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Abstract

Modern Kannadéheater réersto a very rich tradition otheaterthat evolved in th@rincely state

of Mysore, British Indialt wasfounded, suppoed and nurtwed under the royal patronage of the
erstwhile kings of Mysore, Mummadi Krishna Raja Wodeyar, Chamaraja Wodeyar, Krishna Raja
Wodeyar |V and Jaya Chamaraj endr )t WRaayarb.h 1 R
(VAttisi BPnal e s iRThdatgrsd chdimdched its pinnacle of creative effervescence

in the late 19 century during the colonial rule and rode high upon the créstisterous popularity

from the early 20" century until its decline in the 1970Bhe days in thisgene of theaterwere

rife with a wide variety of music, beautiful poetry, dance and aclibie dramatic literaturé

based on popular mythological, historical, social and fictional thémesused as a story telling
mechanism t@ppeal to the enamoured fance#she audiace Thoughit initially throve under

the magnanimous patronagetloé kings of Mysore, modern Kannatteeatemwas latepromoted

by famous drama companies such as A. V. Varadachar Company, ChamundeshwariyCompan

Gubbi Veer ann aedhsvar&CCompyrard K Bliaasnayya Company.

The current work aims to document the salient features of modern Katheatiey based on the

artistic biography of the eminent Kannatiaatempersonality, my father, Vidwan R Ranashivan

(Vidwani an epithetisually assaated with scholarly musicians in South India), often referred to

as Kannada Radagabhi i GBre@tma r Rintddma M@d of Kann
an illustrious career spanning more than eight decades in Kativeataras an actor, director,
harmonium player and composer with various drama companies from 198%5/@ As an

essential component bfs biography, the work will include brief biographies of two of his sisters



R Manjula (Born 1940) and R Nagarathnamma (12@862), both eminent actorsyho were

groomed undehis watchful eyes in the nuancesaating and music

This work derives from palette of research approaches including biography, dialogic interviews,
autobiographical and reflexivethnographical research methods. A series of personal interviews
aboutP a r a ma spensona lifeGandhis knowlelge worldsof theatey cinema and ngicin a

politically charged atmosphere amid a growing sense of nationdktemminedto uproot the

colonial rule will be interpretedto reflect the soaill situation,cultural and politicalprocesses
prevalentinthap er i od. Paramashivanés biography al so
conventions, social status of actors and their struggles, social attitudes, prejudices and cultural
pressures towardbieatermrtists that led to théecline of a highly evolvedrt form such as modern

Kannada theater.
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This thesis is an original work by Deepak ParamashiVanious field research methods like personal
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to in this thesis can be accessed frtdm Education and Research Archive, University of Albdiya

following the linkhttps:/era.library.ualberta.ca/
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Note on Transliteration

This dissertation containgordsfrom mostly Sanskrit and Kannadanlike Hindi, the terminating

ais not dropped in Kannada (é&xar e Sa i s not pSanskitovards@mpear imtse Par e
form of either the name of the play or as a pd€amnada words are more frequently encountered

in the interview section where native phrases are transliterated and glossed within parenthesis
Lyrics in the tanscrbedscoresof songs do not follow the transliteration scheme. The song lyrics

is first presented using the transliteration scheme followed by the melody and the text without

transliteratiofl For exampl e, par smfascir. wri tten as par e:

Note on Lorg Interviews in Block Quotes
While presenting the interviews, for longer segments of interviews, block quotesediend the

text is italicized Shorter ones are presented without any font change or block quotes.



Dedicated tadThe TwoGreat Dudeé | am sure as thegreatest intellectualgheywill be able to

logically resolve their doubts.

If you spend too much tintieinkingin the abstract, you will never reach introduction

-An Ol d Chinese PGuid dropout
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Background

There are several reasons why scholars stedyprming arts and artists. The study of performers

is as important as the study of the performing art itself sintee per f or mers ar e
torchbearersd of a thaylrdpnesenhosecoliéctive exparienceiwdl h e r i
fulfil the purpose ofeproducing and reflectinped | i f e  @nfts entilety Nedtlr(200%:172)
emphasizes that thimary concern of the discipline of ethnomusicology is to study the diversity

and characteristics of music of a large population and thas ¢an be fulfilled by studying an

individual musician, exemplary or otherwise, who is a representative of thetahidture.

Regula Qureshi, in the prefatory notes to her bblaister Musicians of Indi@ i t es O Love

gratituded f asiciars tvhe hdvebeen Her teagherg, asa motivating factor to write

the book. Studying artforms serves another yitapose, as Hansen (1992243) wr i t e s, AEV
they entertain, éthey supply Apicturemedaoaf t he
of communication in societies before the adve
facilitatesthe econstruction of an 6ordered, meani ngf |

is an attempt to reconstiiiceproduce and refletiie cultural past of Mysore province during the

early 20" century through the medium pfodern Kannada theater.

At the very outset, | wish to confess that | had no such noble intertlen&egula Qureshi or

Katherine Hanseto write about or document anyusical, dance or theater style that | have learnt
from various artists. Not [ecteadchsre or the nugsictaes n o G
who have inspired me all along, nor because | am indifferetthéomusical worlds in which |

have dwelledad the embodiments of rich repertdinat have been nsjlan vital but only because



| did not find such an exercisecessary. My indifference continued until | realized that it was the
only way to gain entry to the innermost musical precincts of a ceB@iangimaestro whose
music | admired, celebrated, revered and wanted to assinmtateny own musicianship. Isia
matter of pure coincidence and serendipity that instead of writing abo8athagj | eventually
ended up writing about modern Kannada thedteras therefore compelled terite about my
family memberd my father VidwanR Paramashivafvidwan i an efithet usually associated
with scholarly musicians in South Indiggnd my aunts, late R. Nagarathnamma and R.
Manjulamm#& who are the masters of thischnically and musically highly evolved theater

tradition

| will articulatethe course of events that irmhd me to shift the research focus fr8arangito

modern Kannada theatand describe the circumstances in my family under which this art form
was kept out of my reach for nearly three decades, in the next chapter. Hevat iting detailed

but being lonest, | confess that | undertook the task of writing about my father and his art, among
other reasons, because | owe him a debt of gratitude. He is not only a biological father to me, but
also has been my Guru who selflessbnsferred all his musical #k like singing, composing

and playing various musical instruments to me since | was a child and in the recent years, he has

been imparting his theatrical skills like acting and direction as well.

In this dissertationl, will document the salient feates of modern Kannadheater based on the

artistic biography of the eminent Kanndtaatepersonality, my father, Vidwan R Paramashivan,

often referredtoad Kannada Radgabhi mif @hejaHmag rPa nedd naat hhUedr
theatero)6é6, who had an il lustrious theateraser sp a
an actor, director, harmonium player and composer with various drama companies from 1935 to

1970. I will unwind his personal interviews and subject theoritwal analysis tdurther my own



selfunderstandings of modern Kannada theater from several vantage poisthotdrship
cultural nationalism, classicization, gender conventemgpostolonial modernity| will study
the body of repertoire of Kannada theater to highlightitigeiistic and intercultural elements and
the influences of the colonial cultuom its evolution.l will attempt to throw lighton modern
Kannada theatérfailureto reshape itselfrom the conventionatolonialnaratives,to align with

the movement of nationalism which led to its decline.

Aim and Purpose
Modern Kannadgheaterrefers to a very rich tradition dfieaterperformance that evolved in the

princelystate of Mysore under the colonial rule, in the late 19th and early 20th cdotunged,
supported and nurtured under the royal patronage of the erstwhile Kings of Mysore, Mummadi
Krishna Raja Wodeyar (1794868) Chamaraja Wodeyar (188894), Krishna Rja Wodeyar IV
(18841940) and Jaya Chamarajendra Wodeyar (A84).Popul ar |l y knoyht as
Radgabhimi (VAtti: Prof ess.i ibreashked its phaatlgaf treativeni
effervescene in the late 19 century during the cotdal rule and rode high upon the crest of a

boisterous popularity frorthe early 28" century until its decline in the 1970s.

When the art is contemporary, the artist and the historical circumstaeceoth dispnsable. But
writing about an art or artifrom the recent or distant past means to invariably depend on written
testimonies in the archives and historical documents. Despite being the most populaf form
entertainment in the Southern Karnataka during late 18 and early 20 century, modern
Kannada theater failed to attract the attention of scholars of ethnomusicology or history, thereby
remaining obscure and only in the memories of a handful of performers most of whom left this

world without leaving any audio or visuahprints, or histori@l documentation anformation for
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the posterity. Thus, in the absence of historical information, the knowledge worlds of the surviving
artists are not only crucial but rather tbely source of information that can engender the

understading of the artthe artists and the social framework under which the art evolved.

The primary goal of this dissertation is therefore to document and offer an expository glimpse of
modern Kannada theater by means of exploring the knowledge worlds ofaBaraam through

his personal interviewsndby placing them in context. Nettl (2005:173) lists three methodological
approaches in ethnomusicological fieldwork to study an individual whose personal music
experience represents the collective musical expszien a cultureThese include, biography,
personal repertoire and performance practice. This dissertation adopts a mélange of all these genres
of writings and many more that are commonly found in the field of ethnomusicology. At a
superficial level, althogh, this work right appear to be biographical in nature, | travel back and

forth between dialogic interviews, biographical, abtographical and reflexivethnographic

styles, quite freely, using them as tools in my tool kit, much like a mechanic viksogpid chooses

spanners, screw drivers, pliers of different sizes checking the surface bitibke level.

Lenneberg (1988:1) in his endeavor to establish the seriousness of biography as a mainstream
scholarly discipline argues that biography in factéembinationofl i sci pl i nes | i ke 6
history, theory, and stylistic analysisodé and
without a thorough knowl ed g e KistdrandiViarn (tl9D7gtriess u a | C (
on thefutility of writing only about the events in the lives of musiciamgl insist that it is

imperative that the music should be regarded asurce of biographWureshi (2007:4), writes
ABooks of interviews with musi apeafrvarbalgdraits ar t i s
painted by individual artists themselves with due guidance by the interviewer. Interviews can also

be turned into a collage of primary source information on an artistic practice, as envisioned by the



aut hor who d o eave natieesincarattengpis oad to completely marginalingy

voice as an interlocutarhile presenting the words of the primary subject of this dissertation, my
father. Also, this work only represents the tip of the iceberg of a very rich tradition, anlycas

as what cold be gleaned from a single individual. However, while attempting an orderly
exposition of modern Kannada theater, I wi ||
memories and association with Kannada theater and relate theis aot and howt had far
reaching consequences on imteraction with otheknowledge world of music and cinemais

social identity and professional career. Though other ancillary issues such as influence of
colonialism, movement of Indianationalism and modernitygender identities within modern
Kannada theater do arise in the course of the current study, they are addressed only in the passing,
insofar as an aid to fortify their connections to the modern Kannada theater repertoire and its
decline. | am aware that @a of these ancillary topics can be further elaborated and have the
potential to serve as sta@atbne topics for a thorough investigation; yet, such amellisive study

is neither the aim of the current study nor was it pcatiti possible, given thahe performance

of this art form declined in the 1970s and most of the modern Kannada theater performers were
long gone, before any scholarly study of this topic could be undertaken. | have instead concentrated
my efforts in forgrounding the interviews,hé repertoire and the knowledge worlds of
Paramashivan that received little or no attention from scholars or performers even within his own
province of Karnataka where it had its genesisutside While engaging with the dominatale

of modern Kannadaeater through the biographical interviews, at each intersection, | inscribe
them with mechanisms that influenced the artist and his art. | will try to juxtapose the exposition,
wherever possible, with an investigation of caukesthe sudden decline ofush a highly

established, evolved and popular theater form within a span of hundred yearsKavhag¢ak



music, Yakh g U n as ¥, KDaYuYKuAita and other classical and folirtforms continued to

survive and flourish in Karnatak

Here, | associate theowr d Ot r adi ti on6 t ovithmhchcee rsne nksaen noafd aa tol
amalgamation of techniques of performance, execution, texts, music, acting, technological
paraphernalia and aesthetic parameters that define this partiemise which had remainea

major source of entertainment with plays that were pregnant with popular mythological, historical,
social and fictional themes, bntot i n t he sense of a mysteri ous
purpose of this work is primdyito document and preseatrepresentative sample af artistic

tradition that went through different phasesaafentire lifecycleof intention, conceptualization,
implementation, evolution and decljral within less than a hundred years, from theratd"

century to latemid 20" century.

Interviewing a Loving Father or a Disciplinarian Guru?

Before describing the interview processgrdy | will briefly describe my relationship with my
father during my childhood and how it changed gradually over time. My parents hadacame t
agreement that both had to work hard to educate me and my sister and provide us with a
comfortable life. Theiprofessional circumstances compelled my father to work as a music teacher
in a high school and pursue his theater and musical career ialBangyhich was an urban center;

my mother worked as a lecturer of psychology and sociology in the not so urbtiseaked in
culture, historic city of Mysore, a hundred and fifty kilometers away from him. My mother visited
my father thrice a week, butyrsister and | could afford to visit him only during alternate

weekends. Even during these short visits, he wquedd half the time addressing the endless list



of annoying complaints my mother had against my mischievous behavior back in Mysore and the
remaining time was spent in teaching me music. As a father he had a very sweet temperament but
in the realm of musibe would transmogrify himself into an impatigsirict task masterEven a

small mistake while singing phraseattracted a stern glare asdvere rebuke, which made me
nervous and uneasy singing in front of him, a fear that | carry even to thiHgaphigh
expectations and exasperations made teaching and learning music a burden to Bothwalf us
discuss some more aspects of our refatigp and the contours of the path that we traversed

together before we found ourselves in a mutually amicaiigfort zone in the coming chapters.

Paramashivan has shared his treasure of personal and professionafasttinisslissertation. |
was priw to some of the information since my childhood, at least superficidigveheardsome
of theseoft-repeatd stories from my fatheavhile he wassharing them witimy mother, his friends,
during his interviews in the television, newspapers or duringc and theater eventghich he
would preside over as a guest of honor. After | decided to pursue this topiy fiissertation, |
formally interviewed him in the year 2017 from Janu8@pptember during my field worlOn
many occasionduring my field visis, | had to wait patientlyor opportune moment® capture

his expansive and unhurried mood

These formal iterviews, however, helped me immensely in filling the gaps in my understanding
of his person and persona. | did my field work when he was eggvwgn years of agbge had
already won many prestigious awards including the highest award for performimgladis,, the

Sangit Natak Akademy award and therefore had reached a state of contentment in life. The

1 The situation hasvorsened when | decided to iiarnatak classical music, temporarily, to start a rcankdoin

the college and he heard me sing the cover version of
last part, in the inaugural concert. After th®w, | distinctly rememberhime |l | i ng a family friend,
proud ofmyson,hper f or med the death rites of the holy trinitie
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interviews were conducted at differentdtions; his modest house in Bangalore, rehearsal venues,
and at various auditoria while he was teaching, dirgctsinging, acting and playing the

harmonium.

His house in Bangalore was constructed in 1960 on a plot that belonged to my grandmother which
she distributed equally between my father and my aunt late R. Nagarathnamma. He built a house
on his share of #hplot in which he has been livingn the first floor ever since. As soon as you

enter the house, you can catch him tucked himself into hagifawspot, his bed by the window,
which my mother joking refers to &4 Hi g h nterens gtting upon which he settles all the
disputes in the theater woddt was sitting here that he dictated more than thousand theater songs
and the tunes to Mr. 8talinga Murthy who wrote them downanually which was to haublished

lateras a book along with the music CD. Again, it was here he answered most of my questions
either reclining on a pillow or sitting with his legs crossechis usual poisedangfroidof a

seasoned artistho hashbeen there and done that

In each interview he would share a deluge of information about his knowledge worlds in modern
Kannada theatercinema, Karnatak music and his personal associations and experiences with
eminent actorsmusicians, playwrights, Kannada poets and novelists like Bellary Bi Chi, A Na
Krishnarao, J. P. Rajaratnam. Madtthesenames were not unfamiliao me because héad
mentioned them earliein fact deceived by his se#ffacing charactet,was quiteskeptical for a

long timeabout the veracity of his claimde alwaysclaimed to know these eminent personalities

and to have taught music to many of the famous Kannada cinema actors including the Kannada
matinee idol, thespian Dr. Rajkumar. My suspiciarese dispelled only after | attended a grand
event in the year 1996rganized by the government of Karnatakacommemorate the birth

anniversary of the theater company proprietor and actor, M. V. Subbayya Naidu. This event



featured Rajkumar playing thed e o f Ra mUk UnB maa kftrao untehasry 0p | ay
f at h e r disectionuasdi harmonium. After the show, Rajkumar embraced my father and
announced to the television reporters about his association with my ifatther theater world

saying iParamasivanc an ma k e e v e Whea | wastinbrodecedsa himg | eveeeling

a sinking surreal sensation in my mind and body, because here was the most popular hero of
Kannada cinema to catch a glimpse of whom thousands of people are rioting outsiakttreim

braving theruthlessconstabulary, and the same person ibracing my father and talking to me

in afriendly manner Because of this experience, | did not have any reason to suspect his words
during the interviews when he named many more emipersonalities to be his friends from his

theater days.

In the month 6 May 2017, my father floated the idea of staging a very old play tiléitipa
Pratijfie that was popular in the 1930s but had not been performed thereafter. He asked me if |
could playthe lead role. | agreed but upon the condition that he should a¢sb aird let me stage

my dream playS a d U rwhiachel had already performed, quite amateurishly, in the past. He
agreed to my precondition and the rehearsals started in full swing fothmoplays. | took the
responsibility of teaching a d U rtoathre erewsince | was already familiar with the plot which
gave him some respite. During the same time, the chair of the Department of Drama, Bangalore
University, approached Paramashivan tahethe playkn tld A Lt@ Hisastudents pursuing MA in
Drama. The univeity kindly offered its premises and the auditorium to rehearse their play as well
as ours. As a kind gesture, my father offered to stageBbbittipa PratijieandKn d A Lap tha
sameday in August 2017. | made use of the opportunity to make a videadnmegmf two full

length rehearsals of these plays in the university auditorium which captured Paramashivan in

action in different avatars; as a director, teacher, music director andiam player. | conducted



several other interviews of my father whierecorded over five hundred theater songs played on
the harmonium by him. For the same project | requested my aunt R. Manjulamma to sing a few

songs, a request that she obliged.

Thoughl stopped interviewing him formally, | continued to seek clarificagioner the telephone
after returning to Canada throughout the course of writing this dissertation. | am now habituated
to turn on the recorder whenever my father comes on the phohe @odtinues to enrich me with

new anecdotes,rewsong oroffersa new perspectivabout Kannada theater.

Chapter Schemata

Chapter 1 deals mostly with the necessary background information about the modern Kannada
theater, the study area where the stibjef the dissertation Paramashivan, his sisters
Nagarathnamma and Manjulamma were born and began their theater careers. It provides an
understanding of the core research questions and the relevant background literature and where the
scholarship stands dndian theater and modern Kannada theater, along with tdratlire on
biographies of male and female performers and, the nationafisnexus and the case of theater.

In Chapter 2, following an auoiographic and reflexivethnography approach, | witlescribe

my own association with the theater. Alongside,ill describe the research methodology and
clarify my distinctroles as an insider and outsider while | studied my own culture. In Chapter 3,
the music of Kannada theater, its influences from ajbares namell{arnatak Hindustani music

and European aingill be discussed along with a study of texetting in theater songs. Chapter 4

and 5 mostly deal with biography and dialogic interviews with my father in which | will keep

changing my role as passive observer and an active researcher. Chapter 6 srioedavith
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nationalism, classicization of art and culture, and its impact or the lack of it therein, on modern
Kannada theater. Chapter 7 is about gender conststatss of womeand the role bdevadasi

sin modern Kannada theat@énterspersed with terviews with my aunt and my father. | will be
discussing the role of female actors in the theater, how their voices were muzziethpasje

by their elitist husbands and lastly the hardshiey thad to face being in theater professiod

after its deline. In Chapter 8, | wilconsolidate the findings from the dissertation disgusshe
causes oflecline ofmodern Kannada theater taking into consideration the multifarious factors
discussedh the dissertatiorl.will state the research gaps in the current work and suggest possible

directions in which the current work can be extended.
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Chapter 1

Introduction

While the literature of early Kannadaeatercan be traced back td"@entury ADwork by the

poet NApaKawuigaUijt,anany &botas beliewdatthe modern Kannadeeater

drew its influences from the touring Persian and Marathi theatres and subsequently established
itself as one of the prominetiteateistyles in Indiam the early 19 century(Raghava, 1976)his
commonly accepted notion of influence of Marathi and iRettheaterwas later challenged by
scholars like Ashok Ranade who corrected the perceptions about such influences and placed them
in perspective. Ranadproved that it was the itinerant theater troupes of Mysore that visited

Maharashtra thereby paving tvay for the genesis of Marathi and Persian theater (Ranade, 1986).

Despite influencing other theatres, a formal Kanrtadatermovement had not stad until 1882,

when the erstwhile King of Mysore, Mummadi Krishna Raja Wodeyar, who foundeshter

troupe affiliated to Mysore royal court call&iti Jayachamarajendra Karnataka Nataka Sabha

and appointed court poets to compose modern plays in Kanaagiaalge. The content for the

plays were either translated from Sanskrit plays or originally compos#telmourt poets based

on mythological themed hese plays were composed and executed adhering tales oNU 1 y a

$ U s tN8®)avhich says about the content of the plap U7 a k a m k h y(Aplag shqutdt a m sy
be composed such that the plot and the subjedter are familiar to the audiencélays were

also composed based on contemporary social themes aod &cad included adaptations from

famous Persian and English plays suclGase-B a k U Ve [Taming of the Shreand Robert

Macaire
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Later the palace drama troupe was taken over by others and renan@dthrasndeshwari

Companyn the early 28 century vhen Paramashivan made his debuheater Thistroupealong

with other numerougsheate t r oupes, of ten referred to as 6
Var ad a Rdihaavai §hediricald ChamundeshwartCompanyC B Mal | app,ads Co
Gubbi V e &hri @hamma Basaveshwar@ompany andK. Hirannayya Mitra Mandali

managed t@opularize th&kannadaplaysduring19001970. Eminent artists of these companies

include K Hirannayya, M V. Subbayya Naidu, Nagesh Rao, Malavalli Sundaramdi€ottur

Channabasappa.

History of Theaterin India

The | andscahpaedof sohntdrawcol age of many perform
number of seemingly endless and complex classifications based on the folk, classical, regional and
linguistic traditions acros$i¢ country. The enormity of ¢hsubject not only makes the endeavor

of studying Indiartheatertraditions a cumbersome task but also severely delimits the scope of

such a study by being selective and therefore reductive. Regarding the complexity ofahe Ind

theatey Richmond recognes that Indian theater has many languages, patterns, audiences and
purposes (Richmond et al, 1990). Dharwadekar
theated s i n ctheatémumlike odhar forms otheateris not a single entity but a composite of

many local, folk and classical form&heterm theater in the context of Inddi@esnot confirmto

the narrow definition otheaterthat Western theorists are familiar with but is a more inclusive

term constitutig notonly thetheatebut music, dance, literature, storytelling and other art forms.

In the common parlance, modeheateiis referred to abl U7 aTkeawvordN U1 & Keasived from

the Sanskrirooté6 N avihd ¢ h tmacéns | @t eNrUd sidbidyogd ofthe many forms
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of drama that were popular in ancient India and taxonomically, it belongs to the genus of all the
dramatic compositions, RitltpaMdeé isdmeioftheteRIrpna K @ r wt
namelyNUi afkraa k a Bh N #&®mhasna, @éhi ma, OQhumipgaand Adk a,
S a ma v aAndihergerm that had a wider connotation for drama and dramatic forms in ancient

India wasN U 1 ané Bharatahe composer diiSused theN U1 fgr aarious forms of drama by

titing his magnum opu® n t he t heor y Ndfi ydroakemid terhjephui s 6
quoting the Indian musicologist Ra Sa situsdd3 t $§J a tbetveeen I century BC andSicentury

AD (Nijenhuis, 1997; Sathyanarayana, 200U T iy aiso calledR T pwéich literally meansa
physical |l yformpde racfe pit m &t @n cde s 6 R a sadstieticesentinieats or i n d u ¢
emotions, such as love, humor, compassion, anger, valour, fear, disgust, surprise, and peace, and
therefore suggestg the visual nature of the art form ait&laim of depicting the real life itself.

The wordN Ui whase meaning is currently restricted only to dance, originally was a composite

of the three main art forms indispensable but integrated into the art ohdramelyg 0 t a

(song/music)y U d(insirumental music) and 1 t(darce).

Richmond et al (190:34) make a very important observation regarding the divine origins of
dramaturgy in India as found in the invocatory chapteN&f Richmond et al. observér e

traditional legend relating to the origin of drama #mehterserves as a reminder thaetancient

Indians were fond of attributing creation of all the important institutions to divine ingenuity. In

fact, these secular institutions such as arts, nmeiastronomy have been deified and given the

st at We ddbl andient Indiansthe saced literature of the ultimate knowledge for the

Hi ndus, by acknowl e dpgficamg vetlah eosr ifthtVieds8 t6i h uaddnsi a

the four Vedas,amely,,Egveda, Yaj urveda, SUmaveda and At h:
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NSposits a divine origin fatheatemperformance on the one hand and on the other, it nila&ater
performance accessible to people from all walks of life despite their-soltizal affiliations,

thereby secularizing the art form. It is evident in the first chapter wherein memberseffallit
varnasB r U h nferiéstclass)K S a t (warripraclas),V a i @rgdas class) arél | d(peasant

class) approached the creator to create a distraction/art form that was both audible and visual.
Brahma while creating ththeaterperformance gathered the prosenfr’Eg v e mbetry from
Yajurveda music fromS thavedaand stagecraft fromtharvavedaand despite its sacred origins,
theateperformance was secular in its outreach and accessifhitysh (1950)n his commentary

on NSgives a detailed description i$ content along with translations of somela important
sections.NS consists of thirtysix chapters with 6000 poems interspersed with prose. It has an
elaborate explanation about stage preparation, costumes and makeup, green room design,
choreographyand five chapters (chapters-38) dedicateda theory of music, metres, modes,

gamuts and different musical instruments such as vina and flute.

Background Literature on Indian Theater
Numerous Nineteenth century scholars have discussed the origelpglaent and decline of

Indian theateWilson (1827) in his translation of three classical Sanskrit plays, regards the ancient
Indian theater as a rich, original and an independent thbatés not indebted to Chinese, Greek,

and Muhammaden He writes Aéit I s Iimpossible that they s
from the people of either ancient or modern ti
and constructionwhichisr ongl y evi dence both origimnsad, desi g
1827: xi). While addressing the social hierarchy in the society and the role of Sanskrit language

in dissemination of informatiohyilsonobserves that Sanskrit might have been guage spoken

in most parts of India but highly unlikely that it svaernacular and therefore when Sanskrit lost
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its importance by 18and 14" century, the theater also started to decliftee role of language

politics in the context of modern Kannadadter will be discussed i€@hapter 8. Here it will

suffice to remak that the case of Kannada theater was distinct from Sanskrit tlestense

Kannada was indeed the official state languafge€arnatakaafter the linguistic bifurcation of the

states in th independent India and has remained the vernacular languatpdilKeith (1954)

begins by admiring the woslof Sy | v a i e théétre indiepPischel, Hertel, Jacob and other
scholars prior to hinon Indian (to be read as Sanskrit) dramatukdg also posits Vedic origins

to Sanskrit drama tracing them to tharims of "Ejvedaand sacrificial rituals that consisted of
dramatic elements in ceremonies where the priests played different roles of deitieslrigke

VaruAa, Yama, Somand other Vedi deities. He discusses the Sanskrit plays based on

Ma h a b hdndRaQtiyAlli n P a t Maafhj Udltanirtin 450 BCand it is interesting to note

that themes of plays had not changed in the modern Kannada theater even A ahd 2¢'
century.Keith hasaddressed a number of other issues concerning Sanskrit theater taenely
drama and religion, dradtkstaar gBddlUlsiake SASvadglmo$s
the decline of Sanskrit drama to Muslim invasion and the Muhammadan rulers who Fesared t
close association of t heater impatarl onriezleidgi by 6t
emphasizes the increasing distinction between Sanskrit and the vernacular languages, and the
growing body of literature in the vernacular, which reduced Sariskoi a secondary language

(Keith, 1954:24243).

Notwithstanding theefforts of scholars from the early nineteenth century, the total amount of
scholarly literature on thegerformative aspectf 61 ndi an dr amat ur gegg & has
While thenineteenth century scholars focusedlodian theateffor the literary and expository

merit of Sanskrif later scholars were interested in grounding the theater study in social, cultural
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and political history and criticism, and its role in nationalismhwigery little or no focus on

performancerepertoireor expository aspe of it.

In Indiantheater the restriction of the word drama onlytheatemperformance is of a very recent

origin that can be found only in modern and postmodeeaterthat too after the advent of the

West. Richmond et a lformaricéselcegpt forthose af thaimodéedten d i a p ¢
are known by genrspecific rames in their local languageyakshagana, rafila, terukkuttu,

cavittu natakam.at the local level, these performances will usually be part of a familiar and
friendly world,k n o wn s i n c erhoagh Richchbnd et dhave attemptetb situate the

theater tradition of India historically, discusses sortieeatertraditions such a¥udiyattam,
TeyyamKathalali, Ramlila, Raslila, and a few instances of moddheater from various parts

of India, modern Kannadheaterclearly seems to be out of hiadi of sight.

Yarrow (2001) calls the Indiatmeaterd theateo f o r i gtheatéro fa nfdr ée@adomé. See
find a reason for the interest of Westéneatertheorists inthe Indiantheater he frames four

reasons namely liminality, plurality, phyality and transcendence. He concludesttiesdtery like

every other art form is always a product of t
ancient dwda@dliicf/edi nYarr ow provi des theathinlndaf desc
namelyChakkyar Kootthu, Bhavai, Deyyam, Bhoota -lesla, krishnaattametc and studies the
aesthetical, political and ethical perspectives of these performances. He omakes brief

reference to Kannadaeaterthat too only to theéheaterof the ecent times which include leftist

theateiof PrasannaBut in his work too, any reference to modern Kanrtadatelis conspicuously

missing.
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Thefirst work on theperformativeprinciples ofindiantheaterof the early 20th century seems to

be by Anand (1951) who gives a contemporary accouthieatterperformance in various parts of

India. Anandrefers to other forms of villagieatercalled Nautanki(a cognateof the Sanskrit

word Natakg or Tamashdgliterally meaning comedy) that he witnessed in his own native village,
wherein the boundaries between the artists and the audience would not exist. Anand also mentions
about the Marathiheater Gujaratitheaterand the Hindustariheaterof the late 19th anthe first

half of the 20th century, but surprisingly enough he doesn't even make a passing reference to the

very wellestablished Kannadheaterin Karnataka.

Hansen (1992) has summarized the form, content, social attdu@deds the art form and the
social milieu of the performance dfaua n.kHansenhas paid particular attention to the social
statuses oNaua n flrfists and their struggle to find an audience with the onslaught of a more
stylized and organizetheaterforms popular in the urban cente8heplacestheaterforms like
Nauia n I ¢he lowest end of the spectrumtbéaterentertainment, Sanskttederin the upper

end and other traditionsiheaterforms which evolved in the late #&nd the early 20century

emulating the Western acting and stagecraft somewherewedmet

Both Varadpande (1979) and Gupta (1991) trace the origins difie¢lagerin India to the Vedic
texts quoting examples from the dialogue betwReruravasandl r v @ in the hymns of
sat apat abneferénoeaddhand clapper, lute player gsder inShukla Yajurvedaactor
changing his attire iMa i t r Uy a n § yoa insthpcesrof astbrsiahd musicians providing

entertainment in th&a h U b h. Yet,dhe antire book is dedicated only to study the art forms
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starting from the Vedic ritualootthe medieval India butogs not discuss anything about the

contemporaryheaterof the last few centuries.

In Guptad s  wforrthe first time we can find recognition of modern Kann#uzaterin a
scholarly wor k. R etlieategd(Kanarese isognatewith Kansada), kewrites e s e
fiThe Kanareseheater is making remarkable progress in Bangalore and some noteworthy
companies are coming into existencein Mysore The Jour nal of South As
wi t h a specindanTheaed ued ioarleydRichenonaln 1975. This is a collection

of articles on variousheaterforms in India namelyff ol u Bommal u Katt u, |, T h e
Hitler, Nala Charitam, Kathakaland an article completely dedicated to dialogic intervigtia
thetheaterdirector and drama teacher Ebrahim Alkazi. The articles cover a wide ratigeatdr

forms from Andhra Pradesh, Tamil Nadu, Uttar Pradesh, Maharashtra, Kerala and there is an
artide dedicated to th&¥akshagana Badagathit(lY akshaganan the Northern style) an ancient

folk dancedrama form of Karnatak&ufficient effort is invested on the worsChandrashekhar

Kambara, Girish Karnad, B. V. Karanth and the contributions of lisWbbanna, another socialist

director who cofounded the dra school calledN o n U B &annataka and wrote mostly in

Kannada.

Ashok Ranadebs work (Ranade, 1986) , of fers so
modern Maraththeatey for example, the separation of the audience from the actors by etpvati

the prosceniurstage, a seating arrangement that gave a senstinthess to the audience, usage

of dropdown curtains, wings, side curtains, construction of theHesterhall in Bombay in 1842

and Punein 1854 callél r AUn an d (RO inandBramy haase). The author also notes
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t hat the Of br sma nt ibaatetodk platdipteerGrant Roddheatelin Mumbai

on March 19th, 1853 and was staged by Vishnudas Bhave and the tickets varied from Rs. 4 for the
Box and Re. 1 forite pi t . Regarding | i gHilalsé(al-lampaeandaut hor
candles hung like chandeliers were used during the performance and kerosene lamps were
introducedn1875. The author also points to the fact that Vishnudas Bhave was askedibngthe

of Sangli, Maharashtra to compose plays in Marathi afteahethe performance of a troupe from

Karnataka.

History of Kannada Theater
In Karnataka, theater falls under two broad categories, nhamely folk theater and modern Kannada

theater. Folktheate arts rgpfemrbaldavt® asr it u bhistorgdfbeing and d
a part of traditional way of life, especially in rural regions. Different folk artforms of Karnataka
includeYaktd g Un avuYKu® a¢ a, VOr a¥y Kubi e ,a, K aBnnsl,t aGloarfebd@dy |Ua

many mae depending on their territorial limitatis. Efforts are under way through the state
government of Karnataka to preserve and promote these folk artforms and artists through

performance, research, documentation and archiving yofvaK, 2013).

Among dl these folk artformsyaki4 g U @ géichdance drama from coastal Karnataka foand

global representatiordue to the concerted efforts of the polymath Shivarama Karaieh
singlehandedly elevated its status fronfolk genre perfamed in open aéto an elite art form

that cold be performed whin the luxuries of an indoor auditorium. Unlike modern Kannada

theater which adopted the European proscenium stage and auditorium for its ex¥eiitiony, U n a

on the other hand, until reagn was performed in the open air or in bigiagltural fieldsin the

rural coastal Karnataka regiof€omparing modern Kannada theater wittakéd g U aral

v e e tidka @trdet plays), Raghava (19I78) wr i tes fAédramatic art di d
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[of modern Kannada theater] but such art wasinedfto crude representationsvieedhi natakas

andyakshaganaswwhi ch cannot be reckoned as stage prop

Shivarama Karanth wrote a book delineating the dramaturgy, text, ardsiance ofvakdd g U n a

in 1957. In this book, hbumbly submits that he is documenting this dance drama because he is
native to it and urges that tregercise of documentati@mould become a pandian phenomenon

with respect to every artform (Karanti950:128). Acording to him, when he undertook ghi
mammoth project, there were troupes performing this dance drama for more than 150 years and
he claims to have referred to palm leaf manuscripts from as early as 1620 while searching for the
texts and plot®f Yakid g U ks is quite possible because the king of Tanjore is supposed to
have offered to patronage torak g Utroape in the early 7" century and there are references

to many nomadic troupdeom the 18" century (For more details see Baki6p5 Varadpade,

1979). Ashton (1969) observes théakia g Ulmas a history of at least four hundred years and
argues thabombi Dasara Kunita, Karubhanta Kalagend Bayalu Ataand other folk artforms

were all the different names by whitlakd4 g Uwaa krownin different eras also stating that the
oldestYaktd g Uplag datedackto 1564 AD(More about theauses for survival ofakié g U n a

and the decline of modern Kannada theater will be discussed in Chapter 8

Currently there are only two sources of infation onthe modern Kannadheater Ranganath
(1958) and the handbook on Indifweatetitled The Oxford Companion to Indidrheatemwritten

by Anand Lal. These two sources provide an overview of the histétsgnnada theater; however,
Lal 6 s wghtwithseveral factual errors for example, he claims that late R. Nagarathnamma
worked in Gubbi company a fact which was denied by my father and aunt R. Manjuldl@ma.
alsoclaims that the Kannada cinemaadRajkumar worked rose to fame in Gubbi compand
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does not mention his association with Subbayya Naidu company. Anand Lal continues to promote

the theory that Kannada theater was influenced by Marathi and Persian theater whereas later
theorists arguedocnt r ary t o i t. R a n gandia moe éoacermed with th@ n t h e
amateur theater movement of the latter part of tifec2@tury with a passing mention of modern

Kannada theater companies.

Other scholars have grounded the pustdern Kannadaheater in a soctoulturalpolitical

criticism, for exanple,Les |l i e (1998) di scu3haledibdGihichisd Kar n
recreation of the #2century religious movement spearheaded by Basg@osing the erstwhile
sociopolitical orthodoxies in Karnataka. In her typart article, she dissses theorigins of

V Q0 r a S,anewicosnmunity founded by thefl@ntury social reformer Basava, in the first part

and h the second parshe discusses h e p Thald dé\da f@nddhe political underpinnings of
Karnadodés experi masimtarawit il ehedtest i elaoconsolidat
plays likeY a y, QuglilagMU N i Bayavadanaand describes how Karnad cleverly uses the

staries of Hindu scriptures, history and folklore and interweaves them into a play to reflect the
conemporaneos sociepolitical phenomenin the current society (Leslie, 1996). Similar political

theater was pursued in pastiependent India by othaocialst theater personalities like K. V.
Subbanna which was in some sense a continuation of freedommmolyeant socioreligious
orthodoxesi nf l uenced by socialism (SubbanModernet al ,
Indian Theater: A Readgthere are for essays dedicated to theater in-jmgkependent India and

one of them by Bhaskaran (2009:133)usng on South India accomplishes the task of engaging

the political movement with theater. Even though the title misleadingly claims to study the theater

of South India, the focus nfined tanationalism movement ants engagememwith thetheater

scenein Madr a s . The Kannada theater di YathgBamd i n B
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amateur theaterSinha (2007:23%27) in his special volumef encyclopedialedicated to South
Indiantheateradoptsa cataloguing approach and enlists the names of different theater companies.

He mentions about the stalwarts of modern Kdaniheater including the greats such as M. V.
Subbaiah Naidu, K. Hirannayy#l. L. N. Simha including my aunt R. Nagarathnamma but only

in the passing. The author has dedicated much of his efforts in documenting the plays by Girish
Karnad, K. V. Subbannanad ot her new generation playwri ght

Hi r a n s @mpary 8eems to be clearly missing from the catalogue.

A perusal of literature on Indian theater clearly suggests that no serious academic work has
happened on the modern Kadatheateither in India or elsewhere in the world. Glaring reasons

for this neglect are: 1. By the time the Western scholars became interested in Indian performing

art forms, this theater practice was at the end of its glory; 2. As Richard Widdessneend me

in a personal communication, Karnataka has reputed scholararetkmown for their erudition

and mastery over the classical theoretical treatises in Indian musicology. But there are not as many
scholars who have ventured out in the field talgtthe indigenous local art forms. He cited his

own personal experience siiowing a reputed musicologist a sculpture in a Northern Karnataka
templ e, of a woman holding a musical i nstrume
holding was a musicahstrument and he replied in negative. It later turned out that | was right
because in the evening they had arranged a musical entertainment by the local folk artists and one
of the women played exactly t he s ahmecollecteslt r umer

The social, political and economic reasons for thisewtglhich will be discussed in Chapter 8.
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In the absence of any scholarly literature on modern Kannada theater, its exposition-or socio
political narratives much of the informatin has beerculled out of theinterviews with
Paramashivan himselfin the® interviews, b also clarified and corrected some of the

misinformation and factual errors recordedhn literature

Art and Nationalism
The postcolonial nations described assh e 6 new centers of conscioust

European model of nationalism and branded the
of O6invention of traditiond and Onati tomal i zat
which the nationalists were able to accomplish via $amskrit route. This rather curious
synecdochic reduction was perhaps the best way possible to achieve this objective because the
literary sources based on Sanskrit served as the bridge betwsmsiopral history and the
postcolonial contemporary. In Nbgrn India this was done by Hinduization of musiakhle

2005) and in Southern India this was achieve:i
c ons ci ofrons vilageshitherto under areditary performersto music organizations in

urban centex that were mostly controlled by the upjsaste elite nationalists (Weidman, 2006).

Some scholars for example, Gayatri Spivak (Morris and Spivak, 2010; Spivak, 2010), Niranjana
(Niranjana et a).1993) who are too preoccupied with culture, modernityretidnalization have
altogether excluded art from their discourse. Yet, there is a huge body of recent scholarship that
engages critically in examining arts in the light of nationalism which decAllen (1997), Qureshi

(1991), Walker (2014), Subramani@®06), Peterson and Soneji (2008).
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Soneji (2012) examines the nexus of aesthgidgics-sexuality in the backdrop of colonial
modernity and culture in South Indian royal courts. The authsremployed a judicious mix of
different disciplines in theurrent study namely historiography, ethnomusicology, performance
studies, gender and religious study to document the archival system of perfSadindance at

the temple byd e v a-sl (&mpledancers) and the moral cleansing movement brought about by
the dawn of 20 century in the colonial south India which led to the eventuadiskof this

tradition.

Walker (2014) draws attention to the scholarship of the last few decades that changed the
perception of history and its role in the construction ahtand the nature of the truth constructed

by history. She underlines the effect of col ol
modernity on the history of South Asian performangs. These issues were also central to the
postcolonial schlarship based on which critical approaches to the history creation were
formulated. While her primary interest is in the suppressed history of professional female
performers and courtesans, thermtive across the spectrum by various scholars unequivocal
converges on the marginalization of the role of subaltern which is the characteristic of any

scholarly legacy that is inextricable from colonial power structures.

Nationalism in theater is nan entirely new phenomenon either. The history of a mutual
interrelationship between theatrical expressions and nationalism can be traced back to Greek
tragedies wherein the superiority of one state over the other was ésdtihsough the theater.

In the nineteenth and twentieth century, cultural nationalism gained momentum following the
French and American revolutions. Several authors have written about theatrical expression in
national i sm. St one HRad 0al)b ahk kg hAH enggthidwsariu baeercda Thiael

and its evolution to nationalism in Lebanon in the year 1958, the annus horribilis, when the identity
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of Lebanon had to be redefined. Stone writes |
Lebanors postindependence natidouilding process, the connection between the ruins and
preservday Lebanon first had to be made. This process was paradoxically facilitated by
eighteenthand nineteentlc e nt ur y Eur opean "identi teeenthear chi
century India remindas that this phenomenon was in no way peculiar to Lebanon. If the English

could lay cultural claim to ancient Greece, the nineteeattiury Indian nationalists argued, could

not India do the same for its Vedic age, a civiima the greatness of whictati already been

established by European orientalists?o0.

Wil mer (2008), demonstrates how theater artis
artistic/political tactic to guide the social, political and nationialigiscourses in Austria and

Slovenia. He argues that nations and nasitates are vague artificial {products of different

historical events such as wars and invasions whose territorial and cultural topographies are ever
changing and gagh natienglisttdiscouastn ithd theétdr bBmphasizing their

homogeneity and distinctiveness and disguisin

Schmiesing (2004) quotes the famous opening lines of the essay by Bjornson "Pibernes Program

[ The Whi stl er sheyyar@d8$sg, am] o, fr om t

Et Tenter i Hbvedstaden er Nationalitetens Forpostpogt mod Udlandet. | Hovedstaden
foregaar den stente Brydning mellem detfremmede og vort eget, og Hovedstaden virker mest
bestemmende indad. Den bar en stor Kamp og et stort Ansvar, otfrdergér Tropper

og aarvaage Vagter.A theater in the capital city is a nationality's most remote outpost
against foreign countries. In the capital city the largest break between the foreign and that
which is our own takes place, and the capital citjuerices most decisively by wkang

inwards. It fights a great battle and has a great responsibility, and it requires troops and
vigilanto. Schmiesing observes that the cul

into citizens who are entrustedttvthe task of nation buildgn
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The Study Area: Mysore and its Brief Political History
The modern Kannada theater had its origin in the princely state of Mysore, where incidentally the

subject of this dissertation, Paramashivan, was born, raisesbakdd in his knowledge worlds

of theater cinema and Karnatak musiven though he later moved to the state capital, Bangalore.

Mysore (also known as Mysuru or Myslru) city
southwestern part of the stadf Karnataka, Indiaseographially, it is located between 12.26° N

Latitude and 76.6° E Longitude at an altitude of 740 meters above the sea level. It sprawls a total
area of 152 sg. km with a total population of 893,062 according to 2011 census @&k, 2

Mysore was the capital ofi¢ erstwhile princely state of Mysore during colonial rule. It was ruled

by the Wodeyardynasty who were great patrons of art and culture, and promoted education,
industrial and economic growth of the kingdom. It was i princely kingdom that reorg&ed

its structure to become a welfare state in theimqlependent India. Kannada is the official

|l anguage of the state of Karnataka and 4+ he inl
s 0.

The single mostauthr i t at i ve wor KMy rteltbe h@aki dhteerny Hoafy av a
v 0 | uHmstory of Mysore (1399799 publ i shed in 1927 in which
Mysore from preWodeyar dynasty period to the extinction of Mohammedan rule and the
subsegant accession of Mysore to theitigh, towards which he brings together literary works in
Kannada and Sanskrit in the royal archives, archaeological evidence, epigraphical and historical

documents. He deeply acknowledges the earlier work by Lieutenaobhe&ldVark Wilks and

2 The Hindu dynasty that ruled the Kingdom of Mysore from 1399 till post Indian independence, with an
interregnum Muslim rule.
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refers to otkr accounts on the history of Mysore by Jesuit missionaries, vernacular panegyrics to
kings such as 6C#ikk(aTdheev afr &mpial yv amSdleshdfr a€iak k a
Nar as ar UjThe victory ohKing Kelh owraa Nar asar Uj aYadt i 6 Mg sl ( Th
history of Kings ofMysore) and some Persian sources such as Mohamittad &, Hai der N
written during the Mohammaden rule in Mysohe.these works, he discards all the legendary

stories based on fulsome egiles, rumors and hearsay that &e from truth andprovides a
real i stic account of the | ives of primary fi

Kador ava Narasar Uja, CikkadevarUya, Haider Ali

counte some of the common myths anddéeds surrounding these figures.

A consolidated political history of Mysore starts with the Maurya dynasty ruling during the last
centuries before Christ and | ater Mysore was
Kadamba, Ganga, ys&@ndth& VijayanagarEmpgitdysoredas always played

a very important role of being the bridge between the Northern and Southern India. Formerly
known as 6Mahi Sapiuwasn a(nBeudf f afl toe rT otwdn@road e (MM a h i Maa
Buffalo, AsuraDemo n) who was sl ai®Sbyr iGoddfesan COmell t C
according to the Hindu teRd e v i B h. Dheera sre maay theories regarding the origin of the
Wodeyar dynasty, however,orgeu oRa ynglRabtaaes tbetANN a | S
origin of the Wodeyar dynasty to the two princes Y&y a a#d oK YUdava cl
Dwaraka, Gujarat, NorthWe st of I ndi a. Rao wi{Mydorg sasdividece wh ol
into a congeries of principalties ruled by local chieftains, of varyggyeks of status, under the
designation of Wodeyar, a colloquial word meat
owed their allegiance to the Vijayanagarempi and acknowl edged its sup

(Rao, 1943:1115). Eaton (2008:88me nt i ons t hat the Vijayanagar ¢
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Krishna Raya seized Srirangapatna in 1513 and hisnsoraew RUma RUya conti nu
vastdominionsiMy sor e province remotely in the 4 atter

1565.

The Wodeyar dynasty since its inception could maintain an unbroken legacy of rulers namely
YaduRUya, CUmar Uja Wodeyar, Thimmar Ujlsi Wodeyar
century The RUj a Wodeyars, amoimmpditskoentd) Rhjoas t Wa drepyoar rt 6
6Kidorava Narasar Uj a Wode y'aentary. The legagymantihued till p r e me
1761 when Hyder Alusurped the throne in@o u p t desome the undisputed ruler of

Mysore. He was succeeded by his son, Tipu Sultan whiseame to an end in 1799 after the

last AngleMysore war following which the British placed the reign of administration under
Dewanregent Purnaiah for the young titularince Krishna Raja Wodeyar Il later taking over

complete administration for fiveedades from 1831881 (Sebastian, 1992).

Shadaksharaias (1992) mai ntains that t he hi si
administrators than the historyofri ng dynast y 6. Hlalvogsideawanmgents, hat i t
commissioners and ktthe British that controlled the state and administration, which is clearly in
contradiction with Hayavadana Raobés work in
administrative skills of each of the kings, their annexures and expansions, which eaenafdhe

kings, Ci kkadevarJig2eo R4add eoya rAu rtamey atzietbl ed ug i ng

the 17" century.

Mysore as an Epicenter of Art and Culture
Mysore was condemned to a puppet state when the British imposed their rule in 18p&ridlis

saw a sudden surge in religious rites, -cultur
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bal ancingd the deni al of Omey2012). Krishadraja Wadeyhar 0 e ¢ 0
[l (reign:17991831) was instrumental in bringing alau cultural revolution which soon rose

Mysore to prominence as the fountainhead of art and culture among all the princely states. He
wrote books such @r o t a t(Sjamari, I998ingleton, 201pandSaugandhi,khe pk hy Ur

latter a compendium on yoga adds a1 a

He laid stress on the importance of art and culture, patronized poets, painters, scholars, musicians,
and started a theater company affdto the pal c e cAadmhne@bmpany (Palace Drama

Company)o6to give impetus tra&dhaeater art and f

But it was under his succ e4894 that ®ysonareadheckitsdr a \
pinnacle of glory. He was the firging to receie Western education. He instituted the first
democratic |l egislative institution, promoted
such as Maharajaodos coll ege, Oriental research
Heisalsofamas |l y r emembered for sponsoring Swami Vi
the World Parliament of Religions, in 18@minentmusiciansdecoratinghis courtincluded the
legendaryveeneSheshanna (The forefather of the Mysore style Ve&fgneSubbana, Mysore
Vasudevacharya and Bidaram Krishnappa. He gave fillip to industrialization; while the rest of the
country was still struggling to cope with industrialization, Mysore was the first princely state to

adapt to the changes in the econoemvironmen{Chatterton, 1925)igures 1 and 2 show the

georgraphical location of Mysore in India.

CUmar Ujendra Wodeyar X w¥KrishmaiRaja eddyarcdr Koishnahi s s
Raja Wodeyar IV (Reign: 1894940), who won the epith&ajarish (Sage King¥or his able and

just administration. He followed the treaded path of his illustriodsefadnd on many fronts

outshone him too. Like his father, he brought about administrative changes, gave impetus to
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education, health systems, industriglgectric pever generation and constructed new railway lines
and extended the ones already builtduhings f at her s rul e. He introd:i
He expanded the special commercial and industrial activities by starting Sandal oil faosgy,
factory and Iron works at Bhadravati. He introduced comprehensive education schemes by
establishig technical institute, engineering schools and the University of Mysore (Rao, 1936:277).
He was an expert in both Indian and Westdassicaimusic andccontinued the royal patronage to

art and culture that he inherited from his father. His rule becangottien age of art and he had
many more legendary musicians suchVa@eneVenkatagiriappa, T. Chowdaiah, and Dr. B.
Devendrappa (the Guru of ghsubject adorning his court. Mysore underwent a cultural
renaissance during his rule; eminent theater persisdike Gubbi Veeranna, A. V. Varadachar
were encouraged to contribute immensely under his patrofageres 1 and 2 show the

geographical mp of Mysre within India and within the province of Karnataka.
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The last kng of Mysore before its accession to the Republic of India in 1950 was
Jayachamarajendra Wodeyar whieduexactly for a decade from 194950. He was no different

than his predecessors in political astuteness, vision or versatilityasl@wcholar, plusopher,
composer and an educationist. He took to piano at a very young age and insisted thabait the ¢
musiciansbe trained in Western classical music theory. He appointed many more younger court
musicians alongside continuing to prote and nurturthe veteran court musicians. He felicitated

the visiting musicians with grandiose gifts and conferreahujpem royal titleskFigure 3 shows

the picture and portrait of Wodeyars after the British gained control of Mysore. Figures 4 and 5

show the grandeusf Mysore cavalry and music in palace durbar.

Krishna Raja Wodeyar IlI CUmar Ujendra Wodeya

Figure 3: Kings of Mysore (Source: RBSI, 2018)
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Figure 5: Mysore Court Musicians, Approximate daterlg@0th century (Source: Kaat, 2018)
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Biographies- Why are they Important to Us?

The lives of musicians become focal centers of music scholarship while writing about the Indian
music system where music has not yet been institutionalized and the sdcretsic and
performance arstill held as closely guarded family secrets that arpgtuated by the sacrosanct
Guru-Sya parampara(teachers t ud e n't l i neage) t hat best ows s;
words. Yet, for the keen and discerning, rummaging through these referelceéswge a large

amount of musical knowledge and, sometimes also acts as a pathivaysecretsohte mast er 6 s

music and musicianship

Stock, in his article for the special issuedthnomusicology and the Individ@gStock, 2010)
thinksand ript | ' y s o, t hat the ethnomusicol ogi stsé
rea®ns, the nature ohe work which entails field work and interacting with individuals whose
Omusi cal individual ity i s a r eppoitcatreasansaf on of
ethnography which makes it incumbent upon the researcher ¢atcalial informatio about the

individual and lastly the spectra of cultural study is widening in its scope and context which has in

turn compelled ethnomusicologistsgot udy t he déagency and indivioc
subjects within the broad framverk of the cultureof which they are the representatives.
Reemphasizing the importance of biography in ethnomusicological studies, Stock quotes Bruno

Nettl who categoriz¢ t he studies on musi cal culture sans

8 paramahivan in one of his interviews referred to the eminesatéy personality K. Hirannayya who while talking

to one of his colleagues remarked fiThe harmonium pl aye
two touing drama companies used &ngp at the same town during festival season) was shaikihgd vigorously.

That is not how the harmonium should be played. ltsana | laak& anegat i ve quality) of a mi
still recollects thiscomme nd says fil t fomaesWhih i$ why you Willenever see me vigorously

sh&ki ng my head or my | i mbs while playing the harmoni ul

accompanying Mr. Faiyaz Khan singing a North Karnaf#g a g (Rangageethe, 2017).
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except onal 6 aesaaneirreg fgpener al i zavieoagebaseouon sdc
entirely present a clear and complete picture of the musical culture. Ttle attio refers to
Clifford Geetzbs Oi nter pr e tfferences betiveemghrinerandf oc u s
outer facets of the individual which can be interpreted as the public/private lives or the person and

persona; a study that was carried lmpRegula Qureshi in her accounts of Begum Akhtar.

Pekacz (2006) ina collection d critical essays onbiography introducesexpressing his
disappointment that Bi o g r amdogni@ed Bteyary genre in musicology made its appearance

in The New Grove®ictionary of Music and Musicians only as recently as in 26@kacz notes
thatthere are very few schoar 'y wor ks that situate &6édmusi cal
cul tural hi stda wtdo andselyesdersnéialitytd musidalesucture than how a

musicianbdés | ife shaped his creative perceptio

Stock (2010) dssifies the cultutarepresentatives of the field into three categories namely,
individuals with outstanding social renown, those with international repute, and lastly th
individuals who were overlooked within their own culture. The subject of thisrtiiisa would

belongto thefirst category, that is, an artist with an outstanding social renown as the oldest
surviving and the most authentic representative of the md¢Emnadaheaterin his own state of
Karnat aka, I ndi a. P a r apmeads dtrose dheoirrgry nore gthieveel d i d
international repute because he worked mostly in Kannada language which is mostly spoken and
understood only in Karnataka state Imdia. Stock (2010) alsanentions about the inherent

difficulty that ethnomusicologts face while writig biography namely the time constraints under
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which field studies are conducted, over reliance on written records, memories and sacbnd

third-handreports making the history and biography inseparable.

Vidwan R. Paramashivani The Great Grandfather of Modern Kannada Theater
Popul ar | yKarhadaRéag a b B | ddia BPhi ot (Then@rbaagrandfather of Kannada

Theater) in the Kannada theater worfélaramashivan is a walking encyclopedianaidern
Kannada theateaharmonium masteand a treasure trove of Kannada theater songs. He is popular
for his behemoth memory and his &Wilto sing more than 1250 theater songs from memory
without looking inb a book. He wrote a book containing at least a 1200 of them in three volumes.
He stated his career in Kannada theater as a child artist at the age of four in the year 1935. Soon
he was recognized by the court musician of Mysore palace, Dr. B. Devendsdygptook him

under his tutelage and trained him in Ke@natakclassical music foseveral years. He passed his
proficiency exam in the year 1952 Karnatakclassical music. UndersiGuru Devendrappa, he

also mastered playing other musical instrumbékestheV ¢ nValin and Jalatarég. When he was

ten years old, the leading cinemeedtor and actor, Gubbi Veeranna signed him up for the movie

S u b h andhe Year 1941. Paramashivcontinued to act in movies lileh Ur KQtdA, L o | a

R U mdubtd the year 192 and later returned to Kannada theater to pursue his career as a
harmoniumplayer and director. He continued working in the theater until 1970 in all the famous
drama compaes directingplays,training actors and musicigrsome of whom became popular
cnema actors in the Kannada ci ne nedtoontheatarmas hi v
but included many other genres namBlyn U v a didlLiglet quasic),B h a r dya and Dance

ballets (He has composed music for more than 20 classical dance ballets) as a composer,
accompanist playing violin and &a for the last three decades. He owes his expertise in these

allied fields to histrong fundamentals and training in theater He recognizes his experierioe
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cinema under the guidance of legendary musicians like P. Kalinga Rad2938&vhich enabled

him to comprehend and adapt to any new genre without much difficulty. His pnoragssion

being the theater, he retireiin the theater profession in the year 1970 because of the dwindling
popularity of modern Kannada theater and found a job as a music teacher in a Highschool in
Bangalore, India. Posttirement, he is spending hishe teaching acting, theater music toiasg

actors and giving guest lectures on modern Kannada theater at the University of Bangalore.

He was decorated with tif&angeet Nataka Academi Purask#re highest recognition given to
performing artists by #gnRepublic of India, in the year 2005.the year 2016, he was awarded the
c o v e®ubbilVeéranna Awadinamed after the renownéukatempersonality Gubbi Veeranna

in whose drama company Paramashivan himself worked for many years as a harmonium player.

Kaliyuga Bhoma R. Nagaratnamma and Comedienne R.
R. Nagarathamma (192812) was an actor and founder of the fstbleall-women theater

troupe in Karnataka. Initially starting her acting career playing female roles, later she became
popdar for her male villain roles @ h § ma ,4aaRd(Karasa, which she continued for the rest

of her career. She earned the tklaliyugaBhnga ( Bhoma of thi s er a) . r
company in 1960s and trained her and her troupe in different playsethat mastered after many

years of experience in different drama companies which helped her gain immense poflarit

was conferred upoSangeetNataka AcademPuraskarin the year 1992, in addition to that she

was also awarded tligadmashri the fouth highest civilian award.

R. Manjul amma is Paramashivanés youngest Si st
known for her unmatched omi ¢ ti ming i n her roles as; Ma k

underwent a rigorous theater training under my fatHewever, she remained in the background
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all her life without any recognition by the government or other private organizakimuse 6

cgptures a rare moment of the entire fanaifiera performance.

_

—————————_————

S AL RSN 1 £ ¥ L

Figure 6: Family of Actors.-R Paramashivan, Manjulamma, Veena (danseuse and granddaughter of Nagarathnamma), and
Nagarathnamma after pphayif2003mi ng SamsUra Nauka

Research Objective and Key Research Questions Addressed in the Dissertation
This work is an expository stydf modern Kannada theajets repertoire and its ignominious

loss by studying the life of one of the last surviving experts of thisténageadition. The purpose

is notto studythe personal life in isolation but alongside kisowledge worldsboth d which are
strongly and inexorably linked with each othér addition to an elaborate expositioh the
repertoire the factsthat buttres theargument that modern Kannada theater was indeed a highly

sophisticated form of theater that was composed geduéed by scholars, competent musicians
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and artists of stas and position in the societwill be highlighted Firstly, the genesis and

ewlution of modern Kannada theater, historical and cultural influences on its structure,
presentation, form and musidll be fully understood. Secondlgodern Kannada theater a

musical theater whereoth theatermusic (songs and music composed exckigias a part of the

scene) and incidental music (music that provides background accompaniment to the action and
scane separation) played a pivotal role in embellishing thendraTheater songs called the

Radg a g 0\ veerg ased to serve multiple purpodesy cont extual i zing the
and text t hat foll owed strict orprovide & sease ofmusi ¢
Oheightened ci r camtasesaitvascalsdused asnadoolitonexpatiate upon the

prose (dialogues).he nature of theater music will be a crucial expository topic in this dissertation.

Modern Kannada theater playgre composed by the court poets of Mysore palace and music
composed by the court musiciamko were from the upper echelons of the soci¢tg. therefore
important to study howheir affiliation with the theater transformed their social identitreghe

society The representation of women performers in the theater, their experience and expressions,
their status within the theater and theisty at large becomes a crucial point to be studied to

encapsulate the gender issues completely in the discourse.

The impact of cultural nationalisand the project oflassicization of performing artsn various

art forms and how these movements impdcthe longevity of modern Kannada theater is a
recurring theme inhis dissertationAddressing these issues sestwo key purposes; a detailed
exposition of the theater repertoishich is the primary focus of this essarydsecondly it helps

to investgate the causes for declineasfe of thehe most popular artforsn
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Methodological Issues in Writing Biographies of Indian Musicians

I n I ndia, 6biographyd was never pursued as a
biographies are but@llection of legends, anecdotes, some of them apocryphal, and from mostly
hearsay and collected from sourceg #ra unauthentic and unverifiable. Winternitz (1927) in his

introduction to the book makes some fundamental observations regarding théitediame and

the role of biography as a | iterary gemwmre. Th
gnomic |iterature and aphorisms that the auth
has never been attained by any otheronatio . The author also remarKks

distinguished between scientific literature and artistodpction which makest very difficult to

di stingui sh-leett weasn amleldli @actic |iteratrureo.
hand, history and biography have in India never been treated other than by poets and as a branch
of e pi cWipnoteetroolghndl @riérealist vievis acceptable as far as the scientific literature

asit appears, only in the passimgithin the reain of artistic literatures concernedrFor example,

there are numerous references to celestial events such asdipsets anplanetray positions

in Mah Ub h Bnd R U m@y 4n these texts, the astronomical information is incidental.
However,India has also produced dedicated schools athamatics, astronomy, medicine and

other branches of sciencesd | have witten an articlenyselfon Asakt Karmaan algorithmic

method mentioned iMa h Ub h U sokleterniing the true position of a plaiBeepaket al.,

2011)
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Biographies of Indian Musicians

Several Indian as well as Western scholars have written bltigsapf Indian musiciarend their

knowledge worlds Qureshi (2007) adopts a dialogic ethnomusicology approach to study the
various school®f Sarangiplaying by collecting biographies, interviews and a commonly used
method particularly in doing ethnomusiogy on Indian classical music called the discipular
ethnography. A special case of application of participant observation method ireltheffi
ethnomusicolg y i s 6l earning t o perfor moé whi ch f al
et hnogr ap hwhch theethnographer becomes a disciple of the research subject. In this
technique of unstructured interviewing, the researcher wilaglotany specific qetions but only

facilitates the interview by breaking the boredom and guard against the datigernrderview

sounding like a sordid soliloquy.

Gupta (2009) documents the biographyBafba Allauddin Khan, the guru of the famous Ravi
Shankar and the fowdler of the Maihar gharana, is written in the form of a souvenir with articles

from his family nembersvho were members of the knowledge world he created. It has articles by

the most eminent Annapurna Devi ¢(&xfe of Ravi Shankar andlIAl uddi n Bter)baado s dawu
his grandson Prof. Dhyanesh Kharhis work containsinteresting factsculled out fromhis
autobiography originally written in Bengali dated™day 1957 in which he clearly mentions that

his forefathers were Hindus living fripura before converting to IslarAccording to Allauddin

Khan, his grandfather Dinanath Sharma had joined a grbbandits and had converted to Islam

and changed his narteSams Fakir to avoid getting arrested. Uma Anand (2011), in the biography

of Dandayudapani Pillai, an emineBth a r dya@mpdser and nattunavar (an accompanist who

not only sings but also reek the percussive compositions Boh a r dys) anentionsabout the
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migration of performing artists to urban centers for professional reasons. Napier (2013), in this
book captures the lives of many musicians belonging to the class calledldiith who &g a

traditional music called Mahadevj ika Byavala in Ak A snapshot of their lives, musical

tradition, livelihood, primary occupation and their economic status septed by the author.
DUSaSarmU (1993) has made a gsaphies ef hendreds df or t
musicians spanning over more thiventy gharanas (styles) and families of musicians, their
genealogy, salient features of each of these ghardmasfamily tree of musicians, music
composers, their pedagogical lineage and thelrpgérons under whose patronage these

musicians, and themusic thrived.

On the influence of indigenous folk artforms on the contemporary theater tradldansen

(2011) owes the success of Patstaterto other folk theatres such Bkavai, Nautctbecoming
decadent and Parsieatertook this opportunity tocreate plays of social relevance such as
educating women and men about family values, hygiene, civility andimpsttantly these plays
glorified the colonial rule. Pargeatercreated a publisphere by introducing women actors even
though journalistsand reformers were chagrinetlansengives a brief global history of
autobiographies before presenting a transiaof autobiographies of four eminent Paiseater
personalities to present a lustal synopsis of the Pargheater The author uses thes
autobiographies as sources to make critical observations about both the performance and cultural
history of theParsitheaterwhich more or less remained the face of India@aterin the late

nnet eenth and early twent idetch neaemratbu royr ttihlel 6tthae

(Also Hansen, 2002).
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Biographies of Female Performers in India
Traditional £male performers seem to have been marginalized and neglected by the scholarship

for a long time. Only a few scholars have attempted to write about female performers. Most
importantly, among them, Qureshi (2010) addresses the fine distibceoh w e epersoh dné 0

the personadé of the great Ghazahlo ssihnegecralofs tthh
of feudal culture for the Indian bourgeois in
was important for women like Begum Afar, who like most women coming from a hereditary
matrilineal tradition of musicians, to find é&he for herself to be established as one of the agents

of the 20th century Indian classical music, which was then a patriarchal institution. The author
discusses the indpensable role of biography of women as a medium of expression for their
thoughts whth were otherwise stifled by a vicious combination of a continuous stigmatization of
owomenés musicbdb by the col oni alredefireditthe easly and t

20th century.

Similarly, Sampathdés (2010anwamé@&@s o2 G&@)h awo rJk
Dhanammalgritically examine the social and the sociological milieu that transformed the lives of
women musicians and conjectdtatthe mod r ni zati on and I ndiads Otr
modernization might have contribdtdo the povertystricken life of some traditional female
musicians.

In the domain of theater, it is virtually impossible to delink the thgagesonalities and their
ergagement with the public spher@arsi theater created a public sphearg/hich femaé actors
werefeatured for the first time much against the oppositigonwhalists Modern Kannada theater

created a public sphere that wasaied between the societlsires for entertainment on the one
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end of the spectrum and other end of the spettvas occupied by theplonial rulers and the

society that was modeled on colonial morality which forbade female actors.

This chapter providithe vital background abduhe history of Indian theater, modern Kannada
theater and historical and historiaghical issues discussed in the literature. A closer scrutiny of
the |literature suggests that scnotddanrssopeta nt er e
eitherYaki g Uar the political theater post Indian independence and modern Kannada theater
remains an unchartered territory. A brief political history of Mysore, the study area where the
subject of the dissertation Paramashivan, his sisters R. NagarathnachRia\enplamma were

born and began their theater careers was discussed. This claptaimed at providing an
understanding of the core research questions, research objectives and the relevant background
literature on issues in writing biographies of ena@nd ferale performers in India and, the
nationalismart nexus and its engagement with the theater. In the next chapter, | will detail the
methodological approaches adopted following the style of an autobiographic and reflexive
ethnographic and attemptdtarifymy o&éi nsi der vs outsiderdé ident.

tottering platform.
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Chapter 2

Research Methodology and Reflections

Prelude
An 88-yearold man, Paramashivaa,leading experdn modern Kannada theater, and his sister

Manjulamma, almost neariniger eighties, are sitting inside a recording studio in Banagalore,
wearing their headphones. Both performed a customary warm up for just a few seconds by singing

the first two lines. Pamashivan, in his inimitable style inquired withe recording engineer,

AUmesh, monitordickk o Yo Aa sound | e yenesh, can wegivé it anr{J to ehleck e ?

if the sound | evels are OK?)o0. While telse reco
Paramashivan in whose veins all that runshieater, stagecraft and music, started sharing yet
another vintage tale of the song thatwasabout to singvith his sister. Hexplained the technical

aspects of the songemonstratedhow it was sung bygtalwarts in the year 193¢d howthe
audiencereaced to it. The rest of the recording crew and | who weegching this were
transportedo a realm of the past, while his sister listened with the same keen attention, awe and
curiosity, that I imaginedhe would have devoted when she first had hEmgéessons from her

brother fifty years ago. They sang a duet from the layHA,al $tmg by the char.
and his clown partner Makaranda. In the song they discuss the consequences of steslisgdout

milk from the households of the cowhevdmen of Gokul, a recurring theme from the childhood
stories of KAAdJda foBhighnatPleg aHiarscthi vtaenx ts amayl |k
Manj ul amma Makarandads, a r oslc@mediehne ofther tmeesl e h er
Paramashivan finishesli ngi ng t he more serious first stan:
the linecumbisalamborahmbakihi ch means OWhil e you attempt t

womenod. When s hferimpeoypzatiat esih e he mb e Inleumanhwmdimi t  wi |
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um® t he sound of kissing, |l eaving the sound cr
recording to a complete halt. The recording had to be resumed after everyone had regained their

composure (Deepak University of Alberta, 2018b).

For this poject, | sanga couple of songsipon persistenpressure from Paramashivan and
Manjulamma but carrying an incredibly heavy burden of gifitheglecting a tradition that truly

belonged to me. It reminded me of the wise words of advice fromeMidgiannaya, the famous
humorist and politicaNQowmatniimmb, appaaaf atdi akac
mUi i dre, kasubi {fyaudb rotfollavithe keadedpath & gotr father, you

can never be a professional in what youdoYou wi | | only be an amat el
fact that at lead am documenting this tradition to the best of my abilities and within the available

sources of information at my disposal.

Introduction
This chapter is about the research methodology, my own personal experiences and reflections in

t he oOf i el Kadnadatheatam theerichnmusic it embodieg, pastlearning experience
under the tutelage ofly father anabservationsluring myautc-ethnographi@andautoebiographic
study. It is aboutthe theater world | have been dwelling in as a silent obsamven casual
participant who hadunintentionallysoaked inits repertoire It is about the transformation and
expressre embodimenof this repertoirghat had for the last thirty yearsemained only in the
upper edge of my consciousness like a saank, hazy sfumato imageo a crystaiclear
manifestation of musical beauayd lyrical wonderHere,| will talk about the storiethat | had
heard in my childhood which were inexact and sdgfinite but gathered a definite context and

concretization during myield work when | reheard them for the purpose of recordnd
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archiving | study the theater from what Katz (2017:5) calls 6 phenomenol ogi cal
positing it as a o6coherent transgener atsi onal
essential integrityl will elaborate on my late entry into the theaieitial training in Karnatak

classical music, theacred, tméhonor ed and tGue iya@aampasafaacherd 6
student I egacy)d6 of which | could onS&ayangh ec o me
| will describe the circumstances under whstime musicians, keeping in mind theivn vested

interests, restricted me to ram an outsider by imposing their fervent ideals uponimél share

my personal reflections on what motivated me to pursue my PhD in ethnomusicology, quitting my
high salaried job as a climate scientist, and héamded on this topic for my dissertaticAs an

insider | will study the language, prosodic and poetic grandeur in lyrics, text setting and music and
the context of the plays. As an outsider to the theater tradition, | will attempt to study why | was
kept an outsider for almost three decadelilevtrying to understand why my father invested all

his efforts teachinghe only Karnatakclassical music to me but strictly quarantining me from the

i nf ecti ousmoedpeirdne nkKiacn noafd aé t haadanty enotlier wene nonvinted b ot h
that | was sible professionally so that | would not devolve into the state my father was in his
youth. | adopt both autobiographical as well as atbkmographical styles of exposition in this

chapter without strictly adherirtg any one style.

Research Methodology
This dissertation is a confluence of many a method and several genres of writing. Since there is no

silver bullet or aleusexmachilmo r esol ve the thorny crisis of

met hodol ogyd that has Ill&he prablemsencauatdred a ptipnegaaphict o

Q

studies, | have adopted a muéyered approach biography, field work, dialogic interview,
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reflexive ethnography and adbiography each juxtaposed over the oth&ome biographical
stories in this dissertatiomre old but retold during the fieldwork with the objective of
documentation and some of them are altogether new. | will, however, not distinguish between the
two for the sake of seamless transition wherein the primacy is placed on hikanmgce of the

subjectthan the chronology in which | heard them.

It would not be entirely incorrect to say that | started my field work almost thirty five years ago,
during the years 19885, growing up in a family of eminent theater personalities and musicians,
hearirg many musical instrumenénd clandestinely eavesdropping on ¢baversation between

my father and mother that revolved around politics, family gossip and occasionally but certainly
about theater, theater personalitesl their amorous escapades. | alsoducted field study when

my sister Smitha andrkstlessly waited with bated breath for my father to stop composing his
music on the other side of the wall separated by a wooden door, humming his favdrgeike
Bhimpalasor KalyaA or Desh so tha we can get back to play.wasunconsciously doingn
ethnograplt study wherat the age of sikwatchedmy father and aunts perform plays liKg ‘ld A
GUidiwndKn 1WA L §Wwaa doing stylistic analysisf anusic when lenjoyedmysf at her 6 s
backgroundscoreb as ed o n a Karrekmusic calldtkgaan @ginl) o r Stapnada 6

scene (The dr eawhickl¢ eme ) § dea el td aadbstaadad .

My formal field work started in 201 when | visited India during the summer. | started
accompanying my father to his concerts, started collecting his pictures, requested concert

organizers for videos or audios. | conducted formal interviews with him to elidingredetails
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and perspectives aht the stories some of which | had already heard. Stories related to his own
personal life were more or less known to me, but the stories about theater offered a fresh
understanding of Kannada theater. He introduced akwermv characters, their lifewaysiany

unheard songs, and new places within my own state that | was unaware of until now. He was a lot
more transparent, this time. Because until then theater was always considered a forbidden fruit
discussing which was alwst considered sacrilegious in damily. But now he hado inhibitions

to discuss personal stories of |ike oOo6who el op:

about them in my dissertation.

| spentsix monthsin India learning two fulfledged playsS a d U randiB éitipa Pratijfieand
performed them. In the meantime, he was invited by the dean of drama department, University of
Bangalore, to teackn e A Lt@ theauniversity students. | recorded full run througfearsals of

K 'dA L andlBahka Pratjfie in which he taught acting, singing, entrances and exits to the
students. He was initially conscious and hesitant to face the camera and teach students, but within

a short while he became comfortable.

Even thoud | had already performe®ia d U r earfieiein the year 2008, under my own direction,
performing it under his direction was a different experience altogether. Earlier, | had performed
the play in two separate parts on different days since it was easiewdlyato play the
deuteragonist. This tienl had to perform the entire play in two roles, as awalft mer c hant
MT rti and a Aaybothtcgmic trates. ¢ reddlkected some forgotten songs and
incorporated them in the play this time. He tauglketintonation of dialogues my long-2dinute
monologue the dialogues which previously | had practiced incorrectly. According to him there

were many flaws in the make as well in my previous performance.
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Figure7: Picturesa b o v e
thief, Bangalore, July 2017
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Figure 8: Paramashivan in SamsYaf &1 N&du k &2edh rufae yr 8l e of a Ka

His attention to the minute details; the hairstghd makeaip of each character, the props for each
scene, and the transition and sceneries in the background mesmerized me. | regret not recording
his advice to the makap artist and other artists befdree play. Here is a clip from my previous
unrefina performance which was still wakkceived (Deepak University of Alberta, 2018d).

Figure 7contrass the changes that he broughtis a vis my direction.

During the field work | recorded 500 theater semjayed by him on the harmonium. Due to
paucity d time, | could not stay to name all the 500 songs which the recording engineer forgot
during the recording. The onus of naming the raw files now fell upon me. | requested my
colleagues from the scientificommunity and my cartist in S a d U rta nelp mein this

endeavor. My friend, Dr. Vedarun, a computer scientist who spent half a day naming the songs
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said, AYour father is unbelievabl e. Il woul d j i
title of the song, name of the play and all thevah details. | got suspicious of his abilities and
tested him by playing a song that was alread

already, why is it repeating in the CD?060.

Figure9: Manjulammaintheroleofadrin pi mp NUj ukayya in DevadUs9d wRolh Purni ma

The CD was mastered and released in February 2018. For the CD release ceremony, | requested
both my father and my aunt to antan assorted medley of their favorite scenes fdiffierent

plays. My father pKaXayeRIiojhlmsiomStims Uplaklyspnt k ast
pl ayed the roles that made [IDen afth@dmuxarious t he p
h u s b adiid Makridali opi. She was joined by her friend andlleague Purnima who was a

character artist, a wildcard actor who could fit into any réigures 8 and 9 are snapshots of their
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performance at the CD release ceremaditye event was reviewed by the English newspaper

Deccan Herald dated February 12, 2@%ubramanya, 2018).

This work is primarily concerned with the biography of only one individutd abrief contextual
reference to his family members who were theat
music and experience has been popirahe past. Slawek (1991) focuses on the sitar maestro

Ravi Shankar and his pivotal role in lgidg the traditional and the modern. Chernoff (2003) uses

a biographical style of writing to tell the p
her own words. The author fictionalizes the characters and the places in her stories by changing

the names, including that of the subject herself.

Danielson (1997) for example, studies the Egyptian vocalist Umm Kulthum emphasizing the need

for studying exeptional performers who have impacted their culture also being participants in the
society. StocKk 1999) in his review of Danielsonés worl
of an individual as AAl t hough nmthdrenhasrheeniac ol o0 g i
expansion of interest to deal with music created by known individuals anpabsed on by means

of written notation or sound recording, even if many such studies still acknowledge the intention

to relate the unusual individual musich t o mor e generally shared s
biographical works concerning individuaad groups of musicians in the context of Indian music

have been referred to in the last chapter. Even though this work is primarily biographical intending

to document a performing art tradition, as mentioned earlier, | have not restricted myself to any

one genre of writing.
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An I nsider 6s Ob-gthmagtaphy in Ethnonasicdlog Criti@sm, Exception

and Justification

A very uncomfortable yet aalid criticism that often arises in ethnomusicological studies when
insiders study their own culter, l' 1T ke i n the current dissertat

objective and detach themselves from.lhthie cult

regard, Burnim (1985) quoting Bruno Nehbhdt | emp
safeguardso that need to be employed by insid
bi as, which includes 0 bervatiogs amdrclearly rnamfaiding the her

di stinction between t h8&urninrhighdighta the tagtly assumetl, i nf o
common notion among scholars that objectivit)
resear ch popul anuiualynonintersectieg spaces indirectlywsserting that the
researcher is enttaof abwhgmadolpetermityd in re
Barz and Cooley (1997:10) have convincingly argued that nationalism motivates reseaothers, b

the British and the continental, to study their cultural and national ancestors, and clzartdeteri
6national traitsd through theTHeo®y kwmiutse ,c 1 Bi €
within one's own country and among individuals whars the fieldworker's nationality might

seem to exonerate the scholar from the critique of ethpbgrthat seeks to describe the Other,

but musical folklorists createttie @the®within their national boarders by creating cultural and

evolutionarydevel p ment boarders separating them from t

She follows this contention immedely with a rejoinder by scholars like Bruno Nettl himself,
Al an P Merriam and Mantle Hood who do not rul
a member of the cultured6 and offers various ¢

studed their own culture and got acceptance in the field.
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A conspicuous change in this perception can be
refers to conclude that insiderdés perspective
06shol arly respect and authorityo, and both in
argues that the evaluation of the authenticity of field wegkroblematic because the researchers

do not divulge the detaehetti aosduwhscbofishdiar
from what AbuLughod(1999)c ont ends i n her wor k on Velled fBedc
Sentimentsthatsuch onest details can be both Ouseful as
discrediting the importance finer details in the field work, she takes a middle path and presents
only those O6salient par amet eregng the ¢tomieseacco ul d d

guestions.

Reflexive ethnography has been accepted as a valid approach to ethnography in the recent times.
According to Barz and Cooley (1997), ORefl exi
quite rigidly predisposeshé ethnograper to be outside the culture being studied. They write,
Aéresponds to redress coloni al et hnography th
studied in an Archimedian vantage point from which he or she may view and represent the Othe
Thiscla m i s supported by Nett/| (1983: 262) who

insider who provides the perspective of the ¢

The second most relevant aspect of reflexive ethnography vidach and Coley quote, was
postul ated by Clifford who challenged the par:
al |l observations are Oparti al trut hso, becaus
allegories in their writings. Awmording to difford, the myriad possibilities for interpretation of

what is observed is solely ethnographer dependent, and to establish this fact he assesses the

roadblocks in ethnographic studies and accounts for human lde@alls ethnographic writiisg
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as fictiors written by individualsvho are biased in their judgement from the standpoint of their
geographic locationanguage and cultur@oking atothers as primitiveHe believes that it is
natural to confront thegshualities but care must be exésed by ethngraphers to make allowances

for these exigenciewhile writing ethnographyHe terms scientific anthropology as an art and
therefore ethnographies borrow literary qualitiesn art making them less objectiv€lifford
contendghatiethnograpy is activdy situatedbetweerpowerful systems of meanindf. poses its
guestions at the boundaries of civilizations, cultures, classess,rand genders=thnography
decodes and recodes, telling the grounds of collective order andsityivénclusion and
exclusion. It describes processes of innovation and structuration and is itself part of these

pr a c t(Glifforel,s19892).

The abovementioned sources in literature do not resahg identity conundrum, but they

certainly offer a justifcation by means odhowing examples that an insider studying his own

culture has precedence in ethnomusicological studies. My defence in writing about this topic is
that, any other topic would have beaemn eads G&&ii mtce
it is primarily about the life and work of my own fathés mentioned earlier, it may be hard to
segregate themethodological boundaries strictly into discipular ethnography, reflexive
ethnography or biography. For exammering my field wak | could not alwgs carry a camera

with me for all the performances and retsads. here were instancekuring rehearsal sessions

when | was learning singing and acting from my fagmer discipleat the same time olbséng

his actions on the harmomuas an ethnographeand simultaneously trying to retain it in the

forefront of my conscious mind to record it later in my n@tesn autobiographer.
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My Tryst with Modern Kannada Theater - Disingenuous Hypocrisy or a Genuine
Concern?

AOnce an act or teilismsstyasge profession wheh ance You gedaddicted, you

want to be in it all your life against all odds, only because greenroom has a strange aura to it. It is

a nice place to be i no,BarneyoftheUniversity of@ibertmnce Pr of e
told me in an infor mal conversation. This see.]
Perhaps both Professor Barnet and my father feel this passion so intensely that when they were
introduced to eachther at the university for a briafhile, they seemed to have found a ldasgt

friend in each other with whom they reconnect e

in general, to converse in English, he was disarmed and at ease with PriBéaast.

Although it was forbidderfor me to attend theater performances, in the year -8984r
thereabouts, when | was 4 or 5 years old, since my mother was away and my father not willing to
leave me alone at home with nobody to take care of me,tbhrextompany my father for a drama

d ess rehearsal in an auditorium called 6Var a
Kannada theater A V Varadachar, who reinvigorated the theater tradition in Mysore in th& late 19
century. By this time, all # theater companies had shut dowry; father had quit theater and

moved on in his career as a music teacher in a government high school. Yet, because of his fervent
passion for propagating the Kannada theater and obsession with the greenroom, he Was active
engaged in training an ad hocdlher group comprised of seqmiofessionals, young amateurs and

only one senior professional actor called Mr.

childhood friend. They were rehearsing the plaly iapdrva

As a young boy who had never seeeater, stage and drama, | was both fascinated and intrigued

by the automatic opening and closing of the curtains, men and women in makeup brandishing their
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swords, bows and arrows, and the razidezle rhinestones, fakat flashy jewelry worn by actors

playing Dharmad y a , Bhooma, A r j-statusapartsinttte did it khosvthenh thag Ih
would be playing Arjunadés role in the same pl
particularly caught my attéion were the two scenes in this play, the dugben the villain
0Kgcakadé and 6Bhogmad which my father was dire
catchy background music, and the battle scene in the climax containing a marching tune clearly
inspired by that of the British Royal Marines BlaBervices. This battle march tune with its catchy

lyrics set to 6/8 tempo, made the song so attractive that | kept humming it many days after the

show.

6Dodda ¥Wp aSdudgaa h Uk ut a letus stop the big cows (soldiers)
Doddiyonge serisuvudakd d i e ni d and send them to cowshed without much a
Vorarellaru sUri ve Comeonsoldiers, lets hurry up

Seri nyYaspumawguval re to reach and ransac
Karadi khadgava bharadi dharisuta brandishing the sards in our hands

Ser i nUvu matsyapur Let us reach and r a
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Figure 10: Left to Right: Dawvil Barnet, Paramashivan and Jayalakshmi (my mother) gusiu2016, Edmonton.

This song, like any of the thousand odd songs can be analyzed for-gettaxy, lyrical beauty,

or alliteration in the prosodic meter which | will discuss later in thiapter. But this song is
permanently etched in my memory fom entirely different reason. A few days after the rehearsal

and the final performance, when my father was away, | enacted bits and pieces of the play that |
could recollect and recreate from mmery of what | had witnessed during the rehearsal. | played
multiple roles, including that of the stage manager, curtain boy and my father too, by singing
Dodda Wwabdgad hUktutmy auntods house in Mysore.
informants promptly conveye dsohappyfotybuesomimmidesis di p
foll owing the treaded path of his fathero. M
upon me, he beat me Ppluaplosae&nd amlede tmiatt h waa s6 ms

annoying fauna, to prepare the ricedging, and sometimes to discipline me. After the cane was
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cut into many an unrecognizable piece, he roared in hisusualrst or i an t heatri cal
you,lam notspendingmyhaelar ned money okeVysakkeladddweuda a Uo
(a useless theater person) o6, but to get you e
or an engineer. Hereafter,liever catch you enacting or singing theater music, the consequences

could be more | ethal o.

| hadto wait for many years before this little befuddlement was firmly settled in my mind. | had
fancied that It was di si ng etitahave sakep suthyextrencer i t i C
punitive action against me for-emacting actions which were penfeed by himself, not too long

ago, for which he was also garlanded at the end of the show. | could understand his rationale only
after | was mature enough ttegn the fear in his head, by carefully analyzing the harsh realities

glaring at my face; two unm@ed aunts in the family, my parents working in two different cities

to make ends meet, and my father 6s stibnrthatgg!l e u
he duly deserved, offered an explanation for the pragmatic choice of my parents éoayet my

sister educated without worrying too much about perpetuating the artistic legacy in the family. In

fact, there was no legacy, because my father ant avere perhaps the figéneration actors and

theater personalities, the reason for which gsgdained in the earlier chapters. | had to wait until

I was at the research institute pursugoadig my F
Brahmin bg from a well cultured familyuntil | could act on the stage. It was during the last year

ofmyg udy, | got bold, directed anBadbtbawmeth wh
team of likeminded, amateur actors like myself. My very firstsiage performance as an actor
received so much critical acclaim that there
my ability to carry on his legacy and he lsdrted making a grand plan in his head. Yet, perhaps

since | was in the last yeaf my course or due to stiff resistance from my mother, he did not voice
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his desire to cast me in his dream project until a few more years. In the year 2014, however, my
father, along with some theater organizers approached my mother for permissetne fiee in

the role of Arjuna, theapgtoa agiomhladwasn utnhaew anm ue
details of the arguments and courdeguments that transpired between my mother, father and the
organizers. One fine day, | got a call from my hestwho expressed her wish to talk to me about

something very importd.

AYour father wants to feature you in the | eac
endeavor only if you make nagromise Promise me thatouwill not quit your acadeios career

to pursue a career in theatero.

| remember jokingly repiyng t o her , A | at bubwhat if | dathin kwe witho u o n
araupadi K OheadavdyYw! ayi n §yot hay havead aecept ier aBBr a u p

your lawful daughtein-l a w0 .

AYes, of course. I know about you. | agreed t
mother of two, one of whom ia | mo st as old as you arebo, my
humowously.

My debut as a professional actor-stage in modern Kannadheater started opposite a senior
woman in the lead rol@-igure 11and Figure 1P The primary reason for this choice wad than

(to some extent even now) she is the only experienced artist in whatever is leftnaicémn
Kannada Theater who could readily accept the extremely challenging role of playing the lead in a

three hour lag musical, even though she is not a cladlsidrained vocalist herself. Those who
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watched my performance could clearly glean that | was very uncomfortable in the scenes that
involved flirting, romancing or those that involved any type of physical coreaen as little as
holding the hand. My eber experience in college in a similar situation was not as annoying

because the female parts were played by men, my fellow scientists.

Figure11L: A scene from Ssth0g4Bangal@au bhadr a, Augu

I distinctly remember my father announcing tc
extremely well in those scenes that did not i
songV a n la § ilav@&takehe was supposed to be holding her hand throughout, which he clearly

did not. Perhaps he was nervous and feeling c

was sitting in the very first row throughout the play, because of whickpteaksafe dtance from
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Subhadr ad, inviting the audience to burst int

his humor, quite characteristic of his obdurate predilection for flaunting his sober persona.

Figure 12: Deepak applyig Makeup during Subhadra Kalyan2014

|l cannot totally deny that | watkestage themdsanr t a b |
for which | could understand only wheThel pl a:
Taming ofthe Shrewunde the able training, guidance and directionPobfessoiDavid Barnet,

my acting Guru. In Indian theater most talents are like rough, uncut diamonds without any formal
training in stage combat, the rules of physical proximity and otherdspcts of intimate scenes

which have been theorized and formalizedha Western theater training. | had to enact the

i nfamously sexi st A Wo oTheS$hremgitasifandly refeiked to, which s c e n
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involved a lot of physical intimacy dncombat skills. While my acting partner and | worked on
our lines, Daid announced one day that Mx. Julie Murphy who is a theatrical intimacy and stage
violence director, will be coming to choreograph the physical intimacy and combat part of the

scene.

Subsequently | attended a workshop conducteditigwho is one of thenly few handful experts

on theatrical intimacin the whole of North American which she clearly explained the procedure

to be followed to clearly demarcate the physical comfortzohevery actor which is the essence

of theatrical intimacy. She expfeed the idea of Cue, Reaction, Action, Folltwough (CRAFT)

in stage violence and choreographed the 6sl a
Petruchio to try his gentlemanéss to which Petruchio instantly reacts, in a seemingly physically

viol ent manner , saying nl swear I 61 | cuff you
experience for me. Her choreography was widely appreciated by the audience and ouadidector

instructor Prof David Barnet.

With all this rigorous training, when | returned to India for another performance, this time with an

actor much younger than me playing the rol&af b h aadinetha actor by profession, I tried to

diligently follow thesteps of proximity practice thahhd learnt in Canada, in all sincerity. To my
astoni shment, when | asked her, 6ls it OK if |
i nnocuous 6You can hol d as vy o uningibswwelglackimgu gge s |
even amongome of the professional actors in India. When | inquired with my father about this

his reaction was, 6l n our ti mes, the norm was

partner. The closestthatyoucouely i s an ar md swhénetis gecdssarytohbotd t oo
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the hand. Mr. Subbayya Naidu, under whose training | spent more than 5 years, always used to say
dullu benki ottige ittre hathkond bidattlii you keep fire and a dry straw together, itlveétch
fire)dé, thathoiug dhdow ffaromygygwur fell ow actorso.
who he felt were trying to misuse the situation in the play. He had admonished an actor saying
@vaYu ninna heAilti g3Sheisnotydut wifd Keep your distaceilandmUt Ui u
say the |l ines)d. David echoed the same senti me

similar physical intimacy standards were observed in the Shaltespetheater as well.

When my father was in London, | took him the Gltheater, and while doing a guided tour within

the Globe, | conducted a short interview to glean the approach for stage violence in Kannada
t heater. He expl ai mated ,choréodrépker. eThe vactass worked aheitd i
themselves. The actors who palythe role of Abhimanyu and Duryodhana were very good. Only
three actors were keen on choreographing their stage combat, namely Shivanappa, Dodda

Basavaraju and Shrikanta Murthyo.

Learning under my father or for that matter under Daxadvery intenseexhausting and therefore
wasnever an enjoyable experiencecduld relishit only after the learning period is over; their
intentions, suggestions and examples startaking sens whenl went on thestage to perform.

What | found interesting and quitenslar in the teaching styles of both my father and David, is

that they are such passionate masters of their craft that they have very low tolerance for mistakes.
They can be sevdsecritical of even the smallest of the mistakes and sometimes make you feel
that you cannot make any progress. But when approached with sincerity, | have seen both going

out of their way to help a genuine aspirant.
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However, my father has mellowed dowroa and his belligerence seem to have come down
significantly in the recerpast. | have earlier seen him use the harshest language to drive home a
point, his f awdrkiet e hpdhvrid s e 9 i If¥ethyeaxeyaudas rastiésgsas Ud t i

-
y

someone fallenyUkrtio a0iwwHg d)@r aanydow dying, Sir

My father often complained about the condescension of the mainstreankalitiatakmusicians

for theater ad theater music. But as far as | am concerned, he was no different. Even though any
association with the theater was strictly forbidden for meniegKarnatakmusic was mandatory.
Learning vocal music under him would involve waking up early in the mgrompulsorily and
doiagk Bthana(svoi ce culture technique)é foll owed
Karnatakmusic composers. The incentive for learning a new composition was a chocolate bar but
the punishment for every mistake used to be taking cudgels on my dmanktimes wh the

wooden cover of the harmonium or the violin bow, anything he could lay his hand upon. His
teaching methods and circumstances were unusual. He would suddenly remember a composition
while waiting for the bus at the bus station and stathing me uil the bus arrived and continued

it as soon as we reached home. He has taught me music in a restaurant, during the flight or amidst

the bustling crowd in a wedding ceremény

Theater training was entirely different. Seated in front ohmenonium, hevould show most of

the actions through hand gestures and with the help of examples of how the great theater masters

“lremenber | earning SUmodam Ci ntaly Umi rclbgrap oésueddd hbay Dohfa
for the bus, NUda Loludai asndKalpyCiatdamsantaTyida
at a restaurant n @Hmdnb8sgda flightio! ew Dalhi to attgnd hiSaregeet

Nataka Purasakaceremony.
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would act in a given scene and their respective roles. Each rehearsal used to have references such
asKod i Trappan@Gdiavruu,hNyagalS hogge hUdavru, MaYa\
pUtradal | i(Kattutappa msdditasing this song like this, Nagesh Rao used to sing this
way and Mal avall.i Sundaramma would play the
embellishment®f the song. ld expected the actor and singer to be attentive and gather those
embellishments from his harmonium during the rehearsal. He would be delighted when an actor

or singer repeated the phrase he played on the harmonium and teach more subidetéseT

the keen and discerning, which more often than not used to be me and a senior lady playing

miscellaneous roles, will have to pay a lot of close attention to his harmonium.

My first performance on July 352014 in the role of Arjuna saw a raagisuccess Wit theater
connoisseurs coming from all corners of the Karnataka state to be a part of recreation of the
Kannada theater history in Bangalore by my father. | had never experienced such adulation and
attention orstage ever in my life as a penning musicia (Deepak University of Alberta, 201Be

Figure 13 shows thgoster used for advertising the play

But as an actor, performing in front an audience of more than a thousand people packed inside the
biggest auditorium in the province, with tigeeats of Kannada theater namely the renowned
humori st and political s at i Whoadtfriend)Mand dneactor, Hi r a n
nominated Member of the Upper House of Indian parliament and the granddaughter of the
legendary Gubbi VeerannadviB. Jayashree and other dignitaries arasxhilaratingexperience

It also became a bit annoying when at thel efh the show people thronged the backstage

irrespective of their age to take pictures with me, some to touch marfdetome just to catch a
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glimpse of a scientist acting in a forgotten musical of Kannada th8aéen g 0t a dBubhadr

Subh &ai Y tilved,by his own father, after a long gap of nearly 70 years.

| was surprised to see such a huge audience for an artform that has aleeddy dee d . My f at
explanation was AYou give them good theater,
of the politics of drama, the jealousies of othmaxperiencedirama directors who are making a
mockery of classical drama by including les@hgs and vulgar dance movements. For example,

in the year 2016, hile doing my field study and conducting discipular biographic study, | played

the role of Arjuna in a play c@tiR Uj a s 1 y Ehis Mdy gequired more than 40 actors and
scheduling rehearsals became extremely difficult. | witnessed the rivalry among theater
professionals, when some of the amateur theater troupe that wanted to hijack the auditorium for a
political event, bribed the sound engineerdRavindra Kalakshetrauditorium, Bangalore, who

in turn disconnected the microphones and ensured that the voice of all the actors except mine
would not be heard. My voice was spared because my performascea in h a dlylAd hatl

already made me famous for my singitgS u b h a d r a ArU@alis\the oeatral character.
Whereas iR U a s | ythereYsUhg @entral character and the primary focus was the musical
varieties.l was convinced that ynfather was rightn sayng that theprofessional actors are all

long gone, and the new generation of actors and directors are insecure, incompetent and not willing
to go through the rigor of learning music and acting both of which are essential components of

modern Kannada thest
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Figure 13: Poster in Kannada Mduy@5th4i3eRM(TckeS privéddrsl 108 eathp | y U

| toured with the troupe performing this play in different cities, revelling in the newfound attention,
glamour and appreciation for a few months whenitivasme t o pur sue my pr i m
Sarangp about which | was traphywuaderayeryoenawned makstrg,c i p u

for which | had to return to Canada.

While the entire world of theater loverasshowering their love and appreciation me, | learnt
from my sister that the very night after the show, my mother telephoned hepided as
foll ows. AMy worst fear came true today. Your

he would do. He did eventually applythe greasepat t o hi s f aceo.
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The discussions in the current chapter must have, in no imprecise terms, donkgyeemained

an outsider to this great treasurenaddern Kannadaheater tradition and its opulent music for

these many years. Regrettably, | seldomthacopportunity to watch my own family, the legends

of Kannada theater, namely my father, my two aunts in action performing this wonderful artform.

| was deprived of thexperience of getting a glimpse of my aunts encased in the flashy costumes

of the bygme theater era, singing and saying powerful dialogues under the glittering candelabra

of the stage. | also missed watching my father ensconced himself in his favatitwozan

Ohar monium pitd, in total contr obglamdes ofthee ent i
audience that luxuriated in the vintage tales of Hindu mythology or a fiction or a Persian fantasy

pl ot, sometimes viol enotrleyd ifrnotre raj egcotoidn go i weicteh oaf

dialogue and other times enjoying the séxelike connoisseurs with a meditative predisposition.

Figure 14: CD Cover and Volume 1 and Volume 2 ofi§aSag 0t a Sammodi ni
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It struck me quite nostalgically during the field trip in 2017, when | recorded and reRaseyl a

Saigot a S &igunold)ia €D of more than 500 theater songs selected from 43 plays and
performed by my father on the harmonium, some of which weng by my aunt, the latter a
septuagenarian and the former an octogenarian. | felt | was forcedchtonran outsider to the
tradition, even though | rightfully deserved
well founded they mightbenlst ead of teaching me t hicamatakr , t he
classical 6 mulysdidcnot banetto stsop me whensliwasginvolved in a radically
unpragmati c exogamo barangde | atni o nnsshtirpu meintt h, tthhag a

incongruousandneal i gni ng wi th al l the 6high society

then.

In one of mydesperate attempts learn theSarangj which later turned out to be a futile attempt,

from a very renowneddmpestgoaodbhdeal witthcki m
biography and in turn he would give me access thialmusic With Prof Regula Qureshi as my
supervisor, who is &arangiexpert herself, it was easy to convince the maesgree to this
proposition.l redgned my high paying job as a climate scientist in 2013 and in 2014 decided to
pursue my second Phb ethnomusicology in this endeavor. | had spent a couple of years studying

the literature, applied for ethics clearance and met many musicians to priicifree interviews.
Unfortunatel vy, t he maest r o0 swishera rthat | vam rree POi ¢
6ethnomusicologisté studying in the West who

gains and he immediately pulled out of the project in tlggnibéng of 2016.
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Wit hout realizing the purport of fitehfranticallgi om 0 (
spending all my time and effort in persuading the maestro to agree to be a part of the project, under

the influence of my mindless pangl@soptimism. At around the same time, | gave a symposium

at the Wednesday seminar series about theédvh Kannada Theater music at the Canadian Center

for Ethnomusicology, University of Alberta. After my presentation my supervisors Prof Michael
Frishkopfand Prof Regula Qureshi who were aware of my plight by then, suggested that | should
document this waderful tradition for my dissertation instead of indulging in the Sisyphean task

of persuading the unpersuadable. So almost after 2.5 years of workitigpoiklass topic, | started

my dissertation on an entirely new topic.

Conclusion

This chapterwas about my sojourns in music, early disinclination towards theater and the
serendipitous circumstances under which | decided to write about a theater tradition that seems to

be in an advanced state of obsolescelntave briefly described the dynamics egtionship as a

son to my father and how it drastically differed as his music studastified the scholarly pursuit

of my own culture by citing references of precedential value in the field of ethnomusicology. My
intention to cite these referencesni®t t o what Katz (2017:6) calll s
procedures that grant agency only to discrete individuals and that evaluate oral historical claims
only against an i mpartial written recorthdo. It
oneds own culture can stil]l be | egitimate and
scholarly criticism of my objectivity or the lack of it therein in accounting for all the possible
cultural contingencied.do admit that | stildo nothave adefinite answer to theexata quaestio

O6AmM | an i nsider or an out sider to the tradi
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Cul turally, Il am an insider. But as a perform
be read asarargi and theater) as an insider who was condemned to remain an outsider in the
theater and as an outsider who could only become a-impsader in the world oBarangi In the

end this turned out to be a blessing in disguise that for my current work, ladaa,s&s annsider

| could easily carry out a perspicacious deconstruction of the modern Kannada theater as a
performative artform, and as an outsider, an attentive social and historical anhiysis. next

chapter, | will exclusively discuss the musif modern Kannada theater callBdd g ag ot ega Y1
which served the purpose of titillating the besotted fancies of the audience of Kannada theater. |

will discuss the relevant cultural influences encompassing a broad range of social, geographical,

religious and colonial constructs.
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Chapter 3

Ra/ g a planfiAct Tdhe Modern Kannada Theater Music

Prelude
For a long time, theater music callRa & g a g jvaseandeined and neglected as inferior by

the mainstream classical musicians until Paramasitivanged t perceptiorthrough his lecture
demonstration oR a & g a g intthe grestigioukarnatakClassical Music Conference, held in

Bellary, India, in1972 It was at this conference he highlighted the nuances and the richness of
these songs and the theatersmuradition, the forerunners of which were none other than the court
musicians of the Mysore palace who were scholars of both theory and podchiferent genres

of music. According to my father, it was after this conference that mainstream classstzibns

started recognizing him as one among thém. giers a short slot of 30 minutes. After |
commenced my singing, the audience was sovdwemed that it demanded the chair of the
conference that my program should be continued for the resteof tmor ni ng sessi
recollectedIn the year 2012, when my father was away touring USA, | was summoned to represent

him in a thematic concetdadnhe o6 Usage of Raag Jhunj hootdi i n
me over the phone, gave me all the refeesrand taught me the relevant sdngs various plays.

The chair of the conference was a renowned musicologist and a very senior vooatidaralli

whowasuntil thennot aware of this rich tradition appreciated my lecileenonstrationl thanked

my father forhis guidanceto which herepliedi The credit goes to the con
have extracted the essence ofrthe gral conposed those songs which is what makes these songs

el egant and appealing to cognizant and | aymen
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Introd uction
This chapter discusses the repertoire of modern Kannada theater music which Paramashivan calls

06a concoction of five nectars of mingercuttal | n t
influence of different genres of music on the modéannada theater music which made it one of

the richest amalgamations of varieties of music that flourished under the royal patronage of the
Kings of Mysore. The princely state of Mysore that could boast of one of the longest empires with
an unbroken chaiof rulers had become a modern and model state by the fateehury. The
generous patronage and encouragement to arts and artists by the kings of Mysore, as discussed in
the earlier chapters, started under Krishna Raja Wodeyar Ill was successftilyedmy the last

ruling king Jayachamarajendra Wodeyar until India got her independence in 1947. These kings
also played the role of cultural foundesMysorewith their profuse generosity by creating a
sprawling ecosystem wherein the artists coul@/érThis ecosystem attracted musicians from
across the country who brought with them their musical knowledge worlds along. The knowledge
worlds of these peregrinating musicians interacted and intermixed with the local knowledge worlds
giving rise to a urjue magical potioo f musi ¢ Rag 4 ¢ @dfeTghdeea t®®&r Songs)
genre was constructed on a bricolage of musical domains and a dynamic reconciliation of distinct
pre-existing musical repertoire in Karnatak music, Hindustani music, folk musi&arapean

airs. The lyrics engineeredylthe court poets to mitigate the needs of the plot and the context
extending over an entire gamut of forms like ode, elegy and ballads effusing real passion further
enriched this genre. While presenting a criticahalttigy of modern Kannada theater musiwill

describe the background, influences and include a detailed analysis-séttexg system that

evolved through a healthy interaction between the court musicians and the court poets under the
Mysore kings. Toillustrate the salient features of shgenre of music, | will analyse the

compositions from the plays in which | took part as an actor or as a director during my field study.
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| will discuss in detail the complexity of melody, rhythm and lyrics, and cdechihat the
extremely challenging repeire might have been a chief cause for the decline of this theater

tradition.

Kannada Theater Musici A Music of Five Nectars

This interview was conducted on Mar@@", 2017atmy f a tesidencéHe sat with his

harmonium and turned on the electanpura to creatihe ambience of music.

il would |ike to call t(hfe acoenrc arutsii cn acsf 6fRiawleg ar
my father often says summarizing the form, style and influences of Kannada theater music. He

continued,

AOur theater music was predominantly based on the five popular genres of music that were
prevalent in thoseays. You can finth themnumerousKarnatakmusic compositions, Hindustani
music Bandishes (plural form of the word Bandish which means a classical dbomposNorth

Indian music), Westefmusic, light classical music and folk music. Since there wededicated

music composers for theater, the court musicians were commissioned to write music who cleverly
modified the populacompositionsand used thendepending on the context. The tunes were
decided by the court musicians and lyrics written by thgvplehts who were the court poets
which gave it the luster. The theater musicians had a very high sense of musical aesthgtics. The
believed thaplay shaild always start on a high notée t t u k o tr W) B Hvi edégéeailek a
anta NUA a, gkGtdegydgisavaru (If you commence the play in sad melodies like
SUveri, it will not appeal to the public. Thel
inaplayawaysinUgsa | i ke aN@a or K

5P a 1 c¢ Uisacoraoction of five nectars namely milk, curd, ghee, sugar and honey, considered an auspicious
offering in Hindu prayers and festivities.

8 By Western music he meant timluence of waltzes, Scottish and Irish jigs and reéts,and ballads. Indian
musicians classify all these genres under the bracket of Western musj&rdgolopedia Britannicas.v.

i We st er nLasMaccessad January 15, 2019ys://www.brtannica.com/art/\Westeimusic
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Deepak: Why was it condemned if the songs were composed by the court poets and court
musicians?

Paramashivanit was not the case during the 1930s. All the great musicians used to come to
theater to listen to some good nwsiote that my Guruthe court musician Dr. B. Devendrappa
recognized my talent in the theater and took me under his wings.

This was perhaps one of the instances of a rising national movement, cultural nationalism and the
project of classicization thdtad started just eefv decades earlier as a pan India movement,
neglecting a highly evolved performing artform. This new wave of cultural consciousness in India
at that time, an offshoot of freedom struggle, was etfewgraphical in nature and attestethi®
evolvement of aw narratives of cultural history, emergence of a new creative energy in art and

cul tur e, was too preoccupied with other 6cl a

Kannada theater.

Deepak: Were all the songs copied? Did theyyhave anyriginal compositions?

Paramashivan: | did not mean to say that. | only meant the composers used the popular tunes
liberally whenever necessary. It was not an era of copyrights. Who will you give royalties to? The
trinities of Karnatakmusic,Hindustani composers or the Westerasic composers? But what still

eludes my understanding is how could these conservative court musicians become familiar with

as many different styles of music.

While my father expressed his astonishment at the bnoawllikdge base of the court musicians,

my VoJ4da teacher D. Bal akrishna provided an e
since his father was a court musician himself. The knowledge of the court musicians of Mysore

can be attributed to the broaidion of the king of Mysore, Kristaraja Wodeyar IV (1884940)

who was a musician familiar with all these genres of music, being a saxophone player and a pianist
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himself. By that time, the royal family of Mysore was being trained in the English gentlemanly
ways by a specially appointed iofr by the British which included training in English, politics,
economics and Western music. Weidman (2006:66) notes that Krishnaraja Wodeyar IV had
employed German Otto Schmidt to conduct the palace orchestra. She also mentions about a series
of O6Hazenbnl ndi an airsao, composed by the Kkingo
London during 1921940, that were set to tempos like {fiogt and waltz. This perhaps explains

the waltz type airs found in the theater music that we will see in the ceemitigns.

Krishnaraja Wodeyar, as mentioned earlier, was succeeded by the illustrious king His Highness
Jayachamaraja Wodeyar (191974)(Figure 15) who was a scholar, philosopher, educationist,
entrepreneur, musician, composer and an exempiagg He had won O6Londonoés
Licentiate Degreed in piano and secured a ran
College of Music, London, of which he later became an honorary fellow. He toured Europe in
1939 to hone his skills on the p@andexpandhis knowledge of Western classical music. The

King collected discs of the great composers such as Bach, Beethoven, Mozart, Wagner, Haydn
and frequently arranged listening sessions for his court musicians. Nikolai Medtnerl @819

a Russiarrompaser became his close friend and even dedicated one of his Piano concertos to His
Highness. The king wanted his court musicians to emulate his example. Therefore, he made it
compulsory for all the court musicians to do a preliminary course in Wastgsittheory and
appreciation which had equipped every court musician with the ability to read and write the
Westernmusicalstaff notation. When the doyen of Agra Gharddstad Vilayat Hussain Khan

joined the palace as a musician, he was asked tohemugcians in Hindustani classical music.

This not only helped the court musicians of the Mysore palace expand their horizons beyond the

81



South IndianKarnatak music but also enabled them to incorporate these styles in their

compositions.

Figure 15: 20th Century Kings of Mysore Krishnaraja Wodeyar IV, Rlayachamarajendra Wodey4Source: RBSI,
2018)

In the following sections | will present a critical anthology of my readings of theater songs, the
background score thaty father had composed for various contexts, the musical inspirations and
the context, through the lens of aesthetics, literary value, canons, narrative ssettiegt The

book my father wrote contains more than thousand songs from more than 8@opldnecurrent

study, | have limited myself to those songs from selected plays in which | was involved as an actor

or as a musician.
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Text-setting, Aesthetics and Literary Anthology of Modern Kannada Theater Music

Text-setting broadly refers to different wayswhich music and text communicate with each other.
The different types of texdettings that are found in music literature are syllabic setting (each
syllable is assigned a note), melismatic setting (a dgllEbassigned more than one note) and
isochronc setting (syllables are repeated in regular intervals without any constraints on the number
of notes in each interval) (King, 2015). In the following sections, | will be studying the influences
of differentstyles of music such &arnatak Hindustani, ad Western music and how they were
incorporated into the theater musitieatersongs are replete with intricate rhythmic patterns and
complex rhythmic cadences. Therefore, the role of rhythm and its interaatiith the text in
clarifying the aesthetictance of music, phonetic character, semantics and poetic meaning of the

text in theater songs will be discussed.

Influence of Karnatak and Hindustani Music Compositionson Rdg a g 04t e g a
Kannada theater music is a storehouse of extremelyKiamatak music compositions by the

trinities ofKarnatakmu s i ¢, Ty Ugar Uji a,arMatntdu $w Omia SWisk r i , a
l i ke Mysev&cVUbya, KSelaréaiyyayagid. NMgatguof thes
either become obsolete or disappeared from the concert repertoire in the contemporary
performance scenario. This clearly suggests that the repertoire of music has either changed,
evolved or, as some musicians compl&arnatakmu si ¢ has become O6an ossi
to both the | ack of audience who are open to
averse attitude towards music making. Apart from the differemistgh compositions mentioned

earlier, there are numerous compositions that resemble the structure of advanced compositions

such as Pallavi set into complex aspects of rhythm, rhythmic cadences, gati bhedha (division of
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rhythm into different tuplets, mosbmmonly into triplets or peaplets) which are some of the

characteristic aspects of the compositions of modern Kannada Theater.

Context and Genrelhe songshown inTranscriptions 2and3i s s el ect e dBhfor'torma t h e
Pratijied wr i tten9B8B@sthygy 6arKystdamirti, who was po
of the f-binttegrrétdp®lanUbhDhatpl ay revolves around
the great gr an d-b avhotsacrifices His throhdeahich bien isl thevrightfl heir
apparent, to facilitate his fatherds marri age
AmbUl i ka, the daughters of King of KUSi, to g
the humiliation, Amba commits suité. As an act of vengeea, in theMa h U b h Hattlea Armdba
reincarnates as a eunuch Shikhandi and showe
Bho/Adma, spends his | ast $nama nJhasyplpyavasaevitedlsy of a
my father durig my field tripin 20171 t was my f atherdéds dream pr o]
my aunt Late R. Nagaratnamma donning the role
few times during my fatheroés chil dhplaasdhe he h
remembers o#r plots. He was frantically searching for it in every library, book shop and sent his

men all around, but to no avail. Sadly, he received the original plot only after the sad demise of

my aunt in 2012. It was a rare coincidence thaad to step into heshoes and help him in the

resurrection of this pldy

71 also filmed a fullength rehearsal of this play and another play during my field study, each play spanning
more than 4 hours in which he was filmed in actidingcting, teaching and choreographing a group of
universty students and a grpwf amateur/professiondieaterartists (myself included).
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Summary ofGuruvarasonginBh ¢ Hma Pr ati j e

Guruvara KaruAi sali O teacher be merciful upon me

Guru mahi mUkar a Thou art of incomparable great virtues
Paratara bUndhava An eternal yet genuine friend
DevUdideva || Thou art the Lord of all Gods

PareSa mah&8Wdhapa

Sakala mantr UdhUr a s a Oh, supreméord and wielder of the axe
Sakala jagati pUl a s Ur Thesubstratum of the Vedaworshipped by all
Sakala jagadoddhUr a The louteyed protector ohie cosmos

Thou art the savior and the pedestal of love

Il n this play, Umafigaeyl6)dhe pldyeonsists bf enor@than Buhdpedgs
of which | myself had to sing nearly 30 songs frarnatak Hindustani and light compositions,

and there were more than 20 monologues, some of them two pagés long

Figure 16: Deepak i nhnt h é hma Brhtife, AufjustROL D, Bangalore, India.

The songGuruvara Karunisaijs performed in the very first scene of the play wBilBHpa who

is about to be coroneted as the heir apparent to the kingdétracs t i ruldds by the king

My father had war neddu mmea tbteef oF?rLJemUHhJeumpegﬁmkabedhkaaale eradu n
iddah Ogelr Ggi ru, idralli gedédtya ThOw rmpltaagzk adcal Itih eb RkIadIrfy uc
|l i ke eating and digesting peanuts made of .dron. So, if
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$ a n t, thengreat grandfatherf 4 R¥d). | n t h/ma offerschis respecB largl pres/e

to his preceptor, Gur® a r a S Urontwimam he has learnt the art of warfare, weaponry and

other knowledge forms pertaining to statesmanship. The plot is borrowed from the epic
Mahabhl®utt Bocuses o0 n liya the grantd blcemah who keequistfes tieh ¢

throne for his father and remains a loyal servant to everyone who sits on the throne. The tune for
this song is borrowed from a vkamatakmugic callec o mp o s

anajanayand b as ed Ugkae dtUOredgoul a

The song is based on the aesthetic emotiokanfAa (compassion) anthakti (devotion). The
character first praises the preceptor and then pleads him to shower his uninterrupted blessing up
his so that he can excel in his duties as a noble and a just king, a common theme in bhakti literature.
Her e Par aSur Umaeldersf ayerwha despitt being botn hsea brahmin decided to

take the path of violence and killed the demon kiogsstablish the path of righteousness.

The song starts on th& Beat of the first measure. The commencement of the rhythm and the take

off point of the grababg Wkemefkheredyt bmapoffécedes
point is referredo asa n Ug a t andgvhea tha song precedes the rhythm, it is callédd t a
grahaa and when they c¢commenc esamagmhé .t alnheecautse ry sian
replete with examples of all tiggahas.At 0t ai radhwamal |y usedwewdlr de mo
see in the coming sgahash opsse Sanygsryni nbeyesgi
actor and singer. In the mairsamKarnatakclassical music performance, the rhythm is usually

shown by clapping the hand, whereas in the theateactioe will be not only busy acting, singing

but also paying attention to the rhythmic intricacies without showing them by clappieguiites

many years of rigorous training to internalize the rhythm which makes theater music more
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challenging.Lyrically or aesthetically the song does not convey anything extraordinary because

the intention is only to invoke devotion.

SummaryolDSa eMah in BhoSma Pratij fe

QSa MaheSa i O Lord Shiva, theigoreme Godhead
Poreyau gau Sa Protect me, the consort of Mother Gauri
’ mb a The essence of all the Vedas (learning)

BUl endu dhar
GangUdhara S

B Decorated with the crescent moonlhos head
akar a Along with Ganga, thou art the bestower
peace

ro
Ni gamasUra sU
r a
a

QS a MahovenSrdTranscription 4is a Hindustani music compitien set toR U gBihag
Paramashivan could not recollect the original composition which he claims was a popular bandish
(classical composition) among Hindustani musicians and was performed in their concerts. This
song is sung by h 0 'Hhmsolitude while B worships Lord Shivarothe banks of Ganga.
Immediately after the song, he is accostedAlmpa the princess of Kashi, wi® h ¢ 'Hwiooic

have earlier kidnapped along with her two sistemsbikaandA mb U | to detahem married to

his younger brother,prn ce Vi ci t r av ¢ r y a .Amhaia dlready,in lovggwitimthel e ar n
ki ng B¢ Weeaseshedmbai s refused by King SUlva bece
public by B h § 'Hrherefore,Ambacomes to B h § 'Hbraging him to marry helB h ¢ 'Hana ,

avowed celibate, refuses to marry her. The context throws light on issues such as gender, moral
boundaries imposed on the women in the society that a mere act of kidnapping was tantamount to
casting aspersibos on a womands ¢ hastital torpspecth Asandot aft r oy i
vengeance, Amba reincarnat &% 0 atmateiMamabwilr @& a e

war.
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Transcription4: 0Sa mahwBaPrafleom Bh

SummaryoMe r u senginBh o Hma Prati j Je

Meru pUr.i car i si dar @ Evenifthe Meru Mountain moves
Vara brahmacarya carisadidu My celibacy will remain intact
NaUr i chal ava gai yy. Owoman,stopbeingadamant
Useyam biiu nUri Us Giveup yourdesire (of marrying me)
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The SMemgpdri %dhawvn inEranstréiption Sis sung to reassert his celibacy and

his refusal to marnAmba

9 Interestingly, Paramashivan, when asket o u t

t hi s s on glLasstane this pglaly @s stiged lwasonwi n g .

1940s. | was a small boy then. The great theater stalwart of our times Kottur Channabasappa, who is popularly known

as O6Kotturappanavaru, d

us ed agtmined in digdustahi eusic, evaiah is wioylhee o f

had incorprateda number of Hindustani classical music based compositions.Mr. Kotturappa was also the practice
manager and | remember during one of the rehearsal sessions, he was explaining to anothiaattist song

6MerupUri Chari si dahiBhd

jas ORUcéhe ok HA2 Blalr aMukh sed
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Summary of MUr ane SumaSar a

MOUr ane s uma Sar a Oh! God of love wielding the arrow of flowel
ni kar adoYaver i vudu Talsitfairto pierce through the hearts?
virahijana hndayavi «Ofthelovelorn, yowre the tormentor.

TUpa mere mor e When the passion intensifies (in her memol
AYi ni karachi kur e pGodoflove shoots his arrow
OYage mUra naYa g a b lthrough the eyes dhe beloved
Manavanu bhr Unt i g aiandconfounds my mind, Alas

This song(Transcriptions 6, 7, 8 and)9s selected from the play Tukaram and embodies the

pinnade of combination of melody and complicated rhythmic variations. It is based on the most

popular pentatonic U gadledMohana(major scale without the™and the 1) in Karnatakmusic

However, the rendition of the song seems to be on the lighter version of the melody which

involves

using other notes of the major scale and occasional usage of the tritocle jstwmmon in the

North Indian music. This song employs a very didti@chnique of varying the tempo of the

motive (refrain) phrase of the song in ascending and descending order of tempos called the

anulomaviloma'® kramain three different stages. Theng has long melismatic phrases to account

for fewer words and more dlaration, a defining characteristic of a Pallavi. The first stage involves

singing the entire phrase in the base tempo, double and quadruple speeds. In the second stage the

first line is sung in the base tempo, second line twice as fast and the lasulirigrfes as fast as

the base tempo and again the tempo is reduced for each line all the way back to the first tempo. In

the last stage, the refrain is sung as a triplet in two diffespeeds as shown in the transcript

(Ranga Vaibhava, 2016Jhe songisased on the aesthetic

emot i

which is expressed as a humorous diatribe against the God of love often called by different names

1 This is akin to the irama of the Indonesian music or augmentation/diminution in Fugues
though executed differently. In the last €athe refrain is sung as a triplet in two different
speed as Bown in the transcript.
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such as Mad aneic, Thevicharacter inktttisnsang ridicules the God of love for
tormentingthe sweet romantics, with his arrows, particularly during the time of separation.
Interestingly, it is not sung by a lovelorn hero remembering his beloved but by a character called
RatnUkar a, a rich mer c hanmttremely eauaf mbmam intovgp Kabi r
but married to a poor weaver and philosopher, Kabir, who spends all his time serving the saints.
RatnUkara being a smans offr ileonods eK ankoordaalrsa saesn dan e
to entice her with money. Kakodara gets lssbns on morality from her and returns empty
handed. The story al so glorifies the value
circumstances and condemns the lascivious adventures of rich men who misuse their power and

money to achieve their ends.

The play was written by B&lv e Nar ahar i §Ustri who uses the
wo r d m, mrikera, tarave, virah i , ramei When the refrain is sung in the highest speed

as 6/8s, the lyrics become jumbled tongue twisters foutteined. My father who grew up

listening to the stalwarts perform has executed this feat effortlessly. When asked how he could do
it, he had a humble reply Alts all what | hea

Kabir Das during thegars 1934 9 0 .
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Transcription9: Part 4 of MUrane SumaSara from the play
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Influence of European Airs on Modern Kannada Theater Music

Even tothis date, several Indian maestrbelieve (my father included), quite unreasonably and
without any basis, asdktr biiBiavar(Maodscaleiohindierhe R U
classical music) that outlines a chord progression of | or IV or V is Wastgsic and they proudly

flauntit as a characteristic feature of Indian classical music. It is also used to reassert their claim

that Indian music contains harmony. | have debated and confronted many maestros urging them

not to make such outlandish clanbut only to lose their friestiip in the endThe influence of
Westernrmu si ¢ must have been as Weidman (2006: 66
composed by the court musi cians of Mysore wi
harmonized ilWe s t e r nTheset ayd wer@amposed to be performed by small ensembles.
Camaraja Wodeyar X had appointed Pattabhirama
composition can be traced back to thehoera of
composed a compilation o®3unes called the Nottuswaras. Nottuswaras or English nuaits (
colloquialword for note, andswara notes) were composed at the behest of Carl Philip Brown
(popularly known as C.P. Brown), the governoMatdras, Muttuswamy Dikshitar who composed
Saskrit |Iyrics for European O6airsé (mostly bra
which were largely Irish/Scottish in origin. Some important tunes include Limerick, Castilian

Maid, Lord MacDonkll's Reel, Voulezous Danser, and God SavieetQueen. This also
influenced other musical composers such as Saint Tyagaraja, Mutthaiah Bhagavatar, Swati Tirunal

and others to compose with strains of European airs (Weidman, 2069:52)

1 The source that Weidmand quotes as reference for her observations is one gentleman Shankaramurthy from
Bangalore. Incidentally, when Shankaramurthy undertook thjsgirat was my father who studied the scores,
trained thanusicians (Shankaramurthy indied) and recorded the music in Aravind Studio, Bangalore. Sadly,
Shankaramurthy took all the credit for himself.
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In Kannada theater thistyle can be prominently found mostly ie form of chorus songs, comedy
songs, songs of villains (Generally set to-fmt rhythm which suited for forceful music and
powerful lyrics), war marching songs and some elegies. The other instance whear finé the
influence quite prominently is ithe background scores. My father uses techniques of vamping,
rhythmic accompaniment and chords on the left hand to harmonize while playing the main melody
on the right hand. He uses these techniques parsinspisien accompanying classiaalU g a
based cmpositions but uses them liberally when accompanying light, folk tunes and songs based
on Western waltzesish jigs and march tunes. His technique of harmonizing with the left hand is
not entirely as elaborates the piano but much more like the organstly involving playing the

triad in the root position of the note that occurs on the strong beat to provide rhythmic
accompaniment or sometimes doubling the voice by playing the song in the lower octave with hi
left hand. Another interesting feature abbis accompaniment is that he follows the technique of
piano accompaniment or organ accompaniment by playing a short prelude to indicate the
commencement of the song. This prelude would either be just the usoally a chord or the
tonic-fifth or sometmes by playing the rhythmic skeleton of the song, a technique which resembles
the toccata or prelude of organ music which he seems to have imbibed from the organ music
compositions like toccata or preludes whithhad perhaps heard in the churches of Myss a

young boy. He also uses the minor diminished triad to create the effect of horror, fear and introduce

the villain.

| had heard my father play a minor blues scale quite aggressively for backgrounthrausattle
scene involving my late aunt,inh e Kl 'lbAY Gidr .u When | recorded his

my field work, | could not get him to record the same melody, but he could only play something
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similar, instead. He then revealed that he in fagirowises the background music based on the
situation anchis own mood. This claim was reaffirmed in August 2017, when he used the same
blues scale in a different avatar, this time for a sad scane t h®a ¢ U & 3his d@pproach to
background score was perhaps played only by my father first introducey fayher in Kannada

theater, because | have watched and heard many plays during my field work, most of them
containedbscene and lewd actions, explicit dialogaesompanied by preecorded sounds on a

cheap synthesizer. When | asked him aboutthetene,hepl i ed casually, @ATha
composed by my dear friend, poet, playwright and a very creative dramatist, Late H. K.
Yoganar asi mh a&aYabhai® ihm st pé ayeadr 1960 based on

|l iquoré that was quite rampant in the early 6

Following are the examples of some of the songs which largely drew from the European airs idiom

as explained earlier.

Summary oKhalanettha paaridhdongink n HAa Lol a

Khalanettha paaridha Where to didst the villain fly

Balasuttha haaridha Hither and yordidsthe fly

Edhe metti thale kutti | shall stamp his chest and knock his head

Meredattahaasadhi And dance in merry laughing out loud

Phadaphada kedukara Ye rogues!!

Pidiyutha kolve | shall catch and kill you

Dudukina hudugara edeyanu seelLve Shall cut open the hearts of these exube
lads

Context and genrefhis song(Transcription 10 is from the penultimate scenéthe playK n 'HA a

L @ tha& predominantly focuses on the miracleK of fandithe slaying of the demon kiKgmsa
Immediately before the song,A AwWilcaul d have intruded into Kamsa:i
chest with his fist. Kamsa is awakened by thst K A 1 i$ amowhere to be seen. Kamsa

immediately sings this song in his desperate attempts to find akdAill, kisaarch nemesis. The
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mood of thke song ikrodha(anger) and the melody is based on the genre inspired by the Irish Jig

in triplet rnythm pattern alteating with 4/42,

1
A —3— 3 3 o 2 —3—
Voice | E———3—<+ 1+ttt
umee. = e i== h* SnE—amm s
khala ne tta paarida- bala su ttaharida e de
4
A T3 9 31
vee. | Tt & hF vE e e
)’@—b P | @l & | 1 | 1] o i | [ _J i P | 1 || I | |
D) v v & & i g
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Transcription10: Khalanetthapaaridha of K ldA L 0 | a

20n the text aspect wiss in Kdanmadailangiidges and his krsdk fomnsord play s

whenuses col |l oquimel (ivor dsampkehéedbéisdo khkpothkot hé,
6aahUsa (villainous8 thymhheraovd whehmungiec o t ext
seamlessly. AgaiVmhaldo Mdi&k exddig iotpadk opéddbdgadoha t he
clever usagié bp$§ ahehbeateeridstic feature of his
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Summaryol ank Ud hi mdigieSmanpdrRriixel y a A a

LankUdhi pUIl ana dev Hailthe protector of Sri Lanka
RUvaAa | okai ka V@r a Raavana, theinvincible King

PUkUri sannut a The one worshipped the King Gods, Indra
KokUri sevita And served by the killer of Koka
NOkeSanuta samr ak Sa. Protector of Indrajithu

RUvaAa devUdi deva ORaavana the God of Gods
RUvaAa | okai ka v0§r a Raavana, theinvincible King

Context and genr e:(Transcnptofd dlhandplD Is a soag sElectedafrom
S a mp TRrUAD y(@atnpleteR U ma y), ahe langest play that would commence at 10 PM in
the night and end at 5 AM, the following day. This play is a concise veséibe epiR Umay a n a

composed by U | milhik song was always sung in chorus, by a group of 20 junior actors playing

the smal l role of demons in the royal pal ace o
sidewing and sing this songto hailthei demon ki ng RUvada, the kidr
Sgta. This song foll ows t hemedatbdlael roomsnMysare wal t .

kingbs palace by visiting orchestras (Shaal e,

is perhaps set to slow % tempo giving due consideration to the ease of rendition by chorus.

What is interesting to note leers that the songs are not harmonized. The influence is restricted
only to the bare skeleton of Dbytheeharmomitng ehijch The
according to my father was a trend that started after the music director P. Kalinga Ractleatered

theater profession.
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Transcription12 Part 2 of LankUdhi pap RUasalay adeva song in Sar

Thereisanot her song from the play 6Sant Twifek Ur Om
Jija Bai, originally played by a male actor R. NagendralRao used t o sing an el e
demise. It seems to be inspired from Russian Waltz No.2 by Dmitiri Sloogth, derived from

his Jazz which is explainable because the king of Mysarevery fond of Russian composers and

often their compositions were played at the palace by the visiting orchestras. The song exactly
follows the same structure of whole notes guarter notes in the first 16 bars and a few measures

of eighth notes intspersed with whole and quarter notes.

BNagendra Raob6s sandR.N.J&agophl,are & wellcavn actoraamd villain
in the Kannada cinema and a leagpoet and educationalist respectively.
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In this elegy, each word is fit into one bar in a % cycle or spread over two bars following a
melismatic textsetting. For example, the veiizst wordH Us spread over an entire measure. The

wo rkdU Ménitheutse i ng) 6, i s spread over two bars, pr

HO sinuve ninna kUAade nUnu
Alas, My son, without you

BUOYuvenento nU saisalUre ¢ Sokava
| cannot live, | canndbear this this melancholy

Mati honanUda pati indale
Because omy mindless husband

Hat a Bihdleg ygeadei k U
| have been rendered unfortunate, nowhere to go,

Sati suta mamateya toreyuta jUtana
My husband distanced himself fronhlzk dear ones

Matigai si du ni magi du Unandave
Now, will he relish in the untimely disof his own son?

Context and Genre

The songTranscriptiors 13and 14i s a mot her 6s | ament, who has
as a wife, she is sharp in her u&b of her husbandhse ¢ alMast ihhiBhmadd | es s ) 6, w
highlights the clash ddttitudes, a wife with worldly aspirations and an otherworldly husband who

is ever busy serving the saints and preoccupied in his own spiritual pursuits. The nosimgof u

major scales fonappy mood and minor scales to represent melancholy seemee tinfizenced

this composition which is in a minor scale.
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Influence of Bollywood and Light Music
| had asked my father regarding the influence of light music, usage of blue scales and how he learnt

about mino diminished triads. He answered humblymemis ci ng about  hlitos teac

the great P. Kalinga Rao. He was a genius who had spent years learning different genres of music
and could use them effortlessly in all of them. He was an outstandingoser with a strange
persona. Whenever he&d a recording at the All India Radgihe would go two hours prior to
recording without any preparation. He would then pick a book on poetry from the radio station
library, walk around in the garden, composestito 56 songs instantaneously and giveations

to the orchestra, all this amspan of an hour. Having worked with him in the cinema as an assistant

and | ater as an accompBmUwsa Y ditiyergeaof ight mudicanr t e d

C

-

Kannadadnhguage) 6, | | e ar nitiondntbackgrardsaoringfrom kiffoo f ¢ 0 m|

social drama, | would play popular Hindi movie songs depending on the context. For instance, in

t he APAAATammaEldery ounger br ot hers) 6 wheiHndimovieas an
@habhb I played the famous wsaoyn gO dcihradl)ed uidn jtah er
Naam chinchin chu of Howrah Bridge $ha ms Ur af d\ra utktke ¢l ub ddnhce sc

He has an unrivaled repertoire of Bollywood songsifthe early 1940s tilate 1960s.

Conclusion

In the current chaptetheatermusici t s i nfl uences and aspects of

were discussedn the context of decline of modern Kannada theater, the music also seems to have

“'n the play SadUrame, when | played the deuteragonist
blue-scale-based music. He remembered only the tune, but the song had slipped his memory. | hummed
the tune for a senior Bollywood music aficionado in Edmonton, Ms. Savitri, who immediately told me told
me that it was a song called O0Muh SieJovaytWake.gad6, from t
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been a geerning factor. Firstly, theater music had limited orchestwath two principal
instruments, the Harmonium providing the melodic accompaniment afdlbkee the percussive
accompanimentn thecontext ofkarnatak classical musieflar moni um wéas obe &ged h
India by the middle of twentieth century areplaced by th&iolin which reached the privilege

status as a semblancetbe West andanoderity for political than musical reasorfg/eidman,
2006:42).Harmonium which untithen accompanied bothasisical as well as drama music, was

now restricted only to dramand folk musicAc compani ment being both &
musi cal ma tKKarretalkdmusicltlairded iBs @lassical stdiysdopting the modern violin

as an accompaniment instrurb@md harmonium wasondemnedo be a cheap equipment that

hindered the musicahdependence of singefihe inability ofKannadaheater music to axgbt the

modern orchestrransformed its status in the collective subconsciousness of the connoisseurs

resuting in adeclinng popularity of both itself and the music it accompanied.

Ther epertoire discussed in this incthaatheaterrmusenl| y b
requires a very high degree of competence and training in vocal music. Accaraimgfather,

classically trained musicians who could not get due recognitioraasstream classical musicians

found their way into the theater. The mstream Karnatak music of southern India and the
Hindustani music in the Northern India came undeathbit of the rising national movement and

the project of classicization. The refmére of modern Kannada theater despite being comprised of
complex compsitions was treated with indifference by mainstream classical musicians. | have
argued in this chaptehat the neglect of theater music and the rigid souisical hierarchy was

a result of social hierarchy which discredited the theater profession ablgyuliscredited the

music that came along with it. The politicsnattionalism andheresentmentor the nonclassical

made the hierarchy so rigid that it was virtually impossilole the theater artists to become
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mainstream classical musicians despite having all the credentials. The Karnatak music aficionados
disapproved, with indignation, singing thelasongs and cinensmngs in classical concerts, until

the recent past. Later, Ketak music was leveraged even in the cinema to promote nationalism
and address social issues. The situation was however different in the Northern India, particularly
in Mahaashtra where musicans coul dN@y er dGa(tEq u ihvedglagmttirgfa Ra
Marathi drama) toward$é end of classical concerts and the audience would still appreciate it.
Despite these developments in the neighboring states, modern Kannada theater and itsreusic w
pushed to an obscureblivion. Rigorous training in clagsl music which served as the
precondition to entering modern Kannada theater precipitated its decline futtidern Kannada

theater music was not embraced in the academic institutions iatikareither at the uravsities

or in private art schoolslhe new generation of actors who were not willing to go through the
rigors of classical music training either embraced the cinema or the contemporary theater which
was not musically intense, whidhrunk the induction gbrospective performers in the younger

generations.

Inthe comingchapterd et ai | s of Par ama s hheivnautua isterdctiorsaride d g e
interactions with the subject will be examingetailed interviews with anecdotaferences will
be provded. These interviews will be latesed to answer the critical questions posed in the

beginning of the chapter.
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Chapter 4

Biographical Background of Paramashivan
Prelude ]
I n the year 19 3&loqualivarseom of Meai Rao in Kgnaada) took aver as the
proprietor of Chamundeshwari dr amapAgnaligvany, t |
in the midst of lush green, virgin forests of Western Ghats, kKakkaalndia) with all the other
stellar theater artists of the era. A small talented boy played the role of Eftinutree playBhakta
Dhruva In the plot, Dhruva, a staunch devotee/af4$wanders into the forest, unable to bear
the torture of hisstemo t her . Moved by his si nicdescendsfromd | nnc
hisabode Vaikih a t o rescue Dhduuwa. |Hecpimeg ftorathi 8i $es
Dhruvadéd, who was being tortured by hintssthecar et a
dangerous forest of Tirthatigriwhich had the reputation for providing habitat for wild hyenas and
leopards. He must have walked into the forest for a few kilometers. Arcitytdrus on the main
road stopped by and the driver who had seerittleedoy act in the drama inquired about his little
misadventure. The boy replied, with all his innocence, that he was on a pursuit to perform penance.
The driver made no delay but hurriedly went to the town, brought the entire troupe in the same bus
with a lot of sweets and gifts to woo the boy. He was ensconced back to the camp with all due care

this time. Having reached the camp, every member of the troupe took turns to beat him up and the

15 According to Hindu belief syster®hruva, as a young boy, unable taab¢he torture of his stemother,
wanders into the forest and meditates upon Lotdl&wi who pl eased with Dhruvads

the statusof apole star. Bol st ar is referred to as Dhruva nakSat
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little boy never ventured out thereafter with the silly hopfnafing the invisible God in the other

world but was determined to endure the visible reality in this very world.

Introduction
The story in this chapter unveils at a critical juncture in the history ehgependent India when

the entire country was sked in the spirit of freedom struggle and there was an unprecedented
awakeningof a national consciousnesgving an authentic »@ression to the socipolitical
realities of the colonized India. The country was witnessing the flowering of a nationadishatg
sublimated in the construction of a national identity. People from various walks of life; poets,
philosophers, politiciamand artists, expounded the spirit of nationalism, by inducing pride among
the Indians about their centuriekl cultural pastthrough their creative work attuned to the
endeavor of finding a national identity. The elitists achieved this through treeakintto that of
Renaissance by taking refuge in the heritage of the past. The search for a national identity
intensified witha concentrated endeavor of consolidation of Indianness in various segments of the
cultural sphere. The academia that had hithegtebrated the Western education and values began

to display irreverence and dissatisfaction towards the colonial rule wiaistiostered by socio
religious movements spearheaded by various seats of learning. In the current chapter, | trace
Par ama s peisona mistory, drawing on his personal interviews in which he viscerally
expresses his childhood memories, his failed gitdmobtain formal education which remained

a distant dream throughout his life and his association with Kannada {lfweetethis period He

offers insightful details about the society, social status of theater artists and vivid details about the

different drama companies in which he actively took part as a child actor. This chapter explores
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the ramifications of the knowledge vias of his formative days which later resulted in significant

personal and musical consequences.

There is always a series wiysterious and inexplicable circumstances that lead an individual to
become an artist; against all odds, defying all the rdi@sagmatism and enduring criticism and
hostility. Here, | shall explore those mysterious circumstances under which thisbagienad
wandered into the forest with a hope to meet his creator, literally, but later endured the vagaries of
life to become degendary theater personality in the Kannada theater world. | will be alternating
between my role as an interviewer and a scholale presenting a series of filsand accounts

of my fatherds family backgr oun desundeiwhichehisr | y |
world view was formulatedn his own voiceAs a scholar | wouldubject his voice to scholarly
scrutiny,critique and comment about the secutural and gegoolitical phenomena of this time

period

What | can tell yowertainly is that | have been earning my livelihood since the age of four. | do not

have any distinct memories of my life before that. | @afyuely remember that my elder sister, late

R. Nagaratnamma, would rotate the wooden window lock to distract théead me when | was

about two and a half. When | was three years old, | used to go begging on the streets in the month of

Sr U v°aoAgm toa few select Brahmin households, as it was customary in certain Brahmin
communities. It was considered to be a hlimgbexperience and a service to God to go begging. In

my family, begging in SrUvaAa, howevWecoudwas ou
beg only during this month because it had been sanctified and sanctioned by customs, which
otherwise woud be considered a curse and derided in the society. | would bring a glass full of rice

and tell my mother amihda nyMathér,| haveabnodghtdicepplease ann a
prepare food]. She would then prepare food with that rice and feed thef iestlaastly, at around
the same time, | remember getting attracted to

and came beggingnahe streets. | also remember the song that they. sang
Interview, February 25th, 2017

16§ r Uaisathe fifth month in the Hindu lunar calendar. Usually it falls between the months August and September
of the Gregorian calendar.
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Thushecommened his | ife story, chuckl &§ngnawnwtdshumi
anudi namu dhy (O admuo nciewlusi aa, k uh ®e memay amg mpod b
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Transcriptionl5Me ndi cant 6s Song $ronivUsa No Pai

Whil e my father narrated this story, there was:s
could have, shouldhavd emoti on on his face, badldMysaret r ans |
of the early 2 century with the ease of a seasoned story teller, which is what theater is all about,

after all. 1 was born and raised in Mysore myself. The hospital in whigkslborn, called the

0 Kamal amma Hospi t a lthé impodantilandmarks énrvigsore gvermthoegh i f

was shut down shortly after | was born and has now been turned into a cowshed). When my father
reminisced about his childhood, | could takeréual walk in those areas and vicariously live his

past. Hishouse was in a locality calledu A A a dwhichkderived its name perhaps because it

was home to a large number of limestone processing industaiees. he said he had moved into

another loation neat y U g aoadJjeas u b b a r U yskhowrain thedgurel7 (googlemaps,

2018).

My father, Vidwan R. Paramashivan was born ofi 88ptember 1931, as the only male child to

Brahmin parents Ramakrishnan and Rukminamma, in Mysore, India. Hmsldigt has been
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debated upon in his own family. According to ®ther he was born in 1931, but the birth
certificate and his educational records show that he was born in the year 1936. However, his
references to the movies, theater companies, musicarsee@and firshand accounts of artistic

and cultural events dhose days, clearly indicate that he is more likely to have been born in the
year 1931 than 1936. Since record keeping was not seriously followed in India during that time,
especially in poohouseholds, it is possible that his date might have been masesped in all the

records latéer.

(Google Maps — Subbarayanakere

O

S bt

o -

Map data ©2018 Google 200 M L——

Figure 17: Subbarayana Kere Area Mysore, Inq@ooglemaps, 2018)

7] witnessed another example of this lackadaisical attitude towaxdsdrkeeping by the parents or elderly members

of the fanily in those times when my eldest aunt, my mother, my younger aunt and youngest uncle, all of whom had
many years of gap between their births, retired on the same day, because they all had tirthsdates in their
records, which could not be alégl kter.
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My grandfather was a poor temple priest in the fam@u$miu Hills, Mysore, who is accused,

by my father and his siblings, of subjecting my grandmother to an excruciatingly painful lifestyle
and austerities which included walking for many miles to fetch water from a temple pond at 4 AM
ensuring that she did natlffin the line of sight of people from tipancama va# guntouchables).
When my grandfather was convinckdyond reasonable doulhat his wife could not comply

with the strict oppressiveegimenhe had imposed upon her, he immediately abandoned her and
al his children through her and remarried later. Thus, began the life of my father, his four sisters,
and my divorced grandmother who worked hard to support the family of 5 children and herself,
who were stripped of all kinds of suppdrtinancial, emotimd and protective suppd@tfrom my

grandfather.

Sociopolitical -cultural Climate of Mysore during the 1930s

Before embarking upon the studyrabdern Kannada theater, it is important to briefly study the
peculiar characteristics and sogolitical-cultural milieu of the early 20th century Mysore in

which Paramashivan grew up.

As mentioned earlier in the introduction, the erstwhile princete sttMysore had fought fiercely

against the British during the & ent ury wunder Hy d einder Aid sog & r ul e
controversiaking in the memories of Mysore denizens (Sampath, 2015), Tipu Sultan, who had an
unbridled revulsion for the Britis(Lohuizen, 1961:22). By the end of 18century, after the last
Ango-Mysore war, the British installed Kslhnaraja Wodeyar 1ll, a descendant of the old royal

family of Mysore, the Wodeyars, as a titular king and Poornaiah, who had served as a minister

under Hyder Ali and Tipu Sultan, was made the Devegyent (Minister) for the young prince.
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Initially ruling Mysore indirectly, the British took over direct administration between 1831 and

1881. At the dawn of twentieth century, however, according Medras8an, Mysore was being

venerated as the the brightest jewel in the British crown earning the distinctibre &est
admini stered state or a OModel stated, invest.:i
education. Mysore had completedyffered and recovered from the five most terrible famine
outbreaks during 1875900. The tribute to be paid the British was reduced from Rs. 34 lakhs
($50,882) to the previous 24 % lakhs ($36,665), which the Mysore state continued to pay until
1947 (®bastian, 1992). The imperial power was busy educating the Maharajas of Mysore to make
them into l6Emegnd.s hMGemte, which already bore
transformed itself into a pivotal site of royal patronage for arts, miesne and literature. Music
(particularly Veena), dancé (h a r a t) and Paintings of Mysore had createdistidct brand
identity of their own and Meser @MpaiblaigTh Inbdt h e
Mysore Styl e) $edeadies, Mysbre hacibecomia as unpasalleled cultural epicenter

and a culture exchange platform that ateddhe most elite artists and litterateurs from different

parts of the country, simultaneously withessing a rapid growth of a strong natiorsaiigtroent

from some factions of nationalists who were collaborating with the pan Indian freedom struggle.
Theprincely Mysore state, albeit being a subordinate to the British, was slowly trying to establish

its own federal sovereignty (Devi, 1997; Rathh905).

Summarizing this situation, historian Raju (2007) writd$e History of Mysore kingdom is
unique andignificant from the historical perspective of India. Its historical heritage is a synthesis
of Folk and main stream (Shishta) cult, traditioswadl modern concepts, akdstern andVestern

ideology. Thus, the traditional and cultural identity of Karnatekinextricably interwoven with

117



the history of Mysore. Hence, Mysore the capital of the Wodeyar dynasty is generally known as

the cultural capdl of Karnataka She further argues that the model state image of Mysore was

due to its able Dewans such aanBacharulu, K. Sheshadri lyer, Mirza Ismail, and Sir M.

Vi shweshwar aiah, who invested all t hieeisro ewefroer t

provided by the British.

Par a ma s nitiatien it $heater

Thus, Paramashivan grew up in aciadly, politically, economically and culturally charged
atmospherdyut bornunder humble circumstances to poor Brahmin parents. His ultra conservative
father had deserted his mother, who worked as a teacher in a local school to feed the family.
Recognimg his talent to sing, a gentleman named Kittu (a shortened version aiphkapsouth
Indian name Krishnamurthy) took him to Bangalore and enrolled him in the famous
Chamundeshwari company.

He was fondly called 6Ubbu ehcalhl)u tki tdtiasd& i (nkgiutitsth

Kittad (Kitta wh)o |Koiotkteud Ma aknea a( Kmotntkuebys uncl e)

the famous theater company owned and run by G

Basaveshwar a Na itta MaamaQueeoh poalimeyid® Bang&ore, where Mr. Gubbi

Veeranna had built a #ater near a majestic area on Subedarchatram REaglire 18) It was in

the year 1935 that Kittu Maama took me to his house in Bangalore, gave me castor oil h&ad bath

which wasa rare luxury for me. | do remember resisting and crying because the wadex tad too

hot when he gave me batbater he accompanied me to the famous Chamundeshwari drama

company, where | was auditioned by some senior actors who were impressed adiilityny sing

and deliver the dialogues at such a young age and | was mgpoimmediately as a child artist.

Back then all the members of the theater troupe used to be either from Brahmin community or

Lingayat community. People from other casteswerg@ao i nt ed much | ater 6. Whe

was not a universalistic recruitmet pr ocedur e, he replied, APur it

importance in theater. Only Brahmins and Lingayats possessed the correct diction for Kannada

language. Otherswouldssy 6 Ul u hannad as opposed .to 6hUl u a
Interview duing March 8", 2017

18 Oil head bath is given usually on auspicious days and festivities to mark the coming of good times.
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Figure 18: Subedarchatram Road, Bangalore, Ing@ource:Google maps, 2018)

Paramashivan firmly believes that it was pinenundation that alienated people from other castes
from the theater and the diction is primarily responsible for this rather unusual restriction on
recruitment policy in the theater compani€kis Brahmins and Lingayats only policy in theater
recruitment mighbe beause when the king started his drama company, the plays were all enacted
by his court poets and musicians, who were all mostly Brahmins or from the upper echelons in the
society.Brahmins undoubtedly enjoyed the primary position in the hierarcbgstésut being a
Brahmin in theater came with a priées Gist (1954) notes, the caste system even though prevalent

in the entire country, was most prominently and overwhelmingly conspicuous in Mysore and
Tamil Nadu with a highly complex, interwoven scstrata and a wide array of sidastes. The
hierarchy was well defined with Brahmins at the pinnacle and depending on the economic status

the hierarchical distance within the nbrahmin castes varied significantly. Even within
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