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“They alone live who live for others” -

said Swami Vivekananda, and how true this
pefits M.S. Subbulakshmi, the “Queen of Songs’,

and the popular MS to millions of her admirers
all over the world, and her husband, T. Sadasivam,
the solid support that he has been, “nurturing
MS and her music with tender love and care".
The octo-nonegenarian couple, who recently
completed 80 and 94 years respectively, are
role models who live for others.

‘Ageless Voice’

A rara avis, the woman of the century, in
the world of music, in the field of culture, In
whole of humanity, making history through Music,
MS is the very embodiment of Nada in all its
aesthetic and devotional sense and her music
though sown and nurtured in Karnatak tradi-
tion (not region, please), has grown in dimen-
sion and depth beyond language and region
over the expanse of the universe. Her voice Is
the voice of the century and is ageless. It Is a
voice that has made a Tapas (penance) of music,
perennially singing the praise of God and has
thus attained an enviable dignity and divinity.
For seven decades now (MS made her debut
at 10 at a wedding), her voice has enchanted
millions the world over and served many a noble

cause.

Many at 80, more so with artistes, go
into self-imposed retirement, owing generally
to physical infirmity or the frustrating feel of
the age and a growing sense of dependence
on others, something so long alien to them.
But not MS. She has not lost her voice sheen
nor its vitality or verve. On the other hand, with
a contentment of fulfiiment and a surge of de-
votion, her voice which once shone in shim-
mering resonance and embellished ripples has
now settled to a reposeful caress and sedate
devotion in mellowed glow.

“MS", wrote a music know-well, "is per-
haps the lone exponent of Carnatic music ac-
ceptable to audiences anywhere - Mylapore or
Matunga, New Delhi or New York, Bheemavaram
or Banaras, Kozhikode or Calcutta. Her pen-

chant for pure classicism impresses hard-boiled

S

MS - Melody Supreme

‘Vidwans' and her soulful Bhajans delignt cos
mopolitan audiences, which Is why MS Is a
phenomenal success - the kind of which no
musician in living memory has equalled.

And this phenomenal success she has
not accomplished by mere chance. She too had
to go through the “inescapable grind”, before
she could make an impact. She was like an
uncut diamond and thanks to the relentless efforts
of her husband T. Sadasivam, "the diamond
was cut and polished to shine in all its glory
and brilliance”. Her refreshing idiom within ths
gamut of conventional expression, ner vast
repertoire ever increasing and her scintiliating
yet sedate style ever charming - are factol
that made her the darling nightingale of
Music world. And in this Sadasivam's careiu
if not domineering overseeing has played |
insignificant part. MS herself acknowledges thal
“he gave artistic shape and definition [
ideas of music which were running wild

Musician of the World

It was perhaps in her very genes ihal
MS turned out to be a perennial student evel
thirsting for more depth, polish and finesse v hich
made her the great musician of the worid thas
she is. For, her grounding at tender age undel
her mother Veena Shanmugavadivu gave nhel
the firm foundation. Though she had a shori
stint of conventional training under Maaural
Srinivasa lyengar, financial constraints com

pelled her to reseek tutelage under ner mothel

May be a divine ordain - for this with the con

stant boost of her sister Vadivambal (a \ ainika

and brother Shaktivel (a Mrudangist) paved th:

way for her impeccable style. To which hel
husband. when he took her under his wWings

added discipline and proportion. Besides the
Sangeeta Bhishma Pitha Semmangudi Srinivasa
lyer, has had quite a role to play In MS's musi

cal form as a mentor and preceptor

Long before she was hailed the “Queen
of Songs" by Pandit Jawaharlal Nehru (“the mere
Prime Minister"), MS stormed into the bastions
of the Gharanedars of North and established
her sweet supremacy. Her Sankarabharanam



at the great Vikramaditya Music Conference
o': 19483 at Bombay, where every musician of
the country who mattered was present, moved
arand masters like Pt. Omkarnath Thakur; and
later on 90 year-old Ustad Alladiya Khan of J'aipur
t—thlraull Gharang, touched by her Pantuvarali
Oﬁssed her saying that the future was hers.
Sarfk;agi have a clear picture of what her
e ra' 1Eranam and Pantuvarali would have
e elched as they were in Kritis like
drojadalanetriand Ennaganu Rama Bhajana
a scintillation still lingering in one's memr{:ry l

Seldom has the soft-spoken MS ¢
ggéhw:rt: th_e memories she cherishes In ?Jl:'::
e n:; ;Tstance, she rgcalled how Veena
whorlch “tl';'the‘ great Vainika, after hearing
ary s IS girl has a great future”. Simi-
e B N she was recording the song Bruhi

edi at New Theatres, Calcutta for the

To Sublime Heights of Sublime Bliss”

I. E us‘
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‘ ondicherrv 1 :
{EEIGC’IOUS voice at Gﬁgggfyh LIStEn.
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enchanted the whole world when a fjjm
Was

shot in Tamil and Hindi.

MS has the ‘elusive indefinable qjf

transforming a composition into |
.',' W & a m
melody"”, said a scribe. And this had begide

than testified to by the songs of Meera th
, [he

film that shot her to greater

ning the role of Mee?a andrsf?nrgi?qss;r?he ch
of th;—: saint became the very saim-sine ok
pearing on the huge screen at one of thge;ﬁ i
at Delhi where Pt. Jawaharlal NehrS e
Mountbattens were present, Sarojini NaidLLJj saa?dd

will be proud that India i |
n th * -
supreme an artiste '> generation has Produced sg

As a sequel Sarojini Naiduy Surrendered

Courtesy : “A Garland”

neaning, song structure, entere
t €8S practice session before pre
0’ s by '
m)latform or for recording. No ‘instant
Mor. Ner carrier. It has always been a perfect prod-
re | .

uct she presented whatever the time constraint

in preparation. No better example could be given artistic
g any humility personified. If, on the one hand, she

sing that piece’. Touched by the Mahatma's

her pre "Nighti
prestigious Nightingale of India" title to the

d into an end- between classical Kritis of the Music Trinity

senting it on Swati Tirunal of Papanasam Sivan. Strains ol
stuff in devotional melody in poised evocation lulled
the listeners in between weighty Alapanas, 10!
lowed by monumental Kritis embellished wilh

tapestry of Niraval and Swaraprastharas

“Bhiksham Dehi”

dmiration of millions of listene

“No other Indian singer has so profoundly captured the hearts and a
lay and the learned alike as M.S. Subbulakshmi Her concerts are organised since she is a draw, draw

ear her over and over again, to be entranced to be transported at lea
and trangualiity It is no exaggeration arbolism to say. the

an atmosphere of worship @

because the listeners throng to h
for a while to the silent world of harmony

whole audience settles down as one maf to
mencement or “Dakshinamurli Stotra’. This spiritual experience gets all
pounded when the concert is one for a humane and worthy cause

thE PTWME'JHFHTQF:HH

On hearing her sing ‘Annapurnashtakam’, Sri G.D. Birla
inaugurate a conference in the city, turned to Sri T. Sadasivam by his side and salid, Ye:
. Music Academy. | shall soon have it done. He did Il

minded me as to whal | should do for the institution

Such was her moving way of intoning “‘Bhiksham Dehi" of the sloKa
T.S. Rangarajan
“ourtes) Kuraivonrurm ,.

in “Ideal Couple Cc

is an ideal Indian housewife, worshipping nel
-“{“; ;I !

husband in every sense of the word,
s something

mility towards the art and art criticism g
rare to come by in such a celebrity. 10 cite all

example

Way back in early sixties
Delhl was honeslt E‘I]»__"._;t"_]h_ to comment Ol
“the enchanting stance, ‘Navakkiniya
Namam (Mohanam) if tself left such a fond
thrill that the SlICK-SPICY SW araprastharas that i
peaiedaﬁuperﬂuou:a appendage To which anirate oad
reacted with fury (it was perhaps nhe who had melicu

Awilecqx

planned the programme) whilst MS humbly aCKnus
that she too felt so after rendering the Swarapra -1}

Considering her ‘musical supremacy
international fame, a question that naturally arises
in one's mind IS What is her reactior to the
Fusion Music that is the latest rage”

The answel coul

expressed some years ago on the
Hindustani - Karnatak systems, evolving a com

mon idiom. Firm was hel observation
"It will be good I each system maintains its indi-

op and no fusion IS forced

esteem of her music, MS worked overnight setting
to tune. learning and recording It al the AIR
studio just in time to be played the next day for

his birthday in 1947....

By then MS had become
an “instrument of great causes.” It al started

in April 1944 with five benefit performances for
the Kasturba Memorial Fund al Bombay's
Brabourne Stadium. A spate of benefit pertfor-
mances followed. The world's gratitude goes
to Rajaji who has been the key figure in moti-
vating these. In fact, MS's performances since
late forties were for one cause or the other and
they outnumbered her regular Sabha cutcheries
of classical Karnatak Music, enriching many
worthy great causes. No exaggeration it is when
Dr S. Radhakrishnan, former President of In-
dia. said that “Her music is a gift of Gods which
she has placed at the service of the nation”

Naturally, the price of her celebrity sta-
tus and serving a cause took her towards changing
her concert pattern. Often one noticed poly-
glot Bhajans, Pasurams and hymns sandwiched vidual tradit

-

a critic-in-tne fi

well known as

NAras

d be found in her VIEWS
U|t"l'1t.j Ol the



"Dasarati, how can | repay my debt to You. Yoy Wh
have spread my fame to the heart's content over far cnsta,:,

places."

In the same breath she said :

| do not think we need force the phase of the two
systems of the Indian music coming near to each other. Nor

do we evolve common modes. We have taken some Ragas She may wonder how to repay her deby
from the North and some of our own like Hamsadhwani,

, . to Him'. But has she not already been offerin
Kirvani, Simhendramadhyamam ete. are getting more popular J

in the North and are actually being handled by the Hindustani everythmg- her VO_ICe, her Wea'th- her mind, her
memory - everything to Him? Has she Not cre.

ated a new religious awakening, a Bhakt; Culf
| _ _ amongst the people? Has not her musijc been
Hindustani flashes brought into Karnatak sys-  an ingtrument of national Integration ang ;).
tem by some musicians, she had this o say : {yral synthesis? Could anyone keep count of

Every musician feels happy to sticking to the the number of her records - LP Gfamaphone
Sampradaya of the system to which he/she belongs. If a  Cassettes - which enshrine her SUpl’abhathamsl

bee that generally hovers around a rose garden and gath-
ers (he nectar from the roses, once in a way hovers around Sahasranamas‘ Ashtakams, SIOkaS' Pasurams_

4 Jasmine plant and gathers Jasmine honey, let it do so." No Hymns. Patriotic SONgs, Bhajans' Aﬂnama(‘:harya
Nk dore Sankeertanas, Melakarta leave

alone public concerts.

musiclans.

Honqurs have come to her from all quarters.
And there is no place no occaslon where she
has not sung, and no cause (o which she has

not lent her voice. Her participation at the
Edinburgh Music Festival,

her performance at the

It is time

ered a subject worthy of a Nobe| Prize and MS-
sure would be the first to deserve that award.

visited the Dikshitar family, took Muttuswami

‘called his disciples

Dikshitar’s "Meenalochani"

By S. Sankaranarayanan

The period 1750-1850 is the Golden
Age of Karnatak Music, during which the
Trimurtis - Syama Sastri. Tyagaraja and
Muttuswami Dikshitar flourished.Dikshitar is
the youngest of these three great cComposers,
He was born as the first son of Ramaswam;
Dikshitar (himself a celebrated composer)
and Subbalakshmi Ammal in 1775 in
Tiruvarur in Tamil Nadu. (Syama Sastri and
Tyagaraja were also born in Tiruvarur),

like  'Sarpjadala netri’
Kamalanayana’ etc.
llke the petals of lotus"
But why Devi should be
fish-like eyes?

Rajivalochana

dare quite common

There are certain

the swan (Hamsa)
and takes only the former

Dikshitar acquired proficiency .in music ,
IS another such poetic concep

and Sanskrit at an early age. When he was
about 16, one Chidambaranatha Yogi, who

t. It Is believer

ones follow the mother wherever she goes
Sometimes, the mother does nof get enougl
food to feed them. On such occasions
according to the traditional poetic concept

Dikshitar with him to Varanasi. and both
resided there for five years. While at Var-
anasi, the Yogi initiated the young Dikshitar

| What does "Meenalochani" mean? The
literal meaning is 'fish-like eyes . Expressions

meaning " having eyes

poetic concepts in
Sanskrit literature. One such concept is that
Separates milk from watei
‘Fish-like eyes'

described as having

that the mother fish feeds her iIry. The young

ry

Into Srividya Upasana. On his return journey the mother fish merely looks back at the
from Varanasi as advised by the Yogi, and, instantly, the young ones feel a sense
Dikshitar visited the Subrahmanya Temple at Of satistaction as |f they had taken son
Tiruttani in Tamil Nadu. He had a vision of food. Having looked back. the mother goes

Lord Subrahmanya, and composed his first On With her search for food.

Kriti on the deity : "Sree Nathadi Guruguho
jayati jayati" in Mayamalavagaula.
‘Guruguha” (Subrahmanya as the preceptor)
was his Mudra or signature. That was just
the beginning; hundreds of compositions
were to follow.

Kataksha. Thus "Meenalochani

of the fish to extinguish our desires

Dikshitar was an Advaitin, believing in
the Supreme Being without attributes. Nev-
ertheless, he also accepted and practised
Sagunopasana, worship of deities. He com-
posed Kriti-s on almost all the gods and
goddesses of the Hindu pantheon and spe-
Cifically on the presiding deities of many
temples of South India, Varanasi and Nepal.

At 60, when he realised that the erd of
pilgrimage on earth was nearing, he
and asked them to sing
his cmpositions on Devi. It was Dipavali day
In 1835. The disciples started singing one of

All the methods prescribed in

path involve extinction of desires. An

grant it.

his "Paasamochani" as the very next word

shackles.

his Kriti-s on Maduraji Meenakshi, The Tamil word 'aasaapaasam’ is ex-
Meenakshi Memudam dehi" in Purvikalyani pressive - desires that bind us to the world.
(Gamakakriya, according to Dikshitar Dikshitar describes the Goddess as
SChool). As they sang ~ "Meenalochani ‘paasamochani', liberator of the self from the

Paasamochani" in the Anupallavi, he asked
them to repeat those words a number of
times. As they were doing so, he raised his
two hands in Anjali over his head and uttered
‘Sive paahi’, He then breathed his last

fetters of desire.

Tyagaraja, too, appels to Sri Rama to
show His Kataksha. In a Kriti_in Bilahari,
Sarasiruha nayana’, he says : 'Oh Lord, with

P

The Devi's eyes have the capacity ti
extinguish (as different from tulfilling) all the
desires of her devotees by a mere glance
should be

taken to mean having eyes similiar to thos:

scriptures for making progress in the Spiritua

Dikshitar significantly uses the epithet

meaning liberator of the Spirit from mundane

¥

a8

UP-
asaka of Meenalochani gets this experience
when Her Kataksha (grace) falls on him -

neither the devotee need specially to aks for
release from bondage, nor does She formall



eyes like full-b
virtuous! Your mercy alone
He says that by mere glance,
war devastated) Lanka Into a
perity before giving
a series of similies to
be like when the divine glanc
person. But before all that he s
(the second part g %
Anupallavi in this Kriti) with the words: Y,

ith affection just like the fish
Lits y Even lso. he does not

Charana

glance at

glancing at its young.

Dikshitar has composed 15 Kriti-s on Meenakshi. These include two Iin Sankarabaranam. As
these two are tuned to the notes of Western Music, they are know as Note Swara-s. Following is

the list of the 15 Kriti-s.

been

Kriti

loomed lotus! Resort of the

it to Vibhishana. He gives
lto suggest what it would

describe
pulously

is what | need addresses

He made (the
land of pros-

e falls on a
tarts the first
there IS NO

Sive Paabhi.

Kriti-s on Madurai Meenakshi by |
Muthuswami Dikshitar and Syama Sastri

Kadambar Priyaayai
Panchaasatpeetha roopini
Madhuraambaa samrakshatu
Madhuraambaa jayati
Maaghuraambaam bhajare
Madhuraambaayaah
Madhuraambikaayaam
Maamava Meenakshi
Meenakshi memudam dehi
Vande Meenakshi
Syaamale Meenakshi
Sree Madhuraapuri

Sree Madhuraambikaya
Sree Madhuraambike

Sree Meenakshi

Almost all the compositions
garland of nine Kriti-s on Meenakshi, known as

composed by himon a divine command Those Kriti-s are

Sarojadalanetri

Devi meenanetri

Nannu Karuninchi

Mariveregat,

Nannu brova Lalita

Maaayamma

Devi ni padasaarasa
Meenalochana brova

Paarvati ninnu

Courtesy : "Bhavan's Journal '

o

of Syama Sastri are on Devi in various

sri Rama as "Meenalochana®. Scyy,.

owing the poetic convention, he
flDgri Fiagma as Sarasiruha nayang

What do we understand from this ?

While God's grace fullfils all our de.

| Goddess's Kataksha goes one step,
st::tet?ért:h?t frees the Spirit form the desire .

E the Mothe
rn shackles. After all is not :
rt:woore benevolent than the Father?

Raga

Mohanam
Devagandharam
Devakriya

Paraju

Stavaraj

Begada
Desisimharavam
Varali
Gamakakriya
Sankarabharanam
Sankarabharanam
Bilahari

Athana

forms. He has offered a
Navaratnamalika'. These were believed to have

Sankarabharanam
Sankarabharanam
Sankarabharanam
Anandabhairavi
Lalita

Ahiri

Kambhoji
Dhanyasi
Kalagada

———

"Saadhincheney"

- A Critical Study

By P. K. Srinivasan B.Sc.

Five lengthy songs of g
Tyagarajaswamy have been selected and
rouped under the head 'Pancharatna
%eerfhanas” and these are rendered with
great reverance. These five are
Jagadhanandakaaraka (Nata), Dhuduku GalA
(Gowla) Sadhincheney (Arabhi), Kanakana
ruchira (Varali) and Endharo Mahanubhavul
(Sri Raga). All are majestic, appealing and
their Charanas are sung in both Dhaty and
Matu (Svara and Sahitya). The Arabhi
Pancharatna is the third in the series and
shines like a sparkling pendant dangling at
the centre of a beautiful necklace. The
musical gait of this particluar song is set in
the Thana style and Arabhi Raga enhances
its charm further. The approach at start is
satirical but later on it turns out to be Sthuthi
(praise) and Sri Tyagaraja addresses Him by

his various names out of the intense bhakthi.

Logic & Sequences

It appears that Tyagaraja has not com-
posed these five songs Intentionally as a set
OF group of compositions to be categorised
as 'Pancharatnas’ as is popularly known now.
Whosoever has done it in the post Tyagaraja
period, full credit must be given for such
grouping because there is nothing second to
this in all respects, even though many
Pancharatnas are available. If we analyse
these five Keertanas we can find a fine logic
- a step by step build up of ideas as well the
musical phrases of the Charanas..

I n the first song, Viz.,
Jagadhanandakaaraka, he calls the Lord by
one hundred and eight names. There is no
request or prayerful demand because there
IS no verb.*, Tyagaraja simply praised the
Lord, but lo! he didn't get the vision (darshan)
of his deity. He turns Introspective and
Imagines that because of himself being a bad
person, the God is not appearing before him
to protect. So he goes on listing such bad

traits commonly found amongst ordinary per-

sons, in the second song Dhudukugala and
fepents for such bad deeds. A little thinking
later makes him to realise that he is not as

bad as enumerated in that song and in a
compromising mood consoles himself that
God always taunts his devotees and as such

his sufferings are nothing unusual. So in the
\atter half of the third song In Arabhi he calls
the Lord by his many names. At last he js
able to realise Him. and feels quite satisfied
when his Lord prescribes him the do's and
don'ts as is evident from the |ast Charana
Now his joy knows no bound and out of
ecstacy he exclaims 'Kana Kana r. >hira
describing the beauty of the Lord. He IS also
able to share the experiences of other dev
otees like Dhruva, Hanuman. Sita. Parvathi
Narada, Siva etc. Finally, in the last song o
this series, Endharo Mahanubhavulu he [&
homage to all great saintly persons who are
responsible for inculcating Shakthi in him anc
who are all a source of Inspiration for him t
pursue the path of devotion. This fifth son
Is antithetical to the second s
‘Dhudukugala’ as it enumerates the variou
good actions to be done for leading a saintly
life. Thus we can see a sequential develoj
ment from one song to the other and the
Raga Bhava of each song blends superbl
well with the Sahithya Bhava.

Similarities

All the five songs of this 'Pancharatna
group' have got some common aspects as
regards their structure.

1. All are set in one of the Gana Raga Panch

Viz., Nata, Gowla, Arabhi, Varali and Sri Raga

2. The Charanas are set in such a fashion that
they are expanding in Avaratha (Thala) as in a Va
composition

3. All the Charanas are or Swara-Sahitya tvi
.e., both the musical notes and their correspond

textual portions are sung

4. The Charanas are pregnant with beautiful

swara Korvai i.e., rhythmical patterns of musical notes

aligned to the solkattus of the percussion instrument

like mridangam

————— e amm

* .
Vide the author's articles on this subject in SHANMUKHA July, 1987 and January 1988 issues.
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5. Except in the case of Nata song, in all other
four. for the last Charana, the textual part only is sung
without its corresponding Swaras,

6. In all songs, the Pallavi is repeated after
singing each Charana. There may be some disagree-

“ment as far as the Arabhi song Is concerned, but this

is being discussed in this article in detail justifying the
above mentioned statement.
'Samayaanikathagu’ -Its place and Nature

Almost all the musicians sing
'Samayaniki thagu maatalaadeney’ after
singing Anupallavi, taking it as the first
Charana and also go on repeating this single
line after singing each of the subsequent
Charanas as in the case of a Varnam. This
is no fault of theirs because they are taught
like this by their gurus and also all the printed
books give this version only. However in all
the books without exception this Pancharatna
comes to a close by singing the Pallavi,
Sadindheney, after the last Charana and the
musicians also follow the same order while
rendering this piece.

Why this discrepancy? A little analysis
will convince that taking the line 'Samayaniki’
as a separate Charana stance and then
repeating it after each Charana is not proper
as can be seen Now.

Firstly, in no song (Kriti or Keertana) a
Charana stance is repeated after the subse-
quent Charanas. In particular it can be noted
in Tyagaraja compositions themselves, that
wherever the music (Datu) of various
Charanas in one song is different, the Pallavi
alone is repeated after each Charana. The
following list of songs may illustrate the point:

Kriti Raga
1. Ninnuvina Sukhamu Todi
2. Broche Vaarevarey Sriranjni
3. Enthuku nirdaya Harikambodhi
4. Sri Raghuvaraaprameya Kambhodhi

So in tune with this, it will be logical to sing
'Saadhincheney’ only and not 'Samayaniki
after each Charana and that would keep this
in tune with the other four of the Pancharatna

group.

-

IS

Secondly, if we consider the
Mukanaprasa (Yadhukai-monai In Tamil) as
pect, then it will confirm that this ‘Samayaniki
can be a part and parcel of the last Charana
only and cannot be detached to acquire af
independent status. A good number of
Sadguru’'s compositions have been mutilated
by splitting the lines haphazardly without
giving any thought for their poetical structure
This is also one such case and let us observe
its structure by rewriting this Charana as a
four line piece i.e., having four quarters ke
a stanza.

Samayaniki thagu mataladeney

Sadbhakthula nadathalitnananey

Amarikaka naa pooja konaney

Alukavaddananey

Vimukula tho Jerabogu manarne)

Vedhakaligithey thaalu Kommanare

Dhamee Samaadhi Sukha

dayakudaku

Sri Thyagaraja nuthudu chenina

raakaney

Now one can clearly Pperceive

Aarambha Prasa i.e., the rhyme at the St

of each of the quarters of the Charana Vviz
Sama - Ama - Vimu - ahama

1¥f the last Charana gstarts as
Sadbhakthulu then the entire Charana fails
to answer to the Prasa (rhyme), a condaition

so essential for the poetic structur of :
musical composition, strictly adhered to by
Tyagaraja.

Furthur as per the above order,there
will be eight Tala Avarthas whereas i
Samayaniki 1S detached and given an Inde
pendent status, there will be only Sevell
Avarthas, an odd figure. Even though there
is no rigid rule regarding the number Of
Avarthas, yet when it COMEs to a question
of assessing the merits of the twe, the former
scores one point overl the latter. In general
the Avarthas are always in even number,
whatever may be the Tala, Adhi, Jampa,

Again, It we consider the sense COn-
veyed by these WO lines viz., Saadhincheney
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and Samayaniki thagu mataladeney, with
special reference to each of the Charanas,
then it will be evident that the Pallavi fits in
more appropriately, maintaining the continu-
ity of the idea better than the other one,
Samayaniki. This will become clear while
interpreting the meanings of the Charanas.

when we consider all the above mentioned
facts it will be clear that Sadincheney only
has to be taken for singing as a Dhruva Pada
to be repeated after each Charana

The Song, Its Meaning and Interpreta-

tions

Now, let us study the meaning of the

f Abggecag;gzeanwiiT?V?Efk" s repeated song especially the Charanas and with par
after ea IS the necessity 10 ticylar reference to the suitability of repeating

come back to the start and sing Sadincheney
after the last Charana to conclude the song”

_|If the song is concluded as Thyagaraja

nuthudu, chentharaakaney, Samayaniki

thagu maatalaadeney, the sense will be

complete now also. But instead musicians
revert to Pallavi and finish the song. Why
this anamoly and why not we ponder over

these points?

The Cause For The Interchange

Except in their meanings these two
stances have got some common aspects
because of which the change-over has es-
caped the notice of even scholars and stu-
dents of music. Furthur, the change has not
produced any jarring effect on the listeners
and Rasikas, because of the pleasing musi-
cal effect. The common features are

(i) Both are of one Avartha duration only.

(ii) Both start with the Panchama swara, and end
with the Madyama Swara with the same set of notes
as ri-sa-ri-ma.

(iii) Both are complete in their sense.

The Pallavi means, 'Oh, mind, he had accom-
plished (what he had desired), while Samayaniki when
translated will be 'Oh, he has spoken quite fittingly to
suit the occasion’.

(iv) The music portion (Dhatu) of these two aptly
fits in for repetition after each Charana producing a
delightful experience on the listeners’, ears. These
factors have contributed for the ready acceptance of
the'Samayaniki without going deep into the subject.

For the first and third Charanas, this
sarmayaniki may suit well with the ideas
conveyed in them. For the rest it conveys no
sensible meaning Whereas 'Saadincheney
fits well with all the eight Charanas. Hence

| S

Sadincheney or Samayaniki.

Pallavi - "Oh mind, the Lord has accom-
plished (what he had decided to do).

Anupallavi @ "Whatever good einl
have been imparted, he has falsified by nis
own acts and had carried out adamantly his
Intentions.

Here Bhodhinchina Sanmarga
Vachanamulu need not be taken to refer |
Bhagavad Gita utterings as generally Intei
preted by many and that he is acting againsi

his own words of advice. This phrase refel

to the established Vedic sayings and othel
moral injunctions of our scriptures, like

should not utter a lie but speak the truth,

should not steal, one should nol see WNIE€
ladies are taking bath etc., etc. Yet Krishna
has not observed these principles as |
known from the various childish pranks
known as Sri Krishna Leelas. He swallowed
mud and when questioned he uttered a cold
lie. His intention was to show his Viswaroopa
to Yasodha. In various cases of stealing
butter. his real intention was 10 make the
Gopis feel happy and be with them. He
stealthily removed the garments of the young
girls observing Kathyayini Vratha and begged
their Anjali i.e., Anjalim Yaachamaanaha as

~
YY)~

Vedantha Desika points out in his Gopa
Vimsathi. His intention was [0 purge them
from the sin of having taken of a bath
nakedly, so their Vratha might be fruitful. I
should be borne in mind that he was only
seven years old and had just entered the

boyhood, when this episode took place.

It will become lengthy 10 enumerate
various other acts of Sri Krishna whether as
a boy or as a grown Uup person, helping

Pandavas right through In their struggles. It
may perhaps be difficult to illustrate few of
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his actions herein he has falsified his own
teachings of Bhagavad Gita. The line
Saadincheney fits well as far as the An-
upallavi is concerned and there is no contro-

versy also.

The Charanas & The Scheme

There are eight Charanas in vogue and
the first one starts with Devaki Vas-
udevulaney ekinchinadu. In the first four
Charanas Tyagaraja portrays Krishna
Leelanubhavam. In the fifth he enjoys the
Gunanubhavam followed by Ramanubhavam
in the sixth. In the seventh he switches over
to Archavathara Vaibhavams and meditates
on the form of Lord Venkatesa. In the last
Charana he gets the consoling advice of the
Lord and his mental agitation subsides. This
is the scheme we find in this Pancharathna

Keerthana.

1. Devaki Vasudeva : In their previous
births both were as Adhithi and Kasyapa who
did penance. When Lord Narayana appeared
before them they asked as boon that they
should get a child like Him. Since there is
none like Him, Narayana himseif was born
as a child and thus though he fulfilled their
wish, he deprived them of enjoying his
company as a growing child. Yasodhahad the
pleasure of rearing him. Thus he had cheated
them (ekinchinadu) and had his own way
(Saadhincheney).

2. Rangesudu : Here this word should
not be taken to refer to Sri Ranganatha, the
Lord of Sri Rangam. Ranga means stage, so
Rangesudu is master of stage i.e., a good
dancer, actor and instrumentalist. Krishna
has performed solo dances for the sake of
a ball of butter, dancing to the sound of the
churning of butter. Vedantha Desika beauti-
fully visualises this dancing figure when he
says. - .
"Dadhnanimantha mukharena
nibadda thaalam
Nathasya nanda bhavaney
nhavaneetha naatyam
Avirpavadvanibrutabharanam

purastath

=" 4

Akunchitaika charanam
nibrutanya Padam
Dadhnanimantha mukharena
nibadda Thalam

Nathasya nanda bhavaney

navaneetha natyam.

Then we have got His famous Kalinga
Natana and we can switch our imagination
to the songs of Oothukadu Venkata Sub-
bayyar which are sheer ecstasy knowing n
bounds. Krishna is an expert in group danc:t
also as can be evidenced in Rasa Leela
Natanam. He can pour out divine music from
his flute.

Sangita sampradayakudu : Almost
utter this word as Saampradaya because
the printed versions The word
Sampradaaya, (the first vowel 'a’ of shor
one) means an established usage, traditiol
custom etc. Krishna followed the musical
tradition and thus was able to make men and
animals forget themselves wh'ie hearing the
music emanating from his flute - Murali. Thus
he has 'Sadhincheney 1.e., established the
traditional music.

T

3. Gopi jana manorathamu
Charana is an epitome, so as o say, c
Jayadeva's Gita Govinda. Krishna has acted
in his own way while responding to the
wishes of Gopis and made a fool of them
subdued their egoism and vanity and thus
Saadincheney.

4. Vanithala : Krishna as a child and
boy behaved in an unpredictable manner,
revealing his divine nature on and off thus
commanding reverence as well as affection
and became a darling of the Gopis as well
as of Yasodha. This line i1s the sum and
substance of all the Krishna Leelas, and thus
Saadincheney since his intention is to be In

their company.

5. Parama Bhaktha Vathsaludu : Here
Sri Tyagaraja enumerates the divine qualities
of the Lord. Quite pleasantly this Charana Is
positioned between the 'Krishnanubhava’ and
"Ramanubhava" Charanas, the Gunas nar-
rated are applicable to both Krishna and
Rama. He is much attached towards his

17
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devotees, (Paramabhaktha vathsaludu), an
ocean of good qualities (Suguna
Paravarudu), untouched by impurity right
from his birth (aajanamam anagudu); will
remove the sufferings one undergoes due to
Kali (Kali baadalu theerchu vadu); and above
all one fit to be meditated in one's own heart
(hrfdambhuja muna joothun). Y et
Saadhincheney’ his Sankalpa only he has
carried out.

6. Hare Ramachandra - Here Sadguru
addresses Rama by different names and
ends by saying that while he is praying like
this Sri Rama has without protecting him,
Saadincheney.

7. Sri Venkatesa : In this Charana Sri
Tyagaraja goes Into raptures by visualising
the Archa form of Lord Venkatesa for seeing
whom he has expressed in his Madyamavathi
Keertana that ten thousand eyes are not
sufficient to behold. As in the sixth Charana
again here also he ends that when he is
addressing Him by allt hese names, yet that
Lord in the form of Ramachandra,
‘Saadincheney,” has not decided to appear
before him.

8. Samayaniki : This is the last Charana
sung without Swara notation. That this Char-
ana does not start with Sadbhakthula, but
from Samayaniki has been studied already
In detail. Tyagaraja is in a reconciling
attitude. He says, seeing my pitiable condi-
tion and that time is not yet ripe to give
Darshan and salvation, 'Samayaniki thagu
mataladene’. He has uttered the following

words by way of consolation quite apt to the
situation.

What are those words?

They are : "The conduct of good
Bhaktas is to continue the path of devotion
to worship the Lord, not to feel dejected,
avold the company of those who are not
llkeminded, to bear with patience the suffer
Ings that one may have to face, and have
faith in Him, as one who can give real peace
and happiness”.

L

A critical study of this last Charana will
confirm that the line Samayaniki can go with
this and will be mismatch with any other line
outside this, as can been seen by |
following analysis:-

Maataladena (He has said) Emani as
what? Nadathala itlaneney (the conduct is
llke this); Alukavaddaneney (don't
Chera Pogumaneney (don't join the compa
of bad ones; Thaalu Kommaneney (bear \
patience); like this, Ramachandrudu
Sri Tyagaraja Samayanik 1agl
maataladeney, fully aware of the pitiable
situation in which Sri Tyagaraja Is plac
quite appropriate to this condition, gave
consoling words as Indicated above. Bul
not appearing before him, Inht
Chentharakane Sadincheney - witho
ing near has carried out his Intenti
staying away.

Conclusion

Thus from this detailed study of this
third Pancharatna Keerthana of Sri Tyagal
Swamy, it can be seen how apt it will be
the Pallavi Saadincheney i1s sung after each
Charana. Also we have studied how the lin
Samayaniki thagum aataladeney torms part
of the last Charana only and has '
dependant status.

SHANMUKHA
wishes its Readers A Happy Deepavali

e - l {)
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"Nada Brahma Yogi'

“Music IS my language, music is my
expression, and music is my religion". It is
all music to this profound thinker, healer,
Spiritual leader - Pujya Ganapathi
Sachidananda Swamiji. He is one who uses
things mundane to uplift humanity spiritually;
one who combines tradition with innovation;
and one who is a great believer and follower

of 'Nada Chikitsa' (Music therapy). A great

propagator of Nama Sankeertan of our times.

Swamiji teaches the people about 'living
in spirit’ through things as simple and com-
mon as 'dress, aspiration, fear, sickness,
birth, death, faith, marriage, Sadhana" etc.,
He motivates one to learn from one's own
experience. There is nothing in life like
learning. And learning through listening has
been a profound concept Saint - singers,

‘master-musicians, and Gurus in all walks of

life have propounded through centuries. More
about this later.

Swamiji is a traditionist in that he
believes in the mystical values of music, the
Cagas especially, and their therapeutic
value. No magic it is. It is very much practical
as proved by Swamiji himself. He has done
it scientifically. Ragas to him are "the un-
spoiled sounds of eternal nature, the Soul of
man, and Paramatman. In the hands of the
perfect technician, they are great forces'.
And he has proved this using the most
modern Synthesiser, an instrument capable
of producing singly or in combination the
sounds of more than 1,100 instruments.” This
allows Swamiji a wide range for healing
through music.

~ Like many great Souls, Swamiji's begin-
ning too was very humble. He was born In

‘a rural village Mekadatu (80 KMS from

d

angalore) sanctified by the confluence om
he holy rivers of Kavery, Arkavati, and Gupta
amini. His parents, Narasimha Saslry and
Jayalakshmi, were pious but poor. It was
heir piety and spiritual strength which got

™}

/

them through the life, and on May 26, 1942
Jayalakshmi was delivered of a male child
while in deep meditation on a rock at the
river -Sangam. The child was covered with
'Vibhooti’ and they christened him

Satyanarayana. The very birth of Swamiji
was a phenomenon.

The mother ordained the little boy In
the lines of 'Srividya Rajayogam’. Though
divinity was evident at an early age,
Satyanarayana was not spared of the hard-
ships of life. He lost his mother when 9. To
help the family meet both ends and to repay
the debt incurred for his sister's marriage, he
worked as a milk vendor, teacher, a mill hanc

and at times even delivered mails as a
postman. He completed his education but he

was endowed with super knowledge, powel
and Siddhis which helped him chalk out his

spiritual path with music as his soul force.

Tooday, Swamiji is a great spirituas

.teacher worshipped by people in India and

abroad. The Ashram he established in 13966,
named 'Avadhuta Datta Peetha later came
to be known as 'Ganapathi Sachchidananda
Ashram'. Located at the foot of Chamundi
Hills, about 24 Kms from Mysore, it offers
solace to poor and the afflicted in more ways
than one. The ashram has undertaken vari-
ous activities such as Spiritual, cultural and
educational. for the benefit of thousands oi

devotees.

The Ashram has a free medical cenire

which offers both Allopathic and Ayurvedic
treatments. Eye camps, medical conferences
are held. Free schools have been established
for the poor. Here the students can avail of
a number of spiritual and devotional dis-
ciplines, such as yoga, Vedas, daily worship
of God, Bhajans and also free poor feeding.
Many concerts are held In classical music
and dances. Donations are made to villages
for basic needs like water supply, consiruc-
tion of tanks, food and clothing; medicines

X &l
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are supplied during calamities. Leprosy pa-
tients are assisted. Houses for aged and
blind are set up and the blind students are

helped to go in for higher studies.

A Monthly publication of 'Bhakti Mala’
is published in six languages.

The salient feature of Swamiji's mission
is his Concept of Music Therapy. He prac-
tises what he preaches that music is "his
language, his expression and his religion.”

He views music from Yoga perspective.
Saint singers have proclaimed music as a
Yoga Sadhana. And Swamiji makes it clearer
as music "acts on 72,000 nervelets, and 14
major Nadis or nerves, each vibrating at its
own frequency.” "The devotional music be-
comes a means of the spiritual energy
transmission." Music soothens the Nadis and
lets them vibrate at the proper rate. Music
of the right type soothens the nerves, the
body and peace envelopes the mind.

Where Music is used as a therapy
Swamiji insists on the healer - listeners’
absolute concentration on the "Sound-
‘Ekagratha”. Listening, according to him, is
a special technique, where sense control or
Indriya Nigraha is required. And Kriya Yoga
(which is taught in the Ashram) goes a long
way to achieve this. It involves learning
Pranayama to effectively channel the flow of
Prana (iife force) through the Nadis and
nerves, Easily said than done. But once
practised with single - minded devotion,

surmounting the ills of body and mind would
not be difficult,

Meticulous as Swamiji is, he has com-
posed over 2,000 curative songs which he
himself sings. He knows the varying vibra-
tional qualities of the Ragas and can perceive
which melody should be sung to cure which
mala'dy. And he is also aware of the Time -
Theory of the Ragas and applies it, There
.hg.v.e been instances where chronic Virus
diseases, mental disorder, hypertensinn.
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heart and kidney problems have_ been cured
by his music therapy. The music therapy is
combined with Ayurveda, Psychol
ogy,Gemmotherapy (Mani Chikitsa) and As-

trology.

It was a unique experience for the
author when she had the fortune of partici-
pating in the 54th birthday of Swamiji in
Mysore this year. The video cassette of
Swamiji's concert at Hyderabad sometime

back (gifted to the author) was enlightening
on the therapeutic values of certain Ragas.

Here are some ..

Sindhu Bhairavi - This Swamiji explains
as Akasha Tatwa Ragam. It is the first in
Raga Ragini’ which Swamiji has composed
as his first song. The Raga can cure head-
ache, Vayu, Back pain, chest pain. It gives
freshness to the mind leading to peace of
mind. |

Charukesi - It is Vayu Tatwa that is
attributed to this Raga. Many doctors use this
Raga which is very famous as general tonic.

Bala Shanti - This Raga has got a
combination of Ragas Revathi and Ranjani.
It is ideal for small children who cannot

express their feelings or ailment they are |
Raga gives remedy to |

suffering from. This
Bala Graha Dosham.

Simhendra Madhyamam - Skin diseases.

synous problem, dust allergy and such dis-

eases get cured by this Raga.

Chakravakam - He explains it as 'Raga
Sagara Chakra", which gives soothing effect
to mind and body. It can also be considered
as general tonic to mind and body.

Jai Guru Datta

lllll
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A GIFTED POET OF THE MASSES

(Poetical Eminence of Gopala Krishna Bharati)
By N. Rajagopalan

Ngndanar. one of the sixty-three a S-
tles of Siva and socially the lc?:uliest ofp?he
sémgly-, seeks Darshan of the Cosmic Lord at

hidambaram. He is an outcaste, ynlettered
and unkempt but with a heart of gold. Bharati
makes him enquire whether he could step
inte the tewn - 'Varugalamo?’ May | come
in?). Unvarnished as Nandanar is, he is also
ortrayed as the finest symbol of culture by
opala Krishna Bharati in his pioneering
operg 'Nandanar’ |
‘Yarugalamo?"' This eng word of five letters in
Tamil contains in it all the pathos, all the
accumulated recellections of Insults, of rejection
of derision or denial....,, Is a haunting phrase
whieh must move the most hardened heart."

-G.Vanmikinathan

~Again, see the_ Intensity
craving, the immensity ef throttled emotions

gﬂﬁﬂi highlights in

Innamum orutaram p;rka veaumenru
lchchai Kollydy en manam

(My heart encases a lingering wish and longs to
have ane mare - yes, ene mare - view - darshan
-of the Lord)

Hew sweetly it is expressed and how
elegantly it is couched in words that are
endearing,saft, salicitous and lovely! Visual-
IS8 Lokamanya Tilak, Va. Ve.Su. Ayyar or
M_aha‘t‘maj,l, In hostile jails entertaining a rare
Wish to get a sight of semeone dear or
beloved, Nehru ance despaired of hearing
the %_ﬂ,[aa gf & woman for a change in the
. The Insuppressible yearning, the chasm
bottled up emotions is crushing. That Is
E;latn:‘atl's eloquence. Nandanar's mind dwells

e

-Delectablg faatures of the Cosmic Dancer, Sri

Nataraja,
- his abode at Chidambaram making it His Kailas,
- his arnaments, sartorial elegance and physical
eminence,
*his eaptivating, bewitching smile (Kurunagai), etc
Like the child that has tasted the first-
8Ver sip of the daintiest ice-cream.

Nandanar's prayerful, shy fragrant heart
cries - R, 1y, Tiag
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ef anguished

Ueh of a chance of redress that

Oh Lord! Can | have the privilege to see Thee
once more? Only once - /nnamum orutaram’
‘Bharati! You are Indeed a master

crafisman, a celestial poet of sublime emo-
tions! No doubt, you were Nandanar in your
earlier birth. It is clear that when you penned
your opera 'Nandanar’, you had only dwelt on
the pains and pleasures of that illustrious
birth. Else why should you be orphaned on
your advent on earth and ordained to remain
a Karma Yogi,a Brahmachari? Your whole life
of seventy years was spent on plals of others’
houses. You took your frugal foed at the
houses of others. Whatever you earned, you
hoarded by self-denial and left it for charity,
to which Dr, U, Ve. Swaminatha Ayyar was
witness. 'Periya Puranam gives but a spartan
reference to Nandanar: but you had woven an
Immortal opera around him. Yours was no new
birth but was only Nandanar's extended life
10 relive the experience, the sublime experi-
ence, that s the lofty preserve of saints. yogis
and seers. The Jivatma in you, therefore,
naturally looks to the Paramatma; your inno-
cent, tender, devout heart yearns to feel the
exhilaration of seeing Him just once more - a
rehearsal of what you had enjoyed, though
briefly, once. Your Advaitic soul recaplures
its monistic leanings and you are only using
Nandanar as vehicle to dilate on your Innale
urges and thoughts!”

Born poor, orphaned soon after,blessed
with an ungainly persanality - poverty carries.
or rather rarely relinquishes this asset or
inheritance! - Gopala Krisha grew up into a
Bharati, an intellectual seer, Father of Tamil
Music Renaissance and a gifted
Vaggeyakara invisibly and unconsciously but
irresistibly. He was so unassuming that when
he paid his respects to his senior contempo-
rary Saint Tyagaraja, the latter asked him
whether he knew of Mayavaram Gopala
Krishna Bharatii How could the Bard of
Tiruvaiyaru ever suspect that this poor ad-
mirer with uninviting countenance could be
that reputed Vaggeyakara! Harikatha mae-
stro Tanjore Krishna Bhagavatar went on
lauding the great opera Nandanar and its
author, Bharati, oblivious of his presence just
in front of him. Minakshisundaram Pillai,
Arumugha Navalar, Dr. V. Ve. Sa.,



Vedanayakam Pillai and other Tamil savants
have lavished praises on Bharati, fundamen-
tally a poet of the masses. His s iritual,
social and Dharmic projections were directed

towards enlightening, uplifting, elevating
boys and girls, men and women for whom

. he had immense affection. He thought that

they needed just a catalyser to set them on
the path of righteousness and well-being. He
felt eminently competent to play that role.
Like Tyagaraja, Dikshitar and Ramakrishna
Paramahamsa, he was a master of Puranas,
Upanishads and parables. Like Ramalinga
Swamigal of Vadalur, his heart was just a
house of butter that melted at the slightest
hint of sorrow, pain or distress. It was the
majesty of his far-sighted vision that created
his version of Nandanar in the opera which
electrified and surcharged the entire atmo-
sphere of Tamil Nadu from 1861 to 1950 with
dramas, musical discoursers, concerts and
two cinemas!!!

His universal outlook does not lead his
Bhakti-soaked mind and soul into a cul de

Vgandu Balakrihanukku

Gagnanikilaku

arul puriya durama? Bahuduram
Baninado in
Nagumomu
(Abheri)

Ennafkk;tﬁda Unakkenna Brova bharama

perumbharuma? (Sahana) (Bahudari)

Brova bharama
in Vandanamu

(Sanana)
Ezhaikkarul puriya ittanai Inta tamasamaite
nerama? (Saveri)

(from |Inimeetagilum (Darbar)

That Bharati is a socio-spiritual Bard of
the masses is eloquently clear. His style?
Childhood at Narimanam - not Naarimanam!
- (‘Smell of Fox'. | wonder what it means),
boyhood at Mudicondan and later years at

Anandatandavapuram and Mayavaram ex-
posed to him the innate
and robust spirit of humanity, their simple

goodness, humility

sac concerning deities other than his patron joys and destiny obscure, their radiant musi-
god, Sri Nataraja, as is clearly exemplified cal soul. The exposure he had was much

In:

Saivism: Vaisnavism;
Tumbaipoo Maligal- Tulasi Kozhdeduttu
Teduppadingey: thottu Koduppadinge
Ambala Rahasyam Ashtaksharamenru
arindukolvadingey: anbuseyvadingey

Thevaramum Thiruva-
chakamum Padippa-
dinaev

His Samarasa (cosmopolitan views ar
remarkable for the age he FI)ivecl iL. Heligioﬁ

Tiruvaimozhiyodu Sevi
ppadingey etc.

episode leading to his composi ingi
_?Pabhapqtfkku veru Daivar?:nsmg oa) g
'yagaraja is mentioned in th

b?t;gra hic presentation in A G:rla?vlg.blc:lr::g

Is a piece of his that 'illust
minds think alike: lustrates how great

(Abhogi) before

Bharati |
| agara
l:{nnli "_wurta enakkenna TMvakgafar:.
Vicharama? Vicharamu
(Ravichan drika)
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it suffered from

more Intense than what other composers
had. The soft and sweet faces of children,
the sharp, bewitching looks of boys and girls,
the unmatched service-oriented simplicity of
Indian women, etc., stood engraved in his
receptive mind like frescoes of Ajanta, and
Ellora, the epigraph of Kudumiamalai and the
cop
Though his heart hovered over Chidambaram
and its Cosmic Dte.;]ity, it learnt not or rather .
| e congenital incapability |
like Prahlada, to seek andgstrive for saﬁvatiog

to self alone. He strove to enlighten, ennoble
and enlist the

Godhood like

conflue_nce of the musical affluence of the
Carnatic

Meera, the community awareness of Sankara
and Ramanuja and the poetic
g !lango. He adopted centripetal

per plates of Annamacharya songs.

Populace in marching towards
a true seer. His mind was the

Trinity, the Bhakti of Andal and

Imagination of
musical forms,

styles and lyrical beauties. For Instance,

Nindastuti (apperently sarcastic and derisive but
deeply spiritual) diluted in Sringara to highlight
celestial & apostolic graciousness. - Peyanditha-
nal Kandu Neeyendi malyal kondai? (Saranga)

Nindastut addressd direct to Lord - a familiar

E:Y'U handled by Tyagaraja, Papanasam Mudaliar,
elc- Pichaikara Vesham Kattureer (Gowlipantu)

A succinct description of Cosmic Dance with Jatis
- a favourite of Bharatanatyam artistes- Natanam
Adinar - Vegu Nagarikamagave (Vasanta)

Art is but part and
said J. S. Mill. Agreeably,

parcel of Nature,
Bharati is a poet

of Nature in its splenderous effulgence, hay-

ing gathered his years

_ amidst fields and
‘groves, tanks and rivers, birds and animals

and intensively conversed with them for

seven decades. He grew with
here and the peepul there,
tion charmed by

Tala from croaking

the banyan
learnt improvisa-
the serpentine paths and
channels and wafting paddy crop-heads.
Tana from waters gushing through culverts.

frogs, melodic rhythm

from the nightingales/cuckoos, Sangatis from

chirping birds, Kala Tirmanams
winds and splashing

! from breezy
rains. Raga variations

from the sprightly faces of charming girls and

boys In diverse ornaments and dresses.

wisdom from young and old chanting Vedas
and Tamil hymns and the first lessons in

music from talented

girls and ladies singing

at homes and celebrations and Nagaswara-
Tavil Vidwans playng at «temples and func-
tions. He had no need to strut his neck or
strain his cat's eyes (source: U.Ve.Sa) to

assimilate the

graces of Nature since he was

himself Nature personfied in-all its plethora

of forms and shapes. For instance, he pres-
ents a vivid, crisp picture of the rural socio-

economic conditions in the song. Kannale

Kanden (Nadanamakriya). Actually there is a
‘Varshaya, varshaya’ type of down-pour of

detajls:
Kattuttazhaigalai pandalai... :
foliage available in abundance

Fandal made of

Kalgal, Kaigalillada... : handicappted clamouring

mattukkidalgai mandal; mandaiyai" herds - a
caravan of them

Vayiladavorumai natakam.... dumb presenting
action; or puppet shows on one side,

Pattuppaduvor, Talam poduvor Pasikkudenroru
Kasu Tarum: Hungry, drop a coin please’, prayers
from the needy singers and cymbol users
Ukkam Kudittidum ; drug addicts

Puralyilla andanar....chatur Vedamum : Brahmins
chanting the four Vedas.

Panti pantiyai devadasigal.... dancers in groups
and rows.

Analytic description is his forte - a great
gpal_ity that featured the writings of his
Isciple Dr. U. Ve.Sa. also. Sarcasm and
satire are the twin assets of humans of Chola
Desa (Tanjore) and Bharati is a virtuous
product of it. Here are some specimens of
varied portrayal of emotions.
Anger - Landlord to Nandanar : Adimai Velai
Seyyumunakkinda Kondattamo? Janakkoottamo?

Compassion - Slum dwellers to Nandanar
Nyayamtano neer sollum, Oy, Nandanare namma

jadikkadukkumo?
Despair-Slum dwellers among themselves.-
Namenna seyvom. Bhumiyilillada

pudumaiyaikkandom

Bhakti- Prayerful devotion - Krupa/ paramma
engal meedu (Kambhoii) and scores of such

HIs SOﬂg'F’urrru kadan kodungal -
Manidaraip - Parttu Kadan Kodungal' (Kapi
IS a specimen of his cutting sarcasm, wit and
declamation worthy of being given a place in
text books on banking and economics.

The eminence of a poet is weighed no!
only on his contribution but also in the light
of his times, the factors that governed his
life, etc. Tyagaraja and Dikshitar were
blessed with scholar-musicians as fathers
Syama Sastri enjoyed health, weaith and
Influence. Annamacharya, Narayana Tirtha,
llango and Kambar were blest with facilities
But this Bharati bade good-bye to Nar-
Imanam as orphan with perhaps his loin cloth
sans kith or kin to remove the thorn that
pricked his weak, tender leg as he trekked
aimlessly along bushy channel banks and
treacherous -field bunds, labyrinthine boot-
paths and slushy cart-tracks to Mudicondan
battered by sun, rain and wind. Mudicondan
was not the planned destination but Destiny
led him there to inhale the fragrance of
culture. He rose up to be the tallest among
Tamil composers - Vaggeyakaras. Like his
disciple. Dr. U Ve. Swaminatha Ayyar, his
love of Tamil was boundless. He was the
first socio-spiritual composer in Carnatic
music of opera in Tamil. A trail-blazer to
Mahatma Gandhi in the removal of untouch-
ability, Bharati is among immortals.

If only orphans could rise uE to the
stature of Gopala Krishna Bharathi, Lord,

Nothing escapes his keen eyes - from please let the world be of orphans alone!

the laudable to the laughable. Bharati is in
fine tune and total harmony with Nature.

rJ

Courtesy : "Yet Another Garland”



"Devakriya" and /or "Manolayam®?
By P. G. Krishnamoorthy

At a recent concert, when | was
accnmpan ln%an the Mridangam, the vocal-
‘ist sang t ikshitar Kritj "Sree
Thaarayaasu Maam” in Suddhasaveri. Usu-
ally, | enjoy such pieces for their quick and
lively tempo. But this time, probably because

my commentary on Adi Sankara's Sub-
ramanya Bhujangam s just complete and
mind is still on some of the expressions used
by Sankara, | was gripped by the beauty of
the Kriti as a literary effort and the lofty ideas
and emotions which Dikshitar has com-
pressed into just eight lines. The beautiful
structure and choice expressions used glitter
and sparkle like the Galaxy on a cloudless

sky.

The manner in which Dikshitar ad-
dresses Lord Subramanya as 'Guruguha’, the
unknown and incomprehensible, who was the
preceptor of Lokaguru, Lord Siva, Himself,
and therefore the Supreme Guru and as
‘Saravanabhava", who took his form in the
divine lake (the six syllables are of special
significance in the worship of the Lord) and
prays for emancipation from worldly bond-
age, is touching.

He praises the Lord as worshipped and
revered by all other Deities, like, Indra,
Vishnu, Kamadeva, Brahma, Bnhaspathu and
Lord Siva Himself, as one meditated upon
Ey those whose mind is not blemished by
ase feelings like lust, anger etc:, one who
IS worshipped by divine sages; one who is
the son of Tyagaraja; one who removes the
afflictions arising out of three types of mala-

dies viz., Aad hy thmrka Aadhideivik
Aadhib uuthia one whose beauty |sa sﬂgﬂ

as to put to shame even Kamadeva (Maara):
one who revel§ In the deep medrtatlc)n
(mmds) of great 'Yogis' who lose themselves

in the contemplation of th
ik ok p e Lord’'s form and

And Dikshitar i nplores the Lord to h
to cross the ocean comprising the cey'glahltr:}
births and deaths, that IS, to ‘attain’ Moksha',

Guruguha p

The song is rendered in Suddhasaveri

(Devakriya in Dikshitar's lexicon), which ap-
ears as part of the gxpression
Bhoodevakriyamoda in the Charanam. There
is a convention that Dikshitar Kntqs should
be sung in the Ragas speCIfled or [gfarre
to in the Sahitya. But in this composition,
Dikshitar mentions the name of anather
though uncommon Raga, 'Mapolayam’, a
Janya Raga of Mayamalavagowla é a [ g
a dha sa -- Sa ni dha pa mg ri in
ast line of the Charanam.

The placemenz of thlsl, term 'Manolaya’
is also rather significant ppears e
that Dikshitar hag l':!)r'ought AHQ uE his |tﬂniﬂq
ble subtle way, the inter se dqstlnctmn
tween 'Karmayagna and DBh yaanayagna
‘Gjnaanayagna'. Among the different mgg
ods of worship, viz., Eq[mamagna
Thapoyagna, Japayagna Dhy anayagna and
Gjnaanayagna, each successive one s con-
sidered superior to the preceding one.*

The first th
rst lipe of emPay avi gmig

Dikshitar's supplication for emancipation,
lowed by the description of Lord Sub
rahmanya as revered by all other deities and
gncﬁ the apg nate one to grant the boon.
e penultimate' line of the Charana E
Bhogiraaja-vinutha-paada ° Bh’dodet/qk !
moda’ where Karma like sacr|§|p|q‘ offe ngs
gr Brahn';msthPBhoo deva') ent mngé
easing to cide
Is stated to be p alan ":Lm Waéﬂgajﬁ ﬁ-*
Aadhisesha | possessing at lousand tongues
- probably even that rnuch is inadequate to

sing His prais e |
€) tlaen ast line, however,

BLR;:l;tanagg?]easatr? g{:est levels, namely,
nmmersmn in the %Lw q){a nng?’ if%atﬁteadl

for and conse att r | eat
sages, which qi'::gkqehf,n ?g}%?%%'y’ ?ﬂ Lof
the devotees - "Yog fraaja agabhedayukt a-
Manolaya-Vinoda", By the ve‘ry structure of

Swaras of Manalay a, singi
n {
in that Haga IS ound a]g evoke agé Rk

i el (14, B

Mano layam alsp

Y
]

SRI SHANMUKHANANDA FINE ARTS
& SANGEETHA SABHA (REGD.)

292 Jayshankar Yagnik Marg, Mumbai-400 022
Phone : 409 2211, 407 8888

The Managing Committee &
Board of Trustees

WISH A HAPPY DIWALI TO MEMBERS
3-DAY WINTER FESTIVAL OF MUSIC-NOVEMBER 1996

In celebration of the Birth Centenary
of Padma Bhushan, Gayaka Samrat

Shri Chembai Vaidyanatha Bhagavathar

Programmes Sponsored by :
NAGARJUNA FERTILISERS & CHEMICALS LTD.,
(Nagarjuna Group), Hyderabad.

AND

ant Kaa{h)/ap

Investment Ltd

Mehta Building, 2nd Floor, Nagindas Master Hoad,
Fort, Mumbai - 400 023.
Phone : Off : 269 2932

Regd. Office : 53, Bishop Garden, Madras - 600 028.

PROGRAMMES
HYDERABAD BROTHERS

R

Vocal Hecital

23.11.1996 | .
Saturda (D. Seshachari & D. Raghavachari)
6.00 PM.
24.11.1996 NEYVELI SANTHANAGOPALAN Vocal Recilal
Sunday
6.00 PM. | :
Accompanying Artistes for Both The Concerts
Sriram Parasuram Violin
K. V. Prasad Mridangam
N. Govindarajan Ghatam
RI GOPALNATH Saxophone
EIISC;A::I; e p Recital
6.30 P, Ms. Kanyakumari Violin
Guruvayur Dorai Mridangam
Mumbai N.H. Jayaram Kanjira
Morsing

Bangalore Rajasekhar

VENUE : INDIAN GYMKHANA GFiOUNES. Malunga_(_r(;._ﬁly), Mumbai-400 019.




10.11.1996

Sunday
6109 PM.

8.12.1996

Sunday
6 t0 8.30 PM.

29.12.1996
Sunday
6toS PM.

17.11.1996

Sunday
61t06.30 PM,

6.3510805PM.

The 43rd Annual Music Competition in C

SANGEETHANJALI
Venue : Tower Block, Convention Hall, (6th Floor)

Muthuswamy Dikshitar Day
(Anjali to the Savant - Students of Shanmukhananda

Sangeetha Vidyalaya and Mumbai Artistes).
BHARATIYARANJALI

(A musical evening in memory of the Mahakavi

Subramanya Bharatiyar by students of the
Shanmukhananda Sangeetha Vidyalaya.)

MAHARAJA SWATI TIRUNAL DAY

Talent Exposure Concerts by Students of
Shanmukhananda Sangeetha Vidyalaya

Venue : Tower Block, Convention Hall, (6th Floor)

Master L. Ramakrishna _ Violin Solo
(Student of Smt. Visalam Vageeshwar

Shri K. Kumar _ Mridangam
(Student of Shri T.S. Nandakumar | |

Shri V. Ramaswami | _ Vocal
(Student of Diploma Class)

Kum. Lakshmipriya - Violin
(Student of Smt. Visalam Vageeshwar)

Shri K. Kumar - Mridangam

ANNUAL MUSIC COMPETITION 1996-97

Sitar and Tabla will be conducted in January/February 1997 commencing on 25th January 1997.

The Sabha has as many as 38 groups of Competitions and Endowments Instituted '
and by itself, earmarked for prizes to the winners Ly ed by lovers of Music

There is little dou

talents (in varying age groups) in the s

exposure.

Entry forms and detall

31st December 1996,

bt that such competitions organised year to year go a long way in not only scouting
pecialised areas but also encouraging the budding aspirants in further

Participate in large numbers

1.11.1996

Members of * .
P e wﬂm:nfggpa aré informed that by a resolution passed at the |

This concession is avaif

S. Seshadri
V. S. Amarnath Sury
Hon. Secretaries

CONCESSIONAL LIFE MEMBERSHIP FEE

ship Fee of Rs ki ast Annual General Meeting, the
hin ol:1 | 2000/- against the regular fee of Rs. 5000/- has been reintroduced.

y to those ordi
July 1996 and open upto 31st - ety dinary members, whose names appear on the Rolls as of 31st

of Rs. 10@,“? mﬁ: In one lump payment of Rs. 2000/-

. | at the time of admission or in two
st at‘tho time of admission and the second and final positively gﬂunarl {;:t;rlén g?tsat

In th? prescribed form available at the
abha's Office along with payment and

MEMBERSHIP DATA

Sabha's Office forthwith thei
| r membership details along with their
ntalong with the Annual Reportin order to facilitate compgutarlsation

arnatic-Vocal, Veena, Violin and Mridangam and Hindustani -

S are available at the Sabha's Office from 1st December 1996. Entries close on

Persian Airs and Indian Music *

By Jaideva Singh

The very name lran, the ancient and
now the Dﬁ‘ICIa! name of Persia , shows that
it is a land which was inhabited by Aryans.

The documents of the Achaemenid rul-
ers, which were cut into rock or baked in clay
tablets, are available in three languages
which were then current in Persia - Old
Persian, Elamite, and Babylonian. The official
records kept in Old Persian of the rock
Inscriptions, resembled cunciform signs. Old
Persian belonged to the Indi branch of the
great Indo-European family of languages, to
which Zend or Avestan, the language of the
earliest Zoroastrian texts, was closely allied.
The trilingual inscription of Darius in the 6th

century B.C., on the rock cliff of Behistun

runs thus :

"l am Darius the great King, King of Kings, King
of lands peopled by all races, for long King of this great
earth, reaching even far away, son of Hystaspes, the
Achaemenian, a Persian, son of Persian, an Aryan of

-Aryan descent".

Khusro | (A.D. 531-597) of the Sassan-
lan dynasty had many Sanskrit books trans-
lated into Pabhlavi.

There is therefore, a good deal of
similarity between the civilization and culture
of Persia and India. There was also a good
deal of trace between India and Persia during
the olden times. A close contact was thus
maintained, and each borrowed from the
other in the realm of art, particularly in music.

The Persian music was based on
Magamat which were at first modes and were
later turned into melodies. The singing of the
Magamat was associated with certain hours
of the day, for example, the Magamat Ishaq
was associated with sunrise. Nawa was
associated with midnight, Busaliq with after-
noon, Huseni and Zangula with three hours
before sunrise, Iraq with noon, and Kujak

with three hours after sunrise. The Magamat
were the counterpart of Indian Ragas, and
just as the Indian Ragas were associated
with certain hours of the day, even so were
the Persian Magamat. Association of Ragas
with certain hours of the day is a very
peculiar characteristic of Indian music which
Is hardly to be met with in any other system.
Therefore, Kurt Sachs and other European
musicologists believe that the idea of asso-
clating Magamat with particular hours was
borrowed from the Indian system of music

It Is also believed by some musicolo
gists that Katyayani or Shat-tantri Vina ap
peared In Persia in the form of Santur. While
the Santur went out of use from other parts
of India, it came back to Kashmir from Persia
This is the only part of the country where i
IS still played by musicians.

It Is said that Bahram Ghor, an lranian
King of the Sassani dynasty, got from India
some four hundred musicians to lran. These
musicians settled down at various places in
Persia and must have influenced the music

of the country.

But it was a two way traffic between
India and Persia, While Indian-music went to
Persia, Persian music also came to India. The
greatest contribution In this respect was
made by Amir Khusro. Himself a master ol
both the systems of music, he made a
judicious combination of Persian Maquams
and Indian Ragas and created a number of
Sankirna or mixed Ragas. The Ragas atirnb
uted to him are- .

Iman, which was a combination of
the Indian Raga Hindol and the
Persian melody Nairez.

Muwafig, which was a combination of
Todi and Malvi and the Persian

* From AIR Broadcast.

29



—

With

Best Compliments

30 .

Melodies Dogah and Huseni.

Zilaf, which was a cross between the
Ihdiah Raga khat and the Persian
mode Shahnaz.

Sarparda, which was compounded
out of the Indian Ragas Sarang and
Patwal and the Persian melody Rast.
Firdost, a combination of Kanra,
Gaudi, Purvi and a Persian air,

Amir, Khusro is also said to have
invented the Tabla and the Sitar.

The Persian system of Magamat in
fluenced the classification of Indian Ragas in
a novel way. The Ragas were at first based
on Murchhanas which were brought into use
by Bharata and other great masters. The
Murchhanas were of a shifting nature; the
Magamat were fixed. As Indian musicians
came in greater contact with Persian musi-
cian, they adopted this easier system of
classification of Ragas on the basis of fixed
modes which were at first called Sansthana
and were later known as Mela and That. In
fact, the word Sansthana is a literal transla-
tion of the Persian word Magam. Lochana
Kavi, who flourished in the 14th century, took
twelve melodies as the Sansthanas on the
basis of which all the Ragas could be
classified. He mentions Bhairavi, Todi, Gauri,

Karnat, Kedar, Iman, Sarang, Megh-Raga,

Dhanashri, Purvi, Mukhari and Dipaka as 12
Sansthanas or Magams or what are known

as Thats on the basis of which the Ragas
prevalent in his time could be classified.

| Emperor Akbar is also credited with
naving introduced certain Persian melodies
In Indian music. According to Akbarnama
(English translation, P.50). His imperial Maj-
esty had "composed over 200 of the old
Khwarizmite tunes, especially the tunes of
Jalasahi, Mahamir, Karat, and Nauroz which
were the delight of the young and the old"
Akbar had also employed a few Persian
musicians in his court.

Pundarika Vitthal, a musicologist of the
South, came to North India after Khandesh
was Incorporated in the Mughal Empire in
1599, and examined the Ragas of North
India. In his ‘book Ragamanjari he says that
there are many Ragas which are of Persian
origin and are Parada, i.e., the gift of others.
He enumerates fifteen such Persian Ragas,
Rahayi, Nishavar, Mahur, Zangula, Ahanga,
Bara, Suhvath, lrayaka, Huseni, Mustika,
Iman, Sarparda, Bakharej, Hejaz and
Mushak. He assigns them to certain Indian
Ragas to which they were structurally re-
lated, for example, Rahayi to Devagandara
Nishavar to Kanara, Zangula to Bengal and

SO Of.

Indian musicians, however did not use
the Persian melodies in original form. They
crossed Persian airs with Indian Ragas so
artistically that they were fused into one. The
style of rendering them was also entirely
Indian. It was, indeed, a remarkable synthe-
sis of Persian and Indian melodies, that was

achieved by Indian musicians.

Courtesy - "Air Miscellen)

A K % k * * %

A s from lran, there wa
k% vihich the ndian artists dre f their inspiration. This was the Imperial Library of

from which the Indian artists drew some 0

the nv valuable volumes wi
RENE L brouaht meny Akbar however, who really built up the Library into a

Humayun added to the collection. It was

singularly rich storehouse of literature and art
service. Akbar's court painters were provided with every

contemporary examples of their art and they were encoura

"The Mediaeval Synthesis in Inaian Painting” from Delhi

Shri Inam Rahman in a talk on
-Courtesy - "AIR Miscelleny"
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s another and equally important source

th him from Samarkhand and Herat and

With this wealth of artistic material at thet
facility for a study of the historic and

ged to do so by their royal patron.



' sri Shanmukhananda Fine Arts &

Sangeetha Sabha (Regd.)
292, Jayshankar Yagnik Marg, Mumbai 400 022.

Phones : 407 88 88, 409 22 11, 409 22 44
Sub Committees for the Year 1996 -97

Accounts

i J. Srinivasan - Convenor
S e Shri V. H. Jaya Rao

Shri K. Gopal

Shri R, Devarajan
Medical Centre

Shri N. Parameswaran - Convenor |
Shri V. Rangaraj - Jt. Convenor Dr. K. S. Murti

Dr. K. S. Varadhachary Shri R. R. Rao
Shri S. S. Rajan Shri D. K. R. Rao
Dr. H. M. Vora Dr. S. D. Orpe

Mrs. Jamuna Varadhachary Shri P. Vaidyanathan

Membership
Shri N. Parameswaran - Convenor
Shri V. Rangaraj
Shri R. R. Rao

Shri T. R. Varad Rajan
Shri Raghavan Sarathy:

| Music School
Shri Jayara Mani - Convenor
Shri C. S. Raghavan
Smt. Kalyani Sharma

Shri S. R. Kasturi
Dr. Sulochana Rajendran
Shri T. S. Anantharaman

Shanmukha Magazine
Shri R. R. Rao - Convenor Shri T. R. Varad Rajan

- Shri K. S. Krishnan Dr. Sulochana Rajendran
Smt. Kalyani Sharma |

All office Bearers of the Managing Committee are
-Officio Members of the above Sub - Committees

Staff
Dr. V. Subramanian Bit-Soim/tea

Shri S. Seshadri |
Shri B. M. Bhanage - Co-Ordinator
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1 It has been a season of talent promo.
' tion. Young, up and coming talents the
~  probable stars of tomorrow, and a few midd|e
- order artistes who have past stage of youth,

yet waiting at the wings for proper exposure
have been presented in this forum

| Experience over the last six years at
~ the Shanmukhananda Fine Arts & Sangeetha
Sabha, which took the lead in this area (the
other Sabhas in the metropolis are gearing
~up on this lane which is heartening as more
. youngsters would get a platform to perform
and try their mettle) shows that talents who
have a parampara back-up, either family or
gurukul, make the promising grade and the
stamp Is Invariably perceptible. Even granting

the youthful zest for innovation and to 'move

with the times’, these talents have been able
to preserve the norms of the tradition. the

pick’ of their Parampara. While one is happy
over the development, the evolution of the
classical Karnatak music, amidst the din
raised by the Fusion Music, Classical - Jazz
combine etc., it is premature to say how
many among these young promising talents
would go up the professional ladder and
reach the peak.

The talents of the months of August and
September - Ramaprasad, Malladi Brothers,
T. M. Krishna, Swathi Shastri (Vocal) and
U.P. Raju (Mandolin) all had a Parampara
behind them while the middle - order
Kalaimamani M.K.S. Siva and his brother
Natarajan (Nagaswaram) have passed their
~ Youth, and have been making their mark in
~ Classical ensembles.

A great musician once said that one
Shou_ld be born in a family of musicians.
Famuy tradition like Guru tradition is as
€Ssential as talent to blossom into a musician
Of mark. One found it true in the case of
Hamaprasad' a grandson of the legendary
Pa'ghat Mani lyer, as also others - Malladi
Brothers who belong to Voletl
Venkateswaralu Bani through father-mentor

Suri Baby and now under the tutelage of the
‘8howned Guru Nedunuri Krishnamoorthy;

Focus on "Parampara"

I'M. Krishna, a chela of Chingleput
Ranganathan of Alathur School and B
Seetharama Sharma’ Swati Shastri,nurtured
by N.Ch. Krishnamacharyalu of Vijayawada
and U. P. Raiju, disciple of R, Subbaraju.

Their programmes overall were very
pleasing, there being good entertainment
potential, and fine aesthetic bent Viewed
from an analytical point their concerts af.
forded one an Insight into their innate talent
musical vision and musical acumen. In this
respect Ragas which commonly figured in
their concerts were taken as focal points
Bhairavi and Kharaharapriya, the two all time
great modes, reflected their mettle. theil
musicality and- the inexhaustible melodi.
scope the Ragas have.

Time and again traditionists and emi-
nent Gurus have been reiterating and advis-
Ing the youngsters to practise thoroughly the
great Vaggeyakaras' compoitions as they
enshrined the full image of the Ragas, thei
Inherent Bhava and inspired one's imagina
tion. Some of the compositions contain the
Alapana in capsule. While the quintessenc:
Is certainly distinct in each, some give :
concrete picture with all their subtle nuances
and aesthetics. One was reminded of these
'golden sayings' when a good artiste like Siva
with a clean control over his exacting instru-
ment, rambled over his pause-note (Nyasa
Swara) in Bhairavi. Had he stayed in 'Ni’, the
efforts of his phrasings would have made a
good image of Bhairavi but a slight slide to
Chatusruti Dhaivata took a peep into
Kharaharapriya and disturbed the picture
The Rama Nataka Kriti, Yaro Ivar Yaro, itself
is full of Bhairavi essence. He could have
drawn pharses and pauses from it. His Kriti
rendition was pleasing but again the
Ragamalika Swara dialogue with his brother
weaving through 16 Ragas made It long
drawn out and disproportionate.

There seemed to be some confusion irj
his Ritigowla too. Shades of Ananda Bhairavi
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crept in in certain over-emphasis and elon-
gation of notes.

In these days when Nagaswargm ‘is
becoming a rare species in concert circuit,
artistes like Siva with good grooming, name
and efforts could strike better form with some
more study and practice into the nucleus and
nuances of Ragas. Our compositions are our

richest source material.

The special Thavils by Tirupungur T. G.
Muthukumaraswamy and Mambalam M. K. S.
Shanmugam made an excellent pair. Their
rhythmic Interspinning was an Interesting
Thani.

vibrant voice with a range,
musical sense, knows his stuff and felici-
tously monoeuvres his Manodharma. There
IS clarity of thinking and he sings with elan.
His Bhairavi had al| these characteristics. For
SO young a talent he certainly showed a
Prowess of a seasoned musician in the
Mmonumental Swarajathi Kamakshi. The mood
of the composition was intact as there was

no padding of Swaraprastharas.

grandeur. The Brotherg
concert format, presentational manner all
exuded a musical aesthetics. The Brothers
have neatly been honed into a musical dug
Their voice texture blend and synchronise
even though one is given to fast-paceg
Brikka - laden phrasings and the other Move |
on the placid Paddhati.

had a classical

Kharaharapriya was the solo effort of

Ravikumar and his way of Alapana picturing
had a Paddhati and a refined artistry, no
mere frilled gimmicks. The Paddhati essen.
tially had 'Nedunuri’ ambience. That Spoke
for the 'Parampara’. Satatham Tavaka Padj
Sevanam of Swati Tirunal, a challenge to an .
artiste as the Maharaja has couched the
soul-touching nuances of this Raga in the
Song and it requires fine-tuned artistry to
bring out its Bhakti and beauty. The Brothers
did justice to the Kriti taking Vilamba gait and
gracefully dueting the
Mamahrudi Vasanisam Madhusudhana Hare!
followed by Swara-dialogue.

Brothers chose to sing more Kritjs |
and conserve their energy for a sustained
Alapana of a few. Among the other Alapanas |
In the concert Dhanyasi in a traditional

Niraval Vinyasa at

positions and Sahitya a mere vehicle could
have: better listened to this youngster who
could capture in his rendition the Composers’.
blend of musical ambience and devotiona|
fervour - ie., Sangeetha and Sahitya.

The young concert team, besides
Krishna, belonged to Sangeeta Parampara -
scions of reighing maestros Violinist Kalp-
ana Kishore is a disciple of T Rukmini and
Kallidaikurichi Shivakumar from Palghat
Raghu’'s Gurukulam, Needless to say the
concert rose to a Ghatra Cutcheri.

The very opening Bhairavi Ata Tala
Varnam Viriboni, the all time great starter
made an impact and set the Pace and quality
of what was to follow. The Crisp Swaminatha
(Natai) gyrated the cutcheri into a more
sedate Mariveregati (Ananda Bhairavi). The
Gamaka - laden rendition IN a sedate
Vilambam projected Syama Sastri's p
Devi. Pantuvarali from Tara
foray into frilled frames but evocatively glided
through the Raga contours The Saukhyam
In Ninne nera Namminanura unfolded the
beauty of Tyagaraja’s Composition in slightly
Vilamba Pace-quite unusual, but a pleasant
experience, a delightful one at that. The
performing trio were in great form in Niraval
and Swaras, Imaginatively employing the
€vocative stance even in Swaras where they
Inning rhythmic intricacies. A

The tradition had its Impact on his
Sankarabharanam RTP. |f the Alapana con-
toured some of the finest phrasings rarely
heard, the Tana Paddhati was exquisite,
Which Kalpana toed with felicitous ease. The
Khanda Triputa Pallavi with "Odukkal’ etc..
Was typical in Alathur Bani. The Vinyasa was
Not a worked Up technical exercise, but finely
threaded melodic fabric. The Ragamalika
Swaras too adhered to old - time greats like
Todi, Sahana, Varali and Saveri. The build -
UP In slow tempo leaving a sustaining impact
before going for the second speed was
COmMmendable.

It was Kambhoji that towered over the
'ést in Swati Shastri's concert, and

Tyagaraja's Sri Raghuvaraprameya very im-

POsIngly rendered Her Hamsanand;
ar.“s“ﬁ Creation ang NHt‘:?rfff_fﬁ'fﬂf?fr';’h‘? rendered
WIth dll  aesthete's relish. For t} matte;
Chfﬂnanadena (Kamnidf'u) scored for the fec
Of‘Sahitya. She chose for RTP ;’-ﬂi.iiir?r'.r -;,sh,-
ralsed many an €yebrow. But she picturi:
It very wel showing her good qrasn

d"-..*p”'l Of the Ff;fiqa The . ’-

Ihat

: : Adi V.i!--irrf!{: Nad
Pallavi in Atita Eduppu was quite an ey

A{;LU“I[_JEH-IYIHU |l'j..|:__4{ Were Fg v
Balakrishnan

-

of the vocalist was qu lamp |
violinist yet he tided f th
poise,

U.P. Raju’s Mandolin hac
INg aura with an evocative .
was enough material of i

and artistry in his playing. His Kha;
was a picture of poise and artstic bq
Starting at the bass and deve PINg

measured move he |
Bhava and eleganc:

tously followed him and made his n
Nis solo I'he stamp |
Rajamaragamu was vividly portraved
Vilamba gait and graceful Sangath
The edifice rose in Bhava SO imDI
that one danticipated improvisatory
exposition, and was disappointed w
artiste hustled into Swaraprastharas il
with mathematical jigsaw Fosing a h |
OUS guess to the sideman onlv let th
sutfer. In a concert it is not one's hial
but the overall presentation that co

Raju's Lathangi, earlier, was how:
Impressive. The Raga's emphasis wa
poignant placidity.Patnam Subramanva I\
Mariveredikkevvaru was a fine
Tyagaraja's Bagayanayya (Chandraijvoti)
brought out the composers exquisite ha
aling ov Vivadi Ragas

- = \
TENR' \

The only dance recital in the TPP series
was by young Bala Ramachander from

Hyderabad. A disciple of Rajeswari Sainath
of Indira Rajan's Gurukula, the danseuse
exuded grace and precision, the
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'Azhuththam' and alacrity so characteristic of
her school.

Tall and slim, Bala has a natural felicity

over rhythm, gesture and expression. Given
the sustained training by the Guru, she has
acquired a poise and depth in her expres-
sion, The choreography having eschewed
overdramatisation let the danseuse bring out
her potential for dance expression. If the
Abhogi Varnam Sendil Managar a well-knit
package presentation comprising complex
Nritta and expressive Abhinaya portraying a
Nayika longing for her Lord was a fine
example of Bala's overall talent, the plaintive
Varugalamo (Manji) reflected her involve-
-ment in Abhinaya with an innate musical
resonance. It was an evocative portrayal of
the plight of Nandanar aching for the darshan
of the Lord at Tillai.

Musical support which was mediocre for
most part of the recital (was it the language
- Tamil or the Ragas like Useni. Maniji in a
row that was an Impediment?) rose to a fire

rapport in Annamacharya’'s Okkapari

(Kf!arahgrapriya). The devotee's delight in
dallr]eatmg the beauty of Alamelumanga was
explicit in Bala's expression.

E_alamurali Krishna's Kathanakuthoohala
Tl_llana was a joy

great integration in music,
brilliant concert by gpy; . K.
who compiled and edited i,

Thﬂ Jugalbandhj team h iori
of AIR (Bombay) statf artistes ad‘\/:t:al

N. Ashok, (Karnatak), p. Prakash Sa

(Hindustani) and Mridangist Erode
Gururajan. The others comprised Venugopa|
Shanbhag (Violin), Prabhakar Pednekar
(Harmonium), and Chandrasekhar Vaze

(Tabla).

It was interesting to observe artists
trying to blend their presentation and enter
Into a musical dialogue without compromising
their respective idioms. As an example their
Ragam - Tanam - Pallavi suite could be taken
into consideration. The Raga Pantuvarali
and corresponding Puriya Danashree was
built up in brief Alap followed by Tanam and
Nom Tom sequences. They could have elab.
orated in this area as they had greater scope
for Manodharma delineation, and each could
have highlighted the common points in dif-
ferent strokes. The Pallavi Vinyasa (Hare
Rama Govinda Murare, Mukunda Shoure
Murahara) presented a common theme, but
here came the differences owing to the basic
difference in the Tala reckoning. Quite often
the Sam did not fall precisely on the
and either the Karnatak Vocalist or Mridang-
Ist had to fill in the gap with an Alap stance
or rhythmic stroke and continue. In such
dueting of two systems, it is the spirit of
participation in the dialogue and the overall
maintenance of structural Integrity and flow
of melody within the given rhythmic cycle that

IS to be appreciated and not the differences
and diffusions. Ashok and Prakash
powerful vocie

and Hamsadhwani Présented the respective

styles In bold relief. The concluding Bhajans
were quite enchanting.

The Mridangam - Tabla Interlude was

quite loud often Tabla getting drowned. The
storkes though intricate and educative

tended to lose thejr significance and artistic
fervour in the high decible.

organised on 0O
Auditorium
Sh_anmukhananda S
augury that the Mini was
Music exposition with the re|

the
It was a good
iInaugurated for
ease of the Book
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Guru T. K. Govinda Rao.

While releasing the book Justice Syj-
krishna of Bombay High Court Spoke lucidly
about Saint Tyagaraja being the epitome of
integration, his compositons
blending Sangeeta and Sahitya, are Moksha
Sadhana and emphasised the necessity to
render them with clarity of diction and under-
standing so as to convey his message to the
humanity.

The maestro’s rendition kept up the
spirit of the compositions and the vision of
the Saint composer, Erudition was the hall-

mark of Govinda Rao's enunciation and

Bhava in the Kritis Sobhily Saptaswara
(Jaganmohini), Telisi Rama Chintanato
(Purna  Chandrika), Paridanamichite
(Bilahari), Nanda Tanaya (Abheri), the
Ragamalika Viruttam and Kavadi Chindu.
The Alapanas of Bilahari and Abheri high-
lighted their distinct subtlety and classical
grandeur. The profoundity of the maestro’s
knowledge came to fore in his lucid Niraval
and Swaraprastharas. Though a brief
cutcheri, it was satisfying and soul-filling.

Vanamala Dixit's (Violin) accompani-
Ment was adequate and the Guru-Sishya
PErcussion pair T. S. Nandakumar (Mridan-
gam) and Shankar Lakshman (Ghatam) ex-
celleq In the support as well as 'solo’ The
Thani weave of rhythmics was marked for
the synchrony of storkes and harmony of
Ideas the teacher and the taught displayed.

~ Earlier a 30 mintue audio -
E‘d'tejd excerpts of the 2-hour lecture demon-
Strqtlcn on Brhaddhwani, a Research and
Tfﬁmlng Centre on Musics of the World at
Madras, given in March,'96 by its Founder-
Director Vainika - Gayaka Vidwan Dr. K. S.

SUbfamanian was shown to the audience.
B * x * * x

Sh , . Secretary
ANMukhananda Sangeetha Sabha and

Publisher. SHANMUKHA, by Bhandup Fine |
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Bhagavathar, .
Sreejith, now under Smt. Sakuntala in the

Vidyalaya
ances |
Swaraprastharas. Though a bit nervous and

cautious he showed his imagination in these
areas as his voice has a melodious ringl and
C s easily plyable. Opening with Kambhoji Ata_
Tala Varnam, he rendered a brisk Vatapi
(Hamsadhwani) with Swaras. Kharaharapriya
aken for elaborate treatment had certain fine

Circuit hit upon a
brate the Sangeeta Samrat
Vaidyantha Bhagavathar's Birth centenary
The pProgramme called "Top Ten" com ,._.
a Vocal Competition (with ace F_'JHJJL{H‘II-‘?,:i—r‘.:n"‘*l,:l
among 20 City-talfi‘ﬂtfi Dl-{'l‘.r:-['j t',ly' H,f__qr':r ‘T‘;-j-
select top ten. |t was IHTE%IF:E?H’U} (O 1|
Prize winners in various c; )mpetitions
vying for the top slots and :'i-i‘alﬂyi their best
One felt Nappy that there is no dearth

talents in classical music dnd given proper
training and direction and reinforced with
their own hard work. the Youth can be relied
on to remain 'Classical’ despite the tempting
diversions like Fusion. Jazz etc .

—

PADAM on this occasion lelicitated Si
Seshadri who delivered a short - sweet
evaluation on the quality of the Sangeeth of
Samrat Chembai who swayed his way to the
top right from his childhood.

* % * * *

Nearer home, Shanmukhananda
Sangeetha Vidyalaya resumed its Talent Ex
posure Concert series presenting in Septem
ber V. P. Sreejith in Vocal and M. S
Raghavendra in Veena recitals. Both being
senior students have already attained certain
standard and proficiency before joining the
Vidyalaya. What they require is proper direc-

tion and training in subtle aesthetics and of
visual, an course quite a dedicated hard practice

Narayana
others

earlier by
Valkom Saroja and

Trained

IS learning the norms and nu-

of Alapana, Nirval and



flashes of imagination. He could have dwelt

on Alapana more. Rama .
Samanamevanu, Niraval at usual stance In
the Charana and Swaraprastharas Were
brief. His Bhageshree Bhajan was evocative.

Sreejith has voice and 'ta}ent. Qonsis-
tent hard work should build up his confidence
and competence.

Lakshmipriya on the Violin showed her
steady progress. The foundation laid by
veteran Guru, Sangeetha Bhushanam T. S
Krishnaswami and further nurturing by his
prime disciple Visalam Vageeshwar have
yielded good results. Her own asmdgoqs
application has helped Lakshmipriya gain in
competence. Her Alapana and Swaras were
neat and clear. Krishna Kumar, a chela of
Vidwan Chandramouli and now under T. S.

Nandakumar, gave good support on Mridan-
gam. His strokes are clear, the tone pleasant.

A slight acceleration is noted and that could

easily be curbed.

Raghavendra, one can say, has
reached the performing stage. Having had
his training under Smt. Lalitha and Shanti

Rao, he came under the tutelage of Jt.
Director of the Vidyalaya, Kalyani Sharma,

to tone up his Laya. His strength however

lies in soft strumming and deflective ele-
gance. His Kambhoji reflected his mettle. The
Raga picturisation highlighted the grace of

Kambhoji, true to the composition Ma Janaki

Chettapattaga he chose to play. Tanam also
was graceful. Niraval and Swaras needed
some tightening of Tala Could it be because
of contact mike ? His Entavedukondu
Raghava (Saraswati Manohari) and
Amruthavarshini Alapana had some An-
uswaras causing mild tonal distortion

Sriram's Mridangam was vigor -
pared to the soft-tone of Veena.g Dgl:i?\; Ct'hme
last couple of years Sriram (of Nandakumar's
tutelage) has made tremendous progress and
Is doing the concert circuit in Mumbai

¥ K %X ¥ % X % % * '

It is sad that this report has to conclude
on sorrowful note. Death snatched away from
our midst in August last, Mannargudi
Rajagopalan (known as Karachi Rajagopalan
to Bombay Rasikas because of his stint of
service in Karachi during pre-Partition days),
a musical giant, a contemporry of G. N.
Balasubramanian and a disciple of that
mighty Tiger Varadachariar. With his Sruti
perched at 5-5 1/2 Kattal even during his
advancing years, he cherished Pallavis In
rare Ragas and complicated Talas.

An Honours graduate from the Presi-
dency College, Madras, and groomed in
music on Gurukul tenets, he like many of his
generation entered Government service but
relaxed in music. He thrilled many a bureau-
crat lifting them from their administrative
boredom and became the 'darling’ of the
| C S Club who fondly christened him 'Kutty
Tiger".

Apalled by the falling standards and
integrity” in the performing art, he turned a
cynic of late withdrawing himself into a ’self
- imposed silence’, a musical recluse. Sel-
dom could he be persuaded to come out of
his ‘'shell’ to give expression to his profound
musical views and melodic vision. One had
to be content with snatches of his musical
genius in flashes of musical phrases and
corrective phraseology’ during rare informal
discussions. After his Tyagaraja Aradhana
concert at the Bhajana Samaij, three decades
ago, which Rasikas still cherish, he came out
of his silence to enthrall the audience at

Anushakti Nagar, a few years ago, in a 3 -
hour Pallavi session. '

A keen astrologer too, he foresaw his
end, predicting that he might not see the
dawn of September and the last day of
August, 1996 was his last day too, a few
months short of his Satabhishekam.

-Kinnari
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Ragamalika

- Tala; Adj
Music : Smt. Visalam Vageeswar (Faculty Member of !
Shanmukhananda Sangeetha Vidyalaya)
Kannan Tiruvadi Ennuga Maname
Tinnam Azhiya, Vannam Tarume
Tarume Nidhiyum, Perumal pugazhum
Karuma menip perumaninge
Inge Amarar Sangathonram
Mangum Teemai, Pongum Nalame
Nalame, Nadir, Pulaveer Padeer:
Nilama Magalin, Talaivan Pugazhe.
Pugazhveer Kannan, Tagaicheramarar
Togaiyodasurarp pagai theerpadaiye.
Teerpan Irulaip perppan Kaliyai.
Tavaradunarveer, Puviyeer Malum
Sivanum Vanor, Evarum onre.
Onre palavai, Ninror Shakti
Enrum Tigazhum, Kunra ehye.
Saraswati : Swaras
S8, dsrsn I‘Jf_t';m|piplnd|pdpmrmrrl
s 8RrMmPpIDdSsrmipDrmpdml
pd,pdS,ND,PM'-pMRS|’mP::”
Kannan Tiru Vadi (En-nuga) b U
.PmFi,SFirsS;:I:STMJPDrQ"a”
Tinnam azhi ya ... Vannam  Tarume..........
pmPDApM;pdS:l:rM rsINDpdSI
;dsFi,Sndde:|PM'RSiRMP:”
Karu ma me ........... nip Peru ........ ma ninge....l!
Mohanam : Swaras :
| S s srg
Gg GgrgPpPp gp! DdDC i dsd pdp grll
l S P
rS sr sD dsdP pdp! Graf Mg D Il
d
Sr gPdS S SS :I; srgRs Ity

In - ge Amarar
D, gr sdrs dpDi;Pdsdplpgdp

Man-gum Tee

"Kannan Tiruvadi"

Composer : Mahakavi Subramanya Bharatiyar

Th Oon = =======" I--rum
gR s | |

Sa-ngam

------ mai pon--gum na - pa---me------



dsrG G; GGI | rGp grl Srg rssd:l

Nalame Na dir Pula ---- Veer pa------ deer

.dd, gR grgs spDlggrr s.d rer

Nila - ma Magalin...........

Bhoopalam : Swaras |
GPd gpd Ss nd P, lgpd Rsnd IPpgrs,

sRgrGpgpdpDsl; sN nD pl dPg pGrl

srgPDp dsD, pPl;gPDp Ipgdp grsSi

Pugazhveer Kan........ nan Thgai che......ra....ma rar
*sRG RGP;l;gPdsl snnd DPI

Thogai yo dasurap .......... pagaitheerp padai - ye -
D 8SS IS RgPIlI GRS ;I

perp - pan Kaliyai

S, S,sn Ddp,I;gPds dplpgdp gRs

Theerpan Irulaip

Arppa ra marar Parpar Tarame

Kalyani : Swaras

S;$, grsnrsndp dl| N, N, snldp n dpm gm ]l
P,P.ndpd Nsndn| sgrSndr | snd.F', mgqgrll
sn sRgMpd NS ;l;sR,rssl ssnd pdN.Il

Tavaradu Unan veer Puvi yeer ma. ... mlum......
 dGR, $sndpdNI;nRnDI| pdnd N ;i
Sivanum va .... nor ... Evarum on.......... re

1S n dN, RRR;lLgrssn RIG; GGI
On re Palavaij Nin....... ror

. ndsndpndll
Enrum Tig a-zhum Kun-ra..oil...ye...

Kannann Tiry

ssdpddpp

Ta - lai - Van  Pu....... ga.....zhe....:.

thete, co

and played each role with equal ease but
Stea fastly

Self-effactlng to a fault.

A Tribute

An "Unsung" Maestro

Some eighteen years ago, while | was

sitting In the studios of All [ndia Radio at f

Bombay, the door was pushed open a few
inches, and a very lean, very tall, bespecta-
cled figure put his head in, and said without
preamble or introduction, "Your Bhimpalasi
this afternoon was superb".

Before | could mumble my thanks and
find out who he was, he had gone.

That was my introduction to Pandit
Ramesh Nadkarni, a gifted son of Karnatak
who passed away a year ago, on September
7, 1995,

In the seventeen years that | know him,
worked with him and learnt from him, |
understood why he remained largely unsung
and unrewarded during his lifetime. Although
the prestigious Sangeet Research Academy
of Calcutta honoured him for lifetime service
to music, and the Sur Singer Samsad of
Bombay bestowed on him Sarangdev Fellow-
ship, other top National and state awards that
ought to have been his eluded him. perhaps
because he never curried favour with the

~"= that be, and never sought awards.

pOWUIu -
“7 1921, Nadkarniji
Born on August 1o, .. S-Larn,

hailed from Bankikotla village' near Gun..
but was a pan-Indian if ever there was one.

He not only spoke fluent Kannada.
Konkani, Hindi. flowery English and Oriya,
but was also familiar with the literary and
Cultural heritages of all these languages. He
Wrote beautiful articles on music for English
Periodicals with the same felicity that he
showed in writing books in Hindi or translat.
INg works from one language to another,
Pandit Mallikarjun Mansoor's autobiography,
Nanna Rasa Yatre, and the biography of

Swami Nityanand in Kannada and Hind, for

INstance.

He was a musician, musicologist, aes-
mposer of eminence, and teacher,

refused to put on airs. He was

4

His students learned from him, went on
oreign concert tours and made money, while
he remained the simple teacher in his two-
foom tenement in a Bombay suburb The
story goes that a well-known artiste ever
picked his ideas, wrote a dissertation and qof
2 research degree, without a word of ac
knowledgement to him. He was hurt, he was
repeatedly hurt in a milieu where it IS CcC
sidered smart to climb over another's bac|
and make headway.

Among his wellknown disciples were
popular playback singer and Filmfare award
winner Arti Mukherji, and Mahendra Kapoor
and yet, Nadkarniji had strayed into musi
quite unintentionally. As a child he listened
to his mother's renderings of Tukaram's
devotional Abhangs, and |ater happened to
hear Ustad Faiyaz Khan, Abdul Karim Kha
Pandit Narayanrao Vyas and other top mu
sicians, so that after he moved to Dharwad
for college studies ("Broke a few test tubes
he used to joke), he decided that music was
where his heart lay.

In order to pursue this passion he
shifted bo Bombay, took-up a bank job (at
Rs.40 a month) and enrolled in a music
school run by Paluskar's nephew. That was
the turning point in his life, for here he w

"~ *a lUstad Amanali Khan (a friend

LS

Introducea w - *~\ who became his
of Bidaram Krishnappa,,
guru.

The Bhendibazar Gharana thal .QFT‘.J.’L-H;
Khan developed, emphasising the U":“\L._‘i"%
tantalising silences to accentuate the eflec!
of articulated music, became N‘m}‘ﬂ’r”l'_“bf
forte. After Amanali Khan passed ?u;t_uj
Nadkarniji was the foremost exponent o "::;
Gharana, but poor health and perennia
bronchial trouble prevented him from rsing

to great heights of popularity.
Nadkarniji was one of the few musicians

| | did not inave a
of the Hindustani style who |
supercilious attitude towards the music of the

South. And he had a good knowledge of
Kannada folk melodies.

featured In
Most of the Kannada songs i
the popular, long running programme Amrit



Vani on Vividh Bharati on gunday mornings,

were set to tuneé by him.

He would pore OVer a book of

iti ome up with
randara Dasa compositions, €OM
o spproprae sang e the WESK e
| sic usl S I
:? aI::p?o;}iqate. and turn it into an exquisite
' choosing the right VoICce to

rendering by

deliver it. While the singer got the praise an

He was a man of incredibly simple and
spartan habits. And a man of compassion,
forever going out of his way to reach out to

those in distress.

And yet, his own last years were tinged
with sadness due to family problems. To
recall one example of his bound less capacity
to reach out ta others - he booked me for a

d recording soon after | had suffered a long

and severe battle with a throat ailment. |
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He composed over 250 Khayals, full o
philosophical content, but did not bother to

publish them. Some are sSung by eminent
artistes, without even being aware that they

are his compositions.

turned up at the studios.

The very first take was okayed but as
we left the studio | asked him whether he

had not taken a big gamble. Supposing my
voice had let me down? He smiled, hesitated
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His musical ideas were far more abun- 2 moment, and told me that he had lined up A Mg - g ey T |
dant than his.frail F!h sique could cope W_Ith, an understudy, just in case to take my place 2 GITGTLD. ;GUGGU!TFHL@LD FTeUTHL LLPEHLD @UIGL. 6TELELT YLbFmFHanayid o HHTe
and yet, making a joke of even his physical it necessary. Had he revealed this to me NURERED

distress, he used to say, "When the voice
was able, the ideas were immature, and
when the ideas are flowing the body is unable
to deliver what the mind conceives..." None-
theless, there was no bitterness.

Wherever his job with All India Radio
took him - Cuttack, Bhopal, Bombay, Indore
- he taught students with a generosity that
hias left a trail of gratitude behind at each
place.

As music producer with AIR too, he was
generous with his recommendations f~-

grading of deserving arti~* st
praise, never seskin- .~ ">'€S, awards and

return. “nINg anything for himself in

If he had not been iCi
1aq not | a musician,
have been, on his own cnnhssiog.haebﬁﬁtﬂf

He coul discuss Kannada literatyre with the

beforehand, | would not have been able to
summon the will power to deliver the goods.
By reposing confidence in me at a critical
time when | was demoralised he was able to
restore my bruised self-confidence.

A lesser music director would have
refused to take the gamble and would have
put in the substitute straightaway.

He wrote to me imrm—- °
carnage of t~- ° -..necalately after the

i _. «e Jogeshwari riots in Bombay
« vanuary 1993, and said he was pained at
the depths to which human cruelty could
descent. Among his friends were
Mahar_ashtrlans, Muslims, Kannadigas,
Bengalis, the poor and the rich.

What the State Government failed to
recognise and honour during his lifetime,
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~ That would be a fitting tribute on the
first annivesary of his passing away.
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On his 60th birthday, a poem writt Court D Herald
ourtesy - "Deccan Herald"

an admirer described him as one whe o" 2V
spired to hide" like a l_.tdﬁl? n:hmmla:on-
parrots screeched for attention. sar
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