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He assigns a due place to the vina accompaniment and
stresses the place of /ey and ‘what he terms ¢araswanw empha-
sises the importance of sweetness as well as of expertness,
indicates the place of the swaras and the three gramas—shadja-
grama, madkyamagrame and gandharagrama, and above all
asserts that musical effort attains its climax in the praise of the
Supreme arising out of the fervent devotion of the singer. In
his own language, all other music is like cries in the forest and
in those verses he epitomises the elements and ideals of kar-
nataka music. A loving description of Trivandrum during one
of the temple festivals in his =X (Syfnanditrapura
Varnana) contains this description—
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Hexre also wo observe the insistence on technical excellence in
unison with dee or poetic gift and the manifestation of true

Bhakti.

This is not the occasion to discuss the differences between
the west and the east in regard to melody, harmony and so forth ;
but the place assigned to music everywhere in cultural life is
unchallengable although as a critic has stated, the westerner
looks at fnusic vertically and produges harmony and the eagterner
looking horizontally produces melody.

Perhaps the most striking difference between the eastern
and the western ovolution in musical composition may be dis-
corned in the almost exclusive adherence of the India.n. ©Omposar
and artist to religiom, whilst love and war predox'mna,f,e ov?r
religion in the music of the west. The close connection of‘ music
in most countries with religion and religious observances 1is rea-
lisod but few have set the art on such a pedestal as §ri Tya',ga.'-
raja who described the emergence of divinity in_‘ﬁhe Chittaranjani
song “ Nadatanumanisam”, though of course 1t. cannot b(.a for-
gotten that Sarngadeva had already apostrophised the deity as

Nadatanu-
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The history of Indian music is ancient and dates from the
simple though elevated strains of the Sama Veda; and Sangesta
a8 connoting song, instrument, dance and expression was as old
as the Aryan civilisation, which when it came into contact with
Dravidian life, characteristically gave to and received from it a
great deal. Just as the Nataraja image is the climax of South
Indian Azt so the dance of Natesa in the presence of the Devi,
with all the main Divinities contributing to the synthesis of
Sangitq is the integration of the Hindu ideals of musical effort.
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Tn this great concert, the Lord of Hosts dances in Kailasa
before Parvati in frent of the assembled gods; Saraswati plays
on the Vina ; Indra on the flute ; Brahma keeps time ; Lakshmj
sings and Vishnu handles the deep-toned mridanga. Competent
scholars believe that the south contributed elaboration and
subtlety to an art which was originally simple and pastoral.
Saxngadeva, one of the earliest writers on music, was in his own
rerson typical of the combination of the north and the south. He
was a native of Kashmir but settled down in peninsular India.
To him we owe the clagsification of music and ascription of the
due place to the Desi or indigenous style. It may he remembered
that the ancient Marge style was vegavded and described as
Bhavabhajona or as helping to destroy Samsara, and the Dess
style as Janaranjana or as pleasing to the people at large. The
former style has also been described as - Vibaddha or linked with
words, the latter being regarded as comparatively free from the
slayery of the word, Anibadha. From the days of the Nayaks
of Tanjore who were great patrons of music and in whoss eourt
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flourished statesmen and musicians like Govinda Daga and his
son Venkatamalkhi, the doctrine was asserted and implemented
that our music should he vegarded as wholly Desi. This in fact
is the basis of Venkatamakhi’s Chathurdandiprakasika to
which great work we owo the classification into 72 Melakarthas
and Janyas. Tyagaraja himgelf was one of those who freed the
Erithe from overmuch tyranny of words. He, in contrast to his
predecessors like Arunachalakavi, composed his songs in fairly
simple and homely language and one need not go further afield
than the songs Girirajasute and Pahiramadoota as instances
of this characteristic.

Taking a rapid survey of Indian music, so fax as its history
is recorded, we begin with Jayadeva Gosvami’s Gite Govinda,
which is alike one of the gveat mystic poems of the wozrld
and a treasure-house of song and which owes and acknow-
ledges its debt to the Bharata Natya Sastra composed as early as
the 6th century A. D. it is the eavliest recorded pieso of mugic
that we possess and the author proudly asserts that his followers
will come from three groups—skilled usicians, true Bhalttas
and finished poets. The Sangita Ratnakare of Sarngadeva was
published in the 16th century and Venkatamalhi’s magnunm opus
in the 17th. But by the end of the 17th century the separate
characteristics of the northern and the southern styles had been
detinitely differentiated and Kabir, Thulsi Das, Mira Bai, Soor
Das and Tuka Ram had perfected in the north a technique full
of devotion and full also of appeal to t]ge multitude. A link
between the north and the south was furnished by Purandara
Vitthala who created his simple and touchingly fascinating
Devarnamas in Canarese and who was the artistic predeceséﬁi‘
of Ramdas Swami of Bhadrachalam whose kér¢hands axe sung all
over the Andbra country to-day. Suffice it to say here that the
development of music in the north and in the south have heen
along parallel lines and there has been no coalescence of methods.
The talk of fusion or union is not practicable and perchance it
18 wisest to remember as Jesus once declared : “In my father’s
house are many mansions.” So far as the South Indian practice ig
concerned, the earliest authenfic master was Kshetragna, a native
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of Noxth Avcot, who composed thousands of padams and dedicated
them to Gopala. There followed .certain great arbists who pro-
duced varnams and others like Arunachala Kavi to whom we owe
marvellous kirtanams. But it was almost as a sudden efflores-
cence that there blossomed on the banks of the Cauvery the three
great composers—Tyagaraja, Muthuswami Dikshitar and Syama
Sastri—who lived in the hbeginning of the 19th century inm
Tiruvalur and the neighbouring places, and who, following in the
tradition of Venkatamakhi, perfected what is now regarded as
the essential elemonts of carnatic music. Bach of them used
special oxpressions to demote his respective compositions—
the xespective indicia being— Tyagarajanutha, Guruguha and
Syamakrishna, Muthuswami Dikshitar’s &érthanams are all in
Sanskrif and he was a follower of the Sri Vidya. Hig padams
constitute landmarks in Sanskrit prosody and imagery as well
a8 in musical treatment, felicitous choice of words and move-
ments in consonance with the underlying emotion or ¥H being
one of his rare gifts, The compositions of Syama Sagtri are both
in Sanskrit and Telugu. He worshipped Kanchi Kamatchi and
his compositions include several Swverajaiis embodying many
talg movements. Tyagaraja’s works, on the other hand, were
almost entirely in homely Telugu and combined fervent idealism
with a personal appeal which often climbed to great poetic height.
He is the fine flower of the school inaugurated by Purandara
who recaptured the Bhakti movement, a movement associated
with the sage Narada the musician of the Gods.

Tyagaraja’s life-history was outwardly uneventful although
certain supernatural incidents have been woven into the chronicle
connected with his mission and the mystery of his music. Mz,
M. S. Ramaswami Aiyar, to whom all students of Tyagaraja owe
s0 much has imparted the information that Tyagaraja’s family
name was Brahmam, hig father being known as Ramabrahmam.
The appellation “Zyagabrakman’ by which his disciples lovingly
designate him is thus literally as well as psychologically correct.
His father seems to have destined Tyagaraja for a life of literary
scholarship and entered him as a student in the Sanskrit College at
Tiruvayax but the attractions of music proved to be irresistible and
he dedicated himself fairly early to the art.  Tradition declares



that over and above the Vainika Venkataramanayya who origi-
nally instructed him,Narada himself hecame his preceptor and
presented him with a treatise entitled Swararnovam which is
now lost and taught him the Tarakamantra. Tyagaraja is
supposed to advert to this episode in the krithi Swararega-
sudharas®, and hig gratitude towards Narada is outlined in
another, Varanarada, At the family partition, Tyagaraja re-
ceived very little in the way of worldly goods but he obtained the
golden image of Rama cherished in the family asan heirloom. His
elder hrother, although he came into possession of all the properties
of the family, was yet jealous of the rising reputation as a musi-
cian of his younger brother, and the story goes that he secured
and threw the image of Rama into the Cauvery. Ths biographers
of Tyagaraja declare that Tyagaraja was absorbed in this image
and in its worship and composed hymns outlining in loving detail
all the rituals relating to the ceremonial worship, including the
Naivedyam and the Arathi to the image. The loss of the golden
image was chronicled hy him in krithi “Nenenduvedakudura’ in
Harikamhboji and when, after many months of search, the image
was marvellously washed ashore and recovered the song Htla,
Doralithivo was composed by him descriptive of this home-
coming of Rama. Throughout his life, Tyagaraja consciously
put aside wealth and honours. He lived with his wife and
supported a large number of disciples who gathered around him
and they all subsisted mainly on alms in kind gathered by wncha-
writti from householders in Tiruvaiyar. He appears to have
been a hard taskmaster with a temper of his own and was as
exacting with his disciples as with himself. The krithi
Santhamulekha is regarded as autobiographical. In the brochure
by Mr. Ramaswami Aiyar to which reference Las been already
made, there is an agute analysis of the tradition and the tendencies
during which Tyagaraja lived. It is pointed out that the age
of the times of Tyagaraja was a trangition between the age of
patronage when kings and noblemen endowed and gave shelter to
chosen musicians and other artists and the age of public suppoxt
wiich only vecently has come to its own. During the time of
Tyagaraja the Tanjore dynasty which in its heyday of prosperity

/
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As happened in the cage of Shakespeare and Dante, Tyaga-
raja seems to have had his moods of despair and periods of
tribulation and notwithstanding his spiritual quest, his song in
Denuka headed Zeliyaleru Rama is indicative of his despair
of realisation and the difficulty of knowing the right path/
He fell ill and ascribed his illness to the anger of the Goddess

“whom hé disparaged and whose grace he at last implored in the
song Harune jooda v@ymda. Later, asin the case of other
great poets and musicians including Shakespeare, Goethe, Mozart
and Beethoven, he attained comparative peace of mind and
acquired a rare catholicity of temper. To this period are attri-
buted songs in which he has apostrophised many deities and
evolyved a mentality which has been styled by Professor Max
Muller € henotheism’ wherein the devotee alternately ascribes
supremacy and primacy to several manifestations of Godhead.
This method indeed is in the authentic Hindu line of thought
and the greatest ewample is the Rig Veda where alternately
Surya, Mitra, Aditi and Varuna ave dealt with as supreme. To
these years belong the songs Girirajasuthe, dealing with
Ganesa, Neewanthi datvamu to  Subrhamania, Sambko
Maha-deva  to . Siva, Pakirame Doote to Hanuman and
Tulasy Jagagjanans to the Thulasi plant.

Towards middle age, Tyagaraja resolved to go on a pilgri-
mage to various shrines. At Tirupathi he found that a screen
separated him and Venkataramana and sang about that sereen in
the 7’herathiyogarada. A ‘wealthy patron and Tamil scholar,
Sundaresa Mudaliar, at Poonamalle presented him with a palan-
quin and a sum of money. Thieves heset him on his journey and
he is supposed t6 have sung the song in Darbar, “Yundw
Venaka,” which led to the conversion of the thieves into docility.
The story recounts that they even offered to carry his palanquin.
He visited in turn Conjeevaram where he sang of Kamatchi ;
Madhyaxjunam, where he is stated to have resuscitated a dead
man by his composition Syré Reme Pad@mae in Amritayvahini.
He ,then proceeded to Rameswaram. In Madura he sang the
hymn M andsunilpa and in Srirangam was composed Ok !
Rangasay: . In his travels, he heard a discourse on the avatars
and his mental reaction was manifested in the song
Evarinirn ayanchirira— Heow did the wise determine who thou
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art ? How do they worship thee !’ His main musical contributions
were in praise and honour of Sri Rama, regarding him as the
summation and essence of all the Gods, as illustrated in the
krithi Doaitamu sulthama- His thesis on one occasion was
that the syllables composing the word Ramw epitomised the
Thathvas of the Siva mantra and the Vishnu mantra—W e«
being Jiva of Siva mantra and R« of Vishnu mantra. It must
not be however forgotten that in addition to his krithis he wrote
the Divyanamavali, Erahlada Bhakta Vijayam, Nowkacharitam

in honour of Krighna and finally the Pancharatnas. Many of his
songs rebuked intellectual pride and intellectual equipment as P
such and he i3 constantly advocating the grace of Rama as the|
only meany of attaining bliss, the kirthana Hnu Chesthing|
being typical of this outlook, Whenever there arose an oppor-
tunity as in his songs Kasi Chetha and Eookalu Padi-
velunna, he inveighed agaiust the love of money and the love of |
possessions. Curious observers have detectod a conscious approach ‘
to the Northern system of music in one or ‘two of his songs and |
even an approximation to western symphonies as in the song
Ramimechy varuw bub in all but a few of his compogition he was
an exemplar of the strictest technique of,carnatic music,

From the first he collected a band of devoted and accom-
plished sishyas around him, one of whom, Kanniah Bhagavathaz,
who visited Travancore impressed himself so much upon Maha-
rajah Swati Tirunal that the most musical of monarchs sent his |
own court musician, Vadivelu, the violinist, to invite Tyagaraja to |
hig capital. Tradition has it that there were many contacts between ’
the Royal Musician and Sri Tyagaraja who seem tohave profound-
ly appreciated each other’s'gifts but they unhappily never met.
When Vadivelu approached Tyagaraja and statod that Swati
Tirunal could bestow on him a great Padavi or status he is said to —
have sung the krithi, Padavi Sadbhakti, asserting that the state
of mind which places implicit faith in Rama is the only Padavi
for which ‘he craved. It may not be irrelevant at this juncture
to refer in some detail to Sri Swati Tirunal, the Maharajah who
reigned from 1829 to 1847 and who died before he was thirty-five
but was able not only to fulfil the exacting duties of royalty
during 2 troublous period but to compose descriptive poems and
dramatic works of conspicuous merit in Sanskrit and also to




11

create varnams, kirthanams, padams and #illanas in Sanskrit,
Telugu, Malayalam, Canarese, Marathi, Hindi and other lan-
guages. His musical proficiency is as amazing and comprehensive
as hig mastery of several languages and the characteristic inser-
tion of Swaraksharas bears testimony to both sides of his genius.
Many of his compositions axe sung all ever South India and regard"
ed as masterpieces although the authorship is not even known in
some localities. Two of his padams epitomised the Ramayana
and the Bhagavatha and another, the Stalapurana Mahatmyam.
In his court flourished Vadivelu, the master of abhinaya
who was rsent for from Tanjore, Sivananda, the mridangam
player, Chinnayya and Eravi Varman Tampi, the composer of
Varnams. He, as well as his successors, were ardent exponents
and lovers of the Bharata Natya and the art of Kathakali, and
Chinnayya was one of the foremost masters of the dance. Swati
Tirunal and Vadivelu already referred to are said to have °
jointly composed a varnam in Kapi after the manner of Tyaga-
raja.] The Maharajah encouraged proficiency in zhdanams
which represent special modes of rdga expression and were
dsemed to be ths speciality of Parameswara Bhagavathar and for
which Travancore has been famous right through. Swati Tirunal
amongst his multifarious accomplishments and gifts shaved the
passion for style and verbal splendour which animated Syama
Sastri and Muthuswami Dikshitar but he possessed in addition
an ahsorbing devotion to Sri Padmanabha which was as ingepax-
able from his work as the love of Sri Rama in Tyagaraja.
Whereas before the times of Tyagaraja the 7agas used for songs
were not very numerous and it is computed that Jayadeva uti-
lised less than twenty ragasin the whole of his Gita Govinda, both
Swati Tirunal and Tyagaraja brought into vogue many apoorva
ragas. At one and the same time ab the court of Swati Tirunal
there lived not only Vadivelu and many other experts who have
been enumerated but the great Govinda Marar of whom more will
be said hereafter and who .came into persomal contact with
Tyagaraja. Itis noteworthy that in his court also flourished
Meru Swami, who was responsible for the introduction of Hari-
kathas into the south and xho also played a mnotable part in
popularising Tyagaraja’s krithis in Travancore. More than one
member of the Roy?a]{amily patronised and took part in the
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Kathakali and one Maharajah was personally proficiant in the axt.
As already stated, Kanniah Bhagavathar, the direct disciple

of Tyagaraja, lived for many years in Travancore and he and .

his pupil Raghupathi Bhagavathax and Natesa Bhagavathar were
attached to the Maharaja’s Palace. The indigenous style of
music peculiar to Malabar and Travancore based on what is
called the Sopanam system is now confined to temples and even
the names of some of the tunes such as dnniwa and purancer
ave referable to Dravidian origins the former word appearing
both in Thevaram and Thiruvachakam. In this style of music,
indigenous musical instruments were used such as chembu,
chenda, mlavu, nedunguzhal and idukka. They ave still part of
the temple musical accompaniments in Travancore. It was in the
reign of Swati Tirunal that carnatic music became the dominant
featurerof musical life and the biggest contribution to that music
was made by Swati Tirunal himself. Tt should alse he remembered
that one of his successors, Ayilyam Tirunal was not only a
scholar bub a musician and patronised the great Maha Vaidya-
‘natha Aiyar and Raghava Aiyar who belonged to the generation
next after Tyagarajaswami. -
Amongst Sri Swati Tirunal’s court musicians alveady
referred to, one of the most accomplished was Govinda Marar who
was named ‘‘Shadkala Govinda Marar” on account of his ability

to sing pallowis adopted to six AZlas or degrees of time.

[’i‘his Govinda Marar notwithstanding that he was crippled by
theumatism, wont on a pilgrimage to meet Tyagaraja, the
meoting having been arranged by one Nallathambi Mudaliar who
was a palace employee. His performances so enthralled Tyaga-
raja that he is reported to have composed his famous song

HEntharo M ahonubkavulw in honour of Govinda Marax, to

whom he gave the title “Govindaswami.” This song avers :
“Many indeed are the great ones of the world and to all of them
I pay my homage.” This and four other hymns in Nata, Gowla
Arabhi and Varaly constitute the Pancharatnas. )

The outstanding contribution of Tyagaraja in the domain
of music was the development and systematisation of sangadis
or melodic phrases in close assonance with the 54%wa or the
underlying emotion and he also released musical practice from
the guip of the word as such. Some one has averred that hig
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work was krithi as apart from kirthana. His services to the
continuity of the Indian tradition are conspicuous. After him
there has been a little too much of emphasis on formal correct-
negs and the musical value of notes, whilst at the same time
purely musical values have not been preserved againgt non-musical
intrusions. Tyagaraja himself represented a compendium of all
the musical resources of his predecessors, It may be remem-
bered that in his days the main instrumental accompani-
ments had not attained the position which they now enjoy and
exact. The violin does not seem to have been much in use
during Tyagaraja’s time and it has been observed that thiere is
no mention of it in any of his krithis. In noxthern India its
use s not as prevalent even now as in the south and in fact in
this Presidency, the vogue of the wviolin really started with
Thirukodikaval Krishna Ayyar, although in Travancore Vadivelu
had largely popularised it. Krishna Ayyar along with the saintly
Sarabha Sastri, who gave the flute a unique place in South
Indian music and Narayanaswami of Mridangam fame, con-
stituted the great names of the generation subsequent to Tyaga-
raja. According to tradition, Tyagaraja’s main and simple
accompaniment was the Tambura and this was but appropriate
in the nature of things to one who was essentially a Bhalkta. It
was fitting that Tyagaraja should have felt that his proper end
and aim was sanyasa. Passionately devoted to his art he rose
above it towards the end, although he had in the past insisted
that music was essential for salvation in his lyries, M okshamu
Galada, Ragasudharasa and Enthukw Peddale and had in-
gisted on all curricula of studies including music. His krithi
Aparihamune norva exemplifies the final attitude. “I have a
wavering mind. I hayve begotten my difficulties. I composed
and sang hundreds of kirthanas in order to obtain salvation for
my individual self iirrespective of others. I crave pardon and
mercy for such great offences.”” The next step was to prepare
for his death and his song in Manohari, Parithepamukans
foretold his end and he prepared for it by sznyasa and surrender.
He exclaima in ih: ‘Oh Rama, you appreciated my condition
and have told me that in ten days you will save me. May I
remind you of this promise 2 ”
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Gayakasikhamani Muthia Bhagavathar who, in his own
person, typifies the confluence of many traditions and is equally
honoured in his own district and in this, in Mysore and in
Travancore, has in his short aceount in Sanskrit of the life and
work of Tyagaraja described his musical output thus :
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These verses aptly outline the scope of Tyagaraja’s art, his free-
dom from sycophancy and his devotion to his Zshiadevaia, (Rama)
his outer simplicity and the inner symbolism of his krithis, the
felicity of his wording, compact, nevertheless with profound
spiritual meaning and the technical excellence of his work.

With this description of his genius I may well conclude hut
may I take the opportunity of, remarking before I finish that

—Tthe memory of Tyagaraja should gerve to minimige, if not to
counteract some of the tendencies now increasingly prevalent in
the practice of Carnatic music? To say that at present the
‘ laya’> aspect is sometimes overemphasised and the passion for
¢ tala’ overaccentuated and that legitimate regard is not paid to
sheer melody and to the Raghabhdva is certainly not to exaggerate.
The present typg of audience is new and in the making and the

~ present demands on the artists are variegated, and therefore is
it that I have ventured on such areminder. ‘Often ornateness
goes with greatness. Oftiener felicity comes of simplicity.”

Of Tyagaraja it may well be said in the words of the
English post :—

“ Enough that there is none since risen who sings
A song so gotten of the immediate soul,

So instant from the vital fount of things

Which is our source and goal.”




