkaniraja," kharaharapriya, adi, Tyagaraja

"césinadella," todi, adi, Tyagaraja

"dharma samvardhani," (madhyamavati ?), (rupaka ?), (Muttuswami Dikshitar ?7)

"darinitelusukonti," Suddasavéri, adi, Tyagaraja

"dudukugala," gaula, adi, Tyagaraja

"edutanilacité," $ankarabharanam, adi, Tyagaraja

“elanldayaradu," athana, adi, Tyagaraga

"eémi jesite," todi, misra chapu, Tyagaraja

"ennadudaya vaccund," balahamsa, riipaka, Patnam Subramanya Iyer

"endaromahanubhavulu," 5ri, adi, Tyagaraja

"entavédukondu," sarasvati mandhari, adi, Tyagaraja

"erundalparadévi," kambhdji, rupaka, Maruvai Chidambara Bharati

"evarani," dévamratavarsini, adi, Tyagaraja

"evarimata," kambhoji, adi, Tyagaraja

"gurumalkarug&,“ mangalakaisika, ?, ?

"guruvaipanindu" (sp?), madhyamavati, adi, ?

" jagadanandaka," nata, adi, Tyagaraja

"kaddanuvariki," todi, adi, Tyagaraja

"kalaharanamélara," Suddhasavéri, rupaka, Tyagaraja

"kanakasabheéa" (sp?), saveri, 7, ?

"kanakéri," punnagavarali, 7, ?

"kafijadalayataksi," kamalamandohari, adi, Muttuswamy Dikshitar

"kanugontini," bilahari, adi, Tyagaraja

"karttikeyamartti," savéri, adi, Kavikunjula Bharati

"karundsamudra," devagandharl, adi, Tyagaraja

“koluvamaregada " tédi, adi, Tyagaraja

"kommaro" [ javali], khamas, adi, Dharmpura Subbarayar

"ksinamaitiruga," mukhari, adi, Tyagaraja

"]ékananinnu," asaveri, ad;, Tyagaraja

"macil vinaiyum" [tevar&m], yadukulakambho ji, triputa, Appar (text) and
Karaikkudi Subbarama Iyer (music)

"majanaki," kambhdji, adi, Tyagaraja

"makelara vicaramu," ravicandrika, adi, Tyagaraja

"manitangu" (sp?) [kummippattu], ragamalika, tisra, Chidambara Bharati

"manatuyarai," dvijavanti, &di, Chidambara Bharati

"mariveérégati," anandabhairavi, miéra chapu, Shyama Sastry

"marubari" [ javali], cedjuruti, rapaka, Dharmapura Subbarayar

"marugélara," jayantaéri, adi, Tyagaraja

"marulu konna," (khamas ?7), (adi ?), (Poochi Srinivasa Iyengar 7)

"méyé," ?; 75 ¢ .

"minaksi mémudam," parvikalyani, adi, Muttuswamy Dikshitar

moksamugalada,“ saramati, adi, Tyagaraja

"nadac1nadac1 " kharaharapriya, adi, Tyagaraja

"nagumomu ganaléni," abhéri, adi, Tyagaraja

"namoralakifici," dhanyasi, rﬁpaka, Vina Kuppayyar

"nanu palimpa," mohana, adi, Tyagaraja

"nibhajanagana," nayaki, adi, Tyagaraja

"nilakantham bhajéham," kédaragaula, ripaka, Muttuswamy Dikshitar

"nrityati nrityati," Sankarabharanam, adi, Swati Tirunal
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"Orajupucticédi," kannadagaula, adi, Tyagaraja

"pahi pahi," bhauli, adi (?), Narayana Tirtha (text?)
"pahi &ri," anandabhairavi, ?, ?

"paradévi," surati, rupaka, Vina Kuppayyar

"pralayapayd" (sp?) [astapadi], purvikalyani, ?, Jayadeva (text)
"radhika krisna" [astapadil, ?, ?, Jayadeva
"rémacandramvﬁhévayéﬁi," vasanta, rupaka, Muttuswamy Dikshitar
"ramacandrena," mariji, rapaka, Muttuswamy Dikshitar
"ramanipai," kédaram, adi, Tyagaraja

"sadhincene," arabhi, adi, Tyagaraja

"sambho mahadéva" (sp?), 7, 7, ?

"&ankarini," bégada, rupaka, Subbaraya Sastri
"sarasasamadana," kapi narayani, adi, Tyagaraja
"sarasasamamukha," khamas, adi, Swati Tirunal
"sarasiruhanana rama," mukhari, adi, Tyagaraja
"sarasiruhasana," nata, adi, Puliyur Doraiswamy Ayyar
"sitamma mayamma," lalita, rupaka, Tyagaraja

"éri jagadambika" (sp?), ?, 7, 7

"&ri madurdpuravasini," &ahana, rapaka, ?

"&ri raghura" (sp ?), &rabhi, ?, ?

"&ri raghuvara" (sp?), ?, ?, ?

"&ri rama jayarama," (madhyamavati ?), (adi ?), (Tyagaraja ?)
"&ri vakulamahi (sp?)," arabhi, adi, ?

"$ri varalaksmi," &ri, rupaka, Muttuswami Dikshitar
"svararagasudha," $ankarabharanam, adi, Tyagaraja
"tanayunibréva," bhairavi, adi, Tyagaraja

"vanajasana," sri, rapaka, Subbaraya Sastri

"varanarada," ﬁijay&gri, adi, Tyagaraja
"vatapiganapatim," hamsadhvani, adi, Muttuswamy Dikshitar
"vélavareé" (patam), bhairavi, adi, Ghanam Krishnayyar
"vérevvaregati," surati, adi, Tyagaraja

"vidulaku mrokkeda," mayamalavagaula, adi, Tyagaraja
"vinaiyadi" (sp?), ?, ?, ?

"yocana kamala lécana," darbar, adi, Tyagaraja
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Appendix TTT

Analytical Index of Taped Examples

The following index contains timings for each example on cassettes 1-
10. Some examples are divided into sections labeled with letters A, B etc.
which can be matched to the tala anga-s (sections). Successive subscripts of
particular letters indicate successive elaborations (i.e. from one sangati
to the next) of the melodic fragments signified by those letters. Use of
different letters in analogous contexts (in the structure of the tala)
indicates substantially different melodic content. Use of prime, double
primes and triple primes indicates relatively minor differences.

For example, in adi tala, '//A/B/C//' means all sections 'A’' (whether
A1, Ap' or any other version) represent segments of sangati-s which occupy
the laghu of the tala, sections 'B’' occupy the first drutam, and sections
'C’', the second drutam.

A sequence of sangati-s which differ from one another by differences in
the second drutam of the tala might be notated as:

sangati Structure Time
1k A1B1Cq 0:00
2. A1B1Co 1:00
i A1B1Cy 2:00

If, for example, the fourth sangati introduces an entirely new
(melodic) section in the first drutam, and if the 'C' section were played as
in C3 but with a slightly different gamaka, the fourth sangati would be
notated,

4, A1D103 '

In some cases the same letters will be used for several examples of the
same composition played by different performers. In such circumstances the
notation becomes a bit more complicated. For example, a minor variation of
C3' (which incorporates C3') might be notated (C3')' to differentiate it
from a minor variation which builds on Cj3, which might be notated C3" or
C3'''. All such analyses have obviously required my own interpretations of
what variations are of greater and lesser importance. Where such differences
are pertinent to my discussion of style, I have elaborated about them in the
main body of this thesis. FElsewhere, my (letter) analysis is intended as a
general guide to the examples--instead of a detailed transcription.

Timings are in minutes and seconds counted from the beginning of a
particular side of a tape (eg. 8:21 means 8 minutes and 21 seconds into the
tape).
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Tape 1

Title: Techniques and cittasvara-s

Example #
Side A

i

Side B

Description

Excerpt of sarasiruha performed by
Chittbabu (demonstrates relative absence
of aluttam). Year: 1982

Excerpt of sarasiruha performed by
Karaikkudi Sambasiva Iyer and disciples
(demonstrates aluttam). Late 1950's

Example of sphurita technique performed
by the author. 1988

Example of the pratyahata technique
performed by the author. 1988

Example of the "sparkling sphurita"
technique performed by the author. 1989

Name of composition in which cittasvara
appears, raga, tala, performer, date of
recording.

"kanugontini," bilahari, adi, Sashikala
Suryanarayana, 1983

"yocana kamala locana," darbar, adi,
Lakshmi Ammal, 1983

"ramacandram bhavayami," vasanta, rupaka,
Ranganayaki Rajagopalan, c. 1984

"namoralakifici," dhanyasi, rapaka,
Ranganayaki Rajagopalan, c. 1984

"&6bhillu saptasvara," jaganmohini,
rupaka, Ranganayaki Rajagopalan, c. 1984

“agaittuvépégi,“ kalyani, rupaka,
Ranganayaki Rajagopalan, 1988.

"&ri maduradpuravasini," $ahana, rapaka,
Ranganayaki Rajagopalan, 1988.

"erundalparadevi," kambdji, rupaka,
Ranganayaki Rajagopalan, 1988.
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9. "&ri varalaksmi," &ri, rupaka,
Ranganayaki Rajagopalan, c. 1984.

Tape 2
Title: sarali varisai and janta varisai

Example # Exercise # (according to Appendix I),
performer, date of recording. notes.

Side A: sarali varisai

753 1, Ranganayaki Rajagopalan, 1988.
4 speeds. On fourth speed
exercise is repeated only 4 times
(not 8) for the sake of this recording

2., 1, Lakshmi Ammal, 1983
4 speeds

3. 2, Lakshmi Ammal, 1983
4 speeds

[most of the remaining examples of sarali and janta
are played in 3 speeds with the number of repetitions
reduced for the sake of this recording; thus, the first
speed and second speed are played once and the third
speed twice (instead of once, twice and four times) ]

4. 3, Lakshmi Ammal, 1983
Bis 4, Lakshmi Ammal, 1983
6. 5, Lakshmi Ammal, 1983
s 6, Lakshmi Ammal, 1983
8. 7, Lakshmi Ammal, 1983
9. 8, Lakshmi Ammal, 1983
10. 9, Lakshmi Ammal, 1983
£ 18 10, Lakshmi Ammal, 1983
12 11, Lakshmi Ammal, 1983
13 12, Lakshmi Ammal, 1983
14, 12, Ranganayaki Rajagopalan, 1988
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Time

0:00

4:00

8

10:

10:

11

i

135

14:

15:

16:

16:

17

22

:36
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50

41

28

55

41

27

13

59

146
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janta varisai

1.5, 1, Lakshmi Ammal, 1983 25:49

16. 2, Lakshmi Ammal, 1983 26:39

) B 3, Lakshmi Ammal, 1983 29:46

18. 4, Lakshmi Ammal, 1983 31:26

19. 5, Lakshmi Ammal and Sugantha Sridharan, 35:54
1983.

20. 6, Lakshmi Ammal and Sugantha Sridharan, 37:32
1983,

Side B

1. 7, Lakshmi Ammal and Sugantha Sridharan, 0:00
1983.

2. 8, Lakshmi Ammal and Sugantha Sridharan, 4:46
1983.

3, 9, Lakshmi Ammal and Sugantha Sridharan, 8:51
1983.

4, 10, Lakshmi Ammal and Sugantha Sridharan, 1255
1983.

5 9, Ranganayaki Rajagopalan, 1988 21:36

6. 10, Ranganayaki Rajagopalan, 1988 25:13

Tape 3

Title: alankara and gita
Side A

alankara-s performed by Lakshmi Ammal in 3 speeds (ordinarily the first
speed is played once, second speed twice, and third speed three times. For
this recording the second speed is played once and the third speed twice).
Recordings from 1983.

Example # tala Time
1. dhruva 0:00
2 matya 3:14
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Example #

10.

1 0%

12

Side B

rapaka

Jjampa

triputa

ata (part of lst speed missing)

gita-s

Name of gita, raga, tala, performer,

year of recording.

"§ri gananada," malahari, rupaka,
Ranganayaki Rajagopalan, 1988.

"éri gananada," malahari, ripaka,
Sugantha Sridharan, 1983.

"padman”abha," malahari, triputa,
Ranganayaki RajagOpalan 1988.

"analéekara," suddha savéri, riapaka,

Ranganayaki Rajagopalan, 1988.

"sakalasurada," gaula, rupaka,
Ranganayaki Rajagopalan, 1988,

"areyanaka," nata, rupaka,
Ranganayaki Rajagopalan, 1988.

"areyanaka," nata, ripaka,
Raajeswari Padmanabhan, 1988.

"areyanaka," nata, rupaka,
Meenakshi Ammal, 1988.

"minaksi," $ri, triputa,
Ranganayaki Rajagopalan, 1988.

"minaksi," &ri, triputa,
Raajeswarl Padmanabhan, 1988.

"minaksi," $ri, triputa,
Meenakshi Ammal 1988.

* * * * * *
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Time

14:51

19:50

26:50

34:05

37:29

41:05

0:00

3:37

9:25

15:21

20:33



6. "viribhoni," (varnam), bhairavi raga, 26:06
ata tala, Ranganayaki Rajagopalan
and Raajeswari Padmanabhan (e. 1960's)

Tape 4

Title: Famous items in the Karaikkudi style

Example # Name of item, performer, year Time
Side A
2 nata raga alapana, Ranganayaki 0:00

Rajagopalan, 1986.

2. nata tanam, Ranganayaki Rajagopalan 5:32
1986.
3. "sarasiruha," Ranganayaki Rajagopalan 11.:55

and Raajeswari Padmanabhan, early 1960's.

4. "sarasasamadana," Sambasiva Iyer and 18:36
disciples, late 1950's.

5. "varanarada," Sambasiva Iyer and 23:17
disciples, late 1950's.

6. "ninnu jeppa," Ranganayaki Rajagopalan 28:15
and Raajeswari Padmanabhan, early 1960's.

7 "manitangu," Sashikala Suryanarayana, 32:36
1988.

Side B section sangati # structure Time

L. "entavédukondu," Chembai Vaidyanatha

Bhagvatar, (1950's ?) [From broadcast
of All India Radio, 26 Jan 1988].

pallavi 0:00
anupallavi 1 C1Dq 1320
2 C2D2 1:42
3 02D3 2:04
(new text) 1 C36G1 2237
caranam 327
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2 "entavédukondu," Ranganayaki Rajagopalan,
c. 1984. * = not repeated

pallavi 6:39
anupallavi 1 C1E1 8:26
2 Cy * 8:50
Co'* 8:56
3 Cy * 9:02
CaFq 9:08
4 C3F9 932
(new text) 5 CaF3 9:56
caranam 10:44
3. "kanugontini," Ranganayaki Rajagopalan, 13:38

c. 1984 [Sangeetha GMSC 6097].

Tape 5

Title: 8 versions of "padavini." 4 versions of "élanidayaradu."

Side A: 8 versions of "padavini."

Example # Performer, date Section sangati #
(each is repeated
except those marked
with an asterisk)

i Ranganayaki Rajagopalan
and Raajeswari Padmanabhan,
early 1960's.

pallavi 1
2
3
anupallavi il
2
3
caranam 1
2
3
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:00
:18
235

o OO

1:02
Laly
1535

2:13
2:31
2:50



2,

<1

4,

3

Ranganayaki Rajagopalan, 1984

Sankari Ammal, late 1970's

pallavi

anupallavi

caranam

pallavi

anupallavi

caranam

Meenakshi Ammal, late 1970's

Sugantha Sridharan, 1985

pallavi

anupallavi

caranam

pallavi

anupallavi

237

w po = w M= w o= e W = w M wp =

W P =

1%
2%

w M=

B wr

333
3:52
4:10

4:27
4:45
5:07

5:39
5157
6:14

6:57
72
it

8:13
8:32
8:52

9:57
10:14

10555
11:14
11 :32

13 +589
12235
12:32

13:07
13:14
13322

13:56
14:12
14:28

1451
15:06
1i5221:
15337



caranam I &
2
3
6. Raajeswari Padmanabhan
and Sri Vidya, 1985 (AIR)
pallavi 1
2
3
anupallavi 1
2
3
bk
caranam 1
2
3
L%
7. Raajeswari Padmanabhan
and Sri Vidya, 1985 (AIR)
pallavi 1
2
3
anupallavi 1
2
3
4%
caranam 1
2
3(3 times)
8. Semmangudi Srinivasa Iyer,
[Oriental Records BGRP 1015 1016]
Side B 4 versions of "élanidayaradu."
: Ranganayaki Rajagopalan, 1988
2, Sashikala Suryanarayana, 1988
3, Sugantha Sridharan, 1985
4, Raajeswari Padmanabhan, 1988
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16:
16:
16:

1y
17
17

18:
18:
18:
19:

19:
19:
19:
20:

20:
20:
244

21
21.:
22
22:

23:
222
23:

23

257

08
22
37

27
43
51

14
30
45
01

24
39
55
10

36
56
13

40
58
16
36
04

31

00

0:00

:04

7:46

12

20



Tape 6

Title: New Compositions. "Note"-s

Example # Composition, Performer, Year of recording Time

Side A New Compositions

1 "caranampava," T. M. Tyagarajan, 1982 0:00

2. "caranampava," Ranganayaki Rajagopalan, S5u1.2
1985.

3 "dinamanivaméa," Maharajapuram Santhanam 9:47

[Sangeetha 6ECDB 7077].

4. "dinamanivaméa," Ranganayaki Rajagopalan, 15251
1988.

5 "étavunara," Ranganayaki Rajagopalan, 1984 27:20

6. "gtavunara," Raajeswari Padmanabhan, c. 1984 37:10

Side B "Note"-s

Example # Performer, Year "note" # Time

i (78 Sambasiva Iyer, Ranganayaki la 0:00

Rajagopalan, Raajesari
Padmanabhan, late 1950's.

1b 215

2. Meenakshi Ammal, 1988 la 32937
3. Lakshmi Ammal, 1983 la 5:29
3b 8:41

(madhmavati raga) 12:00
4. Ranganayaki Rajagopalan, 1988 la 12:55
4b 14:25
5. Sashikala Suryanarayana, 1988 4b 15:24
5b 17:23

5¢ 19:25

6. N. Chandramouli, 1983 ba 2151

239



Tape 7

lst four examples--pallavi of "sarasiruha,"

key: (adi tala) // A/ B / B continued // C / C cont. / C cont.//
f = filler. * = not repeated

Example # Performer, Year sangati # structure Time
L, Ranganayaki Rajagopalan

and Raajeswari
Padmanabhan, early 1960's

1 Alf* 0:00
Al'f* 0:05
AgBp* 0:12
Al'Bl* 0:18
2 A3Bq'¥ 0:24
A3Bq'Cqy* 0:30
A9Bq1Cq* 0:43
3 A9Bq1Co 0:55
2., Ranganayaki Rajagopalan
1984,
1 Aq'¥ 1:43
Al’Bl" 1:50
2 A3(Bl')'* 2:04
A3B1'Cq'* 2:11
ApB1Cq'* 2:18
3 AgBq1Co* 2:40
AgBq1" ' Co* 2:55
3. S. Mallika, 1988
1 (A1")'By 3:28
2 A3Bq’ 3:43
3 A3Bo* 3257
A332C1'* 4:06
4 AqB3Cp'* 4:22
A3B3Cz* 4:36
4, Raajeswari Padmanabhan
[AVM MEI-SR 1076].
1 Aq 5:07
A1Dq 5320
2 A1D9 5:32
3 A1'Dp’* 5:45
(A1')'Dy'Cy"* 5151
A1'Dp'Cq" * 6:03
4 Al'Dz’Cz* 6:16

240



Examples 5 and 6: 1lst two sangati-s of "namoralakirci,
sangati 1 = Ay and sangati 2 = A

5. Ranganayaki Rajagopalan, 1984
1 Ar*
Aq'*
2 Ag
6. Meenakshi Ammal, 1988
1 Al L]
2 A’

Examples 7 and 8: lst two sangati-s of "emi jésite,"
miéra chapu: A = lst two avarta-s of sangati
B = 2nd two avarta-s of sangati

s Ranganayaki Rajagopalan, 1984
i A1B1
2 AgBq
8. Sugantha Sridharan, 1988
1 Ay
A f
3By *
2 Ag"Bq'*

Examples 9 and 10: 1lst three sangati-s of "samininné,"
adi tala, //A/B/B cont.//

9. Lakshmi Ammal, late 1970's
1 AlBI
2 AZBZ
3 A3B3*
[new text 1 C etc.]
10. Sugantha Sridharan, 1985
1 Aq1'Bq
2 AZBI
3 ASB3
[new text 1 C etc.]
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9:50

10:
10:
=1

Il
1] [E
:08
12

12

12:
:05
13
14:

13

16
40
05

15
41

22

35
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04



1.

12.

13,

Examples 14-17: anupallavi of "entavédukondu,"

key:

anupallavi of "samininné,"
Lakshmi Ammal, late 1970's
// A/ B/ C // letters do
not correspond to examples
9 and 10, but do relate to

examples 12 and 13. see text.

1

2
3

anupallavi of "valaci vacci,"

Lakshmi Ammal, 1985, adi tala
/D /g BYGC /fE ) E cont. [/
E cont. // Letters correspond
to ex. 11 and 13 (melodic, not

textual equivalence).

anupallavi of "valaci vacci,"

Sugantha Sridharan, 1985

adi tala,

=

[1]

A1B1C1*
A1'B1Cq
AzBl 4 Cl d
Ap'ByCy
Ag ! B]_ ! Co*

-/

=

«

5 A

242

14:

14:
:03

15

15:

152
15
16:

16:
149
:01
412
17
L7

16
17
17

12

37

31

47
57
08

27

24
36



Example # Performer, Year sangati {§#  Structure

14. Ranganayaki Rajagopalan,
1984,
1 A1B7
2 A1C1
3 AlCl'*
A1C1'Dy
4 A1C1'Dy’
5 AICl'Dl"
15. Raajeswari Padmanabhan,
1988.
1 A1Bq*
2 AlBl'*
3 AqCq*
4 A1C1'Dy
5 Alcl'Dl'
6 A1C1'Dy"
16 Sugantha Sridharan,
[from repetition of
music from anupallavi in
caranam], 1985.
I A1Bqy¥*
2 Aq1Cq*
3 A1Cq'*
4 A1C1"D*
5 A1G1'Dy "%
6 A1G1'Dy"
17 Sashikala Suryanarayana,
1988.
1l Al(Bl)'*
2 A7(C])"*
3 A1(Cyp")"*
4 Al(Cl")'Dl*
5 Al(Cl")'Dl'*
6 Al(Cl")'Dl"
Examples 18-20: anupallavi of "kanugontini,"
adi tala,
key:
A s B ------- C ~--mmmmmmmm e = -
B e v ity mam s anne ff waas ovm f ashs st g o
E ssemiemnain- B reemmnas G --r===- H-----
W e oon Dt w wen @ e il e mia ieomeas G ratmle, aa o) Y
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Time

18

19

21
21:
21:
212
:54
:05

21
22

225
227
22:
23
234
23

:00
18:
18:
18:
19:
19:

23
35
42
03
29

158
20:
20:
20:
20:
20:

06
L5
21
30
39

19
30
37
42

39
50
57
02
13
25



Example # Performer, Year sangati #

18 Ranganayaki Rajagopalan,
I
2
3
[mew text] 1
2
3
19 N. Chandramouli, 1983
1
2
3

[new text] 1

20 Sashikala Suryanarayana,
1983.

[new text] 1

244

Structure

Alf*
Ayf'*
A1B1Cy*
A1B1C1"*
A1B3C)y
A1B3Cy’
E1F161Hy
E1'F1GoHy*
E1F1GoH *
E1F1G3Hy

Al*

Alf"*
A1B1Cy*
A1B7(Cp) '
A1B3(Cp)'*
Al'Ba(Cz)'*
A1'ByCr*
(E1)F1GH*
E1F1GyH *
E1:F1G2H1
Eq 'F1G3Hy

[ 1£*

Aq f*

Al'f
Al'Bl(Cl)'*
A1By(Cp)'*
A1B3(Cy) '
A1'B3(Cp) ">
A]'Bg(Gy' "%
Al"Ba(Cz')"*
A1"Bg(Cp')"*
E1F1GpH *
E1F1"GiHy*
E1F1GoHy
E1'F1G3Hy

Time

24
24
24
24
24;
24
24
25
25:
210

25

252
25:
25
148
:54

25
25

26:
:07

26

26:
26:
26:
26:

26:
27
27
116

27

20
2
27
2
148
154
28:
28:
28:
28:

27
27

06
12
17
22
27
38
49
00
05

29
35
41

01

14
19
26
38

55
00
05

23
29
36
42

01
07
13
26



Tape 8

Examples 1 and 2: lst two sangati-s of "ramabana,"

adi tala,
key: A-- B----
VA I Y
Example # Performer, Year sangati # Structure
1 Sashikala Suryanarayana,
1983.
1 AlBl*
2 Alﬁl'*
Al'Bl'*
2 Richard Wolf, 1988
1 AlBl
2 (Al)'Bl'

Examples 3 and 4: cittasvara in vasanta raga, ripaka tala

3 Ranganayaki Rajagopalan, c. 1984

4 Lakshmi Ammal, 1983

Ex. # Performer, Description, Year sangati # Structure

5 Lakshmi Ammal, cittasvara
in éri raga, rapaka tala, 1983.

6 Sugantha Sridharan, cittasvara
in hamsadhvani raga, adi tala, 1985.

7 S. Sharmilla, anupallavi of
"sarasiruha," 1988.
e B -cccmmmemeeeee e
B s 5y svan of w0 s Wmn ae b &
C -------- D
LT e s gie i w v B o v LT
1 Alf
Alf'
A1Bp*
A1'Bq*
2 Aq1'Bo%*
A1Bj
[new text] i Cq1Dq
2 GlDl'*

245

Time

2:17
3:26
Time

4:56

5:35

:18
31
144
150
:00
:10
5
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8 Lakshmi Ammal, excerpt from caranam
of "sarasasamadana," late 1970's.

S . PR G —
il mw o oS ek s wan Y a4
O oo S S e e
// [ oo wn A £
[ 1B1*
A1By*
C1Aq "By *
ApBa*
ApBg¥
Ag'By*
(AZ')'BA'*
[ete.]
Examples 9-13: 1lst two sangati-s of "viribhéni,"
ata tala,
AL BLE YLD
9 Ranganayaki Rajagopalan and Raajeswari
Padmanabhan, early 1960's.
1 AlBlchl
2 Az'Bl'ClDl'*
ApB1'CqDy ¥
10 Ranganayaki Rajagopalan, 1984.
I AlBlchl
2 AzBl'ClDl
[ete.]
11 Meenakshi Ammal, late 1970's
1 AlBlCIDl*
2 A3Bl'C1D1*
[ete.]
12 Sankari Ammal, late 1970's
1 Al'Blchl'*
Al“Blfcl(Dl!)f*
2 ApB1"CqDq'*
Ap'B1"C1Dp*
[ete.]
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:10
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123
b
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13 Sugantha Sridharan, 1985

1 A1B1C1Dy*
A1(B1')'Cq(Dy)'*
2 A3'(B1')'Cy(Dy)’

Examples 14-18: lst sangati of caranam of "viribhoni,"

A ------ B --ceeeeecna- C--- D--- E -
A A SRR, 7 R N AR o AR
14 Ranganayaki Rajagopalan and Raajeswari

Padmanabhan, early 1960's.

A1B1C1D1Ep
[ete.]

15 Ranganayaki Rajagopalan, 1984

A1B1C1D1Eq
[ete.]

16 Meenakshi Ammal, late 1970's

A1'B1C1D1E)
[ete.]

e i Sankari Ammal, late 1970's
A1B;C D1 Ep¥*
(A1")"B1C1Dp*
[lst svara]
18 Sugantha Sridharan, 1985
A1B1C1D1E9

[ete.]

Examples 19-20: caranam and lst svara of "samininné,"

adi tala,
// A/ B/ C// [texted section]
// D/ E/F // [svara section]
19 Ranganayaki Rajagopalan, 1984
1 A1B1Cq
2 A9BoCo
3 A3ByCy

247

13:59
14:25
14:43

/-

15:34

16:21

L7535

17:45
18:00
18:16

18:23

19:00
19:26
19:51



svara 1 DlElFl*
AgBoCo*
D1EqF1*
[etc. ]

20 Sashikala Suryanarayana, 1985

1 A1'B1'Cy'*

2 A9 'ByCo*

4 A3'5202*

il Dl'El'Fl'*
(Dlﬁ)iElrFlf*
[ete.]

svara

Examples 21-23: "alaittuvapoti," rapaka tala,
pallavi: J/ A S/ B/ C 4f D Jf
anupallavi: // E // F // 6 /J/ R /J/

svara: 1 ; cittasvara: J

caranam: K (8 avarta-s) and L (4 avarta-s)

svara: M
21, Ranganayaki Rajagopalan, 1988
pallavi 1 AIBIClDl*
2 Al'Bgchl*
transition Ag*
anupallavi il E1F{GH*
2 EI'FzGlﬂl*
svara I+*
I
ciggasvara J*
transition
caranam Kx*
L*
M
transition and end
22 Sashikala Suryanarayana, 1988
pallavi 1 Alﬁlchl*
2 Al'B301D1*
transition Ag'*
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20:
20:
20:

21
2L
21:
2.8
Z21:

22:
22
22

22

24
24
25
24

25
25

15
28
41

01
14
27
40
55

20
30
41

146
22
7
23
23:
24

57
09
19
29
11

30
50
03
13

134
143
257

51



23

Side B

anupallavi 1
2
svara
cittasvara
transition

caranam

transition

Richard Wolf, 1988

pallavi 1
2

3
transition

anupallavi i
2
3
svara
cittasvara
transition

caranam

E1F1G1H *
EjF3GiHy "*
I*

J*

K'=*
L*
M*
J*

and end

E1F1G1Hy
E1Fp'Gy "Hy'
E1F3Gy'Hy’

J¥*

RN

transition and end

Examples 24-35: pallavi of "edutanilacité," adi tala,

1st line
2nd line

24

// A/ B/JC//
D-- E-- F-- G--

5w % 5 dliw e o s S

Sambasiva Iyer, Ranganayaki Rajagopalan
Raajeswari Padmanabhan, 1950's (AIR

Broadcast 2/19/83)

=W N =

[new text]

249

A1B1Cq
AgByCo
Ag'B3C3
DjE F1G*
Dy "E1F1G1*

26:
26:
26:
26:
27

27
273
273
27:
28:

28:
:06
29:
29:

29

29:
30:
30:
30:
31
31:

325
:01
21
33
34:

33
33

00
09
18
26
01

18
38
46
54
28

47

25
45

55
15
36
55
16
55

15

40
20

0:00
0312
0:47
1 e 61
127



2 Dy 'E9F1G1
3 Dl'E3F2G2*
DgEqF9Gy¥*
transition A1B1Cq¥*
25 Ranganayaki Rajagopalan, 1988 (Paris concert)
31 A1Bq'Cy¥*
A1 (B1')"Cy*
2 Asz'Cz
3 A2'53'C3
[new text] 1 D1E1F1Gy*
Dl'ElFlGl*
2 Dy 'E9F16G1
3 Dy 'EgFoGo*
DpE3FoGo¥*
transition A1BCqy*
26 Ranganayaki Rajagopalan, 1985 (home)
1 A1(B1')'Cq
2 A1By'Cy
3 Ap'B3'C3
[new text] 1 D1E1F1Gy
2 D1E9F1Gy
3 D1 'E3FpGo*
D2E3F2G2*
transition Ay [etc.]
27 Lakshmi Ammal, V. Shanti and Sugantha
Sridharan (vocal), 1979.
1 A1B1Cq
2 A9ByCoy
3 AgBaCyq
4 A2’53C3*
[new text] 1 DlElFlGl
2 D1E9F1Gq
3 D1E3F5Gy
4 Agp"B3Ca¥
D1EqF;,Ga*
transition Ay [ete.]
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28

29

30

31

Sankari Ammal, 1987

[new text]

Raajeswari Padmanabhan and K. S.

transition

A1B1Cy
ApB5Cy
Ap'B3C3

D1E1F1(Gp) "%
(D1)'EqF1(Gy) '*
(D1) "EpF1(G1) '
(D7) "EgFyGy*

Ay [ete.]

Subramanian, 1975 [Museum Collection
Berlin (West) MC 8]

[new text]

W W

4
transition

Raajeswari Padmanabhan, 1988

1

2
3

[new text] 1

2
3
transition

Sugantha Sridharan, 1985

(slight technical problems in

this recording)

[new text]

FLNEHEPWMND -

transition

251

AI(BI)'Cl
A1(B1)'Cq1 5
Asz'Cz
A2'32'C3
D1E1F161
D1'EpF1G1
D1 "E3FpGo*
DyE3F)Gy*
DoE3F,G3*
Aq [ete.]

A1B1C1*
A1By'Cp¥
ApBy'Cox*
A2'33'C3*
D1E1F1Gy *
D1 "E1F1G1*
Dy "E3FpGy*
D1 "E3F,Ga*
A1 [etc.]

Al(Bl)'Gl'
Al(Bl)"Cl'
AgByCo¥*
Aj'B3C3
D1E1F1Gy
(Dy) "EpF1G

(Dl)'EBFzGl*
(Dl)'E3F4G3*

A1 [ete.]

113
L2
12:
12
13z
13:
137
13

14:
14:
:06
L2514
144
16:
16:
16:
16:
L

15
15
15

17
17
17
18

19:
19:
20:
20:
156
2l
:04
:16
22:

20

22
22

38
04
28
52
04
16
39
51

14
40

11
35
47
59
11

132
145
557
:10
18:
18:
18:
18:
19:

21
33
46
58
09

26
52
19
31

36

29



32 Vedavalli Srinivasan, 1970's

[new text]

transition

1
2
3
1

2
3

A1B1Cq 5
A1B9Cg
Ap"B3C3
D1E1F1Gy ¥

Dy "E1F1Gp*
(D7) "Ep'F1Gy
(D7) "Ep'FpGo*
Ay' [ete.]

33 Chembai Vaidyanatha Bhagvatar [33 ESX 6009]

[new text]

transition

34 V. Ramachandran, 1981 (Univ. of

[new text]

transition

35 T. R. Mahalingam, 1975

[new text]

transition

252

WMREHEWo -

1
2
3
4
1

[pe]

3

oW r =

3

A1B1C1 5
Al'Bz“Cz
A3B3"C3
D1E1F Gy *
Dl(Ez)'Fl'Ga*
Dl(E3)'Fl’G5
Ay [ete.]

Illinois)

A1B1Cy
A1'(B1)"Cy 5

(A)"(B1)"'C1 5

(Ag')'B3C3
D1E1F1Gy*

Dy "E1F1Gy*
Dy "EpF;Gy

Dy 'EpF; "Gy '*
DIEBFhGB

Ay [ete.]

AlBl'Cl
A1"B1'Cq’
A1"B3Cq’
DlElFl---*
Dl(El)Fl--*
Dy'(E9)Fq"'£*
Al"B3C1 r *
D1E3F6f*

A1 [ete.]

22
23
23:
24
24
24 ;
24
:01

25

25¢
:06
26:
26:
27
27
27

26

27

28:
28:
146
29:
29:
29:;
29
28
30:

30
3L
313
32
32
+39
149
33
33:

32
32

44
11
37
04
21
28
48

46

28
50
01
11
31
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G
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35
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Title: Models and Improvisations

Examples 1-8: Zlapana in bhairavi raga

Example #
1

2

Examples 9-12:
9

10

L

12

Examples 13-21:
L3

14

15

Performer, (Description), Year
Lakshmi Ammal, 1972
Raajeswari Padmanabhan, 1980's

"Lakshmi Ammal motive" [i.e. phrase

characteristic of Lakshmi Ammal's playing

elaborated upon in Raajeswari’s
performance] .

"Lakshmi Ammal motive" isolated from
example 1.

Elaborated versions isolated from
example 2.

raga alapana in kalyani raga
Lakshmi Ammal, excerpted phrases, 1983
Sashikala Suryanarayana, excerpt, 1972
R. Sheela, excerpt, 1987
S. Mallika, excerpts, 1987
raga alapana in kambhoji raga
Lakshmi Ammal, early 1980's
Lakshmi Ammal, early 1980's

Lakshmi Ammal, early 1980's

253

Time

0:00

1

19

4:22
5522
6:18
7:43
9:13

16:

17

17

1T

18:

18:

19:

21

23

24

26

29

32:

54

06

:06

47

148

05

37



16

17

18

19

20

21

Side B

Sashikala Suryanarayana, fragment,
early 1980's

S. Mallika, 1987
Lakshmi Ammal, excerpt of basic phrase

Sashikala Suryanarayana, excerpt of
basic phrase.

S. Mallika, excerpt of basic phrase.

Lakshmi Ammal, vocal dlapana, late 1970's

Sambasiva Iyer, Ranganayaki Rajagopalan,
last kalpana svara in performance of
"sarasiruha," late 1950's.

Ranganayaki Rajagopalan, svara from
" jagadanandaki," 1985.

Ranganayaki Rajagopalan, svara from
" jagadanandaka," 1985.

Excerpt from example 1
Excerpt from example 3
Excerpt from example 1
Excerpt from example 2
Excerpt from example 1 (janta phrases)

Tape 10

Title: kalyani raga: Ranganayaki and Raajeswari

Side A
Example #
1

2a

2b
2c

Raajeswari Padmanabhan
Performer, Description

Raajeswari Padmanabhan, alapana and
tanam, AIR Madras 1983

Characteristic motive (3 examples)
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36:27

37:39

40:13

41:17

41:52

42:48

0:00

3:04

3:18

Time

0:00

18:27

18:42
18:55



3a
3b
3c

ha
4b
4e

Side B

2a
2b

3a
3b
3¢

S5a
5b

tanam phrases in alapana (3 examples)

Characteristic gamaka-s (3 examples)

Repetition

Link between alapana and tanam
3 sthayi tanam cadence
Ranganayaki Rajagopalan
alapana and tanam, 1980's

Characteristic motive (3 examples)

Characteristic gamaka-s (3 examples)

Link between &lapana and tanam

Repetition (2 examples)

Ending of tanam
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19:
19:
19:
20:
20:
20:
20:
21

21

09
36
53
19
26
32
41
02

44

0:00

12
12;
L2

13
13
13

13

14:
14

15:

35
43
53

:03
215
124

139

35
55
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GLOSSARY

Language from which script is transcribed, and or language from which term
is derived is indicated in brackets:

Tamil = T
Telugu = Tel
Sanskrit = Skt
acari [T] Artisan (eg. vina maker).
aksara [Skt] Primary beats of the tala (eg. adi tala

contains 8 aksara-s).
aksarakala [Skt] Divisions of an aksara.

alankaram [T < Skt alankara] Set of exercises taught after
janta varibai. Ornament; patterns of svara-s.

alapana [Skt] Short for raga alapana; exposition of
a raga in free rhythm.

aluttam [T] Emphasis, pressure. Used to describe grip
on the vina and manner of playing.

anga [Skt] Division.
anumandra [Skt] Two octaves below main octave.
anumantiram [T] Fourth main string on the vinZ, tuned to

anumandra pa.

anupallavi [Skt] Section (usually the second) of a musical
composition.

arcana [Skt] Worship

arohana [Skt] Ascending scale.

avarohana [Skt] Descending scale.

avarta [Skt] Cycle of tala.

baj [Hindi] Style of playing an instrument, especially

tabla, in hindusthani music.
bani Same as pani.

bhakti [Skt] Intense, loving devotion for god.
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brikka

caranam

caturasra

chapu

[ < Skt ?] pirukka, etc. Fast section at end of
alapana. Style of singing which involves fast
rendering of successive svara-s.

[T < Skt carana] Section (usually the final)
of a composition.

[Skt] Quadruple division.

[Hindi] Group of tala-s outside the system of 35 tala-s which
are executed with claps and waves.

chatuéruti dhaivata

chayasvara

cittasvara

[Skt] The higher variety of the 6th svara, dha--played on the
ninth fret of the vina (dhaj).

[Skt] svara that gives individuality to a raga.
Same as jiva svara.

[Skt] Composed passage of svara-s added to a
composition. Sometimes used for muktayisvara.

"conservation of sangati-s"

datu svara

dévadasi

dirgha

dhrupad

Term coined by the author to refer to sangati-s which use
material from other sangati-s in new configurations.

[Tel] svara-s separated by a leap of several svara-s

[Skt] "Servants of god." Name given to girls and women
dedicated to south Indian temples to serve god by dancing and
singing.

[Skt] Long.

[Hindi] North Indian genre of classical music.

"double-oscillation echappée"

drutam

gamaka
gati

gayaki

Term coined by the author to describe a characteristic way in
which Lakshmi Ammal ended some of her gamaka-s--i.e. with two
quick oscillations.

[(T trutam) < Skt druta] Portion of tala executed
by a clap and a wave.

[Skt] Integral ornament.
[Tel] Same as natai.

[Skt] Singer.
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ghana raga

gharana

ghata

gltam

gopuccha yati

gotuvadyam

graha svara

guru

gurukula

istadévata

Jjanta varifai

Jjiva svara

kaisiki nisada

kéka;i nisada

[Skt] "Deep" raga; raga-s suited for extensive
elaboration, esp. through tZnam. Usually used
in reference to the raga-s nata, gaula, arabhi,
varali, and $ri.

[Skt] Lineage of musicians.

[Skt] Clapped beat of the tala (eg. beats 1, 5, and 7 of adi
tala).

[T < Skt gita] Genre of devotional song taught to
beginners after alankaram and before varnam.

[Tel; < Skt gopuccha + yati] Rhythmic pattern

containing phrases of decreasing magnitude (like

the tail of a cow, or gopuccha).

[ < T kéttuvadyam (Sambamoorthy 1959, 201)] Stringed
instrument shaped like a vina played with a stick to slide

across the strings (like a slide on a slide guitar or a pedal
steel).

[Skt] Initial svara.
[Skt] Teacher, master.

[Skt] System of learning in which students live with their
teacher. (also: gurukulavasa)

[Skt] Deity chosen for worship by an individual, or one'’s
family deity.

[T] Exercises following otta variéai.
[Skt] A type of gamaka; glissando.

[T; Tel] Name given to rhythmic solfége syllables.
Same as solkattu.

[Skt] The five varieties of laghu: tiéra (3 beats)
caturasra (4 beats), khanda (5 beats), miéra
(7 beats), and sankirna (9 beats).

[Skt] svara that gives individuality ("life") to
a raga. Same as chayasvara.

[Skt] Lower variety of seventh svara, played on tenth fret
(svarasthana) of the vina.

[Skt] Higher variety of seventh svara, played on eleventh
fret (svarasthana) of the vina.
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kampita

kalpana svara

kalpita

Karaikkudi

karvai

kavaticintu

khanda

kirtana

kérvai

krici

kummi
kutam

kutukkai

laghu

[Skt] A type of gamaka; oscillation,

[Skt] Form of improvisation involving rendition
of solfége syllables within the framework of the
tala.

[Skt] Short for kalpita sangita; branch of music
involving the performance of composed material.

A town 35 miles north-east of Madurai in Tamilnadu
where Subbarama Iyer and Sambasiva Iyer lived.

The style of vina playing under discussion in this
thesis is associated with this town, although all
musicians with "Karaikkudi" preceding their given
names do not necessarily belong to this school
(eg. Karaikkudi Mani is a mridangam player who has
no connection with the Karaikkudi style of vina

playing).

[T] Temporal interval, elongation of svara-s,
rest.

[T] Folk song type often sung or played at the end of
karnataka sangita concerts.

[Skt] Quintuple division.

[Skt] Musical composition in which devotional
aspect of text is considered primary. Usually
does not feature sangati-s. Said to be predeces-
sor of kriti. Term sometimes used interchangeably

with kriti.

[T] Rhythmic cadence involving the repetition of
a phrase three times.

[Skt] Musical composition usually containing
three sections: pallavi, anupallavi, and
caranam. Features use of sangati-s. Sometimes
used interchangeably with kirtana.

[T] Women’s dance in Tamilnadu.

[T] Main (wooden) resonator on the vina.

[T] Auxiliary resonator on the vind, usually made
of gourd or paper mache.

[Skt] Portion (anga) of tala performed by a clap
and finger count.
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laya

madhyama kala

madhya sthayi

makutam

mandra sthayi

manodharma

mantiram
marga
misra
mittu
mohara
mora

muktayisvara

nada

natai

niraval svara

nyasa svara

otta varisai

palakkam

pallavi

[Skt] Speed or tempo.
knowledge or control of rhythmic complexities.

[Skt] Middle speed. Quicker tempo raga elaboration.

for tanam.

[Skt] Middle octave.

[T; < Skt makuta] Crown.
ending of kalpana svara or other svara section.

[Skt] Lower octave.

Also short for laya jrhana,

Name given to climactic

[Skt] Short for manodharma sangita; branch of

music involving improvisation.

[T] Third string on the vina, tuned to mandra sa.

[Skt] Way, style.

[Skt] Division of 7.

[T] Act of plucking the strings of the vina.

[?] Long rhythmic cadence ending with a korvai.

Same as méhara.

[Skt] Composed svara passage after anupallavi of a

varnam.

[Skt] Sound.

[T] Subdivision of aksara or aksarakala.
gati.

Same as

[Skt ?] Improvising melodies on a line of text

from a composition.

Is found at the end of a

kriti or in a pallavi.

[Skt] Final svara.

[T] Lessons following sarali varifai; sometimes
included in sarali varisai.

[T] Custom, training.

[Skt] Section (usually first) of a musical

composition.

Genre of musical performance

involving rhythmic and melodic improvisation

which is considered the climax of a concert
in karnataka sangita.
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paficama
paricamam
pani
parampara

patam

pathantara

pirukka

pitippu

pratyahata

prayoga
paja
ptujari
ragamalika
rama

ravai
sabha
sahitya

sakti

sama
sampradaya
saficara

sangati

[Skt] Fifth of the scale, abbreviated pa.

[T] Second string on the vina, tuned to mandra pa.

[T < Urdu bani] Style, manner, peculiarity.

[Skt] Lineage, tradition.

[T < Skt pada] Musical composition. Usually slow
and containing texts of love. Used especially for

dance.

[Skt] "Variant reading." Used to refer to the
lineage, or versions, of compositioms.

[T] See brikka.

[T] Grasping. A term used to describe the grip
used while playing the vina.

[Skt] Technique of emphasizing the second of
repeated svara-s in descending passages.

[Tel < Skt] Phrase in a raga.

[Skt] Worship.

[Skt] Priest who performs pija.

[Skt] Series of r3ga-s rendered in succession.
[Skt] A Hindu god.

[T < Skt rava] A type of gamaka.

[Skt] Music hall.

[Skt] Text.

[Skt] Power, energy. Personified as the divine
consort of the god $iva,

[Skt] First beat of the tala.
[Skt] Tradition.
[Skt] Phrase or series of phrases in a raga.

[Skt] Composed melodic variations on a fixed
text, found especially in kriti-s.
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sangita [Skt] Music.

sarali varisai [T] Beginning set of svara exercises. Also called
svaravali varisai.

sarasvati paja [Skt] Hindu holiday on which books, musical instruments, and
other items associated with the goddess Saraswati are used in
worshipping her.

sarini [T] First main string on the vina, tuned to sa.
sarva laghu [Skt] Manner of performance involving a steady

stream of even time units as opposed to additive
rhythmic units of three, five, seven, etc.

sargam [Hindi ?] Indian solfége syllables.

satakam [T < Skt sadhaka] Practice.

sisya [Skt] Disciple.

"sparkling sphurita" Term coined by K. S. Subramanian to

describe a particular technique for
stressing a svara which gives a
"sparkling" or shimmering effect.

sphurita [Skt] Technique of stressing repeated svara-s in
ascending passages.

srotovaha yati [Tel; <Skt srotovaha + yati] Rhythmic pattern
containing phrases of increasing magnitude (like
the widening of a river, srotovaha)

$ruti [Skt] Pitch; intonation; smallest unit of
difference perceivable between two svara-s; one of
twenty-two divisions of the octave in Indian music

theory.
sthayi [Skt] Octave (i.e. register).
"sustained Term coined by the author to describe a
from above" characteristic gamaka used by Lakshmi Ammal.
svara [Skt] Pitch. Unit which includes a pitch and its

constituent gamaka-s or ornaments depending on the
rdga. Sometimes short for cittasvara, kalpana
svara, muktdyisvara, or ettugada svara.

svara jiana [Skt] Sense of pitch.

tanam [T < disputed] Elaboration of a riga in a steady
pulse, but without meter or tala.
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tara sthayi [Skt] Upper octave.
tiéra [Skt] Triple division.

tribhinna [Skt] Lit. "3 broken." Technique on the vina
involving the successive sounding of the sarini,
paficamam and mantiram while barring one fret with
the index or middle finger of the left hand. May
have meant other things in earlier times.

upasaka [Skt] Worshipper.

vainika [Skt] vina player.

vakra [Skt] Crooked.

vali [T] Way; manner; lineage; style.

varnam [T < Skt varna] Lengthy piece rendered in several

speeds occurring at beginning of concerts. Genre
of composition taught to students after gitam.
tana varnam. (pata varnam is a dance piece).

vidvan [Skt] Great musician (lit. "one who knows")

vijayadasami [Skt] Name of Hindu holiday--an auspicious day for beginning
any undertaking.

visesa [Skt] Special, peculiar.
yali [T < Skt vyala] Mythological animal, half lion and half

elephant, whose head is depicted on the end of the south
Indian vina.
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