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APPEAL
TO READERS AND THEIR FRIENDS

Chief Minister’s Earthquake Relief Fund,
Maharashtra

The unprecedented calamitous earthquake, which deva:?.tgted parts
of Maharashtra, has left thousands dead and many more injured and
homeless. Properties worth Crores of rupees and cattle in large numbers
have been lost irretrievably. In this hour of national sorrow, to help
victims of this calamity and 1o provide assistance and aid to the
families of the affected, our Sri shanmukhananda Fine Arts and
Sangeetha Sabha has taken a decision to organise fund collection for the
Chief Minister’'s Earthquake Relief Fund, Maharashira. The Sabha has
itself donated a sum of Rs. 2 lakhs to the “Chief Minister’s Earthquake
Relief Fund”, Maharashtra for providing assistance to the victims and a
cheque for Rs. 2 lakhs has already been handed over personally to Shri
Sharad Pawar, Chief Minister of Maharashtra. The Managing Committee
urges the esteemed READERS of SHANMUKHA and their friends
to rise up to the occasion and come forward with liberal / generous con-
tributions to the fund as most of the affected are from the weakest section

of the Society.

Cheques or Drafts drawn in favour of the “Chief Minister’s Earth-
quake Relief Fund”, Maharashtra, may kindly be mailed or hand-delivered
to the Sabha’s office and an acknowledgement obtained. The names of

the contributors of Rs. 100/- or above will be published in the Sabha’s
Magazine “SHANMUKHA”.

Dr. V. Subramanian

October 5, 1993 President

_h——-—_
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Shanmukha

IN FOCUS

The sweet serenity continues to charm one down memory lane.

That was the way with the master-melodist Prof. Dwaram Venkataswamy
Naidu. who gave a new sheen to the ‘foreign fiddle’ and made it a
homely Vadya. He truly looked “‘the picture of poise, grace ana
dignity a supreme artist in communion with himself,” as a scholar-
composer fondly recalled.

In this year of the maestro’s Birth Centenary, SHANMUKHA pays Iis
Anjali to the great musician.

The concluding part of the study of the universal deily of intellect and
wisdom, Ganapati, as visualised by the Savant, Sri Muthuswamy
Dikshitar in his monumental Kritis, makes an authentic reading.

A professor of Mathematics by vocation but a connoisseur of arf
otherwise — his profiles on composers and musicians of yesteryears
enrich the study of history of music. After Veena Seshanna last year,
it is Bidaram Krishnappa now. The luminaries of Mysore adorn

the pages of SHANMUKHA.

What a transcendental experience it was when Saint Tyagara’a
sang the blissful “Giripai”’ ! Its spiritual spectrum, melodic serenily
are scanned by a musician.

The ‘Sound’ Therapy is one more exhaustive essay on the therapeutic
values of music which SHANMUKHA carries in Tamil.

The unprecedented calamitous earthquake which recently stalked

parts of Maharashtra calls for urgent and immediate succour and the
Sabha President Dr. V. Subramanian has appealed to SHANMUKHA
readers and their friends for contribution which certainly would have

generous response.

Last but not least, SHANMUKHA expresses its gratitude to
the Central Sangeet Natak Akademi for its grant for meetina partly

its financial burden.
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‘Dwaram’—Melodist Par Excellence

t was a pleasant evening way back
l in the early winter of 1962, when
Rasikas of Delhi had gathered at the
Constitution Club to honour the mighty
melodist Prof. Dwaram Venkataswamy
Naidu, then at the threshold of seventy.
The Dwaram Reception Committee,
under President Dr. S. Radhakrishnan,
was all set to commence the function to
felicitate the maestro and present a
purse when, true to his conviction and
faith, the Nadopasaka, the maestro, ex-
pressed his wish to first pay his obeis-
ance to the Muse and started off with
his Anjali.

As the recital proceeded there came
a jolt of the Chinese aggression along
the Himalayan slopes, spreading gloom
amidst all who had gathered. Yet one
determined to sit through to be a ‘cap-
tive of the melodic conquest’. What an
unforgettable experience it was !

SWEET SERENITY

Playing cascades of melody in his ini-
mitable style, which knew no exertion
but only an ease that reflected in the
lucidity and fluency captivating one and
all, Naidugaru, as he was reverentially
called by his contemporaries, struck
an instant rapport with his audience.
His very opening strain, heralding the
unique phrase of the Raga he was to
play stroked your hearts. No hide and
seek he played with Raga or left the
listeners in suspense for its identity. He
believed in a straight plunge. After a
solemn Saurashtra, Sri Ganapatini and
Dhenuka, Teliyaleru Rama, the note-
phrase “Sa Ri sa ni dha ma ...... A

Sa” in a descending glide opened up
clearly the melodic siream of Andolika
and one could pleasantly anticipate him
to relish the Ragasudharasa Paanamu.

Serenity was the hallmark of Naidu-
garu's music. Coupled with the sweet-
ness of tone that was uniquely his, he
cast a spell on his listeners. There are
very few violinists the world over who
could match his ingenuity as regards
exploring the instrument’'s potentialiti-
es. With an insight into the tonal sus-
ceptibilities of the instrument and an
Intuitive perception of classical tradi-
tions, Naidugaru ‘“harnessed music
itself to the genius of the instrument.”
He was second to none in this tonal ex-
ploration. It was the ‘“Dwaram Touch',
an impeccable and an inimitable one,
that could easily be identified even
when heard over the radio or on a re-
cord player. This unique touch with 3
velvety sheen was the outcome of the
technique of his bowing and fingering
for which he mastered the technique of
the West from where the instrument
originated.

PERENNIAL EXPLORER

A perfectionist, Naidugaru went into
the ‘roots’ for anything and tempered
the instrument to his own temperament.
It was the instrument in toto he explor-
ed. There was no musical system,
East or West, that he did not play on the
instrument. His sole mission was to
make it ‘sing’ the soul of music in Kar-
natak shaili, in all its splendrous depths.
But he had equal admiration for the
other systems of music from which he
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drew inspiration. Naidugaru's fascina- for the enrichment of his cal

tion for Hindustani flourishes could be

discerned in the Ragas of the northern
origin he played, honing them neatly
and fusing them into the Karnatak form.
The trills and tremulos, purely Western,
the Taans of the Hindustani etc., did find
their rightful place in his play without
impairing in any way the imagde of classi-
cal Karnatak tradition. He added new
dimensions to this instrument blending
the old and new techniques. “Effective
timing and eloquent silences were fun-
damental to his musical thinking.”

A GREAT ‘ADAPTER’

While rendering the Kritis, Naidugaru
gave the lyrics the proper ‘“‘gayaki’ em-
phasis and never melodised them, nor
did he instrumentalise the composi-
tions. Such was his periection in hand-
ling the instrument, his utter surrender,
his identity with it that his contempora-
ries hailed that in the hands of this
master-melodist, the violin “ceased to

be a thing apart and became the very
extension of his personality.”

. Yes, his was a multi-faceted persona-
lity as his style was. Fastidious as he
was in learning, studying, practising,
p9ﬂ9ming and teaching as well as in
discipline and decorum, he could with
e.ase venture into forays where any mu-
sical aesthetics was assimilated

genre.

More. He was a constant listener —
of music, of styles from which he bene.
fited a lot, especially the veterans of his
times, like Tirukkodikaval Krishna lyer
Konerirajapuram Vaidyanatha lyer, Ma-
laikkotai Govindaswami Piliai, Sanga-
meswara Rao and others who strode

high the music field.

MUSIC IN VEINS

Music was a way of life in his family
which had a queer balance of cosmo-
politan outlook and religious orthodoxy.
Naidugaru’s grandfather Venkataswamy
Naidu and father Venkatarayalu were
Army officers and had to fashion them-
selves to cosmopolitanism. Neverthe-
less, being rooted in tradition, they were
religious at home where music natural-
ly played an important role. Both of
them had learnt Violin while serving in
the army. Venkatarayalu was a voca-
list too. And Naidugaru’s elder brother
Venkatakrishnayya, who became his
guardian and guru was himself a fine

violinist and a disciple of Veena San-
gameswara Rao.

Born in this clime of music on the
Deepavali Day (November 3), in 1893 at
Bangalore angd brought up at Vishaka-
Patnam, a centre of musical activities,
where the family settleq down, it was
only natural for Naidugaru, blessed with
a sweet voice, '

:fr\{_hat_the family was not aware of was
'S visually handicapped boy’s urge for
reaching new horizons by mastering the

foreign’ fiddle. H
- ow
the instrument. ho he stumbled on

Still a mystery, B

practising on the viglin one day by his

elder br : :
T b other, his life took a significant

Understanding the boy’s preferences,
Venkatakrishnayya took him in his fold
training in the proper Paddhati. The
boy's progress took tremendous strides
and his exposure to music of the stal-
warts both of the South and the North
added to his thirst for greater proficien-
cy. Concert opportunities came his way.
As he himself confessed once, he had
two Gurus, whom he worshipped, one
his elder brother and the other his own
ears. He paid a token ‘Guru Dakshina’
of Rs. 2000 to his elder brother-cum-
guru in 1949 when he received a purse.
But his ‘indebtedness’ to his own ears
took him on to the path of perennial
learning and polishing till the last brea-
th of his life.

“RAANIDI RAADU”

‘It was a Mandara in Ramayana, a
Sakhuni in Mahabharata. Here it was
an elementary school teacher and he
called the boy ‘blind’ and sent him out.
It proved 1o be a blessing for the boy,
the family and to music,” records N.
Rajagopalan in his inimitable A Gar-
land. How true! That the same tea-
chier who spurned him earlier apologi-
sed when he heard the lad perform a
solo concert recalls a touching inci-
dent. But that was the way the humble
genius stole into the hearts of the thou-
sands who heard him.

It was a strange tryst with destiny.
Naidugaru stopped going to'school. But
the academics did not leave him off.
When he sought admission to the Maha-
raja’s College of Music in Vizianaga-
ram, to polish his performing skills and
pursue the study of musical art scienti-
fically, he was received with great ad-
miration. Not as a student, but as a
lecturer. Could there be any better ex-
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ample than this to what Saint Tyagaraja
envisioned in his Manirangu master-
piece, Raanidi Raadu ? That he later
became the Principal of the College
and built it up as a model institution of
education in Karnatak music, now
forms part of the history of evolution of
music.

The College has become a popular
landmark in the musical milieu today.
And the contribution of the House of
Dwaram, the devoted band of scions
continuing the mission of Naidugaru in
their own way, either as a lecturer or as
Principal, only speaks of the forethou-
ght and dedication with which the elder
Dwaram built it. Today, the College is
under the stewardship of his grand-
nephew Dwaram Durgaprasad Rao.

It may be mentioned, incidentally.
that the house of Dwaram has formed
Its own instrumental ensemble. a Violin
Quintet, with Naidugaru's daughter
Mangathayaru and Durgaprasada Rac
In the lead. This has been often tele-
cast, over the Doordarshan. One would
wish that the media documented this on
a large-scale basis bringing out the
essence of the Dwaram style, as pro-
pounded by each of his sons, daught-
ers, nephew and grandnephew besides
a few disciples like Marella Keshava
Rao who accompanied the maestro foi
long. (The Doordarshan paid its Anjal:
by telecasting a feature on the maestro
with ‘clippings’ of his music, but that
was sketchy.)

Naidugaru, the man, was no different
from Naidugaru, the musician. Gentle
and humble, he was highly philosophic.
He would not hurt any, even in retort;
but would not compromise on his music
nor his principles. If his winning over



his school teacher who chided him
‘blind’, with his musical prowess reflec-
ted his equanimily and humility, his de-
cision to perform only as a soloist and
cease to be an accompanist mirrored
the man's conviction and determina-

tion.

It is reported that at a concert of
Chittoor Subramania Pillai at Anakapal-
ly, Naidugaru fulfilled his commitment
of accompanying him despite his indis-
position. However, forgetting Naidu-
garu's earlier request, made before the
commencement of the concert, to limit
it to a 3-hour duralion, ‘Chittoorar’
sang for ‘his ‘usual five hours. And
there Dwaram took a vow to be only a
soloist and never an accompanist.

One touching instance of the man’s
total dedication to the Muse was when
he declined to get his vision repaired !
At a time wien advance in medical sci-
ences had opened up hopes of retrieval
for visually impaired, Naidugaru was
persuaded to undertake a journey to
the USA for a corrective operation. He
however declined as the sea voyage
was not only offensive to his orthodoxy
but also apprehended that by seeing
the audience reaction he might ‘bend’
his style to suit their taste. He did not

want to lose his absolute dedicati
on
the Muse while performing. 2

It is therefore not surpri '
prising that Nai-
dugaru earned the respect of all his col-

poetry of -Hagabhau'flowad" ’

Karnatak and Hindustani forms a'pgc:attat
fully blended without the beauty of
either being marred”, observed a con-
noisseur. His was music unencumber-

ed by any grammatic norms or regiona|
shackles, said another. Yet, he was
“one of the few professional musiciang
to take an abiding interest in the study
of musicology”, lauded none other than
the great musicologist Prof. P. Samba.
moorthy. ‘It is not known to the out-
side world,” he continued in the same
breath, ‘“‘that he has studied almost al|
the printed works published on Indian

music.”’

“He was one who could reach human
voice ..., so excellent was his style”
applauded Sangeetha Kalanidhi D. K.
Pattammal. The sheer beauty of conti-
nuity of melody over the strings in his
style, the shift from one to another un-
discernible, was a masterstroke of this
genius, admired Dr. M. Balamurali ‘Kri-
shna, himself a renowned Violinist. |t
was not for nothing that listeners dis-
cerned in his technique “notes of linked
sweetness long drawn out,” ‘and “stra-
ins of melody pulsating with quickness
of love and passion.”

It was a rare encomium that Rajaji
sﬁom_fered on him : ‘“Saraswati plays on
his fingers and the Goddess has bless-
ed r_mim.” Dr. P. V. Rajamannar, an
erudite scholar, art connoisseur and |e-
gal lumiﬁnary went ecstatic saying : “He
'S @ rasika among the players of Violin
and his music traverses over the whole
gamut of Navarasas. His soft and deli-
cate touches have a remarkable sooth-

Ing and healing effect. His music at its
highest s, to use the words of a great
grl'tfc, arltual’, a sécred 'ceremom'f.,"a"
ordeal which ig_deéigngid to é,;; at rest
that wheel of, the imagination .:-hnﬁ the
senses which hinder us from contact

with the reality
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A legend in his own time Naidugaru
had all the awards and honours come his
way — the Presidential award, the San-
geet Natak Akademi Award, the San-
geetha Kalanidhi, to mention a few
‘greats’, but the Nadayogi with child-
like simplicity took these lightly anad
pursued his practice of music.

But nothing could surpass the ges-
ture of musical respect that the great
Veena Dhanammal extended once to
Naidugaru. She had just concluded
her weekly ‘Friday recital’ at home and
relaxed, when entered Prof. Dwaram.
Normally she would not resume playing
for any reason. But that day with no
hesitation she took the Veena on her lap
and played for the maestro. Music res-

pecting music !

The Nadayogi shed his mortal coils
in his 72nd year, in November, 1964

Though the void he left could not be

'One could in the same vein recall the adequately filled, the mission of music
incident that brought two great vio- education he laid firm foundation to
linists of the world together. The was carried out by scions of his family
world’s Number one Violinist, Yehudi and today when the whole country is
Menuhin, it is learnt, refused to allow celebrating the maestro’s birth centen-
Naidugaru even to touch his instrument ary year, one prays that the house of
the evening he played, but after listen- Dwaram lives up to the reputation he
iIng to the maestro not only invited him to  built up and produces more in the line
his hotel suite to examine his instru- to perpetuate the memory of the grand-
ment but also play on it. Such was the master.
change of heart the maestro brought

over by his melodic conquest ! — Sulochana Rajendran
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Shanmukha Felicitates
LUMINARIES TO BE HONOURED

Sangeetha Kalanidhi elect of

St MANI KRISHNASWAMY —
Music Academy, Madras

Sangeetha Kala Sikhamani to be Ol

Shri T. N. KRISHNAN —
Indian Fine Arts Society, Madras.

lsai Perarignar to be of Tamil Isal

Shri SHEIKH CHINNA MAULANA —
Sangham, Madras.

& Wishes
Many more Laurels in the Years (o come

R R e e e e e e B S T S S S S S S S R e S R S S S
9



THE ‘DWARAM’ TOUCH
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(Impeccable and inimitable was the Dwaram ‘touch’ as his style and technique was

so ecstatically lauded, On this birth centenary year of the maestro, SHANMUKHA takes

pleasure in ‘excerpting’ some fond memories cherished by a connoisseur-composer, a scholar-
musician and an ardent Rasika and published in the souvenir brought out when he was 70.)

With Best Compliments From

| JAIRAJ AGENCIES
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S. Ramachandran, the former Dir-

ector-General of All India Radio,
and Dean of the Facuity of Music, Delhi
University was a rare combination of a
bureaucrat - connoisseur - scholar -
composer. Hailing from the Tyagaraja
Sishya Parampara his compositions
bear the stamp of the style that flows
like ‘Draksha-rasa’. As one who had
moved closely with Dwaram Venkata-
swamy Naidu he gives a kaleidoscopic
picture of the savant’s music and his
technique. The connoisseur-composer
reminisces in his article “The Art of

Shri Venkataswami Naidu’ :

“The violin is a gift of the West to
our music. It is indeed amazing to see
how indispensable this instrument has
become so far as Karnatak Music is
concerned. Viewed in the historical
perspective, it becomes clear how our
genius for adaptation has moulded it as
a wonderful medium for the rendering

of our music.

“Amongst the essential instruments
used by our musicians, within the last
two centuries, violin has come to oc-
cupy the same place as the Vina and
the flute. It is thrilling to come across
the names of venerable musicians who
took to the violin in the olden days
viz., Baluswamy Dikshitar (the younger
brother of Muthuswami Dikshitar) whose
patron Manali Chinnayya Mudaliar
arranged for his learning to play on the

instrument and Vadivel, the Natya-
charya, who adorned the court of Swati
Thirunal. By the time of the veterans
Maha Vaidyanatha Iyer and Patnam
Subramania lyer, the violin had become
a recognised instrument for accompani-
ment. Since the beginning of this cen-
tury, the violin came into its own, wilh
the emergence of Thirukkodikaval Kri-
shna lyer and Tiruchirapalli Govinda-
swami Pillai, who made remarkable
contributions to Karnatak Music as
master violinists, each in his own way

“Coming in the same line of the great
exponents of classical art, Dwaram
VVenkataswami Naidu has been a predo-
minant figure in the field of Karnatak
Music for about half a century, blazing
a trail of glory through the decades.

“Naidu Garu was born in a family
with a fine musical tradition. But Nhis
formal musical education was merely a
means of awakening the mighty power
cf his genius. As a youth, he drew
inspiration from the music of the great
artists of Andhra, Tamil Nadu and othei
regions. His remarkable gifts soon
found recognition and he was appoint
cd Professor of Violin in 1919 in the Ma-
harajah’s Music College, Vizianagarain.
During the All India Music Conference
held in Madras in 1927, he took the pub-
lic by storm and music lovers realised
that a star of the first magnitude had
moved into the musical horizon. In

11



1936 he became the Principal of Nis
College and in 1941 he presided over
the annual conference of the Music
Academy which conferred on him the
honoured title of “Sangita Kalanidhi".
The Andhra University decorated him
with the Doctorate Degree of Kala Pra-
purna in 1950. In 1953 he was the reci-
pient of the Sangeet Natak Academy
Award bestowed on him by the Presi-
dent of India. In addition, he has been
showered with honours all over the co-
untry by Maharajahs, cultural institu-
tions, Universities, Municipalities, etc.
His fame has spread outside India
and he is acclaimed everywhere as an
artist with a message to deliver throu-
gh his music.

“What is the key to the understanding
of the secret behind Naidu Garu’s art ?
Is it the scintillating technique or the
multi-coloured material which he arran-
ges in fascinating display in his music
which endows it with its bewitching
power ? Does he aim at touching the
'bmotiqnal response of the listener who
IS an epicure in taste, or does he seek
to reach the trained votary of music
whose preferences are basically intel-
'ectual ? In Naidu Garu these diverse
_o;le,ments' are harmoniously blended. He
IS & musician first and last and he puts
his soul into his music. It could be
truly said of him that he belongs to th
band of the ¢ : :
. of Ihe chosen ones, who in the
words of the poet, proclaim -

And we are the dreamers of dreams
Wand?r{ng by lone Sea-breakers ’
And sitting by desolate streams |
World losers and worjq ?orsake;rs
On whom the pale moon gleams;
Yet we are the movers and shak,

of the world for ever, it seems N
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“One striking aspect of the immense

contribution made Dby Naidu Garu is

the popularisation of Karnatak Music at

its best all over the country. His appeal
i« not confined. merely to South India.
His music is cherished by audiences
which listen mainly to Hindustani music
and this is no small achievement. After
the advent of the radio, his music has
reached the different parts of the coun-
try over the air. One remarkable thing
is that he preserves the pristine purity
of Karnatak Music, whichever the audi-
ence to which he may be playing. He
does not believe in the hybridisation of
art and he thinks that only the best is

good enough for his audiences. Hence

the spontaneous charm of his music and
its impact.

“The technical mastery of Naidu
Garu is unique. He has a profound un-
derstanding of the intricacies of bow-
Ing and fingering, and his intimate stu-
dy of these aspects are borne out in the
wonderful variety of expression and
control over tone production which are
characteristic of his playing. He is a
master of the instrument, but his techni-
cal mastery is integrated and subordi-
natef:.l to the supreme objective of pre-
sgntmg a true, artistic picture. Mere
vurtuosit_y has no place in his projection
of music in all jts full, rich measure.
In Alapana, he is Chaste in expression
and never €xaggerates what he has to
?I?Y- !'l_e has a wonderful insight into
'@ Spirit of the Raga and it is reflected
In"his playing in an ethereal manner.

new Vvistas of

glimpses into a fairyland of enchanting Madras.
perience.

impressionable and perhaps unable 1o
fully appreciate the subtleties, the finer

colour, form and harmony. One wond-
ers how he gets a clue to the hidden
beauties of the tantalising melodic
forms of rare ragas like Vagadhiswari,
Vakulabharanam, Saramati etc. He has
his own happy way of interpreting ragas
common {o Hindustani and Karnatak
Music like Hindola, Behag, Jhunjhuti

realisation and afford years ago when | was a student in

It was an overwhelming ex-
No doubt | was young and

shades, the depth of his performance.
But the overall impression was like be-
ing suddenly confronted by greatness,
by a violinist of great virtuosity and bri-
lliance of tone, one who was a complete

and Kapi and builds a bridge of intoxi-
cating hues. Kritis like Ksheera Saga-
ra Sayana acquire a magnificent dimen-
sion at his hands. In the highly evolved
art of expounding Ragam, Tanam and
Pallavi, he conjures up melodic edifi-
ces of enduring beauty.

“To watch and hear his play is an un-
forgettable experience. As the soft and
lilting strains begin to float out of his
violin, there is a look of deep con-
centration on his face, and his
face, and his whole being seems to be
filled with the music. He looks the pic-
ture of poise, grace and dignity, a sup-
reme artist in communion with himself.
It is of such a devotee of music and his
experience that Sri Tyagaraja has
written :

Nada loludai Brahmananda
mandave manasa

Svadu phalaprada Sap'a

Svara raga nichaya sahitya

Nada loludai Brahhmananda
mandave.”

| * * * w »

Going down memory lane, Dr. V. K.
Narayana Menon, the former Director-
General, All India Radio, Executive Dir-
ecor, NCPA & Chairman, Sangeet Natak
Akademy, recalling some of the great
violinists he had known says :

“l heard Dwaram Venkataswamy Nai-
du for the first time in my life over 25
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master of every musical situation.

“Soon after that memorable evening
| went abroad for my studies and throu-
gh a series of events was destined to
remain abroad for over 12 years at a

stretch.

“And then, towards the end of 1946 |
returned to India, straight on to Madras
for the Music Academy’s Annual Festi-
val. After 12 years in Europe | was a
little uneasy in my own mind about the
handling of the violin in India. For one
thing, the ravishing tone of the Western
instrument was absent. The tension oo
was lacking. Tuned to pitches for
which the instrument was never meant,
it sounded a little off colour in spite of
the cleverness with which it was being
used. It took a little fime to realise that
it was not the way that the instrument
was handled that mattered, but the mu-

sic that came out of it.

“And then on the third or the fourth
day | heard Dwaram in one of his solo
recitals. His tone seemed suddenly
different from that of his comperes.
This was perhaps because he was play-
ing solo and he could tune the instru-
ment to a pitch more suited to the in-
strument. But there it was. Here too
was a musician using the violin as a full-
fledged solo instrument and not as an

accompanying instrument.



“By now the aarhlr brilltioan:
ity had given place ual
tsue?::iyty. | l?ave always felt this Illstf:a-
ing to Dwaram = serene, reposeful, ‘I
violin singing naturally and happll Y.
Most Indian violinists when they ;?aai
solo, provide us more oOf Iess‘a nnusucat
accompaniment with the soloist absent.
But Dwaram'’s solo recitals have a shape
and an independent structure that few
Indian violinists are capable of. Hq
has also the rare gift of harnessir}g the
music itself to the genius of the instru-
ment. While most Indian violinists use
the violin merely as a vehicle for the
expression of their musical ideas, Dwa-
ram makes his music as much an ex-
pression of the true genius of the instru-
ment as the Karnatak tradition itself.
This is the test of a true instrumenta-

quality of

* - * * W *

Shri K. Iswara Dutt calls Naidugaru,
““a rare musician, and a rarer man.".

“What the Veena is to Saraswati,
what the flute is to Krishna, what the
drum is to Siva, the violin is to our own
Sri Dwaram Venkataswami Naidu, ex-
cept of course in a celestial sense’”. He
continues, "It is possible that musici-
ans and critics of music resist the ten-
dency to share a layman'’s lyrical ecsta-
sy, but even they, however fastidious in
their taste or grudging in their recogni-
tion, will (or at any rate should) at once
concede that in his own sphere Sri

Naidu IS supreme, and in our country
and in our own day, peerless.

be a thing apart and becomes the very

«There must indeed be myriad others
who have like me, felt transported to
the higher realms of the spirit when in
2 mood of beautific intensity he, by an.
almost effortless manipulation of a few
strokes, makes us forget ourselves in a
kind of trance. It is in such moments
the instrument in his hands ceases to

é}
é

WITH BEST COMPLIMENTS FROM

extension of his personality. For pro-
ducing on his listeners the maximum of
effect with what is a seemingly a mini-
mum of effort, he is a class apart. At
one who is insensitive to the spell he
casts with the violin in his hand, | am
prepared to fling the lines in which
Shakespeare makes one who has no
ear for music, qualified for purgatory
and perdition :

The man that hath no music in
himself,

Nor is not moved with concord of
sweet sounds, |

Is fit for treasons, strategems and
spoils : |

The motions of his spirit are dull
‘as Erebus :

Let no such man be trusted.
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Seldom have | seen personal humility
and a rare distinction in one’s line so
happily allied; indeed, it is this very hu-
mility of his and his utter freedom from
prejudices that single him out, among
the musicians of our day, a man who is
no less great than as an artist (violinist)

who has carved out a permanent name
for himself in our annals, ...”
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‘Ganapati’ in Dikshitar K ritiSes]1+

e
. m

By
Dr. GOWRI KUPPUSWAMY & Dr. M. HARIHARAN
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HERAMBHA GA’NAPATl AND hands. He wears the moon on his head
NRITTHA GANAPATI (Kalaabharana).

erambha Ganapati is five-faced and ~ Karikalabhamukahm — Saveri —

s

| i - E out of the five, one is Simha Mukha. Rupaka

- The other four are elephant faces. He

’“;, olds many weapons and edibles and
offers the Mudras of protection and
blessings. He has three eyes in each
of the five faces. He is endowed with
ten hands and He is golden coloured.
The Beeja mantra for this Ganapati is

- Sreem, Hreem, Klim, Glaum, Gam.

Here Dikshitar describes Ganapati as
carrying Modaka, Pasha, ankusha, lotus,
etc., in his hands and wears the moon in
his forehead (Modaka hastham, Paasha-
ankushadharam, Padmakaram, Phaala-
chandram).
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15. PRANAVA GANAPATI

b .5; " Vatapiganapatim — Hamsadhvani —
#&*'*;, - = Adi The Pranava Aum is another form of
d 3 E‘ Hamsadhvani Bhushita Herambham  Ganapati in which He is embodied in the
_ s | _ primal sound Aum, also spelled ‘OM’
IS Panchamatangamukha Ganapati —  \janira 1t is considered that the very

o
|

Malahari — Rupaka shape of an elephant is like that of the

The gist of the Sahitya is that Pancha- Tamil Om. In Hindu cosmology all crea-
matanga mukha Ganapati, also known tion comes forth not from light, but from
as Sumukha, has five faces, is the son sound — really from Anahata nada
of Lord Shiva and is the protector of the (soundless Sound). It signifies the
~ world made up of the Panchabhutas or formless aspect of Ganesha. Aum is a
~ five elements. His hand poses Varada most wonderful Mantra.

- Abhaya Mudra and holds articles like
~ Pasha, Ankusha, Kapaala, Dantha, Mo-
daka, Club, Akshamaalaa (Japamala)
etc. This picture of Ganapati is in line
‘with the description of Nrittha Ganapati.
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Vatapiganapatim — Hamsadhvani

===
(“Pranavasvarupa vakra tundam”)
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The sacred Mantra which cannotes
Ganapati, AUM or OM, represents Tat-

x;._.“

B
; 1?; S:' n:lfhaat: lfh: :gc:‘atnoc:.ntghzols:ﬂ vamasi — JTvameva pratyakshamasi T
& %i q thla form is four armed and re-  thou are the visible of that” (Ganapathi
S e .Ji Upanishad). It is worthy of note that
= st herein the principle Tvam has the shape
Al VS BT A NI A ¢ - of man and Tat has the shape of ele-
B Bhen _' i phant. As Omkharasvaroopi, Ganapati
&l He carri garcane arrow, Pushpa- is also worshipped as the presiding
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shads, Om is the first and foremost

arliculate sound denoting the supreme

truth and it stands for the will of I?ara-
brahman both in His Suguna and Nirgu-
na aspects. Though this Mantra IS re-
ferred to as Ekakshari, it can be split
into the three letters A, U, M. Here A
stands for Vishnu, U for Shiva and M for
" Brahma who represent the three aspects
of primordial power respectively — sus-
tenance, dissolution and creation. Ac-
cording to Kalidasa, OM symbolises the
the Universal parents Parashiva and Pa-
rashakti or Purusha and Prakriti and as
Such also cannotes offspring Ganesha
who is the offspring of their union. It
also stands for the Trinity of ener-
gies — Jnana shakti, Icchaa shakti and
Kriya shakti and it is termed as the wish-
yielding Mantra.

16. VATAPI GANAPATI

Vatapiganapatim bhaje — Hamsadh-
vani — Adi
(‘I salute Vatapi Ganapati’)

This Ganapati form (Vatapi Ganapati)
has historical and geographical signifi-
cance. After winning the battle over
the Chalukyas in the 7th century A.D.,
_the Pallava monarch Narasimhavarman
IS reported to have brought this idol
from Vatapi, the capital of the Chaluky-
an kingdom. As such it represents an
early gift from Karnataka to Tamjl Nadu.

The phrase Hamsadhvani bhushita
herambham occurs in the Charana
Hamsassoham Soham Hamsa is the Aja:
pa2 Mantra. This mean ‘lam He’ Hamso-
panishad enunciates this Ajapa Gayatri
Mantra. ‘Hamsah’ should be chanted

by the devotee. This is a Tantric thou-

ght. If a man practises this, he will be
liberated to Moksha.

17. MAHA GANAPATI

The Mantra for Maha Ganapati cop.
sists of 28 Beejaksharas Om, Srim
Hreem, Kleem, Glaum, Gam, Ganapats,.
ye, Vara varada, Sarva janame Vasama.

naya svaha.
In Tiruvarur Maha Ganapati with Val.

labha is the deity at the right side of the
entrance to the Kamalamba shrine.

1. Mahaganapate — Natanarayani —
Adi.

2. Sri Mahaganapati — Gowla —
Misra Chapu.

3. Maha Ganapatim — Nata Raga —
Adi. |

4. Maha Ganapatim — Todi —
Rupaka.

These four kritis of Muthuswami Dik- .

shitar are available on this form.

Mahaganapathe — Natanarayani —
Adi.

Maanita Devaki nandana,
Maheshvara, Guruguha’.

Ganapati, is honoured by Shiva,
Subrahmanya and Krishna. The Tamil
god Murugan (Subrahmanya) secured
favourable boons and the peacock
vehicle by worshipping Ganapati in
a forest. Shiva offered worship 1o
Ga_nesha for destroying Tripurasura.
Krishna paid obeisance to Ganapati
;(Anecdolte of Syamantakopaakhyaana)-
Maayaamaya vallabha’ He is seated
with his consort Vallabha. She is Maya
Shakti. This associate, dynamic Shakti,

is only Maya according to Agamic corr-
cept. |

Sri Maha Ganapati — Gowla — Mis'a
Chapu.

18

Kamalalaya tatanivaaso. Ganapati re-
sides on the banks of the Kamalalaya
tank in the Tiruvarur temple. Kama
janaka, Vidhindra sannuta, honoured by
Vishnu, Brahma and Indra. The deform-

‘ed limbs of Indra were converted into

spiritual ones by Ganapati's grace.
Gowra Varna vasandharo! He wears a
white dress. ‘Phaalachandro’ wears the
moon in his forehead. Kuvalaya svavi-
shana, pashankushadharo. He holds

the blue lilly flower, his own tusk, pasha,
ankusha, and modaka in his four hands.

Suvaranaakarshana vighnarajo.

The saint Sundaramurthy Navanar lived in
Tiruvarur, His wife wanted some golden or-
naments. Sundaramurthy prayed and enjoyed
the darshan of Akshaya Lingaswamy of Kiva-
lur and Tyagaraja of Tiruvarur. He requested

the Gods to provide the ornaments to his wife.

The Gods gave golden bricks to Sundarar.

Sundarar put 5 bricks in a cloth and felt it dif-
" ficult to Iift the bundle.

dered him to put the bricks one by one into the

the tank of Kivalur, so that he could take

these from the Kamalalaya tank at Tiruvarur

Lord Tyagaraja or-

and use them. The goldsmith, who tested the
bricks, said that it was not gold. Then Gana-
pati, disguised as a goldsmith, stood before
them and brnved it was gold to which there
was no equal in this world.

Maha Ganapatim vande — Todi —
Rupaka

‘Tripura vadhaartham, Shivena thray-
ambakena architam’, worshipped by
Shiva for destroying Tripurasuras,
Kapiitha, Amra, Panasa, Jamboo, Kadali
bhakshitam. He is fond of wood apple,
mango, jackfruit, rose apple and bana-
na.. Upanishathprathipaditham, His
greatness is referred to in the Upani-
shads.

18. MULADHARA GANAPATI

In the centre of His trunk hangs a
small bell. Ganesha is described In

the Puranas as the gatekeeper, seated
upon the four petals of the Mulaadhaara
chakra. Here He rules over memory
and thereby over the realms of know-
ledge, guarding ‘the gate to the six psy-
chic centre or nerve ganglia of memory,
reason, will, cognition, love and- divine
sight lending to the 1008-petaled Sahas-
raara chakra, the Holy feet of Lord
Shiva. - In order to progress in our spiri-
tual consciousness, we must have the
blessings of Lord Ganesha. Otherwise
our spiritual path will remain obscured
and obstructed.

Sri Mooladhaara chakra Vinayaka —
Sri — Adi

This Kriti bears eloquent testimony to
Dikshitar's profound knowledge of Tan-
tric and Yogic cults. It is significant
that the idol of this Ganapati form is
situated in the sanctorum of the Tiru-
varur Tyagaraja temple enclosed in the
icon of a serpent. The opening ‘words
themselves proclaim that Ganapati is
Lord of the Moolaadhaarachakra. Other
noteworthy phrases in the Sahitya are
‘Moolaagnaana shoka Vinaasaka' (dis-
peller of basic Agnaana and sorrow)
“Prakatikrita vaikharisvabhaava’. (besto-

wer of Vaikhari, the Power of speech)
and Vikata shatshata svaasadhikaara’
(Lord of 600 breaths mentiohed .n the
yoga Sastras).

Vatapi Ganapatim — Hamsadhvani
— Adi

Moolaadhaara kshetra houses fthe

Tyagaraja image there. ‘Muraari pra-
mukhaadyupaasitam, Moo‘faédh'aara‘
kshetrasthitam, Trikona madhyagatam’.
According to Shaktha tradition there are
six mystic Chakras in the body. The

:
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first Chakra is called Moolaadhaara be.-
cause it is ihe root of Sushmnaa naadi,
where the Kundalini is positioned. Ga-
napati is associated with this chakra.
This chakra is represented by a lotus
with four petals with a triangle within. It
is noteworthy that Dikshitar has comp?-
sed the Kriti Vatapi Ganapatim In
praise of Moolaadhaara Ganapati at the
Mcolaadhaara Kshetra (Tiruvarur).

19. SVETA GANAPATI

Svetha Ganapatim — Ragachuda-
mani — Tisra Triputa

This form is white coloured. - This
song is set to Ragachudamani raga
which in the Sampoorna Melapaddhati
is the equivalent of the 32nd Melakarta,
Ragavardhani. According to tradition
this idol form was installed in the town,
Tiruvalanchuzhi near Swamimalai by
Indra. This has also been identified by
the late Dr. V. Raghavan as the form in-
stalled in the east market gate shrine at
Tanjore. Dikshitar states in this kriti
that Ganapati is without beginning or
end, the Lord of Vallabha.

20. RAKTA GANAPATI

Rakta Ganapatim — Mohana — Adi

Dikshitar states in the Sahitya that in
this form Ganapati wears red clothes
and as seated on a rathna simhaasana.

The following shloka on Ganapati comes
to one’s mind in this context :

Raktam lambodaram soorpakarnam
vasasam

Raktagandhanulyashhtaangam
raktapushpaihi supoojitam

The word Raktam in the Ganeshaa-
tarvashirsha stands for red as well as
lovely. Dikshitar states that Rakia Ga-

napati is popularly worshipped in Para-
suramakshetra and revels in Homa with

Payasa (‘Parasuramakshe’ra prabha-
vam paayasaanna homaadi vibhaavam’).
This would point to Kerala origin of this
form of Ganapati because Parasurama
kshetra denotes Kerala and Payasa is
also a comparatively very popular
naivedya there.

21. GANARAJA GANAPATI

Ganarajena — Arabhi — Misra Chapu
Dikshitar states in this kriti that Ga-
napati who is capable of bestowing
Ashtasiddhis like ‘Animaa’ etc., is wor-
shipped by Mantrini and lives in the
forest as a Brahmachari.

22. GANANATHA GANAPATI

Srigananaatham Bhajare -— Isamano-
hari — Rupaka.

According to Dikshitar this Ganapatll
form is seated in Adhara lotus (Chin-
moolakamalasthitam),
as sacred thread (Nagayagna sutra
dharam) and gives pleasure through
nada and laya i.e., music (Nadalayanan-
dakaram).

23. HASTIVADANA GANAPATI

Hastivadanaaya — Navaroj —
Misra Chapu

Dikshitar describes this Ganapati
form with spouse (embraced by His
consort Maya) as having ten hands each
holding lily, pasha (noose), shankha
(conch), chakra (discus), ikshukarmuka
(sugarcane bow), paddy shoots, tusk,
mace, pomogranate fruit and bejewelled
pot. This description is in line with

Raghava Chaithanya's Ganapati Dhyana
Sloka.

“Bijapuragadhekshu kaarmuka ruja
chakraabja paashotpala

wears serpents

vrihyagra svavishaana rathna kalasha

prodyat karaamboruhah |

dhyeyo vallabhayaa sapadmakara yaa

slishtojvaladbhooshayaa

vishvothpatthi vinaasha samstikaro
vighno vishishtaartha daah”

Dikshitar has composed 26 Kritis in
praise of Lord Ganesha.
follows :

These are as

— e

__-__________

— e Tam

1. Ekadantam

2. Ucchhistaganapatau

3. Gajananayutam

4. Karikalabha

Gananayakam

Ganesha Kumara

Ganarajena

Jagadeeshaadanyam

Panchamaatanga

10. Mahaganapatim

11. Mahaganapatim

12. Mahaganapate

13. Raktaganapatim

14. Vallabhanayakasya

15. Lambodaraaya

16. Vaamaankastitaya

17. Vaataapiganapatim

18. Sri Gananatham

19. Vinaayaka

20. Sree Ganeshaatparam

21. Sree Mahaganapati

22. Sri Moolaadhaara

23. Siddhivinaayakam

24. Svetaganapatim

25. Hastivadanaaya

26. Sokti sahita (Nottusvara
Sahitya)

© % N L

The picture that Muthuswami Dikshi-
tar gives in his Ganapati Kritis of differ-
ent forms of this Deity closely resem-
bles the Dyana shlokas of the Deity in
the ancient texts. Dikshitar's Ganapati
kritis are without parallel in the field of
Karnatak music. They are painted in
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Raga Tala
Bilahari Misra Chanu
Kasi Ramakriya Adi |
Vegavahini Fka

Saver: Rupaka
Rudrapriya Adi
Jhanjhuti Eka

Arabhi Misra Chapu
Natakuranji Misra Chapu
Malahari RUP;-lk;t
Nata Eka

Thodi Rupaka
Natanarayani Ad

Mohana A\di

Begada Rupaka
Varali Khanda Chaj
Athana EXa
Hamsadhvani \di
[samanohari Rupak
Vegavahini Misra EKa
Ardradesi Jhampa
Gaula Misra Chap
ST Ad
Chamara Rupaka
Ragachudamani [riputa
Navaroj Misra Eka
Sankarabharana Ad!

majestic and lovely colours around a
varied theme of concentrated and multi
dimensional symbolism embracing the
sphere of Yoga, Mantra and Tantra
Sastras.

(Concluded)



Bidaram Krishnappa of Mysore

(1866-1931)

By
Prof. K. R. RAJAGOPALAN

f the many musicians who adorned
O the court of Mysore in late 19th and
early 20th centuries, twO stalwarts stood
out carving a niche for themselves and
their name and fame extended over a
larger area including the Tamil Nadu.
They were Veena Seshanna”™ and Bida-
ram Krishnappa. These were, as the
present genera‘ion of senior cognes-
centi knows, followed ably by Mysore
T. Chowdiah and Vasudevacharya who
settled at Kalakshetra, Adyar, Madras.
It is the purpose of this article to high-
light the achievements of Bidaram Kri-
chnappa.

Rallapalli Anantakrishna Sarma was a
professor of Telugu at the Maharaja’s
College, Mysore, in the late forties. A
scholar in Sanskrit, a writer in Kannada
and Telugu, he was also well-known as
a musician-cum-musicologist, all of
which earned him the prestigious San-
gita Kalanidhi award of the Music Aca-
demy, Madras. While writing (in Kan-
nada) about the musicians of Mysore,
Sarma referred particularly to these two
stalwarls — Seshanna and Krishnappa,
in the same breath. Both had  certain
similarities — they were not ‘educated’
In the ordinary sense of the term, (for

that_matter, It is only with GNB we had
musicians who were graduates also .

Their ‘knowledge of Sanskrit was not
very high; nor were they good in musi-

cal theory — like 108 Talas, Melakarta
scheme or what have you! But both

were ardent students of NAADA — and
spent practically all their lives either
singing or playing. They thus honed
their capacities to rear perfection —

and so could play or sing for hours on
end — without tiring themselves or ‘the

listeners.

During their times, not many books on
theory of music were available in the
vernacular. Most of them were in Sans-
krit, and they were not well conver-
sant with the language. There was this
tradition also, that of ““Acharya-mushti’
(fist of the guru), which meant that the
guru would not part with his knowledge
fully to the sishya! Whenever some
guestions were raised regarding the in-
tricacies of music or the way a song was
rendered, the singer would say only —
my guru taught me so; hence it is good
and authentic for me ! (This would imply

that the ‘way’ should be accepted in
toto).

Both Seshanna and Krishnappa recei-
ved honours and titles from the rulers of
Mysore. The kings of Mysore were well-
known for their patronage of arts, and
they bestowed titles on artistes, quite
apt and befitting. To cite a few exam-
ples, “Gaana Vishaarada” for Bidaram
Krishnappa, ‘“Vainika Praveena’ for
Seshanna, “Sangita Sastra Visarada’ for
Vasudevacharya, etc. As far as the
‘current” Sangita of the times, both

———\megocd at it — and could enter-

The author’s article on “Veena Seshann
October 1992.
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a” appe ared in SHANMUKHA, Vol, XVIII, No. 4,

tain the knowledgeable audience for
hours together.

LEGENDARY SADHANA

Krishnappa’'s Sadhana was legendary.
He had a rich sonorous voice whicn
could easily traverse with grace and
clarity over 2!/, octaves. Because of his
intense sadhana, he could sing quite
comfortably for five to six hours at a
stretch. A concert then usually went on
for him the lisping of the syllables at one
and majestic in style and delivery. Hz
looked majestic too, with broad should-
ers, sturdy build and broad-forehead. it
is said that each letter of the alphabet is
assigned a particular place in the body.
Krishnappa knew this and would alter
the letters and words quite properly. Not
for him the lisping of the syllabi at one
time or splitting at others. Whatever be
the language of the songs he was fasti-
dious about the Uchchaaran. Ciarity was
the hallmark of his music. (Some of the
present day musicians could emulate
this as in many instances, not only the
words, even the language of the compo-
sition get slurred !). Krishnappa’s face
beamed the majesty of his voice and
rendering. ‘‘Gambheera” is what his
music aptly was !

Krishnappa believed that a vidwan
should not indulge in cheap gimmicks
by very fast swara-singing or by resorit-
ing to anuloma-pratiloma sequences.
Aesthetics and not mathematics, he em-
phasised, should be the guideline for
swaraprastharas. The Raga-bhava sho-
uld not be lost in the craze for com-
binational patterns’. Quite a contrast to
the present-day concerts where swara-
singing is ‘“‘Kanakku-based" mostly, and
it is difficult at times to decide as 10
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w+h0 follows whom, whether the mridan-
gist follows the singer or vice-versa !

The repertoire of singers of those
times was certainly less than the mo-
dern times. For one thing, books with
notation were not available; neither
were there opportunities to listen ‘to the
radio or the tapes. Muthuswami Dik-
shitar’'s kritis were not very many in cur-
rency. Swati Tirunal, Oothukkadu Ven-
Katasubbier or Tallapakkam composers
were practically unknown. The number
Ot ragas sung were also not many. Only
well-known ragas like Sarkarabharana,
Kalyani, Todi, Bhairavi, Kkambhoji etc
were handled. They were familiar with
only five talas — Adi, Roopaka, Triputa
Jhampa and Ata (for Varnas, mostly).

This was however not a great failing
because these five taken together ac-
count for nearly 95 per cent of almost all
the compositions past and present. But
Krishnappa knew really a large number
of Devarnamas — compositions of the
Haridasas of Karnataka like Purandara,
Kanaka. He had vowed that he would
not repeat a song before the Maharaja
and kept that vow to the end of his liie.
The opportunities to sing at the palace
were quite few for the top artists.

EARLY LIFE

Viswanathaiah and Saraswathi Amma
were Krishnappa's parents; and he was
born in a village near Udipi, the famous
Kshetra of Krishna. The family had to
move to another place called "Bidaram ",
when the father died early in Krishnap-
pa's life. It is said that due to the dire
straits of the family, Krishnappa had 1o
beg in a nearby temple! They lates
shifted to Mysore and Krishnappa join-
ed the Palace Dramatic Troupe in 1882
on a ‘grand’ salary of five rupees a



month ! The job did provide some relief
to the harassed mother !

VERSATILITY

The new atmosphere was enough 10
egg on the young lad of sixteen to learn
music under a series of gurus. He al-
ready possessed a good voice. Sorp:e
of his teachers were Thammayya, Girl-
bhatta, Karigiriraya and Veena Seshan-
na. Nine years later, he blossomed into
a full-fledged musician — but he conti-
nued to learn, by going to Thiruvaiyaru
to Sundara Bhagavatar and Krishna
Bhagavatar of Saint Tyagaraja Sishva
Parampara. Along with this studentship,
Krishnappa continued to give concerts
in places in Tamil Nadu. The Tiruvidai-
marudur Mattham conferred on him the
title of “Gaayaka Sikhaamani.” Later,
after his return to Mysore, he became an
Asthana Vidwan and the Maharaja bes-
towed on him the title “Gana Visharada”
in 1908.

However his private life was not a
happy one. Mention has already been
made of the poverty of the family. He
married and a number of children were
born — but except a boy and a gqirl, the
rest died early. The son too died when
he was 39 years old. None of his chil-
dren took to music. The writer could
recall the comment of the audience, at
one of the concerts of Krishnappa in
Mysore in late ‘thirties, on the son’s
'anorance, who told people, 'you come
and listen to this music and feel very
happy. | do not follow anything ! And

learnt  Hindustani
IC also. l-_ie could perform and did

able urge to learn made him take up
violin too. This, after listening to
the beautiful playing of the legendary
Tirukkodikaval Krishna lyer. Bidaram
Krishnappa served on the Experts’ Com-
mittee of the Madras Music Academy

also for some time.

He has composed a few pieces with
“Sri Krishna™ as his Mudra — but they
do not appear to have been printed, with
or without notation in good numbers.
When his 111th birthday celebrations
were held in 1977 in Mysore, two of his
compositions — a Dasavathara Raga-
malika in Kannada and a Telugu kriti
starting with the words Daasarathi nin-
nukori were published.. (The publica-
tion is untraceable). He is known to
have set to notation a song composed

by one Appa Setty during the marriage
of the Yuvaraja of Mysore.

This Yuvaraja’s son was none other
than Maharaja Jayachamarajendra Wo-
deyar, himself a great Vaggeyakara and

was sometime the Governor of Tamil
Nadu. |

KRISHNAPPA’S DISCIPLES

The foremost among Krishnappa’s
many disciples is the famous violinist,
Mytsore Chowdiah., He rose to great
heights in playing the violin — both as
:an dCcompanist and a soloist,

of college students in the forties, as wit-
nessed by the writer. Others that could
Pe mentioned are — Violinist Gurura-
lappa (Chowdiah’s brother), Bangalore
Nagaratpinammal (Who, later, built a
samadhi for Saint Tyagaraja at Tiruvai-
yaru, where the annual Aradhana is held
now), Rallapallj Anantakrishna Sarma,
Devendrappa, a good vocalist who also

played a number of instruments. He
went to China as a cultural delegate in
1953. He is known for celebrating Ma-
ruti Jayanti for a number of years in
Mysore and has been the recipient of a
number of titles.

Bidaram Krishnappa also taught A. K.
Subba Rao, Sivarudrappa, Tabla Nan-
jappa and a host of others. He was
quite a sincere teacher, affectionate to-
wards his sishyas — but quite a hard
task master. He would not tolerate any
shortcoming on the Sishya’s part —
and is known to have slapped even
Chowdiah on the dais !

AN INCIDENT

An incident reported by Vasudeva-
charya refers to the tactfulness of Krish-
nappa on a concert platform. During a
kutcheri in Bangalore, Krishnappa sang
an elaborate Alapana of Todi and a Kriti,
followed by Niraval and Swaras. He was
about to start on another piece, when he
noticed a laced-turban official standing
up with folded hands! He was a high
government official occupying one of
the front VIP seats. He requested Krish-
nappa — “please sing the Todi raga for
me !” Krishnappa, without batting the
eyelid, cooly said “it is my great privile-
ge that you have made a request, and it
IS my duty to sing as per your wish.”
Quite a proper dignified reply, which
satisfied the official who sat down to
listen. Krishnappa went on singing ano-
ther raga; but the official thought it was
Todi ! When the song ended, he rose up
again, complimented the singer and
said “‘l am not likely to listen to another
Todi, like this ! How true ! ! The spin-off

of this incident was that the Gayana
Samaj began to hand out details of the
Kritis to be Sung at the performance,
with the names of Ragas and Talas men-

tioned. Some good does come out of
€ven such occasions !

RAMA MANDIRA

(Even to this day, Rama Navami is
celebrated in a grand manner in
almost all cities and towns of old Mysore
State.) So, Krishnappa decided to build
a Rama Mandira which would also serve
dS a concert hall for musical performan-
ces and discourses. He began collect
Ing money from friends, well-wishers
and patrons and donated a major part
of his earnings from kutcheris to
this purpose. The work was started in
1924 and completed in 1929. The inau-
guration was performed on 21st Febru-
ary 1929." There is a huge portrait of
Sri Rama in Pattabhishekam posture
and pooja is performed daily. Facing
this sanctum-sanctorum is a large hall
where concerts are held — th2 artists
seated on a raised platform and the
rasikas on the floor. A separate place
was set apart for members of the fair
sex — as was the custom in those days.
The hall could accommodate 300-400
persons comfortably; and the resl
would stand or sit in the three corndors
around. The walls were decorated
with fairly large portraits of Gods and
musicians of yesteryears.

The writer particularly remembers the
Dasavathara portraits in pleasing pastel
shades — where he, as an young lad
listened to Chembai, Ariyakudi and Mu-
siri. All those paintings were done by a

W———

*For this and other connected details, I am indebted to Sri K. S. Kesavamurthy who is now the
s‘&’etﬂ-‘? of Sri Prasanna Sita Rama Mandira, N. S. Road, Mysare-24,
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contemporary famous local artist called
| akshman Krishna. As far as could be
ascertained, no souvenir has been pub-
lished upto this day. The present sec-
retary is trying to collect more informa-
tion on the early years ard on Bidaram

Krishnappa also.

Bidaram Krishnappa deserves to be
known to a large audience than only
Mysoreans — both for his vidvat and

the excellent music he presented. It is
a pleasure 0 be able to write about
such an outstanding musician of yester-

years.
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creation itself.

“Ciripal” - A Transcendental Experience
By
S. RAMACHANDRAN

motion Is an instinctive reflex. It is
E as mysterious as the very human
God’s ways are inscrut-
able. In His artistic effort, different
species of life were evolved, each
ordained for a specific calling. We see
that each is geared to a manner of evo-
lution, development and final decay. To
repeat, human life is also subject to an
identical process.

HUMAN MACHINERY

The human form on par with any other
living organism, on evolution, takes over
charge to run its machinery. The physi-
cal human form is designed to be inter-
preted In certain anatomical terms.
When life is implanted, which again is a
matter of mystery as creation itself, the
anatomical form is triggered to function
on its own. Pangs of hunger are mani-
festly associated in its functional pro-
gramme in the manner of food intake.
Consequently, the machinery is sustain-
ed in good form. The scenario does
not stop short with the automatic ope-
ration of just a machinery. Certain
other needs and urges are also seen to
grow and remain inseparable. When we
€xamine human species, we see that the
strength of human intellect and the po-
Wer of understanding and discrimination
Play an important part. The human
brain in its functional character sug-
gests and prompts reactions based on
Senses like sight, hearing, smelling etc.
Emotion is one of such reactions. Sub-
Iect to different situations, emotion is
Manifested in varying degrees. Empa-
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thy, sincerity, earnestness. kindness
compassion, solicitude, concern. grief.
JOoy, happiness, anger, exultation and so
on are such reactions manifested in re-
lative contexts.

TRADITIONAL SPIRITUALISM

In the background of Indian cultural
lite, spiritual values and religious wor-
ship play a predominant part. Naturally
meditation on god forms, worship and
abject surrender in helplessness and so
forth contribute to an outlet of emotion.
Inspired musicians in thezir emotional
appeal, put to use their pleasant music
and invoke Lord’s mercies. So recent
as 150 years ago, we had Saint Tyaga-
raja, the musician, who channelised his
art in this direction. His favourite god
form was Lord Ramachandra. All his
compositions are such appeals which, In
the long last, secured for him oneness

with his Lord.

SFPIRITUAL SPECTRUM

In his music, that arose out of Inspi-
ration during his prayer and worship,
noticeably, a wide spectrum has been
covered. His spiritual investigation and
song outpourings throw light on differ-
ent aspects of philosophy, say, in the
manner of, 1) Sadhana yoga, 2) Bhakli
Marga, 3) Nada Yoga, 4) Devotion thro-
ugh Sangita, 5) Steadfastness of failh
in god form, 6) Skepticism & Human fail-
ings, 7) Transcendental Experience, 8)
God realisation and gratitude and so on.
We will do well to critically examine as
to how Tyagaraja, the musician, employ-
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ed the musical form in this respect.
We may, for instance, take up for consi-
deration, his Kriti Giripai in Sahana
wherein he mentions about the vision of
God that he experienced.

POETIC ART & SYMBOLISM

Tyagaraja’s life was one of saintly
piety covering a period of 80 years of
mundane existence. |In complete faith
and conviction, his was a2 search
and an effort at self-realisation. He sin-
cerely poured out his Songs visiting tem-
ples and praising the presiding deity.
He articulated free from dogmas the
wholesome tenor underlying human ex-
iIstence. from the standpoint of Advaita
philosophy. He yearned for final deli-
verance from the cycle of births and re-
births. He had completed in modesty
his assignment and was practically at
the end of his mission on earth. It was
only appropriate in the circumstances.
that God appeared in effulgent vision to
trigger a premonition about his death.
Hence the song Giripai, a transcenden-
tal experience of God’s vision.

The word Sahana carries a connota-
tion which highlights endurance and
Patience. The choice of the raga,
therefore, is initially very apt. It harmo-
nises with the main idea of the compo-
sition. It is abundantly clear that Lord
Ramachandra took the suppliant, Tya-
garaja, into confidence to assure him
that it was only a matter of five more
days of waiting at the end of which he

would be absorbed in tota! identifica-
tion.

The raga here assumes the stature of
@ Rakti Raga to radiate a fine,
touching emotion. No doubt, it is not
4 GChana Raga like Sankarabhara-
Nam. It has a folk music origin and
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Mmusicians POpularly use “Antara Gan-
dhara” OCcasionally. |t is dan offshoot

from Dvijavanti of Carnatic moorings.

It is slightly different from Dvijavanti
handled by Muthuswami Dikshitar, The

Charas. Al| the same, it has been de-
ployed very etfectively to convey deli-
Cate feelings of tenderness and grief.
Patience and nope alternate in the flow
of the song. A masterly treatment has
been accorded 10 this mode sop as to
articulate deljcate feelings of depth
and solemnity which amply testifies to
the “divine” muse In Tyagaraja.

The poet chooses Mandara Sthayi for
a start in the Pallavi like “n sari sa” in
slow tempo. Music thereafter is allow-
ed to progress gradually to Thara Sthayi
In brilliant creative dimensions. In the
wake, the mode gathers astonishing
muscle and power in Pallavi itself.
Students who specialise in Javalis and
Padams in Sahana would probably be
taken aback at the quality of serious-
ness that has gone into the mode of
composition under reference.

Unquestionably, lTyagaraja’'s poetic
skill in the handling of raga Sahana is
something unique. He proves that both
light and serious moods can receive
equal justice within its emotional pro-
mise. One would not fail to notice that
the music ranges from the lower register
to the higher (Mandara to Thara Sthayi)
which prima facie is symbolic of the
lyrical backdrop involved. The sequ-
ence refers to the vision of God he saw
as the hill gradually rose upwards rea-

ching a summit.

RHYTHM IN THE SONG

It i1s unique to the compositions of
Tyagaraja that the song structure ac-



commodates very naturally a briskness
in its flow. In a song of the order of
Giripai, it is to appreciate that the poet
is overjoyed at the vision of Lord Rama-
chandra with His attendants atop the hill,
as though beckoning to him. Tyggara-
ja's excitement therefore implles. a
speed and earnestness for expression.
Such a situation is ideally suited to the
normal rhythmic structure of Tyagaraja’s
compositions. It is to further note that
the songs are neither dull nor insipid.
They are not just slow or fast tempo
pieces mathematically geared to dry
rhythm, either. At every sequence, the
content of Sahitya harmonises with the
rhythmic time or acceleration as called
for. While, on the one hand, it enhances
the bhava of the song, on the other, it
provides liveliness in the creative rendi-
tion of the performing musician. The
song is set to Adi Tala (two kalais), while
music is oriented to a medium tempo.
In general, we may say that it is this
Madhyamakala feature that secures

the emotional level, as if it is an experi-

ence in itself. |t s not just rhythm add-
iqd tn taste. |n fact, it flows in and out
N perfect harmony leaving us in no

. nd practice
was engrossed onjy On thoughts about

He believed
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in the Advaita school of philosophy, . His
earthly life was virtuous and saintly. He
chose to remain a Bhakti Singer throu-
ghout. He was scrupulous to perform
Gayathri Japa and the religious rituals
prescribed for a Brahmin. True to the
duties appropriate to his station in so-
cial echelons, he had conducted him-
self on highly moral and ethical Tines.

He had the gift and talent for singing;
which he put to use in the manner of

prayers seeking deliverance from the
ties of the world once and for all. Pelf
and power were offered to him at diff-
erent quarters so that he might advance
his earthly prosperity. But, all this w'qst
not in his grain. He shunned materialis-
tic comforts, since his mission was only
{0'sing in praise of God and seek final
identification at His feet. e 1

Against this backdrop, it is clear that
the song is highly philosophical. |t was
an occasion when God appeared to him
N a vision and tickled the premdri'it':i.q;fi
th_at his life on earth was nearing its'éna,:
It is a Song prompted by his God wiinﬁ.:
Th_e Philosophy bequeathed by TyaQa—J
raja to the present day world may: be
Summed up to proclaim that sincere
Prayer to God alone provides a perma-
ne_nt cure notwithstanding the mani-foldft
SCientific ang technological advance-
ments we make day in and day out.

"A poet is a light thing with wings unable:
:m Write poetry until he becomes inspired .and
{s Out of his sober senses and his imaginatiof
I8 no longer under his control, for he daﬁim

compose by Art, but through a Divine Powes
— Plato
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. Shanmukh
- Sabha (Regd.)

»92 Jayshankar Yagnik Marg,

BOMBAY-400 022.

Phones . 407888/4092244/4092211

41993 Shri S. Ravindran
gsgt%:dgégy Shri R. Venkateswaran
6.00 p.m. Shri Neman Somayajulu

10.10.1993 Padmashree Ustad Ghulam Mustafa Khan

Ghulam Murtuza Khan
g.l(j}r(lld;a:?m. Ghulam Qadir Khan
Mashkoor Hussain
' Liaquat Ali Khan
Ghulam Sultan Niazi

Venue : S.LE.S. School Hall, K. A. Subramaniam Road,
Matunga, Bombay-400 019.

PRAYERS TO GODDESS OF LEARNING

On the Saraswathi Pooja Day on 23rd October 1993 at 6.00 p-m. t.here will
be group Rendition of Navavarna, Navagraha and Navarathri Kptus by the
students of the advanced classes of the Sabha’s Sangeetha Vidyalaya at

the Sabha's Sanctum Sanctorum.

TALENT EXPOSURE CONCERTS FOR NATIONAL INTEGRATION
BY STUDENTS OF SHANMUKHANANDA SANGEETHA VIDYALAYA

31.10.1993  Kum. R. Sheela (Student of
Smt. R. Sakuntala)
Sunday Shri S. Suresh

(Srqdent of Shri T. S. Krishnaswamy )
6.00 p.m. to Shri C. P. Surendran

6.45 p.m. Master Sheran Appukuttan

6.50 p.m. to Dr. Anupa Deogaonkar
7.35 p.m. (Student of Pandit Kartick Kumar

Master Hemant Koppikar

(Student of Pt. Sadanand Naim alli
Master K. Kumar s

Master Pramod Nair
7.40 p.m. to KumJanaki Krishnamurth
8.25 p.m. Student of Smt. Kalyani germa)
o, Kt
Sion artistes are Students of
Shri T. S. Nandakumar )

ananda Fine ATrtS & Sangeetha

IONAL INTEGRATION .
MUSIC RECITALS .

- Carnatic Veena
: Mridangam
- Ghatam

: Hindustani Vocal
: First Tanpura

: Second Tanpura
: Harmonium

: Sarangi

: Tabla

- Vocal
. Violin

. Mridangam
: Ghatam :

- Sitar

. Tabla

. Mridangam
. Ghatam

: Veena

. Mridangam

Cultural Scene in Bombay

radition has its own impact whe-

ther bred in gurukula or nurtured
in institutional training. It is the talent,
the acqusition of knowledge and the
urge for self expression that is more
important. More than the learning it is
listening, the keen observation that
makes an artiste out of a talent. !f al
this finds rooted in parampara in a fa-
mily especially, the artiste is twice
blessed.

Again with corporate houses patro-
nising fine arts and also absorbing pro-
mising ‘cultural talents’ in their estab-
lishments, more and more talented
youngsters pursuing professional cour-
§és are streaming into fine arts, espedi-
ally music and strive for proficiency by

going in for intensive coaching under

stalwarts. While many talents have
opted for such a vocation, it would be
premature to say how many of them,
having one profession for livelihood
and practising music as a performing
hobby, would eventually decide to be a
professional musician. However, it has
certainly been, to these youngsters, a
source of reducing the ‘executive
stress’ and opening up a channel for
keeping classical music alive.

If Parampara feeds to the traditional
nurturing of musie, patronage of cor-
Porate houses brings up the perform-
Ing artistes in modern ‘milieu’. The
Pleasant combination of these two brin-
ging out music of quality was experi-
enced in the quarter under review (July,
Sept.) when Shanmukhananda Sangee-
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tha Sabha held its

Series, sponsored by
geet Natak
School’s Hall.

Talent Promotion

the Central San-
Akademi. in S.1.ES.

_ Parampara (of family trait) spoke for
Itself through Nithyashree and Mals
Chandrasekhar as well as the instru-
mental Trio, Mahalakshmi — Saraswati
and Mangala. The essence of Guru-
Sishya Parampara scored through in
Stiram Gangadharan’s music

Sriram Gangadharan has already had
his ‘fill’ of training from two great
schools, viz,, that of GNB and Chembai
and has honed them to his vocal susce-
ptibilities. Trained for long under Tan-
Jore S. Kalyanaraman, a disciple of
GNB, and later by the Vocalist-Mridan-
gist, T. V. Gopalakrishnan of Ghembai
School, in advance aesthetics, Sriram
has added sparkling swirls of the for-
mer school to the sustaining grandeur
of the latter forging a new form that is
thrilling.

There i1s a shimmering resonance in
his voice which has, power, pliancy
and range. And with good volume and
culturing he emotes Ragabhava and
brings on a Rasapushti. One did dis-
cern an overwhelming indulgence in
Brikkas, predominant In Kalyanara-
man's vocalism and the Akaar Taans,
Meends of the Hindustani variety of
which TVG is an adept. But these
‘mannerisms’ were overlooked with
nostalgic memories of the great mas-



IRaghur has maturﬂd,.l ﬂnd.[ng h

ters as Sriram’s own individuality in E}ft:-
sorbing them in his style could be siit-

ed.

If Kalyani Alapana brought memori-
es of GNB, the rendering of Patnam
Subramania lyer's Nijadasavarada, rare
in the concert circuit today, maintained
the tenor of the Bani in Swaraprastha-
ras with Bhava.

One may say his Hamsanandi (Pahi
Jagajjanani) with Hindustani flourishes
‘added spice to the sequences. That he
could equally be poignant was borne
by Varugalamo (Manji). His Bhairavi
(Sri Raghuvara) glowed in its traditio-
nal brilliance.

This 23-year old Chartered Account-
ant in the making has maturity, imagin-
ation, felicity and fluency. Then why
did he not mobilise the facet of Nira-
'val ? His fast-pace swaras, typical of
‘his Bani, had the tendency to trip him
in Tala which he should guard against

as an artiste on the wings waiting to
take the centre stage.

- It was homecoming, a pleasant one
at that, for Violinist Kalyani Shankar (a
product of the Sabha's Sangeetha
_Yidyalaya). trained under that stalwart
Karma Yogi”, Sangeetha Bhooshanam
-T. 8. Krishnaswami. Her accompani-
-ment and solo Strips had chiselled qua-

lity. A vocalist of mark, it w '
] as nﬂt dlf‘
ficult for her to follow any vocal Bani.

ed by Trichy Raghavier, ang Palghat

Saukhyam. His strokes are

Okes mar
their soft melodic tone. With a r;fci::
us ease he shifts from one
to another. |

‘dered with a feel

Venkatesh (Morsing) was an interlude
of percussive grace.

Nithyashree’s recital made pleasant
revelations. For one so young, she has
not only talent and tremendous vocal
power, reach and resilience but matuy-
rity in perception, poise and presenta-
tion. There was an overall ease of ima-
gination.

Scion of the two great houses, of D.K.
Pattammal and Palghat Mani lyer, she
has in her musical style the blend of
both the great Banis. If she has imbi-
bed her paternal grandmother’s purity
of tradition and its distilled translucen-
ce, the rhythmic finish- of her maternal
grandfather came so natural to her.

Living in an atmosphere of unsullied
traditional music, she has however not
shut her ears and mind to the fresh whiff
of fragrance that emanates now and
then from winds of change. Maintain-
Ing an equllibrium she has: struck. a
style that sustains on tradition and scin-
tillates with individualistic - aesthetics.
She could thus grow to be a link bet-
ween the ‘golden’ old and the ‘captivat-
INg’ new. - i1t imnaiesalngg

It was thus a refreshing experience
when after the traditional Ata Tala Var-
nam and a couple of Invocatory songs
in Yadukula Kambhoji and Karnataka
Suddha Saveri, Nithyashree took. up
Bhairavi for greater elaboration. The
raga edifice rose in a methodic grande-
ur, focusing on phrases unique for the
mode. And the kriti, ‘Neepadamule’
that concretised raga bhava was ren-

for the sahitya!

-

turisation of Hindolam was amazing. No
doubt it is a heart rending raga but this
pentatonic mode is often treated mode-
rately, seldom on an expansive canvas
Nithyashree took it up for the major
Ragam-Talam-Pallavi. Tier by tier she
built the raga with sustaining strokes in
slow tempo and embellished with siz-
zling pattern with exemplary skill and
clarity. And when she reached the
crescendo it was a marvellous accom-
plishment. Sure a ‘Parveen Sultana’ of
the South as some in the audience
whispered. The exercise of the Pallavi
in all its technicalities had a spontane-
Ous ease.

And when Nithyashree rounded off
her three hour recital with patriotic
songs (to mark the I-Day ?), one came
out with a fill of music.

Pakala Ramadas (violin) finely mano-
euvred her melodious phrases on that
high pitch and inspired her into further
improvisation. Her father |. Sivakumar
kept her Mridangam ‘Sangat’.

Mala Chandrasekhar was first intro-
duced to Bombay audience as a mem-
ber of an instrumental ensemble Venu-
Vina-Violin, comprising herself, Jayan-
thi and Lalgudi Vijayalakshmi respecti-
vely. And the ensemble was presented

by the Sabha at the Shanmukhananda
Hall.

Flautists in general are rare to come
by, and rarer still are female flautists.
The technique of blowing and fingering,
réquiring control of breath and a gentie
touch with delicacy and softness, are
exacting. To attain consistency and
COmpetence, to handle the instrument
In itself, takes a long time. And to mas-
ter it to a performing finish, is no less
than a herculean task; which Mala has
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accomplished with a gift of talent nur-

tur{f,d In a rnusical home and with ded:
cation and disciplined Sadhaka.

Daughter and disciple of Sikkil Nee-
la, Mala has imbibed all that her mother
IS known for, viz. purity of pitch
and traditional grandeur. Perhaps she
does not venture into the daring rhyth-
mic complexities her mother revels in
Yet in her methodocity and fluency in
melody, there is an ease and elegance
that makes her performance a pleasant
eExperience.

Mala was visibly enjoying her play-
Ing, the nuances coming off in fine
texture and melodic eloguence
song had the vocalised diction, the raga
Its evocative sustenance and the kalpa-
na swaras their crisp lilt.

1 NE

Added to her own aplomb was the
team of competent accompanists, He-
malatha (violin), Poonkulam Subraman-
yam (mridandam) and Umashankar
(ghatam), each one participating with
relish and resilence.

The sweet poignance of Chaxrava-
kam, the rare gem of Sugunamule with
a lift added to the swara dimensions

gave a fillip in the early phase

It was Karnarajani of Muthiah Bhaga-

vathar that attracted perforrﬂer"s ‘attep-
tion some years back and now, :.t is this
composer's Niroshta, a pentatonic scale
eschewing both Madhyama and Pancha-
ma. . #
quite pleasing. As is unique with I.hIS
Gayakasikhamani this kriti also had fine
chittaswara segment.l J
mavathi had a serenity that came O

' | ' isplayed.
with vishranthi she disp e
was a fresh whiff in her methodicity, the

The kriti ‘Rajarajaradhite’ was

Mala's Madhya-

There
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pauses ringing an auspicious tone, evo-
king a sense of veneration; quite apt to
be a prelude to Syama Sastry’s mag-
num opus, Palintsu Kamakshi. The
structural beauty of the kriti was heigh-
itened by the improvised embellishment
that Mala-Hemalatha combine worked
on, in a spontaneous swara dialogue.

But why did Mala relegate the Nira-
val phase ? It is not Mala alone but
most of the instrumentalists feel that
Niraval — thematic improvisation — is
superfluous in an instrumental recital,
as the sahitya is never heard ! But when
an artiste takes pride in following a
gayaki style playing the kriti as it sho-
uld be in vocal form, Keeping to the dic-
tion and tonal nuances of sahitya, why
shy away from Niraval ?

The phase should add to the quality
of the performer and enrich her musical
vision. Pallavi vinyasa is no exception
to this. The raga is elaborately pictur-
€d, even tanam given its due but the
vinyasa gets a short shrift. giving way to
the Trikala and Tisram and grand raga-
malika swaras. Mala’s Mohana Raga
Pallavi was good with all these appen-
dages. She could avail of Niraval as-

PECt and make a wholesome fare of the
recital.

The instrumental ensemble Venu-
Veena-Violin, by Vaidyanathan Sisters,
Mahalakshmi, Saraswathi and Mangala
has not been a fresh venture. The sis-
ters have been on this experimentation
for some years now and given perfor-
Mances in local sabhas. Under the
guidance of their musician-father Gana
Bhooshanam Vaidyanatha Bhagavathar
they have leamed up to give a well-
Orchestrated ensemble programme.

Which adds a variety to concert presen-
tation.
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There were streams of =«

| >0Ngs well
articulated to orchestral exposition
such as the Sri Raga Pancharatnam, the
Bhairavi Swarajathi. the rare nue Niro-
shta, a Ragam-Tanam-Pallavi Suite with
a multi-hued garland of Swaras and g3
colourful Ragamalika etc.

| , In their reper
toire presented :

While one admired the sisters’ ‘syn-
chrony’, one awaits their mdﬂuduailty
coming into bold relief with greater em-
pPhasis on improvisations

The ensemble was accompanie
a spirited Mridangist N. Chidambz
with Venkatesh making his strides
Morsing.

Lecture-demonstrations are becom ng
a regular feature in the cultural milieu
as its educative value cannot be under-
estimated, especially in these days
when more and more students are com-
Ing forth to learn the art with earnest
desire of performing.

One such valuable event was orga-
nised by the Bhakta Rasika Ranjani

Sabha.

Writing on the Lec-Dem Bangalore
Vijayalakshmi gave on ‘“Ragam, Tanam
and Pallavi”’, Shri P. N. Krishnamoorthy

writes :

[he lec-dem was well received by the audi-

ence. It was a well prepared and well deliver-
ed lecture which gave a detailed exposition of
all aspects of Ragam, Tanam and Pallavi.
Vijayalakshmi explained in detail the art and
science of Raga exposition. She went on to
describe In detail the various types of lanam

singing, many of which are, unfortunately, not

In vogue any more. She then went on to ela-

borate the detailed procedures involved i the

classical exposition of a Pallavi.



For practical demonstration, Vijayalakshmi
chose Bhairavi and sang it in detailed and ela-
borate manner. This was followed by a ﬁnﬂ'
rendering of Tanam, She chose a four-kalai
Pallavi in Khanda Jathi Triputa Tulﬂ._.- :jnadﬂ
popular by her Guru, late Alathur. Snmvasa
Iver. After going through the entire gamul
of Anulomam, Prathilomam and Tl'lisran?, 'th-;:
Kalpana swaras followed both in the original
Bhairavi raga and also in Ragamalika. 'ljhe
lec-dem was indicative of the serious attention
she had paid to all aspects of Ragam, Tanam
Pallavi which is the tradition of the Alathur

School.

She received excellent support from Man-
wala Vaidyanathan on the Violin and Sri Sri-
dhar Parthasarathy on the Mridangam.

It is aimost a dream come true. For
long, there has been a proposition to
bring the ‘buds’ of the Sangeetha Vidya-
laya to the performing stream, to help
them assess their aptitude and applica-
tion and improve their musical skills.
Exposure of this kind, on the home
base, it was believed. would be one of
the better ways of extending music edu-
cation and promoting talents.

The monthly Talent Exposute Con-
certs flagged off to a Promising start in
July with a vocal recital by Ganga Ra-
jan, who has done her Diploma in Music
of the Bombay University and Advanced
Course under Smt Kalyani Sharma of

Semmangudi School.

a  promising ar-

N_nnd”&_kumar. In
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' It ists in the seri-
fact the budding Mndgngls
es have all been trained by Nandaku-

mar.

Begada, Simhendramadhyama'm (Ga-
napathaya) Mohanam (Narasimhaga-
chcha) and Kharaharapripa (Satatam
Jhavaka) made good selections, with
the Lakshmeesa Tala Tillana adding a
complex rhythmic dimension

The vocal session was followed by a
Veena duet by Suman Mohan and N.
Anuradha. They are a strange duo
having been drawn together in fine arts.
Belonging to different streams in edu-
cation, they have been paired in the
training of Veena, under Kalyani Shar-
ma, learnt together, and passed the Dro-
ficiency certificate, Shanmukha Sangee-
tha Mani last year creditably. Naturai-
ly synchrony was the highlight of their
play and one could notice a subtle
style in their rendition, not giving in to
any noisy twangs or clanging Taans.
The highlight of the evening’s recital
was Kalyani with a Ghana Ragamalika
Tanam which they neatly improvised,
followed by Tyagaraja’s Sundarini. Na-
garaj’'s Mridangam was amiable.

The month of August had three ses-
sions shared among itwo sets of teen-
agers and a fairly senior group. The
opening was by Gurumani Krishnan, a
recipient of the Cultural Talent Search
Scholarship (10-14 years group), learn-
Ing under Meera Nathan, herself a Sa-
bha product, trained by the veteran tea-
cher Vidwan S. Ramachandran. Endow-
ed with a voice with good volume and
range he rendered the songs, Sitapate
(Khamas), Naradaganalola (Atana) etc.
In succession with meticulous clarity.
With training in the inherent nuances of
the Ragas and Kritis he should be able

to launch on the Kalpana sphere. Ac-
companying him were Lakshmipriya,
(trained under the eminent guru
T. S. Krishnaswamy and now lear-
ning from Visalam Vageeshwar), who
adhered to the tonal purity and Vivek
Rajagopal (Mridangam) who kept on to
nis ‘Saukhyam’. A student of Jayalak-
shmi Gopalakrishnan, Gururaj Rao, kept
‘Sangat’ on Ghatam.

The Veena duet by Niranjani and
Shobha (students of Mangalam Muthu-
swamy) was channeled through concert
craft with orchestral effects The en-
thusiasm they showed in the popu‘ar
repertoire held a promise for their com-
petence. Each has a facility for finger-
Ing with gamakas. Niranjani is a reci-
pient of the Government scholarship
and both, with intense training and some
application of their own towards Imagi-
nation, could register good progress.
Narayanaswamy’s Mridangam was ac-
commodative, with Promod Nair (Gha-
tam) enhancing the rhythmic beauty.

The senior group, Narendra Kashyap
and Shyamala stole the thunder by pla-
ying Malkauns on Sitar. Trained by
Pandit Kartick Kumar they have follow-
ed the deflective elegance of the mas-
ter. The twangs gave it the vibrance
and vigour too. Keeping Tabla Sangat
was teenager Hemant Koppikar, train-
Ing under Pt. Sadanand Naimpalli.

Amidst lashing rains, the September
Programme caught the talents in a tor-
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ber_suite with an Ata Tala Varnam in

sustaining pace and continued to pour
music of Madyama Kala in Abhogi

(Manasavrata), Simhendramadhyamam
(Asafndadum) etc. till she settled down
to a more sober Sankarabharanam Bri-
hadeeswaraya Namasthe, packed with
Niraval and swaras. Chidambaram. an
experienced Mridangist gave an INsSpir-
INg support.

The concluding session of the day
was a Vocal duet by Supriya Mahade-
van and Padma Swaminathan learning
under Lakshmi Ganapathy. The melo-
dy waded through rare Ragas and Kritis
culled out from various composers !
Kapi Daru Varnam of Muthiah Bhaga-
vathar, Dikshitar's Parmeswara (Natai),
Annamacharya’s Madhavakeshava
(Shanmukhapriya), Syama Sastri's Ma-
yamma  (Natakuranji), Kshetragna’s

Lemaro (Saveri). They have good voi-
ce and reach and they need to harness
It to gamaka so as to make it more pa-
latable.

Kannan (Mridangam) and Harishan-
kar (Ghatam) gave a good support to
the duo. A promising quarter at that.

KINNARI



Sri Shanmukhananda Fine Arts & Sangeetha L,
Sabha [Regd.]

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

WINTER FETE --- NOVEMBER 1993

Programme Sponsored By

INDUSTRIAL OXYGEN COMPANY LIMITED ,
Nariman Point, Bombay-400 021. h

A

20.11.1993 — Saturday — 6.00 p.m. |
Shri O. S. THYAGARAJAN — Vocal Recital Jl
21.11.1993 — Sunday — 6.00 p.m. '
Shri T. V. SANKARANARAYANAN — Vocal Recital
| I
- Accompanying Artistes .
Shri M. CHANDRASEKARAN —Violin
Shri Tiruvarur BAKTHAVATSALAM — Mridangam ,J';

Shri Palghat SUNDARAM — Ghatam

Venue : Indian Gymkhana Grounds, Matunga, Bombay-400 019.
“M‘

MUSIC COMPETITION PRIZES

The Prize Distribution Function for the winners of the Annual Music Competition

conducted in July — August will be held on Sunday the 21st November 1993 at the
Indian Gymkhana Grounds,

Maestro Shri T, v, Sankaranarayanan has Kindly consented to give away the prizes
at his auspicious hands before the commencement of his Music Recital.

DIKSHITAR DAY

9-12-1993 — SUNDAY
6.00 — 7.00 P-m.  Kum. Rupa Ramakrishnan

==Y

(Student of Smt. Meera Nathan) oy
Kum. N. Lakshmipriya

(Preser}tly Student of — Violin
Smt. Visalam Vageeshwar)

Shri Sriram Suryanarayan — Mridangam
Shri L. Shankar — Ghat
(Students of s
Shri T. S, Nandakumar)

7.05 — 7.35 p.m. Kum. Latha Srinivasa Raghavan — Vocal

(Student of

Smt. Lakshmi Ganapathy)

Kum. N. Lakshmipriya — Violin
Shri L. Shankar — Mridangam
Shri Sriram Suryanarayan — Kanjira

7.40 — 8.10 p.m. Minij Vadyalahari by ‘Buds’ of
Mridangam Class of

— Rhythmic (Tala)
Shri T. S. Nandakumar

— Ensemble

M“Mm

T ey . W A

39TH ANNUAL MUSIC COMPETITION --- 1993-94

The Thirty-ninth Annual Music Competition will commence on ar?d
from Saturday the 22nd January 1994. The Competition will be in Carnatic

Music : Vocal, Veena, Violin and Mridangam; Hindustani Music : Sitar &
Tabla.

Entry forms can be had from Sabha’s Office between 5.00 p.m. gnd
7.30 p.m. from 1st December 1993. The last date for submission of Entries
duly filled in is 31st December 1993 along with an Entrance Fee of Rs. 2/=
Per entry.
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SUB-COMMITTEES FOR 1993-94

1. ACCOUNTS ey, G
Shri J. Srinivasan 1

Shri E. R. R. Chari
Shri G. Rajaraman
Internal Audilors
2. MEDICAL CENTRE rnonied WS
Shri R. R. Rao
Dr. K. S. Varadhachary

Shri V. Rangaraj
Shri N. Parameswaran
Smt. Jamuna Varadhachary
Shri S. Venkatachalam
Dr. L. G. Bhat
Dr. V. B. Sambaragi
Shri D. K. R. Rao
Shri S. S. Rajan (Garodia Nagar)
Dr. K. S. Murthy
3. MEMBERSHIP
Shri G. Rajaraman
Shri R. R. Rao -
Shri K. S. Krishnan
Shri P. S. Subramaniam
Shri E. R. R. Chari
Shri S. Viswanathan
4. MUSIC SCHOOL & SHANMUKHA
Shri Jayaram Mani — Convenor
Dr. (Smt.) Sulochana Rajendran o
Smt. Vijayalakshmi Nathan
Shri Vinod Babu
Shri R. Srinivasan
5. STAFF
Dr. V. Subramanian
Shri P. R. Krishnamoorthy
~ Shri S. Seshadri
sﬁlfj'N’ﬁhr&Hgs’warm Ut | A\ il
i B. M. 'ﬂ'ﬂﬂ — Co-ordinator

— Convenor

6.

B r. V. Suhramaman
~ shri P. R, Krishnamoorthy
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