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_‘i"_’:f_____________________ ‘Ganesha, the universal deity of intellect and wisdom, the remover of
obstacles, pervades the whole world. His manifestaiions in ihe
| musical creations of that great Vaggeyakara Sri Muthuswamy Dikshitar.
‘Ganapati’ in Dikshitar Kntis-| .. By Dr. Gowri Kuppuswamy & one of the Music Trinity, who enriched the tradition of classical
Dr. M. Hariharan - 3 Karnatak music, are vividly brought out in the study itwo eminent
’ researchers have engaged themselves in. SHANMUKHA publishes

in this issue the first part of the study.
“Let Us Skip Tiruvaiyaru” .. (A Farce)
And Ganesha, as the Guardian Angel at the portals of the Fine Arts

: _ Department, Bangkok, a rare snap, decorates the front cover.
A Great Composer - By R. Tirumalal =, 1 Paying obeisance to the Adi Devatha, SHANMUKHA takes this
opportunity to share its joy with its readers and well-wishers,
In felicitating its founder-Editor, the erudite critic Shri K. S. Mahadevan,
on receiving the prestigious award of the Andhra Pradesh
Sangeeta Nataka Academy.

Musical Training, Old & New .. By Pt. S. N. Ratanjankar s 10
— A Comparative Study

Ever thought of Rama ‘shuddering Tyagaraja or Tyagaraja-ism’ ? Well,
| you have here a finely knit farce where Rama suggests fo Sita,
“Let us skip Tiruvaiyaru” in their ‘sojourn’.
‘Thaalavaadyotsav 1993" .. B ,
. ¥ pargaion K venkatram .. 80 Music Training, Old & New is a perennial topic. Much has gone into
ok print on the comparative analysis, more on the ideal plane.
CuMtural Scene in Bombay .. By KINNARI 35 T Here, however, is a more indepth study made of the issue by a
i * stalwart-teacher with a pragmatic approach seeking a solution.

Music of the Soul .. By Sulochana Rajendran oy R

The "Gift"” of Tamil Music .. By S. R. Kuppugwamy 45 L The musical tradition of Tyagaraja in compositions and renditions

continued till the first few decades of the 20th century. Ana
‘Poochi’ Srinivasa lyengar enriched the Sishya-Parampara further with

Priee per copy Rs. 8/- e e —— | gems of immense beauty and lustre. A connoisseur poritrays
/ Editor Dr. (Smt.) Sulochang Rajendran | Poochi’s versatility.

——— v (0l Sulochana Rajendran

:::e:':::: 9151;:@39‘1 N SHANMUKHA are the \yriter's own and do not SHANMUKHA goes nostalgic reminiscing the cultural conquest of
y refiect the opin.on of the publishers. C;rearer India, especially in the sphere of music, spreading all over
the world, as traced by a scholar of Tamil music.
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|EJ | . Dr. GOWRI KUPPUSWAMY and Dr. M. HARIHARAN"*

L:;.g WITH BEST COMPLIMENTS FROM

10l anapati holds a unique place of ught out by Muthuswamy Dikshitar in his
Lj honour among the Hindu Pantheon Nayaki raga kriti Ranganayakam on the

of Gods. Ganesha’s origin is well des- prominent Vaishnavaite deity Sri Ranga-
cribed by the following two Namavalis natha of Srirangam in the phrase
in the Lalitha Sahasranama — Kames- Ganapati Samaana Vishvaksenam.

- varamukhaaloka kalpitasri Ganeshvaraa
ol and Mahaganesha nirbhinna vigna yan- UNIVERSAL & COSMOPOLITAN

": tra praharshitaa. Ganesha is an extremely popular and
* favourite deity, particularly in South In-
I:';l' According to the Sowbhagya Bhas- dia as well as Maharashtra. Every vil-
10 kara commentary on Lalitha Sahasra- lage in South India, however small, has
nama by Bhaskaracharya, these have a Vighneshvara idol with or without a

the following meaning : temple to house it. It is said that shrines
for Lord Subramanya are relatively very

“Seeing the Devas fettered by the magical common in South India but those for
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?:i - figures set up b_y the Asuras, the auspicious Vigneshvara are even more numerous.
*}'J mother Devi Lalitha produced Ganesha merely Apart form being a universal Hindu god,
,.:3 ﬁ through looking at the face of Lord Shiva: He is also a truly international deity. As
{) and she was delighted on seeing Ganesha early as 3rd century B.C., King Ashoka'’s
! ﬁ breaking the obstacles posed by these magical daughter Sangamitra is reported to
2 ﬁ figures and subsequent to their destruction re- have taken a Ganapati ido! to Nepal.
‘di leasing the Devas from their fettering influ- Even in many countries where the majo-
0 ence’. rity of the population profess religions

GREAVES FOSECO
LIMITED

e - other than Hinduism, Ganapati is quite
This is also the genesis of the con- popular. He was known as “King-
‘ cept of Ganesha being the Lord of im- Hsein” in ancient China and as “‘Ko-

pediments — Vighnaraaya or Vignesh- Kitten" in Japan. Janus of the Romans

Y | vara, However, just on the basis of His is similar to our Dvi-mukha or double-

f origin as the offspring of Devi Lalitha faced Ganapati, while Dionysus, the
and Lord Shiva, Ganesha cannot be re- Greek god of theatre, resembles closely
garc.ied as a mere Saivaite deity. Verily our Nritya Ganapati. Ganapati or His
He is a universal and cosmopolitan God close variations are also worshipped in
revered by all sections of the Hindus. many South East Asian countries like
Even staunch Vaishnavities worship Sumatra, Bali, Java, Borneo, Philippines,
Him as the remover of obstacles under Cambodia, Thailand, Malaya and Burma
the name of Vishvaksena. This is bro- as well as Ceylon.
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Ml' Gowri K. is Retd. Professor and Head of the Department of Vocal Music, Mysore University.
viysore, and Dr, M. Hariharan is Principal, Sadguru Sangita Vidvalavam Music College, Madurai,

¢

NO. 2, JOLLY BHAVAN,
NEW MARINE LINES,
BOMBAY-400 020,

e T T e e L L,

e e e N S N e e e e e e e T DS

I‘. R W
1 rd
1
¥ i
!

9
g
;
5
e
o
5
e
!
/
2
;
d .

3




DEITY OF INTELLECT & WISDOM

In Rig-Veda Ganapati IS described as
golden red in colour with a battle axe as

a weapon (Swamy Harshananda, Hindu
Gods and Goddesses).

There is also a reference iIn the RIg
Veda to Ganapati who is equated with
Brihaspathi or Brahmanapathi, the deity
of intellect and wisdom. The Mantra
there pointing to the universal nature of

Ganapali runs as ...

“Ganaanaam tvaa ganapatim
bavaamahe kavim kaveenaam
upamasra —

vasthamam jeshtaraajam brahmnaam
brahmanaspata

Aanasrunvan noothibhih
seedasaadanam”’

A similar Mantra starting with identi-
cal words also figures in the Yajur Veda.

‘Ganaanam tvaa ganapathim
havaamahe priyanantvaa priyapati
havaamahe vasi mama ahamaijanij
garbhadhamatvamjasi garbhatama”

MACROCOSM’ & ‘MICROCOSM'

Thpugh there is no reference to Gana-
pati in the Ramayapa or Bharata’s Nat-
yasqst{a, He finds mention in the: later
Smrithis like Yagnavalkya. The first
refergnce to Ganapati as 2 deity in
Flass:cal Sanskrit literatyre IS met with
in Bhavabhuti's Malathimadhava The
development of the Ganapati form
Seems to have been daccomplished duyr-

Ing the Gupta period as
reveal
the red sandstone figure of th "Bt

alt Mathura which is ascrib
era. Gaanapaatya or

cult started spreading from the 6th
::l:itury AD. and became quite potent
Ng 10th century A.D., by which time

the Ganapat

Ganesha represents one of the basic
concepts of Hindu mythological sym-
holism — the identity of microcosm
and macrocosm on the tenet that man
is the image of God. The elephant re-
presents macrocosm — the Great Be-
ing and man, microcosm — the small
universe. The identity of microcosm
is observed in the permanance of cer-
tain relations in nature which can be
expressed on the basis of numbers.
Everything which our senses can percei-.
ve or our minds can grasp can be expre-
ssed in terms of quantity or numbers. All
that can be counted is quantity or num-
ter (Ganayanti budhaadyante te ganah).
Ganapati is the Lord of all that can be
guantified in terms of numbers — Ga-
naanaam pati ganapati. This number
principle is the essence of Ganapati’s
nature. :

We get to know more about the di;

verse facets of the Universal Lord in
Dikshitar Kritis.

1. EKADANTA GANAPATI

Ekadantam — Bilahari — Misra
Chapu.

There is a myth about His single tusk.
Vyasa Rishi put a condition to Ganap_ati
that whatever he dictated about the
Mqhabharatha epic, the latter should
write  without break. When Ganesha
was writipg, with an iron spike, it broke
|hq the midway:. Immediately He brbk_e

'S Own tusk and used it Instead of the

Spike and finished His work. Ganapati
wears. garlands and bangles.
worshipped by Indra.

_en tusk held in Ganesha’
IS considere

- Interrupted and lost.
aches us that knowledge,

very impor-

tant and that we should be prepared to Jathi, Champaka and gems of nine types
cacrifice even beauty and pride to ac- (Mallika, jathi, champaka harasya mani

quire them.
2 BALA GANAPATI

Gananaayakam — Purnashadjam
Adi

Ganapati’s face shines like Bala Sur-
ya. He is worshipped Dby Vishnu
(Kamalesanutham). He is the bestower
of the eight kinds of Siddhis (animaa-
disidhidaayakam). He holds a variety
of fresh fruits in His hands. He repre-
sents the abundance and fecundity of

the earth.
3. VEERA GANAPATI

Vinaayaka Vighnanaashaka —
Thoyavegavahini — Rupaka

He is the remover of obstacles. He
has the Mushaka as his vehicle, He
punished Daksha (Daksha Sikshaka).

Gajananayutham — Thoyavegava-
hini — Adi

The term Gana connotes several
meanings. As the offspring of Shiva and
Parvathi, Ganapati is the head of Shiva
Ganaas (Ganadi sannuta Ganeshwa-
ram). He is the leader of Ganaas. He

destroyed Kunjaraasura (Kunjara bhan-
jana).

4. VALLABHA GANAPATI

He is with Vallabhadevi, who is seat-
ed left to Him, one who is not too tall
(Vamana swaroopam), has a bow in his

hand (Sachaapam) and has broad ears
(Chaamarakamam).

.,.Vaﬂabhanaayakasya—- Begada
— Rupaka

. He has soft legs (Pallavapada Mru-
Gutarasya), wears garlands of Jasmine,

maalasya) and was instrumental for

Valli's marriage (Valli vivaha kaaranas-
ya).

The commencing word of the song
itself emphasises that Ganapati is the
Lord of Vallabha. According to the
Tiruttani Sthala Purana Ganapati help-
ed his brother Subrahmanya to en-
counter Valli, whom he wished to mar-
ry, by chasing her in the form of an
elephant whereupon Subramanya came
to her rescue and saved her. Thus Ga-
napati engineered the meeting of his
brother with Valli and was thereby res-
ponsible for their wedding. This is
brought out by the term Vallivivaha
kaaranasya.

5. GAJAANANA GANAPATI
(ELEPHANT FACED)

€. VIGHNARAJA GANAPATI

Vighnaraja Ganapati rides on his va-
nana Mooshaka. He holds noose and
goad, broken tusk and modaka.

Gajaananayutam — Thoyavegavahini
—- Rupaka

Elephant faced (Gajaananayutham),
He removes obstacles (Vighneshvaram)
and is elder to Subrahmanya (Gurugu-
haagrajam). Parvati prepared an image
of a child out of her body and appointed
the child as the gatekeeper in her house.
Once when Shiva wished to meet Par-
vati, he was prevented by this child.
Immediately Shiva got angry, beheaded
the child and threw the head away.
After this incident Parvathi became
very sad. Shiva fixed on the body of
the child an elephant’s head and gave
it life. The child then came to be called
Gajaanana.
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joying dalliance with His consort. The

..~ a. Vaamaachaara form assocCi- n:
g name Ucchishtha means spitting or left

‘os a book, rudraksha, dandam and _
— ' ated with Srividya Upasana, this has

7. LAMBODARA GANAPATI

kamandalam. e ———y . : xts corra-

ha is often described as : | A profound Tantric significance. .an.shl over. Aggmtc and Mantlilc te
Lord Ganesha IS i, Vatapi Ganapatim — Hamsadhva- tar would appear to have been inspired borate this posture (Vivatrapatnyaam
having a large belly. The term Lam _ ni — Adi. b? the Ganapati idol in the Nagesvara- Suratapravittam ucchishtam Ambasutam

dara refers to its vastness. It is said asraye and nari-yoni-rasasvada lolupe

swami temple at Kumbakonam in com- rac :
kamamohitam — characteristics as n

He is worshipped by Bhutaganaas

that all the galaxies, the vast intergalac-
tic spaces and all the known and un-
known Universes, can be easily contain-
ed within His paunch.

Lambodaraaya namasthe — Varall

- Khanda Chapu.

He has got a big paunch (Lamboda-
daraaya) and likes rose, apple, banana,
etc.. {jamboo kadaleephala saara bhak-
shitaaya).

8. SHAKTI GANAPATI

Seated four-armed, with one of His
Shaktis seated on his left knee, Shakti

Ganapati guards the Grihasta. He
holds the noose and goad.

Shakti Sahita Ganapatim — Sanka-
rabharana — Tisra Fka

The musical form of this composition
IS Nottuswara Sahithya or Nottuswara
or simply Nottu. This musical form is
one of Dikshitar's exclusive creations
39 Nottuswaras of Dikshitar are avail-:
able to us and all of them are in Sanka-
rabharana raga. Each comprises one
section only with no division Into Pal-
lavi, Anupallavi and Charanam. Djk-

shitar was inspired to compose- these

‘Bhootaadi samsevita charanam). He
has a Ghora rupam (Bhootakaaram).

10. SIDDHI GANAPATI

Golden-coloured, He is often shown
with many heads. He holds Parasu,
mango, sugarcane and sweets. He
wears a Sarpa as Yagnopavita. He has
the Mooshaka as his vehicle. He is
brahmachari and carries Pasha and
Ankusha in his two hands.

Siddhivinayakam — Chamaram —
Rupaka.

Here, He is depicted as Shantha-
murthy (rowdrabhava rahitam). He car-
ries Pasham and Ankusham in both of
his hands as well as Modakam. The
phrase ‘Moola pankaja madhyastam’
again pinpoints that Ganapati is the
Lord of Moolaadhara Kshetra. Bhaad-
drapada maasa Chaturthyaam brahma-
naadi poojitam refers to the well-
known Vinayaka Chaturthi festival cele-
brateq on the Suklapaksha Chaturthi
day in Bhaadrapada or Avani month.

This festival has special i
pecial importanc r
Brahmacharis. d e

11. UCCHISHTHA GANAPATI

napati | .
sl :s Ucchishtha Ganapati. This

Padchati Soclated with Vaamaachaara

posing this kriti. The Dhyana Sloka of
this Ganapati form reads as "Nari yoni
mukhaasvaadalolupam kaama mohitam
and the first half of this Dhyana sloka
figures in the Charana of this Kriti.
Ganapati is also described here as en-
géged in playing diverse musical in-
struments like Bheri, Vina and Venu.

In the Charana phrase Nariyoni mu-
khaasvaadane, Dikshitar picturises the
essential trait of God’s posture in en-
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Mantramahodadhi and Agama).

Bhaskaracharyar has written com-

mentary on Ganesha Sahasranama in
which he gives the meaning of Ucchish-
tha as ‘the best’ (Uthkrishta).
adds therein that the divinity referred to

He also

in the 27 riks of “Ucchishtam nama ru-

pam” in the Atharva Veda is none other
than Ganapati himself.

(To be concluded)
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We are happy to announce the release of the Biographical 3

Dictionary of Carnatic Composers & Musicians Book Il titlea

‘ANOTHER GARLAND’ covering the lives of over 350 artistes with

articles, anecdotes and achievements, tips to young musicians,

addenda to Book |, etc., besides Chronological tables,

definitions and index covering both the first book ‘A Garlard

and the second ‘Another Garland'.

‘A Garland’ : Pages 614 — Covers over 700 artistes

‘Another Garland’ : Pages 528 — Covers over 528 artistes

(Both Quarto size, harbound in plastic cover)

ASSICALS §

260/- Both together Rs. 450/-

250/-
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“What more do you need to enthral you ? It's a piecg of 1|
excellent literature in itself, where even the ‘fillers’ fill
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«LET US SKIP TIRUVAIYARU”

(A FARCE)

anaki, could you recollect having
J seen this magnificent landscape 7"

“No, dear Lord, it was long back and
| was then in captivity and in deep dis-
tress. How could | ever think of the
landscape then ? You have thought-
fully brought me here now. | am glad
that your visit to this cultured Chola
Desa had blessed the people with rivers
running to their brim after a long time ....
Much has changed too since my last
journey to the South with scores of en-
chanting temples of immense size, rare
architectural beauty and sculptural ele-
gance springing up like chess pieces on
a vast carpet of green paddy fields in-
tersected by serpenting rivers and roads
like improvised, innovative delineation
of ragas and swaras. Noble edifices,
ancient culture, appearance of a galaxy
of sages, saints, rulers and artistes of
eminence, what a beautiful land of ag-
gregated charm and splendour is this !

No wonder music and dance found their
genial home here.”

(Sita and Rama pass through Chidam-
baram, Mayiladuthurai, Aduthurai, Kum-
bakonam and Tiruvidaimarudur, Man-
nargudi and reach Tanjore. There is

hesitation, Pushpak Viman slows down
and hovers over Tanjore.)

"You seem to be turning back ? Is
not Panchanada Kshetram ‘(Tiruvaiya-

:u)' !i" our itinerary ? You look agitated
00 "

( Sita draws near.)

"l would like to skip Tiruvaiyaru, Sita.
Once we step into Tiruvaiyaru, Tyaga-

raja would block our movement and | am
ccared of him too !!”’

“Tyagaraja! How does he come Into
the picture ? It was you who granted
him salvation a century and a half back.”

“Oh ! | understand. The mother In
you clouds your vision and renders you
blind to realities. Can’t you recolliect
his harassing me with never-ending
pleas, pathetic and pressing entreaties,
nagging questions, petty insinuations
and intolerant jealousies! His passion
for his kshetra and this river Cauvery
and his surrender to Nadopasana would
surely drive him mad once he KnOows
that we were to be at Tiruvaiyaru. He
will relinqush his place in Heaven Of
take a holiday from Salvation itself and
wait at the bridge on the outskirts Ol
Tiruvaiyaru .... You may like to see him
again. But | shudder even to think of
lyagaraja. Please try to forget the pla-
ce . We have many places to see yet ...
If you like, we could visit Tiruvarur.”

“How could you say so of that prime
devotee of yours ? Very unfair, dear.
We should be glad if he steals sometime
from Heaven to be with us ..... <

“Maithili, you have no idea of the nag-
ging harassment | had suffered, his cut-
ting sarcasm, his biting insinuations and
his colossal capacity and obsession with
his own urge. Even if Tyagaraja is not
there, Tyagaraja-ism is sufficient to un-
nerve me."’



others, lo ! what happens ? He raises a

) TR : | fTIbhO'i that

(Wipes the surging sweal with Silas e hue and cry like a naughty orphan, a probably what it should gi*:eT baee:rat': iﬂ?r{gkizumgaaizz: :e T\ais heallt)h o

handkerchicf apparently in a tactical nqa second wife, a domineering fulfil my avatar mission. yagaIs; o o
¢re to rope her in to his view.) nagging : h"f Vioralabd teases me saying that | am not compas- gone down and h? has e(::ome weakx |

SR Nayika (Virahotkanthita, e 4 sionate (Ramabhirama Ramaniya Nama body and that he is suffering from ago-

Proshitabhartrika or a Viyoga), or a hun-
gry ailing person. He accuses me of
deserting him though he is fully aware
of his special relationship with me.”

__ Darbar. He goes further and de- ny and fatigue in Bhavanuta (Mohanam).
mands that | should swear 1o him. Sita To build up evidence, he records that‘l
(Andundakane-Pantuvara|i) | Wants me had hidden myself Endudaginado (Todi),
to be talking to him alone endlessly as if  as if | was jumping bail seeking tc’_ es-
| begot him late in my life after much cape fr_'om the clutches of law. This is
penance and pilgrimage (Palukavemi Na sheer impertinence. It suffocates and

“See. Sita; You know that | had gi\.fen
him darshans and often talked to him.
Why, he has himself acknowledged them

in many songs like :

Rhavanuta — Mohanam, wherein he refers 10 “He cries, weeps, objects, challenges,

my visit to his house; accuses and teases. | am harassed, Daivama — Purnachandrika). Kings oppresses me, Sita.”
| Sita. Pity me, dear. My father would and princes wait on me and talk to me
Pahi Rama Rama Yanuchu — Kharaharapriya, not have suffered so at the hands of my with respect. But see how Tyagaraja “Dear, Tyagaraja only expresses his
in which he avers that 1 gave him darshan step-mother Kekaya. ... You smile when stoops to taunt and tease me taking ad- anguish and gives free vent to his robust
and spoke to him endearingly. | feel embittered. He keeps incessant vantage of my solicitude : but oppressive love of you and as a poet
Kanugontini — Bilahari, in which he records pressure on me nibbling away my time it could be that he takes liberties to ex-
having found me; and and energy as in : ‘Not an act of respectability’ aggrerate. So ....”
Giripai Nelakonna — Sahana, wherein he . Mariyada Gadayya — Bhairavam
categorically notes that he had been Enta Papinaiti — Gowlipantu, Says, he cannot : “You know him not. You are carried
promised of Salvation by me. bear separation from me ! ‘Have you o seif-respect _ away by his platitudinous, sugar-coated
Chentane Sada — Kuntalavarali : Insists on -— Manamu Leda ? — Hamir Kalyan songs. Let me be frank with you now, (In
“Do not be under the impression that being with me always. ‘You have no love for the poor’ muffled tone). He is even jealous of
it was all casual ‘seeing’ and the like. . Nidasanudasu — Hamir Kalyani you Sita. He pries into our privacy. Un-
He concedes in Enta Bhagyamu (Saran- Do you see the threat to your own wittingly he has recorded in Lali Yugave
ga) of my being close to him, speaking companionship ?” “He accuses me of blatant duplicity (Nilambari) that he was adoring me
- him with affection and dispelling all in Chala Kallaladu (Arabhi) and Atfa when you were giving me betel and nut
his sorrows. Paluku Kandachakkeranu Lali Lalayya — Kedaragowla : Warns me that Balukudu (Atana). Please note that he for chewing | Does he stop there ? He

(Navarasa Kannada) is the relevant re- he would not part with me.
cord of my discussing with him the me-

rits of the dance and music of — not _ 'S it Satyagraha or Duragraha,
Tanjore courtezans but of — celestial Sita ?”

women and dancing girls and that our
discussions were fruitful and sweet. He V' Y4dane Gana — Saranga. ‘I can’t bear

raises his voice in Atana. He does not takes liberties with this son of Dasara-
allow me to rest. He blows hot and tha, this King of Ayodhya and directs,
cold. Actually | see deliberate, planned ‘Come hand in hand with Janaki® Sri
duplicity in his conduct; otherwise how HRama Rama (Gopikavasantam). He
could that charge arise in his song ?’ would have invited us to a waltz had he

concedes. in hi not been elevated to the Heaven !’
e » 1IN his Rama Rama Rama- your separation even for a minute’, says “Dear, the architecture of this Brha-

andra (Ghanta). Chinna nade Na (Ka— he. deeswara temple IS unique & (Sita seeks to say something. But her Lord
l‘ﬂ”hi) and Eman

i Vegintune (Huseni),

nothing to aspire for and Am | to desist from all m ' “Si
y duties ? Sita, stop that.
ken him by the hand, em- What happens to my confidential work st

allows her not.)

that he had

have seen it a

and chee . — i dozen times, | feel that you want me to “Patience Sita. | have not finished.
g fiod him up. With o i:ve werg to co-exist like a kangaroo ignore the pinpricks and look beyond at Tyagaraja actually wants to be a second
PIng towards 5000 e D ] the alleged innate goodness of the bard. Sita to lullaby me 1o sleep —
: Well, that is what | too wanted. But
:?rl";hhe Jho wears the see, he might go to the civil court al- Lali Lalivani — Harnkambhon and
.gweymp:r:::: anc: leging that | was not fair to him and that Uyysia — Nilambari

course, you ]:rzfe :. he had suffered in consequence (Rama

when | started for the f;rest at the _'_ Ninu Namminany — Mohanam). It is “He directs me to ‘Drink this milk' as

not an isolated insinuation. He is creat- if there is no milk at Ayodhya or in Vai-
Ing a case for action for tort in Chelimini kuntha (Aragimpave — Todi) ! He lacks
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“Dear, you took to task Jabali
Rishi when he spoke in his love of
you and his desire to keep you at
Ayodhya. Now when Tyagaraja says
some simple things, you get annoyed.”

capability to check himself and stop. He
wants to wean me from you by sedulous-

ly suggesting :

— 10 ‘accept rose-water bath’

— Koluvamare Gada — Todi,

— to ‘accept the comfortable bed’

-~ Ramabhirama — Darbar,

— 10 ‘take my bed on this couch’

— Sri Rama Rama — Gopikavasantam,
- 1o ‘accept this pansuparn’

~— Vidamu Sayave -— Kharaharapriya,

“You are not fair to me, Sita.
run mad .... Yes, mad.”

| may

“No dear, if he wanis a kiss, why not
give it. None will mistake your action.
As a child, you played your first and iast

— that he ‘would dccorate me himself’
— Chetulara — Kharaharapriva,

— that he ‘would dress and decorale me
himself”
— Rara Vita Hindola Vasantam®

‘It is all the outburst of love of filtered
purity, my Lord."

“Well, see how he filters ! Your enig-
matic smile intrigues me ! Why not wait
for the climax ? Tyagaraja betrays him-
self in his Rara Sita that he would not
only dress me but would invite me to ...

Shameful. | am ashamed to mention
that.”

If he invites you 1o dine or for some-

thing else, why not qo and g |
g | g give him the

"Keep quiet. |t's not '
t. anything of th
sort. He solicits me ‘Give me 3 kiss*alt

shall hug you to My bosom'. This IS

"So you sy est
my ‘oka ggest that

| should haye
ation rewritten

mischief with that Manthara and you re-
aped the consequences. But misbeha-
viour is not in your element. Tyagaraja
has himself given you a Certificate of
Good Behaviour with the women of Ayo-
dhya when they were charmed with your
radiant face and approached you.
(Natha Brovave-Bhai ravi). Please spend
sometime at Tiruvaiyaru. The world is
now marching towards 5000 million

souls as you said. | too would like to do

SOme social work to wipe the tears of
the poor !

"Now | get at the secret of your sup-
port. Vote-catching ?  Social work ?
Turned political 2 Or you are captivat-
€d and lured by his deceptive saintly
approaph, €nchanting music and multi-
dimensional praise of you! Well, you

may _no.t gare; but what of others. Tya-
garaja is jealous of everyone else

— ol innocent Sabari (Entani Ne Mukhari).

— of devoted Garudg (Vinatasuty

and — Huseni)

— c;f-‘ my matchless brother, Lakshman (Mitri
agyame Kharaharapriya).

| a mere plaything) as Papanasam Sivan
has sung ?
(His face reflects deep distress and frustra-
tion.)

By allowing him to do all this, do you
think | could hope to silence him ? He
will pester me with questions galore.
What an array of never-ending questions
he releases ? He has the make-up to be
the best prosecuting advocate in a co-
untry criminal court that was ever produ-
ced. Just think of a few songs like —

Rama Ninu Namminanu (Mohanam)

and Inta tamasamite (Saveri).

“This Yuga will not be sufficient to
answer his queries. Well, no use of try-
ing to satisfy you when you refuse to
appreciate my distress. | shall stay at
Tanjore, see Tiruvaiyaru and return.
Tyagaraja-ism will confront you there,
and you are sure to return as Parvati did
after trying to attend the yaga of Daksha,
her father.”

“Once, | parted with you and | learnt a
bitter lesson. Either we go together or
we drop Tiruvaiyaru. When you talk so
well of his capacity for questioning, why
not at least confer a title on him now
that every young artiste carries a cart-
load of titles and the poor bard has
none.”

"Sita, | really wonder at your capacity
to bear insults. He audaciously ques-
tions you, ‘Do you sing with love; do you
prostrate with your body before Rama
(Pakkala Nilabadi — Kharaharapriya).
You don't take it amiss! | shall refer
the issue of conferring a title posthu-
mously on him to a Committee to exa-
mine, as is the practice now, and sug-
gest. Now | could give him a post-

graduate degree — “*M.l.” — Master of
lnterrogation ke

"Sita, | would like not only to drop
Tiruvaiyary trip but feel like distancing

myself from Kharaharapriya raga itself.
Tyagaraja invokes it too much for his
Insinuating indulgences! And he suc-
ceeds ! !”

L : - * -

(Tired of arguing and anxious not to
miss the chance of enjoying the splendi-
ferous natural beauty, both telapse into
silence for a while. The Pushpak Viman
strays a little beyond Tanjore towards
Tiruvaiyaru.)

“Sita, asks a startled Rama, ‘did you
sing ?7”

"No, you did not ask me to .... You
were thoughtful ....”

‘I hear that song Etavuna Nerchitivo
(Yadukula Kambhoji) meaning —

“Why are you going about enacting the drama?
Have your devotees been inviting you
to stage this drama of yours?”

“That is the golden voice of Tyagaraja
and it is his song. He beckons us. Hur-
ry up; he will take me to task if we tarry
further. If Tyagaraja is not there, Tya-
garaja-ism will do so.... See the beauty
of the place. His description in Muripe-
mu Galige Gada (Mukhari) as a charm-
ing and excellent place in all the world
IS N0 exaggeration! Tyagaraja envisa-
ges Lakshman to be with us too. Let us
summon him too ... Oh, Lakshman is
here !

“You accused Tyagaraja a little while
ago and bestowed on him the unsolicit-
ed degree '‘M.l." Now, you will appreciate
that it Is a poor recompense for his con-
ferring on you the degree ‘M.D." (Master
of Dramaturgy). If you had not termi-
nated your play, Tyagaraja-ism would
have surely conferred a doctorate on
you."

(The groves, temples and the river
Cauvery riverberate with their
laughter and ours to0o.)

— Courtesy : “Another Garland™
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A GREAT COMPOSER
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By
§ R. TIRUMALA|
4
WITH BEST COMPLIMENTS FROM
he style, pattern, and the standards — Hindolam, Ananda Bhairavi, Moha-
Tof composition set by the Musical nam, Varali, Saurashtra. Bilahari, Be-

Trinity were great models of emulation. gada, Kiravani. Nata Bhairavi, Kharaha-
They attracted many a disciple in their rapriya, Todi, Sarasvati Manohari. De-
tradition. This tradition in musical com- vamanohari, Huseni. Ritigowla, Purvi
positions can be said to have continued Kalyani and Kedaragowla — to mention
right till the first few decades of the 20th a few. They are capable of adequate
century, without loss of vigour and ori- elaboration, and cover a wide range of
ginality. Melas. Ragas with Vivadi svaras sel-
dom occur. Only Varali could be a sin-

Ramanathapuram Srinivasa lyengar gular exception. But even there, the
(1860-1919) popularly known as Poochi sharp vivadi contrast is deftly negotiat-
Srinivasa lyengar, belongs to this tra- ed by the careful progression of the
dition. Himself a disciple of Patnam svaras. The choice of the ragas is also
Subrahmanya lyer, he had acquired 2 most appropriate, depending on the form
great mastery not only over Lakshya, or of the composition and the mood it con-
the practical rendering of the kritis with veys. Thus the Javali and the Tillana
Imagination and individuality but also in pieces are in Behag, Khamas, Surutti,
Lakshana, or the intricacies of the Kar- Kapi, Jenjoti, Sindhu Bhairavi, Hindo-
natak musicology. His high reputation lam, Kanada and Parasu. But there are
as a Vidvan of great scholarship, merit Tillana pieces also in ragas like Todi,

and acpomplishment had spread over Purnachandrika, Yadukulakambodi and
the entire South India. Sankarabharanam.
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His original compositions were, equ- Two pieces in the same raga present
ally, full of merit. They conformed to different aspects of the raga with stress
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the true classical spirit and style. But
they had a breath of freshness and crea-
tivity, all his own. There was no waste
Or ‘surplusage’ in his creations, a test by
which great artists are distinguished.
The compositions of Srinivasa lyengar
can be viewed from several angles.

THE RAGAS HANDLED

He has been both judicious and selec-

on the peculiar, but fascinating prayo-
gas, recapturing the older forms of pre-
sentation — e.g., Khamas : ‘Chanaro Ee’
and Marulukonnadira’. The Nava Raga-
malika piece is a mixture of both : Sa-
veri, Lalita, Varali, Arabhi, Bhupala, Sri-
raga with Khamas and Navroj intersper-
sed. The Chittasvara for each raga and
the Sahitya, the folding up of the piece
with a bit of each of the nine ragas in
reverse order before reverting to the

i :ive In the range of ragas he has hand- Pallavi are truly, almost consciously,
- 9Id- The ragas chosen for his compo- modelled on Dikshitar's ‘Chaturdasa Ra-
% Sitions are of great and intense appeal gamalika'. It is a tribute at once to the
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musical scholarship and creativity ©
the artist.

THE FORMS ADOPTED

‘Poochi’ lyengar has not only been a
composer of the classical forms of Tana
varnas and Kritis but also of the later,
and shall we say, the lighter forms of
Karnatic music — the Javali and the
Tillana — which had come to acquire
popular interest in contemporary musi-
cal presentation. He can handle a heavy
piece with dexterity as he can a light one
with lilt and restraint. The largest num-
ber of his creations are in the form of
kritis, as many as 25 are in vogue. His
kritis are modelled on the styles of both
Tygaraja Swami and Sri Muthuswami
Dikshitar. Chinta tirchara (Saurash-
tram), Nijamuga Rama (Kiravani), Nike-
la nayeda (Deva Manohari), Parama Pa-
vana (Purvi Kalyani) can be cited as
good examples of his patterning some of
his compositions on Tyagaraja’s kriti. In
these compositions, characteristically,
the mood expressed is often subjective
and truly lyrical. There is a blend of this
lyrical import of the compositions with

the raga bhava the mood of the mode

€ach heightening the effect of the order.

They invariably convey the sentiment in

the Pallavi elaborate it in the

table modulations in the time-
rtr:::tlr;g ?r:l;tch. If Sri Raghukula nidhim
with its opening phrase “Sa Pa Sa"’ set-
ting the tone of the Kriti |s.somewhat
simpler in construction, .?n V.enkate-:
sam scores as a masterpiece m' Todi
with Panchama Varja in the beginning of
the Charana and the Madhyamakala er-1-
ding. The same statuesque effect as In
Dikshitar's kritis results. The elegant
diction in both Sanskrit and Telugu, with
phrases reminiscent of his models Im-
parts to his kritis an authenticity of the
fradition in conception.

FINE BLEND

The same scholarly approach could
be noticed in the Talas adopted for his
compcesitions. The largest number of
pieces are in Adi, and Rupaka. Ata Tala
Is adopted in three Tana Varna pieces,
Jhampa, Desadi and Khanda Triputa in
a few others. He has also composed in
rarer Talas like the 106th in the 108 Ta-
las and 32nd in 72 Talas, Lakshmisam
and Raga Vardhani respectively. The
latter is chosen for a Tillana in Kamavar-
dhani raga which has some exotic flou-
rishes and touches of the Hindustani
style. The Aksharakala (25) in Lakh-
Mism and (19) in Raga Vardhani provid-

form. The svara structure with a seem-
ingly simple, but deft Kalapramana is
not a mechanical division of time but
coupled with the Karvai or Gamaka, the
two complement each other. Besides,
the svara which the Karvai embellishes
ic not a random occurrence but a thou-
ghtfully chosen attribute of the raga it-
self. The justly famous Kznada Tana
Varna with stress on Gandhara in the
Pallavi itself and throughout, and the
Dhaivata Nyasa in the second Svara of
the Charana is an excellent example.
The Chiitasvara provided in the Kritis
are a crisp statement of the essence of
the raga. They are dexterously woven
as an integral part of the Kriti structure
and do not occur as after-thoughts.

EXQUISITE ARTISTRY

His style is seemingly simple and
effortless. But it has richness and con-
cealed artistry born of a mature concep-
tion. His Kritis are the true embodiment
of all that is best in the classical form.
His flawless artistry results from his
moderation, restraint and proportion.
There is nothing of the flamboyant in it.
His style has a silken smoothness with
a sheen and flow. The musical effect of

OV TN Y AN TaN TaX TaY TaY TaY Ta Y 70\ TaY.

TA TaY. 70\ TaX VaY YaY TAY AV eV

his compositions is truly “Champagne-
like”. At the end of it all, there is abid-

Ing sense of “calm pleasures, majestic
pains’’.

Though the compulsions of a court
could be noticed as in the Todi piece
sung on the occasion of the Corona-
tion of the King George V in 1911, even
that piece is faithful and uncompromis-
Ing in its classical values. A scholar-
ship in Sanskrit and Alankara Sastra has
enabled him to make an apt choice of
tr.e right word — Manini in Marulu Kon-
nadira, for example, and cne word is

enough to convey a world of sugges-
tions.

With perceptible leaning towards Ma-
dhyama kala rendering, his composi-
tions reflect the fullness and elegant
modernisation and cultivated reserve of
a man who yet, with abandon, can con-
vey the emotion.

Poochi lyengar imparted to the classi-
cal forms of Karnatak music, a romantic
grace and charm, expressed with res-

traint, but with sincerity of feeling and
appeal.

Courtesy — Music Academy Souvenir

VYAV A TAY AV AV F8Y TR\ Y\ OV VAT /aY MY VAV TaY TaT AN TAY AT TeTYeY TAY Ter N
TOLTAY TaY VO AV VAV OV AN YO\ TV TAY- 0V AN TaVTAY Te LYY AT /eT AT VeY TAT YO IeY

o

and the Charana and leays o P22 28 for a long duration of an Avartana and : Pwt. Ltd. :

€ one ' TEpng . :

experience, exp e fealmaStm th?n ;:)cdd numbenr{g IS a feat both in rhy- § 18/33, IDA MANSION, Sl

i 9 conceptualisation and rendering. g VAJU KOTAK ROAD, S

He has been equally an ade E BALLARD ESTATE {3
n"" some of his compositions In the But the com

BOMBAY-400 038.
: 2617218 — 4110739 — 5553501 Grams : LUCAAFTER =

e
s — S

style of Dikshitar.

Sri Venkatesa Telephones
ATodi), Sri Raghukula nidhim (Huaer?:),

BURURURBLURUBL B

Sl

| | to bear ¢ | 261 59 11 t‘:
:ﬂl learly t | 262 28 31 N
cited 8 .
Eji CUSTOM HOUSE AGENTS :‘

I “BRANCH" 5

No. 5, Jayant Chambers, ;:

a0 Gandhidham, Kandla, 3

3 Kutch. N

Tel. : 22650 — 23677 8

B I AU AUAURORURUR R R

EUAUALAUEELD JEURURU S OR OO R USUEUT R R UG




Musical Training,

Old & New—A Comparative Study

By
pt. S. N. RATANJANKAR

(Few are the
Sishya Parampara, so that

fortunates who have had both the illustrious Gurukula and a dedicated
‘he rich music legacy they inherited continued to flourish with

imaginative promotion and intelligent propagation. One such rara avis was Acharya Srikrishna

Narayan Ratanjankar.

The name of Pt. Ratanjankar conjures up visions of an idealist who

dreamt of a national system of music of India.

But the pragmatist in him, while admitting the distinct lines ~f development the two
<hailies of Indian music have had, still strove on practical lines to bridge the gap and bring
about an integration of mind and music. More than anything else, Pt. Ratanjankar’s name
would be well remembered for propagating the study of music in proper perspective, in
‘raining “generations of musicians and music teachers” and in providing invaluable source

material for posterity to research into,

An eternal Nada Vidyarti that he was, what were his observations of the methods
of musical training under the old order and in the new set up? What were his solutions ?
Following are excerpts reproduced from the original appearing in his “Commemoration

Volume.™

I n the past literature on music we
do not find any reference to this
very important and interesting subject,
namely, Sangeet Shiksha Pranali. In
fact, in none of the old Sanskrit works
on Music is there any record of classes
of music where a number of boys or a
number of giris were given training and
rractice of music together. Most of the
training, if at all any, seems to have been
individualistic in the Guru-Sishya Pa-
rampara as they call it There Is,qhow-
eVer, an interesting reference to a com-

petition and argument between two

Pandits, Haradatta and Ganaraja, on the

subject of Dance training in Malavika-
Agnimitram of Kalidasa, in which they
are discussing the corre

ct ways of initi-
aling a student into the art of dan:ilrtllg

Shilpa Shalas and Natya Shalas attach-
ed to the ancient palaces were perhaps
classes of Music and Dance maintained
by the royal patrons just to have pro-
grammes of music and dance ready at
their command at ceremonial occasions.
We are told that the ancient Universities
of T'axila and Nalanda had centres of
MIJ:SICEII and Dance culture affiliated to
OF Incorporated into them. But beyond
just a merg reference to these there is

Mass training,
merit.
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sible only if the teacher and the taught
have both enough patience and time and
energy to spend over the very slow but
sure methods of study and practice. In
the present times, when, in the place of
half a dozen talented personal pupils,
each receiving his own special training
from the Guru according to the conve-
nience of time, the pupil’s own capacity
to learn, his talent, application and de-
voticn and, moments of inspiration of the
Guru himself, the modern trainer in
music has to teach a class of students of
varying talents, tastes, qualities of voi-
ce, and temperaments, the old methods
would seem to be impossible.

However it would not be out of place
at the present moment to make a com-
parative study of the bygone and mo-
dern methods of training in Music.

Let us first turn to the traditional me-
thods of initiating a pupil into and im=
parting training to him in the art of
Music.

PRICELESS GIFT

Before Education on a mass scale was
introduced, the old Guru-Sishya Sam-
pradaya was prevalent everywhere. For
the purpose of training students for a
particular vocation the system of indivi-
dual coaching alone was followed in
those ancient days. A young boy hav-
Ing a natural talent for a particular
branch of knowledge or art used to be

sent to an expert in the line and was
coached by him.

Education in those days was a price-
less gift. Great artists and learned scho-
lars were themselves always on the look
out for pupils to whom they could im-
.part all their knowledge and art: pupils

who had talent enough to appreciate the
blessings of the knowledge and devo-
tion to pursue it, and faith in their mas-
ter. Such persons alone approached
the great masters and such persons
alone the great masters taught with aff-
ection and interest. The custodians of
knowledge and art were, in those days,
liberally patronised by kings and prin-
ces. They neither stood in need of, nor
expected any, gratification for their work
of teaching from their pupils. In fact,
they fed and clothed the pupils out of
the property in land and money they
held as donations and gifts from their
royal patrons. They of course put their
pupils to hard work and even at times
very trying personal services with a sem-
blance of harshness. Maybe, that was
all a part of the training.

TURN OF THE TIDE

This spirit of Education as a labour of
love on the part of the teacher and devo-
tion on that of the pupil deteriorated as
soon as the royal patronage slackened
and the masters were driven to looking
after themselves for very subsistence.
Training in Art and craft became a very
difficult problem for the learners. They
had to pay a very high price either in the
form of personal service or in money for
scanty scraps of lessons from the mas-
ters. Extra intelligent and talented pu-
pils were considered by the masters of
these later years as trade secret-lifters
and were never encouraged or allowed
any contact with the proper methods
of study and practice. Even under such
trying conditions the talented and intel-
ligent among the Shagirds of the Ustads
with no end of patience and a firm faith
in the Ustad, and a devotion to their cho-
sen branch of study, stuck to their work
for years together under all difficulties
and came out successful in the line.
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such cases were quite common am-=
ong the great musicians of the recent
past. The traditional method howev?r
of the professional Ustads had certain
great advantages. The admission and
enrolment of a new entrant into the par-
ticular tradition or Gharana of practical
training was effected by what is known
as the Ganda or Nada ceremony accord-
ing to which the Ustad tied a thread
round the wrist of the pupil and recited
certain sacred incantations and bene-
dictions, put a few grains of gram and
jaggery in the mouth of the pupil and
initiated him into the art by the first rudi-
mentary lesson, in the case of music,
the basic music scale SA, RE, GA, MA
etc. This ceremony was considered to be
sacred and the relation thus created bet-

ween the Ustad and Shagird was to be
observed for all life. The Shagird atta-
ined certain rights as a result of the
ceremony. He was looked upon as a
near relative almost an inmate in the
house of the Ustad. In his career in the
profession and in his style of execution
he was always Supported by his Ustad
and the Ustad's relatives. This spirit of
personal interest and attachment bet-
ween the Ustad and Shagird went a
long way in inspiring the pupil with zeal

and zest for his study and practi
- a 7
pite all difficulties. [T

SUR BHARNA

The Ganda cere
in ”'G_Prosence of

mony was performed

ever expected to-du‘g
foined in the house of

tunefulness.

The actual lessons were quite trying

too. The first lesson was what is Known
as “SUR BHARNA". The basic Swara

Shadja of the Mandra Gaptaka suitab'le

tc the vocal pitch of the Shagird was to
be held up as long as his breath capa-
city could hold it. This practice was to
be done regularly early morning every
day for an hour or two increasing by
and by the duration of the Shadja. The
object of this practice was to acquire
steadiness, strength and correct pitch
sense in the voice and breath control.

Proper guidance is necessary in this:
otherwise the voice may get cracked
and spoiled by overdoing the practice or
by a faulty production of voice. Persons
having high pitched voices were not ex-
pected to go down too much in the lower
octave, nor were those possessing deep
low pitched voices expected to stretch
their voices up too much in the top oc-
tave. What was important was holding

a musical tone steadily for some length
of time.

VIUSICAL ABSORPTION

This practice was continued for mon-
ths, even for two or three years in some
fha:fg. T_he Ustgd never proceeded fur-
i t:wnehm' Taalim till he was satisfied
b vo:ge of the Shagird had acquir-

€ required strength, steadiness and

A
an(:Ippa‘rently Such practice js tedious
uninteresting, | wonder if our mo

dern students i
s .
time to sing iuWlll wave the patience or

i toans. ! st one single SA for mon-
.the old students of

constant touch with the best music and
musicians at the musical gatherings and
debates and discussions often held at
the house of their Ustads. By the time
they finished the initial course of voice
cultivation they had already heard hun-
dreds of musical performances and dis-
cussions on practical aspects of music
at the little homely conferences at the
house of their own and other Ustads. A
good number of priceless musical com-
positions and artistic Alaps of a number
of Ragas had already trained their ears

automatically.

After the Shagird had acquired stren-
gth and steadiness in the voice, the next
course started with a few simple scale
exercises to be practised with increas-
ing tempo. Mostly the straight Arohas
and Avarohas of a few basic scales
such as Yaman, Bilawal, Bhairavi with
an open mouthed and full-throated voice
were practised. Along with these, a few
easy songs of Dhrupad style in Ragas
like Yaman, Khamaj, Bhairava and a few
passages typical to the respective Ragas
attached to easy songs of the Khayal
style were practised. There was noth-
ing like a set course of study.

the Ustad was inspir-
ed to teach the Shagird had to
lgarn. Of course there was a certain
broad outline of the course of studies
which varied in details according to the
voice quality, degree of musical intelli-
gence and musical memory and general
fitness and progress of the pupils. There
was nothing like the Swarajnyana exer-
cises. The ear training under the tradi-
tional method of training aimed at the
correct impressions of the Ragas and
songs on the ears caught and retained
= synthetically by musical intelligence
In their analysis. Without kncwing intel-

Whatever

lectually what it is, the pupil under
the traditional system had to concen-
trate by mere memory on the impress-
lons he might have received on the Ra-
gas and songs he was taught and prac-
tise them hundreds of time till the
lesson permanently registered in his
mind.

NOTATION UNKNOWN

The lack of Swarajnyan worked as a
blessing in disguise in the case of those
siudents of music of the past ages, be-
cause it was only by steady and cqnst;nt
practice, aided DY musical imagination
and memory, that the lessons learnt from
the Ustad could be retained. We now

wonder how a musician of the old tradi-
tion is able to repeat verbatim the Songs
he might have learnt fifty years ago.
They must have practised these SONGS at
least five thousand times 10 rememper
them correctly after a lapse of fifty
years. We also wonder on the ot+her
hand that quite a number of prach_cal
musicians of a fairly good reputation
during the recent past Were unaple to
analyse their Alaps and Tanasl in NO-
tation. All the same they were impres-
sive practical demonstrators.

In the old system all emphasis wlas
laid on the practical side of the musicC.
There was nothing like an inte!lect‘ual
grasp of the art. Musicians were just
good demonstrators. They pould never
explain what they were singing or p!ay-
ing. Of course, the rules of practical
execution they knew well enough. But
they had no word of language to say the
why and wherefor of the rules‘ theg fol-
lowed. It was the listener's job, if he
was intelligent enough, to find out fqr
himself and frame rules ol procedure in

21



the development of a Raga and a musi-
cal composition. And this was, let me
assure. what Pandit Bhatkhandeiji did
with all the material and facts he
gathered from the Gharanedar practical
musicians of his time, and has hereby
macre available all the important topics
of practical music to posterity.

There is no doubt that for a student
who wants to concentrate on music
alone, to become a practical musician
without any education or any other cul-
tural activity, the old method just now
described will be the best. Only the
student must do all in his power to achi-
eve the aim. He can earn his livelihood
and attain social and economic eminen-
ce only if he becomes no less than a top
rank demonstrator of music. Mixina up
with good practical demonstrators and
keepina in touch with them was a neces-
sary part of the training in the old tradi-
tional svstem of training. Music is a
practical art and the more 3 student has
assqcialion with best models of great
musicians the greater is the possibility
:fc:llsd :;:;n? out as a successful prac-

strator. | wonder how many
among the thousands of students of muy-

sic of today will be willi
‘ INg and a
give themselves away to music. e

THE FIRST SCHOOL

Now to the modern
teaching of music.

these schools and INn a

years a student pe
| com
Guainted with g i

tem of music. The new scheme of im-
parting training in music to a number of
students together in a single class of
music on modern lines naturally created
a necessity of a system of notation and
graded text books. It is possible that
Moulah Baksh, himself a man of original
ideas and resources, might have been
helped by the European Band Masters
of those days of the Baroda State in
evolving a system of notation. After this
school came a number of such institu-
tions into existence in all the chief cities

of India and a number of notation sys-
tems.

NOTATION & GRADED LESSONS

All these developments of classes,
schools and clubs of music were the
natural outcome of the necessity felt of
some sort of public education in music.

{\ccording to the class and school
training in Music, a student IS given
lessons on Swarajnyana for a year or
(wo so that by the time he js admitted to
the third year, he is well acquainted with
all Fhe scales of music and the twelve
bgsrc semitones of the Hindusthani Mu-
SIC and as such can learn from a book
of songs in notation the outlines of a

zfundg. A syllabus of graded courses of
Y and practice are prescribed for

course of five

thoroughly ac-

bout tifty Ra
a dozen sOn ] gas, and half
pads, K g8 of differe

dition due to ? Is it the fault of the new
methods of training ? Is it the fault of
the notation ? Are the text books not
the right type ? Are the teachers not
competent enough to guide the stu-

agents ?

SHORTCOMINGS

| dare say that none of these is res-
ponsible for what is supposec to be the
deficiency of the standard of practical
demonstrative capacity of the students.
Surely everyone knows that mass edu-
cation has its own defects. We do not
expect every graduale of a University 1o
shine out in life as a distinguished Na-
tional figure. So we need not expect
every student who has completed a
course of studies in music from public
institution of music to shine out as an
outstanding Gayak or Vadak. But there
are other circumstances which make it
difficult or uninteresting for a student in
music to concentrate on his study and
practice of music.

The first and most essential conside-
ration for a school is a section among
the students by selection on grounds of
voice quality, natural aptitude and favo-
urable economic condition for speciali-
sation in the art of music and for such
students, a hostel attached to the school.
None of the present music institutions
has a hostel attached to it. The finan-
cial condition of these institutions is not
such that they can segregate talented
and sweet voiced students from the
other ranks and make special arrange-
ments for their training and create faci-
lities for them to be in constant touch
with their teachers. Nor are they able
to engage good practical artistes not
only for teaching, but for good practical
demonstration to the students also and
putting before them good models of
Raga interpretations.

Music conferences and public func-
tions of the present day have created
such an incessant and pressing demand
for the few top rank artistes, who are
not more than fifty, or so, that their fees
have gone up to thousands of rupees
and they are never available for service
anywhere either as demonstrators or
trainers. In a way this is a welcome fea-
ture and students of music get opportu-
nities to hear these artistes on and often

and musicians like myself will always

think well about the high fees paid to

practical demonstrators and see them
prosper. But the fact remains that in-
stitutions of musical training are depriv-
ed of the services of these top rank de-
monstrators of music, and the students’
advantage of coming into close contact
with these artistes. If it were possible
to engage these artistes it would have
been easy for the institutions to combine
the old traditional methods of training
with the new ones of class and mass
education. After having had training for
a few years in the regular day-to-day
classes of the schools they have been
entrusted to the top rank demonstrators
to be further trained in old professional
methods.

Then again at the school of music pro-
per systems of voice culture are still not
sufficiently attended to. In fact, there is
nowhere a proper classification of stu-
dents, according to range and quality of
voice and training of voice, suitable to
the quality. Every student has to do the

same course of study and practice, whe-
ther the course Is suitable to his voice
quality, to his temperament, to his taste,
or not. The anxiety to complete the pre-
scribed course of studies and pass the
examination diverts the interest and at-
tention of the student from the musical
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content of the lessons he gets'in the
¢classes to the necessity of cramming the
words to correct Tala and the Raga
Alaps, and prepare them for the exami-
nations. Among the Iwo hundred stu-
dents who are admitted to the schools_of
music hardly ten per cent join therp _wuth
a serious aim of becoming musicians.
Most of them join the classes just for a
pastime or just to have a superficial and
casual acquaintance with the art.

SILVER LINING

The advantage of acquiring a good
grounding in Swarajnyana under the
modern methods of training and courses
of studies, should prove a great help to
the students who would properly under-
stand that advantage and act upon it.
But the usual tendency among modern
students is to cram lessons just a month
or two before the examination alone.
This may be possible in respect of other
subjects. But in a practical subject like
music this eleventh hour cramming is not
only ineffective but also harmful.

The initial Swarajnyana, the text books
of songs and theory of music have crea-
ted a feeling of overconfidence among
the modern student of music so that he
has totally lost sight of the necessity of
a regular and constant practice of mu-
sic. He sings by the head, so to say
and due to lack of practice his vo'ice'
does not respond to his brain and he
sings either out of tune, or with-
out feeling. The effect of the music

is nil. On the other hand, if these
students who have already
4 Swarajnyana in their primary
course, understand the impor’tance of
reqular practice On right lines, there IS

.s competent practical demonstrators,
as the top rank musicians of today, or
even do better. Education and culture

has a very healthy effect on art.

OPTIMISM

| am not one who would condemn out-
right the modern methods of training In
music and sing praises only of the old
traditions of methods when | see and
understand the causes that put the mo-
dern schools of music and their students
at a disadvantage.

We have yet to establish institutions of
music where both the modern and the
old traditional methods are combined.
Now that music has attained its due pres-
tige and place in the cultural activities
of the nation, students wanting to speci-
alise in music and devote time and ener-
gy to a serious study and practice of
music will not be lacking. Residential
schools and colleges of music with a
competent and well-paid staff of teach-
ers as well as good practical demon-
strator.s and suitable course of exercises
of voice production, voice cultivation
and brgathing and regular programmes
of music by teachers, artistes and the

fr::ci:lents mgmselves will surely send out
an Musicians of great ability.
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Sri Shanmukhananda Fine Arts &
Sangeetha Sabha [Regd.]

292, Jayshankar Yagnik Marg, Bombay-400 022.
Phones : 4078888/4092244/4092211

TALENT PROMOTION FESTIVAL --- 1993
(JUNE TO SEPTEMBER)

Sponsored By
SANGEET NATAK AKADEMI,
New Delhi

PHASE ---1
JUNE
19.6.1993 Smt. Rama Krishnaswamy (Bombay) — Vocal
6.00 P.M. Shri V. Balakrishnan (Bombay) — Violin
Shri Rajesh Srinivasan (Bombay) — Mridangam
Shri R. Shekhar (Bombay) — Ghatam

(Smt. Rama Krishnaswamy IS the ciaughter and disciple of

Harikatha Exponent Shri N. R. Satakopachariar of Kumbakonam

Rajamanikkam Pillal Tradition and a Senior student of the
Diploma Course (KVC) in Sabha's Sangeetha Vidyalaya)

20.6.1993 Master U. Rajesh & Party

€.00 P.M.

— Mandolin
Recital

(Master U. Rajesh is the disciple of his father Shri Sathyanarayana

and of his proud brother Mandolin Maestro Shri U. Srinivas)

JULY
10.7.1993 smt. Sudha Krishnan (Bombay) — Vgc.s_af
6.00 P.M. Smt. Kalyani Shankar (Madras) — qulrn
Shri Shyamsundar (Bombay) — Mridangam
. Shri R. Shekhar (Bombay) — Ghatam

(Smt. Sudha Krishnan from Madras, is the disciple Of
Shri Mudikondan Venkatarama lyer and Shri D. K. Jayaraman)

11.7.1993  Shri Sriram Gangadharan (Madras) — Vocal

€.00 P.M. Smt. Kalyani Shankar (Madr&s) — Violin
Shri P. S. Sriram (Bombay) — Mrid.ajﬂga”?
Shri R. Venkatesh (Bombay) — Morsing

(Sriram Gangadharan is the disciple of |
Shri S. Kalyanaraman & Shri T. V. Gopalakrishnan)
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14.8.1983

6.00 P.M.

15.8.1993
6.00 P.M.

11.9.1993
€.00 P.M.

12.9.1993
6.00 PM.

K. A. Subramaniam Road (Brahmanwa

Ganabhooshanam Shri

PHASE --- Il

AUGUST
Venu — Veena — violin Recital by
“TRIO SISTERS"
smt. Mahalakshmi Ravi (Bombay) — Venu
Kum. Saraswathy vaidyanathan (Bombay) — V_eefwa
Kum. Mangala Vaidyanathan (Bombay) — qulfn
Shri N. Chidambaram (Bombay) — Mrtdgngam
shri R. Venkatesh (Bombay) — Morsing

(Trio Sisters are the daughters and disciples of
p. Vaidyanatha Bhagawathar oi Bombay)

Kum. Nithyasree (Madras) —_ Vc.)c::-H
Shri Pakala Ramadoss (Madras) — Vm-Im
Shri |. Sivakumar (Madras) — Mridangam

(Kum. Nithyasree is the scion of two Great Traditions in
smt. D. K. Pattammal and Shri Palghat T. S. Mani lyer)

SEPTEMBER

HYDERABAD SISTERS

(Ms. Lalitha & Hari Priya) — Vocal
Shrf C. Lakshminarayanan (Madras) — Violin
Shri Tanjore S. Subramanian (Madras) — Mridangam

(The Sisters are the disciples of Shri T. G. Padmanabhan
of the Alathoor Tradition)

Sikkil Smt. Mala Chandrasekhar (M
adras) —
Ms. R. Hemalatha" | ¥ g

Shri Poongulam Subramanian (M
a
V. Uma Shankar Jprend

— Violin
— Mridangam

— Ghatam
(Sikkil Mala Chandrasekhar is the scion of two Great

Traditions in Shri Sadasivam &

Smt. M. S. '
on the one hand and of Smt. Sikkil Neela osfiubbulakshml
Sikkil Sisters on the other.)

Venue : S.LLES. SCHOOL HALL

Bombay-400 019, da), Matunga,
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MUSIC OF THE SOUL

¢éw dwell not in Vaikunta, not in the

lhearts of Yogins, nor in the Sun;
put where my bhaktas sing there be |,
Narada'’, so said Lord Vishnu elevating

i:e soul of music. Music, has over the

centuries been a vehicle of bhakii, a
mode of integration propounded Dby
saint-poets. It is one stream that flows
perennially regardless of region, religi-
on, caste or creed; and it is one medium
that unites the humanity. Adi Shankara,
the greatest integrator, had propounded
the philosophy if Advaita through verses
which over the years, have been mould-
ed in musical forms and propagated
among the masses.

Coming in the line of this great
Advaitins, is our Paramacharya Sri
Chandrasekharendra Saraswati, the
68th pontiff of the Kanchi Kamakoti
Peetham, who as the greatest intearator
of the century and whose birth centena-
ry is currently being celebrated all over
India, has time and again emphasised
the uniting power of music.

Among variety of celebrations, such
as opening Paatashalas, Colleges, hold-
ing seminars, lectures etc., on the philo-
sophy and preachings of our saints and
the Paramacharya, scheduled for the
year-long celebrations of the Shadabdi
of the Paramacharya, the State of Ma-
harashtra struck on a novel theme of in-
auguration, one that is very much close
to the Saint of Kanchi, viz., Music, and

that too focusing on its integrating
power,

Sarva Dharma Maitri Sangeet Sama-
roh, it was called and organised jointly

by Sri Kanchi Kamakoti Peetham Sri
Mahaswami Shathabdi Mahotsava Sa-
miti (Maharashtra) and the Bharatiya
Vidya Bhavan, and held at the Bhavan's
auditorium on May 21, 1993. It com-
prised two sessions of Jugalbandhi —
cne, a Hindustani-Karnatak vocal and

the other a Hindustani instrumental, of

Guitar and Santoor.

It was music of integration in every
sense of the term. First, the selection of
the artistes from younger generation was
in itself commendable as these talents
of today hold promise for tomorrow, ard
that too exercising their minds and
efforts towards a common goal ensured
a healthy,trend.

Besides, the artistes were from differ-
ent regions and religions. Music was
their common link and evolving a €Ofmi-
mon medium of expression in melcdy
was their sole purpose. And that they
involved themselves wholeheartedly
bringing forth the variegated aesthetics
of melody lyrics and rhythm goes with-
out saying.

Strains of Jaya Jaya Shankara, Hara
Hara Shankara and select slokas Dby
Pandits created the serene atmosphere,
ideal for the vocalists and their accom-
panists to make their musical Anjali, on
taking off to a new plane of Indian mu-
sic. The artistes, Shankar Mahadevan
(Karnatak-Vocal), Ratan Sharma (Hin-
dustani-Vocal), accompanied by Sridhar
Parthasarathy (Mridangam) and Fazal
Qureshi (Tabla), with Violin-Harmonium
support, evolved a new form of an inte-
grated composition — a blend of Pallavi-
iChayal improvisations, realigned 10
bring forth a variety In unity.
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Here were two individual artistes with bit set the necessary atmosphere for ~ viduality of the shailies, their indepen- origin the other belonged to the Western

their own imagination and style, belong- the Khayal-Pallavi improvisations. ~ dent growth into two well-entrenched’ ezse:nblg family. But both had acquir-
‘na to two different streams yet forging _ : : streams are accepted by one and al.l. €d classical solo status, thanks to un-
s | The With Shankar's powerful stentorian he new form may serve only as a vari- relenting sadhaka of masters and were
on to bring out a wholesome fare. 1! ‘ : i 4 bland The _ _ .
« common — Kalyani and its vocalism, Ratan's smooth tone blended ety wherever the need for integration now presented in a duet.
o 2l e - and well and their one aim was to provide a faces.
equivalent Yaman — the Tala Adi an Har ¢ : | surfac gakila | il
the sahitya stance, “Taaraka Brahma wholesome composition from their vari- | : ealising tﬁelr responsibility full v.reil
Swarupini, Taamarasa Vilochini"" ed phases of Sancharas and Bols. The vocal duo concluded their Jugal- the young artistes rose to the occasion
bandhi with a Vishnu Bhajan in Brindava playing a poignant Bageshree with un-
They retained the distinct features and The varlet.y of sancharas, the dellcgte Saranga, again a very popular mode derstandmg and involvement that coax-
integral components of their respective variations w:th_gal.maka graces and brik- common to both the systems, with €d the best out of the instruments and
Pallavi-l(hayal delineations in tact. Only kas and the built-in rhythmic nuances let evocative bhakti bhava. The atmos- formmg INt0 a Composile whole.
they realigned to give shape to a new the Karnatak idiom score over its Hin- phere was surcharged with Bhakti when
lorm that would ba composite, whole- dustani counterpart. But what impres- the vocal duo gave the forum to the in- Jugalbandhi has come to stay. Artis-
some. sed most was their successful effort in a strumental pair, who contained the s of today appreciate its viability and
synchronised presentation. Where one Bhava with a tranquil, poignant Bagesh- mould their minds and medium to collate
To expatiate, the Pallavi that usuany '€ft the other took off, and the build-up ree. and blend. There was automatic con-
comprises a Ragam-Tanam prelude was was continuous, weaving through now in ver.Sir)g through the instruments while
precluded of this prelude. However. Kar'natalf _skeins and now in the Hindus- The instrumental jugalbandhi by Har- bU"d'."TQ up the picture of the raga, in
their norms were fused in the Sahitya tani shaili — and this while progressing jinder -Pal Singh (Santoor) and Deba- the Vilambit stride, in embellishing stro-
Vinyas (Niraval), in Akaara phrasings towards an integrated form and not shish Bhattacharya (Guitar) highlighted kes of taan patterns or in building the
and the few Alapcharis and Akaar Taan C°MPromising on their individuality. ' the uniformity of the shaili and a com- Gat structure. The soul of the melody
patterns interspersing the lilting Swara- ~ Dbined effort of two individuals forging on Si0od foremost in their minds and Singh
prasthara. The percussion pair, Sridhar Partha- = a presentation with two different instru- @nd Bhattacharya with Fazal Qureshi's
| sarathy (mridangam) and Fazal Qureshi =~ = ments. Inspiring laya wove a tapestry of melody
Ratan Sharma’s Khayal build-up mi- (tabla) enriched the ensemble with their r th:at would long linger in the listener's
_ght have had no Antara, but that was no superb percussive strides. The struc- S Compared to the earlier pair the in- Minds.
lmMiment to the flow of the intagrs ture Was such that percussionists had ho | strumental duet had less constraints.
Music. For today in Hindustani music C?l_‘istramts 0 work ‘on their rhythmic Only they had to mould their move and The ooening of the celebration augurs
Antara does not form an Indispensable Smde_s- _They conversed well with the their medium. While the shatatantri well for greater strides in integraticn
;ﬂa';:fdl(hay_al e_nuncjation. Besides he :;:i?"tms In their lilting strides and when Santoor (with 100 strings) had to be deli- during the year.
s lnoM:::: lentrful Bol Alap, Bol g ﬂ'i;n came for a dialogue of their catelyﬁ tapped and slid, the Guitar had to |
restricted h ya Laya and Drut, though Satir’. Y €xcelled each other with pul- be glided; and where one was of folk — Sulochana Rajendran
'S Sargam forays and reci. J dialogue. A dialogue woven

h Sh_ankar' through intricate Phrasings of Tisra-

i variations and culminat-
aras. The time cycle M9 In a fused finale, s

The composit posit
with the refrain :ﬂ" thus starteq straight lons).

- f P er a solemn in . National recipe’ shoule
g Rsh store. The sloka in v\:'ﬂ:r:- Whether it ould not be a hassle.
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«Thaalavaadyothsav 1993"

ating the haloed memory of the

| - ‘ ective of perpetu .
(Founded in 1981 with the twin Otr]lyer und promoting greater awareness of the finer

- : . Mani o :
maestro nonpareil, Shn Palghat T;.I Sbm :l | { and the uninitiated, the Palghat Mani
B N e ed later in 1985, Percussive Arts Centre, has

. isten ]
morial Art Cenltre, rechnis ' ' eeper probe *
l}*ﬁl Me | . f “scn in thc Cultural mlllﬂu 0f Ba-ngalore_ Wh.lle tﬂklng a d -Pe p‘ el
| e : La d Tala from various angles and planks; it has expanded its horizon it
into intricacies ya an i . , : ' Karnatak

into i~ wirth centeneries of Cusical ‘giants’ of both Hindustani and . |
to commemorating iation, organising workshop, study circle | u_[

elc. g
One of the highlights of the annual Thaalavaadyothsay, o

Centre’s activities is the -
celebrated with great fanfare, with symposia. lec-dems, concerts and awards-presentation.
The prestigious “K. pattu Rao Memorial Palghat

Mani Iyer Award” is awarded to an
em:nent Mridangist every year, 10 which “Palani Subramania pillai Award” along with a
“Layva Kala Nipuna Title has

been added since 1990. The two presentations have made a
(. imark in the history of the centre, honpuring many an eminent percussionist.

This year, in the 12th Thaalavadyothsav, the recipients have been Shri H. P. Ramachar
for Palghat Mani Iyer Award and Shri A. V. Anand for Palani Subramania Pillai Award.

We publish below excerpls of a Report sent by the Centre’s Executive Director,
Rangalore K. Venkatram — Ed.)

he 8-day Thaalavaadyothsav this presenting a report on the activities of

year was spread over in three differ- the Centre.
ent venues : the festival-cum-conferen-
ce from May 27th to 30th at the Bhara-
tiya Vidya Bhavan; the Valedictory
function and award presentation cere-
mony on 31st at Chowdiah -Memorial
Hall: and the Study Circle directed by
Lalgudi G. Jayaraman from May 27th 10
June 3rd at Adarsha Bhavan.

Chiranjeevi Singh, Secretary to Govt. =
of Karnataka, Information-Tournism and |
Youth Services, presented the PALANI
SUBRAMANIA PILLAI AWARD donated =
by Mrudanga Kalaa Shriromani Prof. Tri- o
chy Sankaran, Toronto, Canada, a senior | h
desciple of Palani, to Mrudanga Vidwan
A. V. ANAND along with the cash award,
ar_1d the title LAYAKALAA NIPUNA. In
his address, Shri Singh stated that this is
a4 work to be done by the Kannada & 5
Culture Department and he was happy
that the Art Centre was doing it. It is
not always possible to organise several
32?:“‘ Programmes by the Government.
t ntary organisations should organise

€se and strive to uphold our rich tradi-

The Inaugural Session at the Bhara-
tiya Vidya Bhavan had all the traditional

get up, such as receiving the dignitaries
with Nagaswara and Poornakumbha,

prayer by Harikatha artiste Belur Vasan-
thalakshmi, and U. D. N. Rao, Patron-in-

chief of the Art Centre, welcoming the

gathering, and Bangalore K. Venkata-
- ram, Executive Director of the Centre
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whi
complimented the Art Centre on the

tions and maintain excellence in quality,
ch should be the main criteria. He

work it has undertaken and assured all

support.

padmabhushan Sangeetha Kalanidhi
Dr. Doreswamy lyengar released the
souvenir brought out to mark the occa-
sion and the Proceedings of the Seminar
on “Problems of Mutual Appreciation of
Hindustani & Karnatak Music” held last
year in the 11th Thaalavaadyothsav as
part of Panchakshari Gawai birth Cente-
nary celebrations. Dr. Doreswamy
lyengar was happy to note that this was
the 19th booklet to be released in these
12 years and said that the value of
these would be felt only by posterity.

The inaugural session was followed
by a melodious vocal recital by R. A.
Ramamani supported by Nalina Mohan
on Violin and the LAYALAHARI percus-
sion ensemble of the Ayanar College of
Music, Bangalore,

shna (Khanjari) B. R. Ravikuniar (Ghata),
T. Srinivas (Tabla), Bangalore K. Ven-

kataram (Gethuvadya), Anocr Anantha-

krishna Sharma (Sammele & Dolak), R.
Sathyakumar (Dolki), B.

(Maddale), H. S. Sudheendra (Pakhwaj),

A. V. Kashinath (Dolu), B. Rajashekar
(Morching) and A. Somasekhar (Kona-

golu).

Second day, 28th May, marked a Ju-

gglbandhi concert by Sakuntala Nara-
simhan (Hindustani) and M. S. Sheela
(Karnatak) supported by Surendrasa

NTEkod (Harmonium), Ravindra Yavgal
(Tabla) and Jyothsna (Violin) and V. Kri-

shna (Mridanga)_ The artistes took up

the same composition for elaboration.

_ comprising Anoor
Dattatreya Sharma (Mridanga), V. Kri-

Dhruvaraj

Instead of Kritis and Khyals, the pro-
gramme in the first part, had two Sans-
krit lyrics common to both North and
South. After an opening invocation
which was a ragamalika, Hamsadhwani
followed, in which brief alapana follow-
ed by a madhyamakala Pallavi-type
composition, niraval, kalpana swaras,
boltans, and sargans were presented al-
ternately. This was followed by Tarana,
with Sakuntala in the lead. Raga Purvi-
kalyani-Puryakalyan was taken up, with
alapana alternately in two styles, a brief
thana and nom-thom improvisation in
Karnatak and Hindustani styles respec-
tively and a pallavi in Chatusra Eka,
Khanda Nadai, rendered, with Sheela in
the lead. The two percussionistis pre-
sented a ‘thani’ on Mrudanga & Tabla.

The second part had a Kannada com-
position in Sindhubairavi, where Sakun-
tala joined Sheela. Reversing the oOr-
der. a Tulasidas bhajan followed where
Sheela joined Sakuntala. In this way,
the programme attempted a novel ‘rea-
ching-out’ in terms of music, without
compromising the exact norms of the
two systems. The aim was 10 offer a
musical experience that combines the
aesthetics of the North and the South.

Saturday, 29th May, commenced with
a Laya Vinyasa by the Palani Awardee
A V. Anand who took up Misra Triputa,
a fairly infrequent Tala. In his Open-
ing remarks, Anand referred to the ‘Sol-
kattus' and the ‘Konagolu’ patterns and
some of the texts like the one published
by the Tanjore Saraswathi Mahal Library
and the Publication Rhythm in Histori-
cal Cognition by Prof. T. V. Kuppuswa-
my & T. K. Venkata Subramanian. He
also narrated the ‘spread’ (Haasu-Aaas)
of the base for his Vinyasa, which he



utdered in 1, 2, 3,4, 5 & 6 cycles In @
spread-out of 2 Avarthas of 22 cour:jts
per avartha. He also resorted to Khanda
& Misra Nadais and the play was mal_'k-
ed by clarity of strokes and perfect duc-:
tion in Nadai-Bhedas. The ‘Kanakku
(mathamatics;arithmetic) adopted wa§
in line with Talalakshana (22 Akasharas
grouped into 7+ 4, 645 447 etc.) and
aesthetically pleasant. This was tollqw-
ed by a highly delectable vocal recital
by Bombay Jayashree supported by
vittal Ramamurthy (Violin), Neyveli Na-
rayanan (Mridanga) and A. V. Kashinath
(Khanjari). A neat concert it was with
Palinchu Kamakshi (Madyamavathi) as
the main item. The Mridangam play
here was marked by pleasant stroke-
play but his resorting to ‘Five Khandas
for Four strokes’ raised fastidious tradi-
tional convention-based Eye brows on
the correctness or otherwise of such
Tavil-oriented ‘'sollus’, though the play
was maintained deftly to finish.

The penultimate day, 30th May, com-
menced with a symposium on ‘Veda &
Laya”. Prof. T. V. Kuppuswamy of Del-
hi, in his presentation observed that
Rhythm as understood currently is not
lraceable in Saaman chanting, available
10 us in the three schools. Laya expe-

riments are cognizable. Saman chant-
Ing may be taken as the historical be-

ginning of Laya experiments. As such,

they lend themselves for assessment in

terms of Tala and Jathis, gifted
by Purandaradasa.

‘Saaman’.

arly Presidental address referred

' the role of ‘Hothry’ recitir
da), ‘Adhvaryy’ .

: {0 us
‘Saaman’ could be
traced from ‘Chandas’ and '‘Music’ from

~ Prof. S. K. Ramachandra Rao in his

(Yajur Veda) and

ma' (the Master of Ceremoniras) in ?
Yagna. He referred Laya as ‘to stop,
‘Layam Kruthvaa' and referr?d to the
peace Of mind through ‘Laya’. He re-
ferred to the place of Laya and stated
that ‘Shabda’ (Naada) brings solace to

Mind, whereas ‘Laya’ brings solace to
‘Heart'. Laya vadyas need not necessa-

rily refer only to ‘Tala’.

Lalgudi Jayaraman unveiled the por-
traits of the Musical Trinity Syama Sas-
try, Thyagaraja & Dikshithar, presented
by Vidushi Seethalakshmi Venkatesan
and felt that it was his good fortune to
have been asked to unveil these por-
traits. He has been organising the
Jayanthi festival of these ‘Trimurthis’
at Tiruvarur, the birth place of the

Trinity.

Laya Kalaa Nipuna R. K. Srikantan
Endowment Lecture was delivered by
Lalgudi G. Jayaraman on the topic
“Laya in The Compositions of the Musi-
cal Trinity”. In his introductory remarks,
Lalgudi referred to the ‘Anthargatha
Laya' in everything in the Universe. He
dwelt at length on the term ‘Measure’ in
terms of Length/Height, Speed, Distan-
ce, etc,, and referred to the stellar sys-
tem, Forecasts of Weather and storms
etc. He observed that the ‘Swara stha-
na' are a sound measure, while Talas
are the Musical-Time measure. Lalgudi
stated that the ‘Karna parampara’ is so-
lely responsible for the swaroopa of the
ragas and kritis, as one could not write
down these with paper and pencil. He

recited several slokas like Gajananam
Bhootha qanaad; sevitham ... .. ', Mu-

daakaraaltha modakam, the tempo,

:‘aave ab:l been handed over to us, with
ga bhava for Sabha gana in the se-

ml e

were rendered and explained to illus-
trate the use of Laya in their kritis.

The Valedictory function was held at
chowdiah Memorial Hall on Monday,
31st May, when Dr. Raja Ramanna deli-
vered the veledictory address illustrat-
ing with his computerised music on Cas-
settes. Dr. Ramanna referred to the
changing music in the West and obser-
ved that our country has to develop mili-
tary music. He also demonstrated com-
puter versions of some Karnatak musi-
cal items like Rama Bhakthi Saamrajya,
Shara Shara Samare etc.

Hon. Haranahalli Ramaswamy, Minis-
ter for Law & Parlimentdry Affairs pre-
sented the Palghat Mani lyer Award to
Khanjari maestro H. P. Ramachar, with
citation read by T. Ravi and Birudu path-
ra read by M. R. Doraiswamy lyengar,
Chairman, Reception Committee. In his
address the Minister referred to the
noise pollution created by some orches-
tras in Ganesha and other festivals.
Noted art critic B. V. K. Sastry and Uma-

yalpuram K. Sivaraman felicitated Ra-
machar on the award.

Ramachar remembered his father and
guru K. Puttachar on the occasion and

thanked the Art Centre for the honour.
Justice Nitoor Sreenivasa Rau, Presi-
dent, expressed happiness on the suc-
cessful conduct of the festival and com-
plimented the Awardees. After a vote of
of thanks by Shivu, T. V. Sankaranara-
nan entertained the audience by his
short but sweet vocal recital supported
by H. K. Venkataram (Violin), Sivaraman

(Mridanga) and H. P. Ramachar (Khan-
jari).

The 5-day Study Circle of Lalgudi's
compositions at Adarsha Bhavan culmi-
nated on Thursday 3rd June. Six items
were studied during the session. Lal-
gudi Jayaraman very ably conducted
the study, underlining the minute details
and finer points of study. The items
studied were his Bahudari Varnam En-
tho prema, Saarasadalanayana, a kriti
of Lalgudi Gopala lyer in Suddha Saveri,
a Varman Innum En manam (Charukesi),
Kandan seyal anro of Jayaraman in Na-
takuranji, Thillanas in Raageshri and
Behag. The first five items were render-
ed in the presentation. Though these
compositions came under the category
of ‘Kalpitha Sangeetha’ they were full of
raga bhava affording scope for ‘Kalpana
Sangeetha’ by way of neraval etc. — a
hallmark of a good Vaggeyakara.

w

*MELACHAKRA”

S. V. Ananth of Sri Vani Institute of Music, Bangalore, has come oul
with a device called ‘“Melachakra’’, a disc-shaped ready reckoner of 72

Melakarthas.

This “Melachakra” comprises two discs, one lower and one upper
rivetted at the centre. The lower disc is marked with Mela Numbers with
details of their respective Vikruti Swaras. The upper with a radial slit open
is rotatable. You align the radial slit to the required number of the Mela

and you get all the details — name and Swaras.

A circumferential sht

nearer the centre indicates the names of the corresponding C‘hakfa (out of
the 12 Chakras for the 72 Melas). The lower disc is also suitably colour-
coded to indicate the first 36 Suddha Madhyama Melas and the latter 36

Prati Madhyama Melas.
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THE SHANMUKHANANDA SANGEETHA VIDYALAYA has conceived of a

“Talent Exposure Scheme"” aimed at tapping. inherent taients among its
promising students and giving them exposure in concert stream as part of

the Music Educational Programme, by presenting such students every,

month from July 1993, at the Sabha's MINI AUDITORIUM.
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18.7.1993 Smt. Ganga Rajan — Vocal
6.00 — 7.00 P.M. (A Senior Student of the Diploma
Course (KVC)
Smt. Prema Sundaresan — Violin
(Past Student of the Sabha’s
Advanced Class)
Shri K. Kumar — Mridangam
7.05 — 8.05 PM. Kum. Suman Mohan &
Kum. N. Anuradha — Veena Duet
(Recipients of Sabha’'s “Shanmukha 15
Sangeetha Mani” Certificate -—— 1992) TIOTE
Shri Nagaraj — Mridangam e
22.8.1993 Master Gurumani Krishnan — 2],
6.00 — 6.45 P.M. (Student of Smt Meera Nathan) e
Kum. N. Lakshmipriya — Violin
Master Vivek Rajagopal — Mridangam
Master R. Gururaja Rao — Ghatan?
6.50 — 7.35 PM. Shri Narendra Kashyap & _ Sit
| Pg? ghyamala itar Duet .
udents of Pt. Kartick Kumar
- Master Hemant Koppikar | — Tabla
AU =825 PM. Kum. V. Shobha & Kum. Niranjani
(Students of Smt. Mangalam = — Veena Duet
Sahiemam)
riV. Narayanaswami | AN
26.9.1993 S i — Mridangam
£.00 — 7.00 P (S";tn i Bhavani Srinivasan S -
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Hon. Secretaries

ppressive heat or lashing rains —
O rasikas in Bombay never fail to have
their cultural fill. And this year the
days of Agninakshtra had quite some
refreshing whiff of musical air, bringing
much relief to the Rasikas as well as
those starved of programmes following
the bomb blasts and subsequent scare
and insecure atmosphere.

Those who sneer at Karnatak music
as wheeling away from Sruti, Vilamba
and values of manodharma would cer-
tainly have had a change of heart had
they attended the two-day concerts pre-
sented by the Shanmukhananda Sabha
at the Indian Gymkhana grounds in
May. K. S. Gopalakrishnan’s flute reci-
tal and Neyveli Santhanagopalan’s vo-
cal, illustrated to what heights Carnatic
music could soar in aesthetic finesse,
fmagination and involvement. It was
not mere musical entertainment they
presented but something that reached

the depths of melody and touched list-
eners’ hearts.

Vidwat and Vishranti highlighted both
the concerts; while K. S. Gopalakrish-
nan is a name to reckon with Santhana-
gopalan is forging ahead with promise
o reach the top.

But for the high decibels that tainted
the early part of the flute session (no
fault of the artistes) K. S. Gopalakrish-
nan struck an instant rapport with his
medium and accompanists, the young
maestro Mysore Nagaraj, the seasoned
Erode Gururajan (mridangam) and sus-
taining Madras Suresh (ghatam).

' A perennial explorer in the region of
"61&9, KSG in his ‘soft’ vocabulary brou-
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ght forth dulcet grace and grandeur of
the ragas, supplemented by the pre-
Cise sahitya intonation in his gayaki
style making a wholesome fare of the
composed and imaginative facets of the
presentation. He is rarely caught in a
performing frenzy whoever the accom-

panists and whatever the audience
tastes.

There is no room for frills or technical
jaunts in his style. His moorings are
firm, his moves splendid and subtle and
there is so much of scholarship and in-
sights into the nuances that his rendi-
tion is alive with soulful enchantment.
But he could throw surprises at you, as
well.

The slow paced solemn Sri Raga set
one anticipate the wusual magnificent
edifice of a Pancharatna, Endaro Maha-
nubhavulu. But with an elan he took off
with Sri Varalakshmi, another monu-
mental piece with aesthetic flourishes.
One was pleasantly caressed by the
forays he sketched in Bilahari and ano-
ther grand piece, Dorakuna scored with
its sangathees and niraval. One could
not miss the gayaki precision in his me-
lodic traversing.

But the piece de resistance was yet 10
come and when it did, it swept away all
the earlier impressions standing out as
a brilliant testimony to his intellect and
imagination. In the soft blow glowed
Kharaharapriya that laid the path of
Chakkani Raja Margamu (the royal path)
for one and all to tread.

Violinist Mysore Nagara] with his
sweet melody added a new dimension.



He was almost shadowing the flu-tist an-
ticipating the moves and adiusting his
strides. Their build of Niraval a_nd swa.-
ra dialogue was a pleasant jugalbandhi.
The tight knit percussion support pro-
vided by Gururajan and Suresh addgd
the technical punch the concert requir-

ed.

From spectacularism to sathvik, Ney-
veli Santhanagopalan, has made long
strides. PRcaching the top is not a
long way. No more has he the fascina-
tion for the twirls and whirls of the fast-
paced, brikka-oriented medium. The
poise of his pacing speaks volumes of
his change of stride. There IS now the
urge to delve deep into the core of the
melody and lyrics and his music has ac-
quired a polish, emanating as it does
from the heart. His voice too has acquir-
ed that power and pliancy and the reach
and resonance.

One could not single out a Raga or
Kriti as the outstanding in the concert.
Each had a facet to reveal, a mood to
unfoild and a message to convey. |f
Santhanagopalan's Varali twanged your
heart strings the way he slowly built up
the poignant alapana. for a plea of Kaa
Vaa Vaa, his utter surrender in Marive-
regathievvaramma brought forth rare
prayogas and passages of Anandabhai-
ravi, and Todi, the main raga of the

evening, covered the gamut of varied
emotions and aesthetics.

The Tanam that followed adhered to

the pantha. And Pallavi stood entirely

n the strength of the Vinyasa where

the tight knit technique usuall
i e s ally handled
by. One

2zl

The concert had a vivacious Flagama}-
lika, Arabhimaanam. Interestingly his

repertoire comprised a Lakshana kriti

delineating the Lakshana of Raga Ham-
sanadham.

Mysore Nagaraj finely attungd r)im-
self to the vocalist's stride and inspired
him in his imaginative forays. _Percys—
sionists had 2 field day doing fine

sarvalagu beats.

Come monsoon, it Is Talent-Promo-
tion season with Shanmukhananda. And
with the sponsorship by the Central
Sangeet Natak Akademi, the Sabha
ventured into presenting artistes of me-
rit in a full-fledged programmes, during
June-September, making the series a
‘Talent-Promotion Festival’! Most of
them either hai! from musical families or
brought up in musical environment, and
have had intensive training whatever
their academic pursuit or professional
bearing. |

The opener of the first phase of the
festival was Rama Krishnaswamy of
Bombay, a teacher now studyina for the
Diploma. Well versed in the practical
art of cutcheri pantha she performed in
the “Prachina Paddhati”. A disciple of
her father, the Kalakshepa exponent Sri
NFI Sadagopachariar, who had his
training under the giant-violinist Kum-
bakonam Rajamanickam Pillai, Rama
sCrupulously adhered to the tréd_ition;

With a voice under

her full
she rendered her BhEPTHMARR

_ alapana expansive
and kritis with a relish. Niraval had ar;

Imaginative punch
while swaras f o
80 & fype-cast mody as follow

were major numbers which made an im-
press.

pccompanying her were V. Balakri-
shnan, a chartered Accountant and
company Secretary, who toed her line
neatly on the Violin without making
much ado about ‘Kanakku’. This disci-
ple of K. Shivakumar is making a fine
art of the hobby.

- Raiesh Srinivasan, one is happy, has
mellowed down. He plays himself en-
joying the tone and tenor — the fruits
of training from maestros like Trichy

Raghava lyer and Palghat Raghu.

‘Music is in his veins. And training,
constant exposure, rather living in mu-
sic have helped him stand on his own.
That is Master U. Rajesh, the younger
brother of Mandolin U. Srinivas, who
gave a thrilling entertainment on Mando-
lin. He does not bask in his brother’s
glory, though he has had the advan-
tage of a model before him. Accom-
panied by equally merited youngsters,
scions of master-artistes — Dorai Swa-
minathan (violin), Tanjore Murugaboo-
pathy (Mridangam) with the enriching
veteran E. M. Subramanian supporting
on the Ghatam, and all performing with
equal zest, the cutcheri turned out to
be a pleasing ensemble music.

- One would give full marks to Rajesh
tor his confident lead and competent
‘conducting’. The selections all had in-
strumental leanings and played with
gusto. Sri Raga Pancharatna, Ninnu-
vina (Navarasa Kannada), Raghuvamsa
(Katanakuthoohalam), Madhyamavathi
(Ramakatha) and Shanmukhapriya Ra-

‘gam-Tanam-Pallavi (in Khanda Triputa)

were all enjoyable. The youngster had
a fascination for kanakku in swaras,

bqt his Alapanas were good.

. v ¥ - »

Kapinarayani and Sarasa Sama Dana

Bheda Danda Chatura are made for
each other. How Saint Tyagaraja com-

posed this song to bring out the
mystic power and magnanimity of Lord
Rama in this Apurva Raga is beyond
one’s comprehension. However, it was
given to late Madurai Mani lyer to make
an expansive picture of this Raga, and
build a grand edifice of the kriti in that
vast landscape. No concert of the
maestro, one may say, was complete
without this kriti. And the lively spirit
with which he came out everytime with
nuances of varied beauty and colour,
still rings in one’s ears. One floated in
those nostalgic memories, when the ma-
estro's disciple, Tiruvengadu Jayara-
man recalled the exhilarating moments
of melody-making in his concert for the
Bombay Tamil Sangham in April.

In a nearly all-Tamil repertoire recital,
this was perhaps, the only Telugu com-
position but the way he rendered the
whole suite, delving deep into an ex-
pansive alapana, interpreting the kriti
with various sangati and swara flourish-
es, brought out the thrill of a concert
experience and a satisfaction of a fine
musical perception. What a rich divid-
end that training under gurukula yield-
ed ! Living with the master meant living
in music and with music.

The concert, in a way, seemed to be a
fitting tribute to the guru, to Tamil Isal
the guru worshipped and the various
composers who have enriched the Isai
with their creations. For once the aus-
picious strains of classical music turned

the popular Kalyana Mantapam into a
concert hall. One could enjoy the mu-
sic despite the acoustic handicaps of

the Hall.



The booming voice of Jayaraman
soared high in a spirited evocation,
bringing out the latent bhava in the
Wyrics. It was open-throated vocalism
with husky tenor and lending a two-
dimensional effect. The voice power,
the range and volume spoke Of the
sadhana he has done; and it was -un-
sullied music steeped in tradition. Each
raaga he handled was an object lesson
in the grace and grandeur it unfolded.
And the spontaneity in swara weaving
was unique to the school which Jayara-
man never swerved from. Anchored on
Sarvalaghu, swaras flowed melodious-
ly, enriching the bhava of the song. Be-
fore its fluent elegance the riotous
kanakku oriented swaraprastharas pal-
ed into gimmickry.

“Aadiya Paadaththai (Pantuvarali),
Yaarukkum Adangaada Nee (Begada),
Sendil Kumara (Ananda Bhairavi), Ka-
nindarul Purindaaal (Kalyani) besides
Kapali (Mohanam), a Virutham on God-
dess Meenakshi all made it a unique
Tamil Isai. And the Vaggeyakaras re-
s;esenttteid Av:lrere Papanasam Sivan, Ana

mpa iIsesha ' '
shitar and others. s i

- Closely toeing the vocalist W Ikki
as Sikkil
Bhaskaran, whose stringed nuances

matched the vocalist's vibrant evoca-

minute varnam suite: - The child, no
doubt, showed its prowess withstanding
what may be termed as an ordeal of rhy-
thmic gimmick without a flaw or flagg-
ing. If some rough edges were there,
the child was too young to absorb all
that goes into Adavu formations cast
into Nritta choreography full of complﬁz}
rhythmics. While one admired at the
child’s endurance, one wondered why
the guru should make this a prime
part of her lec-dem in which she had
plans to present some extracts from
Silappadikaram — a Tamil classical.

Maybe she was eager to present the
kind of talents that came under her tute-
lage, some whispered, or, was it a dis-
play of her exacting standards, her cho-
reographic skill with Nritta as predomi-
nant factor as some connoisseurs felt ?

It was not until a few days back that
one stumbled on an answer to what
seemed to be a riddle. That the guru
Kalaimamani K. J. Sarasa wanted to
present a child prodigy to an audience
that comprised the cream of dance tea-
chers, students, connoisseurs, critics
and others. And what g polish and

shegn she has acquired in these inter-
VEning years !

It was no marathon performance, but
a masterly exposition with abandon and
aplomb that held the audience spéi'i-
bolunq for qioée to 'two-and-é-'héif-
hours at the concert the child pérfoi:rﬁéd

for the I.\{Ius'i'c Triangle in April. There

uitle Divyatha commenced propitiating
Lord Ganesha as a Tandava Murthy.
cothukkadu Venkata Kavi's Ananda
Narthana Ganapathim Bhavaye (Nataj

made a glorious start.

. The stamina and subtlety, the felicity
and finish, and the fluidity and the elo-
guence of the child artiste stunned one
as unmindful of the exacting technique
that guru Sarasa had woven into the
fabric of choreography, the child deli-
neated with an innate relish and elan.

A Varnam for full fifty minutes! |t
would have tired even seasoned expo-
nents for it was much stuffed with tech-
nical complexities. In fact, whispers
were heard in the audience commenting
on the guru’s overexacting standards
for a child ariiste. But to Divyatha it
was a child’s play. Covering the stags
with swift pacing she was not to be ea-
sily tired whatever the complexities.
And she enjoyed every stance, every
sanchari of Lalgudi Jayaraman’s Sendil
Mevum Deva Deva, bringing out the my-
riad qualities of Shanmukha, his beauty:.
his valour, his cunning ploy to wed Valli
etc.

If Divyatha’s Nritta was marked for its
clarity of postures, their roundedness
and fine Aramandi articulation whatever
the tempo, her abhinaya had precision
of expression, reflected without exagge-
ration or underplaying. And the choreo-
graphy, for which one should commend
the guru, was well within the child’s
Ccomprehension — not foisting any adull
ivirah‘a etc.

'~ The abhinaya suite with pranks of
little Krishna in a confrontation with
‘Gopi would be cherished long as Divya-
tha could be herself doing mischief, fei-

gning innocence. And her ‘confronta-
tion” in the stance, Enna Naan Seydu-
vitten, Edarkku Nee Muraikkinraai, thou-
gh with populist overtures, was a fine

piece of dramatic impulse in dance ex-
pression.

Gopalakrishna Bharati's Natanam
Adinar (Vasantha) is, no doubt a worn
out piece on the dance stage now. But
In Divyatha's rendition one experienced
the exhilaration of the Anand Tandava
captured in varied poses. And the cro-
wning finale of the evening’s repertoire
was the Shivaranjani Tillana of Mahara-
Japuram Santhanam.

Guru Sarasa has taken special pains
to bring out the talent in the child and
present her as an artiste in all her fines-
se right at the age of eight. And all her
efforts would have gone in vain had not
the musical support equally been on sta-
ble grounds. Kalaimamani Gowri's sus-
taining melody did more than provide a
a musical background. Hers was mer-
ged with the dance evocation, be it
swara sequence or a sanchari bhava.
And the rest of the orchestra too gave
wholehearted support. How one wish-
ed the acoustics of the Hall were pro-
perly attended to !

The quarter had many surprises for
the Rasikas, the latest being classical
dance on Roller Skates ! Following is a
write up reproduced from the Free Press

Journal.

Years ago there was a dancing sensa-
tion called Swarnamukhi in Tamil Nadu
who danced Bharata Natyam with Ka-
rana movements which numbered 108.
Karanas, according to Dr. Padma Sub-
rahmanyam, are movements which radi-
ate “‘an unparalleled dynamism, almost
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throbbing with life, and they ared ::
valuable as the unshaped gems ant -
beautiful as the sheen of the natu

pearl of imperfect shapes.”

The audience were swept off their
feet, amazed at the feat of Swarnamukhi
who coiled, twirled and what not 10 df'
lineate a Karana all of which are 'In
frieze’ in the sculptures adorning the
Dancing Hall at the Chidambaram tetmple
and also found in the Sarangapani and
Brihadeeswara temples of Kumbakonam
and Thanjavur respectively. Though
Swarnamukhi's movements had some
Yoga postures and amounted to a sort of
acrobatics, they had a relevance to
dance as brought out by Dr. Padma Sub-
rahmanyam in her doctoral thesis on
this subject where she asserts that these
108 Karanas are movements and not
poses.

Yet Swarnamukhi was advised by the
high priests of the artform to balance her
Nritta Karanas with abhinaya bhava, to
make a wholesome fare of the artform.
That she mellowed down after her invol-
vement in abhinaya with a government
grant and scholarship and no more re-
mained that sensation is now part of

history.

The sensation now is classical dance
on roller skates. A 11-year-old girl, Kri-
shna Sweta of Vishakapatnam, made
news late April in this metropolis giving
performances of Kuchipudi and Bharata
Natyam on roller skates. And surpris-
Ingly she is said to have been inspired

0 this experiment after watching the

- music of Dr, L. Subramanyam

rshan a couple

and was learning Kuchipudi and_Bha-
rata Natyam and it was n?t until s!w
surprised her parents one fine day with
a blend of her two skills that they had
any inkling of her innovation or her

practice. ‘‘She kept it a secret even
from us. And since then she has not
looked back. It has been only dance

programmes on roller skates,”” he c?nti-
nued, saying that she has so far given
some 35 programmes and would be g-o-
ing places to perform the feat and regis-
ter a record of sorts. The USA and Eu-
rope are already on the anvil for this
summer.

Now coming to Krishna Sweta's ac-
complishment, the foremost question
that surfaces in one’s mind is whether
the feat is possible and feasible. With-
out prejudice one should commend the
little girl on her unique experiment, her
confidence, superb command and con-
trol and her final achievement. Pretty
and poised she has inborn talent and
fine application. She has made the feat
possible. She could, with ease perform
masterpieces like Endaro Mahanubha-
vulu, Tyagaraja's Sri Raga Pancharatna
Kriti, .Nagumomu (Abheri), Narayana
Theertha's Balagopala Tarangam Neela-
megha Shareera, Mandodari Sabdam

and Balamuralj Krishna's Brindavana
Saranga Tillana.

|She could even enact some episodes
with sensitive abhinaya. Like, for in-

stance.' the episode of Poothana Va-
dham in the Tarangam — the demon-

But what is the prospect of Nritta in
such a dance medium ? Could the
ardharnandali be employed with ease ?
Would the poses, especially, those of
Nataraja and other Nritta postures and
Adavus come off in their rounded fines-
se 7 And could choreography be main-
tained on the same high classical level ?

Dancing on roller skates with feet clo-
thed in shoes has its own handicaps.
For choreography, the Guru Smt. A. P.
Krishna did not tax the child with elabo-
rate episodic sancharis. Only minimal
on the peripheral delineation, save a few
like the ones already mentioned. How-
ever, much had to be manipulated on the
foot front. While Krishna Sweta ele-
gantly maintained the ‘jathi intonations’

she however had to manipulate the pos-
€s and postures.

Kuchipudi, the artform with certain
earthy coquetry and speed and vigour,
could do with minimum ardhamandali.
Krishna Sweta’s repertoire at her recital.
organised by the BARC Sports Club (at
Community Hall, Anushaktinagar) being
mostly Kuchipudi numbers, she stood up
well to its rigorous and swift thythm. Her
Tarangam balancing a pot on the head
with a candle lit with roller skates cer-
tainly earned her thundering applause.

The constriction of such a medium
showed itself up however in Bharata
Natyam and more prominently in the
Nataraja Padam. Many a pose of the
Divine dancer had to be cut short and
could nct come off in its fullness nor in
Its grandeur and grace, Aramandi was
off its stream. The song Natanam Adi-
nar in Vasanta apparently was a con-
traption of the original Ata Tala piece of
Gopalakrishna Bharati cast in Adi Tala
with the solkattus (Chilta) swaras muti-

lated. Perhaps some other song could
have been selected.

A dancer with innate relish she has all
the promise to shine in the field. But
now that she has taken upon this unique
experiment and having entered the
Limca Book of Records, it is unlikely
that she would get off her roller skates
on to plain barefoot dance, which brings
us to the question of its feasibility in the

long run. Even considering democrati-
sation and secularisation of the art

would the high priestis of classical dance
forms accept the divine art form being
performed with shoes on, on the stage
I.e., the arangam which is held sacred as
a place of worship ?

KINNARI
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