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The Journal of the Music Academy,
MADRAS

OPINION

The Oriental Literary Digest, Poona, writes ;—

“ A journal of all-India character, solely devoted to
music has been a serious and long-standing desideratum.
Though the Sangita a quarterly published from the Maris
College, Lucknow, and the Journal ofthe Music Academy,
Madras (JMAM) were started in 1930, both had, un-
fortunately, to be suspended after issuing a few excellent
numbers. The reappearance of the IMAM will therefore
be welcomed by all thoughtful lovers of Indian music and
culture with no small amount of gratification. The
volume under review, though dated 1934, was published
only a few months ago, and with the promise of soon
bringing out the volumes due for each of the years
1934 to 1938, resumes the thread of its publication from
where it was broken.

Though naturally it is devoted chiefly to South Indian
Music, there are features which make it indispensable for
serious students and lovers of music throughout the length
and breadth of India. Publication of original articles on
music by experts, and of classical works on Indian music
are instances in point. Authoritative reports of the
annual conferences of the Music Academy, Madras, are
to be found only in the pages of thisjournal, and embodying
as they do the discussions on important topics by experts
and acknowledged authorities, they cannot be overlooked
by serious students of Indian music.

* * * *

This alone should suffice to draw the attention of all
scholars, societies and institutions concerned with Indology
to this important journal.

* * * *

We wish the journal a long and brilliant career of
service to the cause of Indian music. Let all lovers of
Indian music make common cause with those in charge
of the Journal to see its growing prosperity.”
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SELECT OPINIONS n

The Indian Express : “ The resumption of the Journal
is an event of the first magnitude in the musical world.
The very capable Board of Editors may be trusted to
produce issues of the quality as the one under review.”

The Hindu : * The revival of this valuable Journal
devoted to the study and promotion of Indian Music will
be welcomed by all lovers and exponents of the art.”

The Madras Mail: “ We are glad to note the revival
of the Journal of the Madras Music Academy (a quarterly
devoted to the advancement of the science and art of
music) * * * Fulfilling as it does a real need of
music lovers, we are sure all lovers of art and culture will
support it.”

H. H. The Maharaja of Dharampur : “ * * His High-
ness is also delighted to read the articles in your magazine
which are undoubtedly very interesting and instructive.
He is also pleased to read the proceedings ofthe Academy’s
Music Conference * * .

The Adyar Bulletin : “ The resumption of the publi-
cation of this journal devoted to the promotion of research
in the held of music must be welcomed by all lovers of
Indian culture. The Journal fulfils a real need as it is
the only Journal ofits kind in India.”



“pm; i, Aiprip i fVIwppiri; Twpiitfifii

8 AY/
CONTENTS

1P Pages

In Memoriam— Pandit S. Subrahmanya Sastri. .

Official Report of the Music Conference, 1940 .. 1— 19
A Kriti of Gopalakrishna Bharati in Notation by

Mrs. Kanakammal Sitapati 20— 21
Karnataka Composers by T. V. Subba Rao.. 22—47
The teaching of Music by P. Sambamurti .. 48— 76
Sri Purandara Dasa by B. Sitarama Rao .. 17—179
The scheme of 72 Melas in Carnatic Music, by

T. L. Venkatarama lyer 80— 86
Chaturdandi in Karnataka Music by M. Rama-

krishna Kavi 87— 89

The Nati’'s Song in the Prelude to the Abhljnana
Sakuntalam shown as cast in Raga Sarang by

Prof. G. H . Ranade 90— 94
Quarter-Tones in S.l. (Carnatic) Music by C. S

lyer . 95— 109
Book-Reviews .. 11o— 115

Index to the Journal Vols. I-X .. 1177~x38



IN MEMORIAM V>
THE LATE PANDIT S. SUBRAHMANYA SASTRI.

Pandit S. Subrahmanya Sastri passed away on the
night of Friday, 24th October, 1941 at the age of 75.

A life-long devotee of music and letters, he was
correcting proofs till his last hour. Age had not shaken
even his handwriting.

As the Sanskrit Pandit in the K. H. School, Tanjore,
between the years 1894-1932 and as a resident of Tanjore,
he made good use of the Tanjore Palace Sarasvati Mahal
Manuscripts Library and put through the Nirnaya Sagar
Press, Bombay, and the Vani Vilas Press, Srirangam,
numerous Sanskrit works. During his last years, he was
regularly working in the Adyar Library, through which
again, he brought out a number of publications.

He was simple and unassuming; caring least for
publicity and welcoming all ways of seeing manuscripts
in print, he had helped many scholars with press-ready
manuscripts.

Music had been a life-long interest of the late Sastriar.
He was connected with the deliberations and the publi-
cations of the Madras Music Academy ever since its
inception. Besides writing articles in the Academy’s
journal, he was connected, singly or with others, with
the Academy’s publications, Sangita Sudha, Abhinayasara
samputa, Caturdandi prakasika and its Tamil translation,
and lastly Sangita Saramrita. Through the Adyar Library,
he made available to the Music-public the Melaraga-
malika of Maha Vaidyanatha Ayyar and the Sangraha
Cudamani. His edition of the Sangita Ratnakara with
the commentaries of Simhabhupala and Kallinatha for
the Adyar Library was the last work of his, before
finishing which he had been called away.

The Academy records with great regret the passing
away of Pandit S. Subrahmanya Sastri.



THE MADRAS MUSIC CONFERENCE, 1940
O fficial Report
The Opening Day
22— 12—1940

The Fourteenth Music Conference conducted by the
Madras Music Academy was held at the Senate House of the
University of Madras. His Highness the Maharajah of
Travancore opened the Conference and Sangita Kesari Vidvan
Vedanta Bhagavatar presided over the deliberations.

His Highness the Maharajah, who arrived accompanied by
Her Highness Maharani Setu Parvati Bai, was received by Rao
Bahadur K.V. Krishnaswami Aiyar and others and taken to the
specially decorated dais at the southern end of the Senate Hall.

The proceedings commenced with prayer.

W elcome S peech

Rao Bahadur K. V. Krishnaswami Aiyar welcomed His
Highness and the other distinguished guests. Presenting an
address on behalf of the Academy, Mr. Krishnaswami Aiyar
said that as the occupant of the throne of one of the oldest
ruling families in this ancient land, His Highness embodied
that continuity and stability, which were the essential condi-
tions of ordered progress and high achievement in the Fine
Arts. The traditional conservatism of our people was not
inconsistent with social progress. In fact, it was a necessary
condition of all peaceful and permanent advance. The more
firmly founded a throne was on the bedrock of history and the
affections of the people, the easier was the Ruler’s task in
carrying out courageous acts of radical reform. Already, His
Highness’s reign had passed into the more memorable chapters
of human history by the inauguration of far-reaching measures
of social amelioration and by the founding of a new Univer-
sity. And in the years to come Travancore State and India
in general could, indeed, look forward to many more such
deeds of active beneficence.
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While His Highness thus held a very high place among
the great leaders of thought and action, he had an especial
claim to the affection and admiration of music-lovers. He
came of a dynasty which had contributed a royal composer to
the brilliant renaissance which we still acclaimed as the golden
age of Carnatic Music. His Highness's predecessor on the
throne of Travancore, Maharaja Swati Tlrunal, was a worthy
contemporary of Sri Tyagaraja, Muthuswami Diksitar and
Syama Sastri and he too had left us a legacy of songs which
Soujh India cherished. His Highness, and his illustrious mother,
Her Highness Maharani ISetu Parvathi Bai, who were ardent
votaries of the art, had rendered distinguished services to the
arts in general and to Music in particular. One of their annual
conferences was opened by Her Highness and tbe Academy
itself was inaugurated by the enlightened Dewan of Travancore,
Sir C. P. Ramaswami Aiyar, who was then Law Member with
the Government of Madras.

Explaining the aims and achievements of the Academy,
Mr. K. V. Krishnaswami Aiyar said:

“We hold annual conferences and thus bring together
eminent Vidvans to discuss among other topics, the raga-
laksanas and to reconcile the practice and theory of the art.
We arrange for specially planned concerts for the correct and
pleasing exposition of Sangita in all its branches. We discover
talent and give recognition, encouragement and publicity to new
as well as old practitioners. We conduct a Teachers’ College
of Music for maintaining and improving standards of musical
instruction. We publish a Journal embodying the results of
study and research by reputed Vidvans. We collect and edit
rare and valuable works on music as well as the compositions
of the masters. We hold competitions for stimulating the study
and exposition of our musical masterpieces. We endeavour in
all ways to advance the cause of music; we hope that the enligh-
tened patronage of your Highness’s family and Darbar will be
extended in ever-increasing measure to our endeavours, not the

least of which is to provide ourselves with a hall worthy of the
finest of the Fine Arts.”

“We are glad to say that the Indian Fine Arts Society are
co-operating with us this year in the deliberations of this
Conference.*,
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Extending again a warm welcome to the Maharaja, Mr.
Krishnaswami Aiyar requested His Highness to open the
Conference.

H.H. The Maharajah’s Opening Address.

Declaring the Conference open amidst cheers, His
Highness expressed deep appreciation of the welcome accorded
to Her Highness the Maharani and himself and of the oppor-
tunity afforded to him for appraising the fine work that is to
the Academy's credit towards the common encouragement and
progress of the musical art. His Highness continued:

“l am further indebted to you for the very kind remarks
that you have made regarding the efforts in my own State for
the furtherance of fine arts and of music in particular, As you
rightly observe, we are the inheritors of a great tradition and
it is no small responsibility to hand on to succeeding generations
the torch lit by Maharajah Swati Tiruna}. In the task that we
have attempted, we reckon confidently on the support and advice
of expert bodies like your Academy which | am glad to note,
was initiated by my Dewan as early as 1928. The aims that
you have set before yourself and that you have so fully embo-
died in your Address are precisely those which animate us. In
all artistic matters, mutual exchange of thought and sympathe-
tic criticism are of the utmost value and | feel that we shall not
ask for these in vain.

“The programme that has been placed in my hands
demonstrates the variety of entertainment and instruction which
it is the object of the Academy, to supply, as well as the high
ideals to which you have adhered during the years that have
elapsed from the inauguration of the Academy. It was a
happy thought that at a time when various disturbing elements
were beginning to lower artistic standards, your Academy was
founded for the purpose of promoting, in your own language,
the higher learning and practice of the art of music, of bringing
together artists and savants and of reconciling theory and
practice. Depending, as music inevitably must, upon the
support of the wider public as well as of discerning patrons, it
is essential to educate as well as to satisfy public taste. You
have claimed that in the selection of styles and languages, in the
proper rendering of Sahitya and Sangita, you have done pio-
neer work. No small praise is due to your consistent encour-
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dgemfcnt of rising talent and your lectures and demonstrations,
the attempts to stimulate interest in North Indian as well as
Carnatic music and the inclusion of the art of dance as an
important branch of musical practice.

“l1 am greatly interested to read about the Teachers’
College of Music that you have started for the purpose of
imparting instruction in the theory and practice of music. We,
in Travancore, with the same object in view and in order to
keep up a regular supply of adequately trained teachers for the
hundreds of schools in which music is taught, have begun a
similar experiment and | have no doubt that we shall derive
much assistance from your experience and your methods.

“l am sorry to hear of the suspension of your quarterly
journal and hope that it will soon be resumed so that the great
storehouse of material that is now available only in rare manu-
scripts may become the possession of the people at large.*

“One of the main functions of your Academy is the
encouragement of original composition, in addition to the pro-
duction of the classical works by the great living exponents of
the art of music in its various forms. It is very pleasing to
hear of your success in both these directions.

“l congratulate the organisers of this Conference and
the Governing Body of the Music Academy on the notable
record of work already achieved and wish them even greater
success in their laudable object of promoting the best interests
of a supreme art to which South India has contributed not a
little in the way of perfection of vocal and instrumental techni-
que and its combination with poetry and the ideal of Bhakti.

“l have great. pleasure in declaring the Conference
open.”

Vote of Thanks

Mr. K. Balasubramania Aiyar proposing a vote of thanks
to Hi's Highness and Her Highness, said that His Highness
had conferred a great honour upon the Academy by parti-
cipating in the function. The Academy, he said, might with a

just sense of satisfaction regard the day as the proudest in its
apnals. Their sincere thanks were also due to Her Highness

1. The Academy’s Journal is not suspended; it is coming out.
Ed;" ;M
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the Maharani for gracing the occasion with her presence. In
India, from time immemorial, the noble and exalted art of music
had been developed to the high level it had now attained not
only by the labours of the great masters of the art, but also by
the generjus patronage and fostering care of India’s great and
beneficent rulers. The part played in this respect by the royal
dynasty of Travancore had been indeed, a notable and memor-
able one. Born and bred up in such a glorious tradition His
Highness, with the inspiration and active co-operation of his
illustrious mother had already done great service to the cause
of music by generous patronage of many of the leading musi-
cians of South India. Further, the Academy had authentic
information that His Highness possessed a fine musical voice
and good musical talent, inherited from his illustrious mother,
who was an adept in the art of the Veena. The Academy
indulged in the hope that at some day—not distant perhaps—
they might have the privilege and good fortune to hear a few
beautiful Kirtanas and Ragas from His Highness’ lips.

In conclusion, Mr. Balasubramania Aiyar thanked Their
Highnesses and Sir C. P. Ramaswami Aiyar for their parti-
cipation in the function.

Election of President

Gayakasikhamani Vidvan L. Muthiah Bhagavatar proposed
Sangita Kesari Vidvan Vedanta Bhagavatar to the president-
ship of the Conference and Vidvan K. Ponnaiah Pillai seconded
the resolution. It was carried with acclamation and Vidvan
Vedanta Bhagavatar took the chair.

Presidential Address

Vidvan Vedanta Bhagavatar then delivered his pre-
sidential address. Thanking the organisers of the Conference
for electing him to the chair, Mr. Vedanta Bhagavatar said
that it was a matter for great joy that the Music Academy had
applied itself so earnestly to the task of promoting the art and
science of music. The work done by the Academy in bringing
together at such conferences lovers of music, savants, and
students of music, was, he said, most praiseworthy and it had
helped to fulfil a longfelt want in the realm of Carnatic musie.
He wished to take the opportunity to emphasise the desirability
of all musicians becoming members of the Academy and serving
the best interests of Carnatic music.
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Great exponents of the art, the President continued,
had done honour in previous years to the presidential chair.
Their talents and the co-operation of learned musicians had
enabled the Conference from year to year to carry on discus-
sions and researches in regard to ragas and raga laksanas and
the record of work of the Academy in this connection was a
most valuable one. He hoped that the same co-operation would
be forthcoming in the ensuing discussions during the Con-
ference and it would be enabled to make some contribution to
tbe growth of music in South India. That persons versed
in the science and exposition of music were members of the
Committee of the Academy betokened its strength and good
health. Indeed, it was the good fortune of the Academy to
have for its chief guide such an able worker as Rao Bahadur
K. V. Krishnaswami Aiyar and on its Committee enthusiasts
like Messrs. T. V. Subba Rao, T. L. Venkatarama Aiyar,
E. Krishna Aiyar and Mrs. Alamelu Jayarama Aiyar. The
Conference, he hoped, would record its grateful appreciation of
their work. He hoped that Maharajahs, Zamindars and other
patrons of music would continue to extend their help to the
work of the Academy.

Music was the best part of the world of sound. It
originated and grew in the spirit of joy, which was present in
every one and found ready expression as a result of some
stimulus. Even the lower order of the animal kingdom was
susceptible to the influence of music. Great were the traditions
which had come down through generations inregard to Carnatic
music and its soul-elevating qualities and its potency as a
medium through which one could attain communion with the
Almighty. The songs of Saint Appar, Saint Arunagirinathar
and others referred to the qualities of music as a means to
“happiness here and hereafter/' The great musical triumvirate,
Tyagayya, Diksitar and Syama Sastri, had revealed to the
world the immense potentialities of Carnatic music and left an
unparalleled legacy of musical lore in their compositions which
were masterpieces satisfying the most fastidious requirements
of musical technique. Mentioning in this connection, Tyagayya’s
“ Nadatanum Anisam ” in Cittaranjani, "Sobhillu Saptasvara
Sundarula” in Jaganmohini and *“Vidulaku mrokkeda” in
Mayamalavagaula and to similar pieces by Diksitar and Syama
Sastri, Mr. Vedanta Bhagavatar said that it was up to all music-
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lovers to examine the inner meaning of these compositions
while following their lead in the promotion of the study of
the art and technique of Carnatic music. The pieces of
Ksetrajna furnished another storehouse of music which
brought out the excellences of Carnatic music in all its purity,
technical perfection, nuances and emotional appeal. It was
essential that musicians should cherish these.

Sahitya in Music

Mr. Vedanta Bhagavatar then proceeded to refer to
the place of sahitya (text of musical pieces) in music. Nada,
Mr. Vedanta Bhagavatar said, consisted of Sruti and
svara; but it was only in combination with sahitya that these
took a definite form and content, admitting of musical render-
ing. It was a realisation of this truth that led Tyagayya
and other great composers to render music in the form of padas
and kirtanas. Sahitya and sangita were interdependent and the
aid of each was indispensable to the other. It was, therefore,
essential that equipment of a musician should embrace a sound
knowledge of both, in order that the musician might be able to
satisfy and elevate his hearers. Indeed, it was only such equip-
ment that would enable the musician to enter into the spirit of
the piece and render it properly.

The word sahglta, the speaker continued, meant, “that
which is well sung.” The essential requisites of good music
were, therefore, harmony, freedom from jarring notes and
variances, and a capacity to attract and hold the hearer’s senses
and give emotional satisfaction. The singer should adjust the
sruti to suit his physical capacity—preferably the tambura, the
traditional Sruti used by our forefathers and approved by musical
treatises—and render the given piece according to sathpradaya
(tradition) conforming to the rdga sancaras of the kirtanas of
masters. Further, when resorting to swara sets in gamaka, the
singer should steer clear of over-emphasis and monotony.
Frequent sancara on madhyama and vilamba-rendering with
occasional recourse to the druta kcila while conforming
strictly to the Sruti and tala—this, in his opinion, would be the
right way of musical rendering. For it was the judicious
understanding of the relative value of the three kalas, combined
with perfect adherence to Sruti and t&la, that would please the
hearer and satisfy his musical sense. The beauty, greatness and
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emotional appeal of Carnatic music lay in the variety of its
ragas and a good musician would never lose sight of these in
rendering ragas. And, a musician should always make it a
point to render the raga first before singing any piece. Even
in the alapanas of ragas one should avoid resort to monotonous
repetitions of the same vowel or consonantal note. Whatever
the language of a piece, the musician should first master the
text properly and in rendering it pronounce the words correctly
and clearly. The rendering would be adequate only if the
singer had a full appreciation of the meaning of the piece ren-
dered.

The perfection of the svarajnana in Carnatic music,
Mr. Vedanta Bhagavatar continued, enabled its votaries easily
to cultivate and render non-Carnatic pieces and varna mettus.
If followers of other musical systems followed a similar prac-
tice, they would easily appreciate the superiority and merit of
the Carnatic system. It was necessary, he said, that we should
follow the methods of instruction which our ancestors em-
ployed in the field of music. Besides the traditional pieces and
musical compositions that they popularised, it was necessary in
modern times to add pieces from such authors as Subrahmanya
Bharati.

Referring to the compositions of Tyagayya, Diksitar
and Syama Sastri, Venkatamakhl, Jayadeva, Purandaradasa,
Swati Tirana}, Vadivelu, Sivanandam, Ponniah Pillai and others,
Mr. Vedanta Bhagavatar urged that expert bodies like the
Academy should popularise these and musicians should bring
them into vogue. Musicians and music-lovers of the present
generation owed a duty to posterity and they should help the
Academy not only in finding but in fostering new talent in the
interests of the continued progress of Carnatic Music.

Bharata N atya

Mr. Vedanta Bhagavatar next spoke of the place of
Bharata Natya in relation to music and the other fine arts.
Dance like music, vocal and instrumental, had a definite place in
Carnatic Music and to the Academy belonged the credit of taking
steps for the revival of Bharata Natya. It was up to musicians
and lovers of the fine arts to further the efforts of the Academy
in this direction. It was essential that they should help the Aca-
demy to produce a monthly journal or bulletin in order that the
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fruits of discussions in conferences and their results might be
popularised and brought into practice. Steps should be taken
with the aid of musicians and music-lovers at different centres
to spread adequate knowledge of the woik of the Academy and
its researches in the field of music. Its membership and its
financial position should be strengthened.

In conclusion, Mr. Vedanta Bhagavatar thanked the
Press for their co-operation and assistance to the Academy in
the cause of music.

The proceedings of the opening day came to a close with a
musical concert by Srimatis Vijayalakshmi Natarajan and
Minakshi Ramakrishnan accompanied by Master Gopala-
krishnan (violin) and Mr. Jagannathan (mridanga).

THE SECOND DAY
23—12—1940

The deliberations of the Experts’ Committee of the
Academy began with Vidvan Vedanta Bhagavatar in the chair.

The Ragas of the Astapadis
The ninth item in the agenda was taken up for considera-
tion. Prof. P. Sambamurti said that the original tunes of
Jayadeva had been lost; and wanted that they should be
standardised. He sang “ Pralaya payodhi” and said that it was
debatable whether it was Malavagaula or Saurastra. After
some discussion further consideration was adjourned.

Rdga Laksanas
Then Ragalaksanas were taken up for discussion.

Saurastra
Saurastra was first taken up for consideration.
*Bhasahga ’ Again.

Pandit P. S. Subrahmanya Sastri wanted the precise mean-
ing of *Bhasaiiga’ and *Raganga' to be fixed up. The
President stated that ‘Raganga’ means ‘Melakarta’ and
‘Bhasanga’ means a Janya Raga which takes foreign note.
Vidvan Muthiah Bhagavatar also stated that that was the accep-
ted notion and further discussion would be only of antiquarian
interest. This was agreed to.

Xr—2
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Saurastra X'0

The prior decision of the Academy was that Saurastra was
a janya of the 17th mela and that Kaisikl Nisada also occur-
red. Discussion then was focussed on the question as to
whether Suddha Dhaivata occurred.

Prof. P. Sambamurti stated that the appearance of Suddha
Dhaivata was too passing to be taken into account.

Vidvan Muthiah Bhagavatar stated that the glta of
Vehkatamakhin recognised it as a janya of the 15th mela, and
was a Bhasanga. Therefore Suddha Dhaivata occurred. Also
Catussruti Dhaivata occurred. Then the students of the Music
Academy sang the glta of Vehkatamakhin “ Ravikotiteja " in
which Saurastra was classed as a janya of the 15th mela.

Vidvan Tiger Varadachariar stated that both the Dhaiva-
tas occurred in it and being a Bhasanga, it may be put either
under the 15th meja or the 17th mela.

Sri T. L. Venkatarama Aiyar said that if both the Dhaiva-
tas occurred, there was no reason why the traditional view that
it was a janya of the 15th mela should be altered.

Vidvan Valady Krishnaier agreed with this view.

Vidvans T. K. Jayarama Aiyar and A. Venkatesa Aiyar
preferred to put it under the 17th mela.

Sri T. V. Subba Rao stated that Catussruti Dhaivata
occurred predominantly.

Vidvan Parupalli Ramakrishna Pantulu was of opinion
that it was a janya of the 15th mela.

Vidvan Piratla Sankara Sastri agreed with this.

The President sang the raga with both the Dhaivatas. In
accordance with the opinion of the majority it was decided that
it was a janya of the 17th meja but there were prayogas of
Suddha Dhaivata. Kaisikl Nisada also occurred.

Arabhi.

The previous decision was th .t it was a janya of the 29th
mela. Its Arohana and Avarohana were Sa ri ma pa dha sa
and Sa. ni dha pa ma ga ri sa.
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A~ THE THIRD DAY
24— 12—1940
Arabhi— (continued)

Vidvan Vedanta Bhagavatar took the chair. Discussion of
the laksana of raga Arabhi was resumed. There was a dis-
cussion as to whether Nisada occurred in the raga.

Vidvan liger Varadachariar sang tlie varna in Arabhi
beginning with the words “Sarasi.” It was rendered in full by
Miss Sitapati. “Ni” largely occurred in the varna. It also
occurred in the Pancaratna kirtana of Sri Tyagarajaswami,
* Sadhinchine.”

Vidvan Semmangudi Srinivasa Aiyar stated that it was
legitimate to use it, though its absence will not mar the raga.

Vidvan Venkatesa Aiyar said that no Nisada occurred.

Vidvan Tiger Varadachariar gave a demonstration that
‘Ni * occurred.

Vidvan Parupalli Ramakrishna Pantidu sang a gita with
Nisada prayoga; it was a gita of Purandaradasa.

The President observed that Kakall Nisada did occur.

Pandit S. Subrahmanya Sastri said that Nisada did occur.

Prof. P. Sambamurti sang a glta in Arabhi without
Nisada.

Vidvan Rajamanickam Pillai stated that Sa ni dha pa ma
ga ri sa was right. ,

The conclusion arrived at by the Conference was that
Kakall Nisada was used in the compositions of Purandara-
dasa, Vehkatamakhin, Sri Tyagarajaswami, Pallavi Dorai-
swami Aiyar and Muthuswami Diksitar; and that, therefore,
the correct laksana is Sa ri ma pa dha sa and Sa ni dha pa ma
ga ri sa; it is a janya of the 29th mela. Nisada and Gandhara
should be alpa and should not be long.

Sam a.

The discussion centred mainly on the question as to
whether the correct Mohana is Sa ri ma pa ma dha sa or Sa ri
ma pa dha sa. Further consideration was adjourned to the
next day.
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THE FOURTH DAY
25—12—1940
Sama—(continued) A
The proceedings of the Conference commenced with
Vidvan Vedanta Bhagavatar in the chair.

Discussion of the laksana of Sama raga was resumed.

The President stated that the raga had been placed under
the 29th meja and its arohana was Sa ri ma pa ma dha sa.

Vidvan Umayalpuram Venkatarawa Aiyar sang “ Santa-
muleka” with Ma pa dha and said it was placed under the 28th
mela.

Another Vidvan sang a piece of Tyagaraja “ Etulaina” in
Sama and it had no Ma pa dha.

Sri C.S. Aiyar wanted that the distinction between Arabhi
and Sama should be made clear.

The President sang some sancaras in both the ragas so
as to bring out the distinct ragabhava of the two ragas.

Vidvan Umayalpuram Vcnkatarama Aiyar sang the two
ragas.

Vidvan Valady Krishnaier was for adopting Sa ri ma pa
dha sa as the arohana.

Vidvan Tiger Varadachariar said that he was for adopting
Sa ri ma pa dha sa.

The majority was for adopting the arohana as Sa ri ma pa
dha sa and for placing it under the 28th meja.

The decision of the Conference was that it was a janya of
the 28th meja; and its arohana was Sa ri ma pa dha sa and
avarohana sa dha pa ma ga ri sa; Pa ma dha sa is a Ranjaka
prayoga.

Varali.

The discussion was about the place of Stiddha Gandhara.

Vidvan Tiger Varadachariar sang “ Kanakana ruchira’
and the Suddha Gandhara was slightly higher than the Catus-
sruti Rsabha.

The President referred to a similar prayoga in “ Mamava
MInaksr” by Diksitar.

“Noremi” of Tyagaraja was rendered by Vidvan Umayal-
puram Venkatarama Aiyar and Vidvan Valady Krishnaier.

Vidvan Piratla Sankara Sastri sang “Ramata” of Lakshmi-
kantayya.
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Sri Srinivasa Rao sung “Sesacalanayakam” of Diksitar. It
showed that the Gandhara was slightly higher than Catussruti
Rsabha.

The Conference was of opinion that Varaji was the same
as the 39th meja; and that it takes SuddhaGandhara. It was a
Sampurna raga and constitutes the 39ih mela.

Sri T V. Subba Rao pointed out that the Suddha Gandhara
was higher in the arohana and lower in the avarohana.

THE FIFTH DAY
26—12—1940

Varali (continued)

Owing to the unavoidable absence of Vidvan Vedanta
Bhagavatar, Vidvan Tiger Varadachariar took the chair.

Sri C.S. Aiyar stated that the Suddha Gandhara was not
higher than the Catussruti Rsabha.

Srimati Vidya sang the portion pertaining to the raga
Jhalavarali from the 72 melakarta ragamalika of Mahavaidya-
natha Aiyar.

“Mamava MinakSi” of Diksitar and the varna of Ramnad
Srinivasa Aiyangar were also sung. It was contended that
Suddha Gandhara was not higher than Catussruti Rsabha.

Vidvan Umayalpuram Venkataramaier stated that Nada
was sometimes Vyakta and sometimes Avyakta; and Suddha
Gandhara’s place could not be exactly defined; it was variable.

Vidvan Valady Krishnaier stated that Suddha Gandhara
was slightly higher than Catussruti Rsabha.

Vidvan Muthiah Bhagavatar agreed with this view.

Vidvan Parupalli Ramkrishna Pantulu was of opinion that
Suddha Gandhara is higher than Catussruti Rsabha.

Vidv&n Piratla Sankara Sastri sang Varaji and stated that
Suddha Gandhara was a bit higher than Catussruti Rsabha.

Vidvan Musiri Subrahmanya Aiyar sang “Ne pogada
gunte;” Vidvan Budalur Krishnamurti Sastri sang “Noremi,\
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THE SIXTH DAY
27-12-1940
Aiiiri

Vidvan Vedanta Bhagavatar took the chair.

Raga Ahiri was taken up for discussion. The President
mentioned that the particular meja under which the raga had to
be placed and the particular sancaras which were admissible
were matters of controversy from time immemorial. The
Vidvans were requested to elucidate the points by singing com-
positions in the raga; and the raga itself.

A Lecture

At this stage Gayakasikhamani Sri Muthiah Bhagavatar
delivered a discourse on Maharaja Swati Tirunaj’scompositions.

This was followed by a recital of the Kirtanas of Sri
Swati Tirunaj. Mrs. Alamelu Jayarama Aiyar sang the piece
“Pahi parvata" in Arabhi.

Vidvdn G. N. Balasubrahmanyan sang a piece in Sahkara-
bharana “Bhaktaparayana.”

Sri T.L. Venkatarama Aiyar sang “Mamava Ananta-
padmanabha.”

Vidvan Hariharaier sang “Sri Kumaranagaralaye” in
Athana.

Vidvan Srinivasan sang a piece “Kirticheyu” in Malayalam.

Vidvan Musiri Subrahmanya Aiyar sang “Smara Janaka*’
in Behag.

The President Vedanta Bhagavatar thanked the lecturer,
Muthiah Bhagavatar, and the musicians who sang the songs and
with that the proceedings came to a close.

TPIE SEVENTH DAY
28—12—1940

A nother Lecture

Vidvan Vedanta Bhagavatar took the chair.

Vidvan Tiger Varadachariar then gave a lecture on “The
compositions of Sri Tyagaraja, Sri Syama Sastri and Patnam
Subrahmanya Aiyar.” Bhava is of the essence of music; and in
rendering the compositions of the great masters we should see
that Bhava is adequately brought out. The sangatis should be
so rendered as to enhance the Bhava and not so as to break it.
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He illustrated the point by many manodharma sancaras in
“Addhambu chekkilla”, in “Kaddanavariki,” and “Nidhi tsala
sukhama.” Syama Sastri did not compose kirtanas in thousands,
or in Apurva ragas. But he was inspired by Bhakti of Amba;
and his kirtanas bear the impress of his Bhakti. The lecturer
then rendered “Biranavara” in Kalyani. The bhava of the
raga Kalyani is prominently brought out in the piece. He then
sang a piece of Patnam Subrahmanya Aiyar in Kalyani “Nija-
dasa.” He then sang “Bhaja re re citta” of Muthuswami
Diksitar.

Then he took up the raga Kharaharapriya. Sri Tyagaraja
Swami has composed a large number of kirtanas in this raga.
Patnam Subrahmanya Aiyar has composed one Kkirtana. He
sang “Korisevimpa" and “Sankalpame.” Then he sang “Jdi
nyayama,” of Patnam Subrahmanya Aiyar in Malavi; and
explained the varying bhavas of the several sahgatis in the
pallavi of that piece.

Then he took up Purnacandrika. He sang “Telisi Rama
cinlana” and “Namakusumamula." He sang the piece “Ne
chesina” of Patham Subrahmanya Aiyar in Purnacandrika.

Then he took up Harikambhoji. He sang “Canitodi” of
Sri Tyagaraja.

Lastly he took up Begada. It is a chaya raga. He sang
“Tanavari” of Sri Tyagaraja; “Tyagarajaya Namaste” of
Diksitar; and “Manasuna nera"™ of Patnam Subrahmanya Aiyar.

Gdyakasikhdmani L. Muthiah Bhagavatar thanked Vidvan
Tiger Varadachariar for his inspiring lecture.

THE EIGHTH DAY
29—12—1940

The President on Diksitar.

The President, Vidvan Vedanta Bhagavatar gave a dis-
course on the kirtanas and style of Sri Muthuswami Diksitar.
He began by saying that just as Tyagarajaswami wasan avatar
of Valmiki, so also was Diksitar an avatar of Subrahmanya;
and he worshipped the Mother-goddess, Paradevata. He sang
“Vamsavati Sivayuvati” where the Devi is described as of the
form of the 22 srutis and as of the form of Subrahmanya. As
o;ie who was an initiate and a Siddha in Sri Vidya, Diksitar is
to be revered as much, if not more, than a Sanyasin. He sang
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“Manasa Guruguha”; Anandabhairavi is stated to have affinity
with the Samagana; and quoted “Samaganasirahk uiipinim”
from Diksitar’s song.

He characterised Diksitar as the composer of composers.

He took up Kalyani, sang “Bhaja re re citta” and “Karaa-
lambam Bhaja re™ and compared “Nidhi tsala sukhama” of Sri
Tyagaraja.

He sang raga Sankarabharana and theklrtana “Sadasivam.’
He sang and showed how “Chintitsunnade” and *“ Sankaram
abhirami” brought out the same bhava.

He then sang “Trilocanamohinlm” in Bhairavi. He sang
Bhairavl and expounded the phases of the raga according to the
Carnatic sampradaya.

Pandit Subrahmanya Sastri, in thanking the President,
emphasised that five great composers have contributed to the
richness of South Indian Music—the trinity and also Purandara
dasa and Ksetrajna. Our music would be incomplete without
the compositions of all these composers. He referred to the
sahitya of Diksitar and grammatically explained some perplex-
ing prayogas in the sahitya.

Vidvan Tiger Varadachariar also thanked the President,
Vidvan Vedanta Bhagavatar, for his very learned and spirited
discourse.

THE NINTH DAY
30-12—1940

The proceedings were begun with the President, Vidvan
Vedanta Bhagavatar, in the chair.

Srimati M. A. Saradambal then gave a discourse on “Our
forgotten compositions” on the basis of her own study of the
subject as a Research student of the Madras University.*

,  Tamil Compositions of Nllakantha Sivan

She then gave a recital of the Tamil kirtanas of Nllakantha
Sivan, of whom she is a descendent, to the accompaniment of
Veena.

The President thanked her on behalf of the Academy.

1. For a summary of her thesis, see Journal of the Madras
University, Vol. XI, No. 2, pp. 213—260.
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Raga Laksanas—Ahiri.

Then discussion of the laksana of the raga Ahiri was taken
up.

Vidvan T. K. Jayarama Aiyar stated that Nisada was low,
and occurred generally in the sancara Ni dha pa. In Arohana
the Nisada takes a Karhpita gamaka. In Avarohana there is
no Karhpita. The gandhara is higher than Sadharana Gan-
dhara and lower than Antara Gandhara.

The President sang “Adayasri” with a predominance of
Sadharana Gandhara. He also sang two pieces of Diksitar,
“Sri Kamalamba” and “Kusumakara.” Both the Gandharas
occurred. Kakall Nisada and Catussruti Rsabha also occurred.

Vidvan T. R. Venugopal Naidu sang a piece of Syama
Sastri in  Ahiri “Mayamma” and said that both Antara
Gandhara and Kakall Nisada occurred.

Vidvan Parupalli Ramakrishna Pantulu sang a varna
showing a large prayoga of Sadharana Gandhara. He was not
for Kakall Nisada. Even the Gandhara was not Antara. It
was a janya of the 8th mela.

VidvSn Nallur Bharatam Narayanaszvami Aiyar said that
he was for Sadharana Gandhara and Suddha Dhaivata. In
avarohana an Antara Gandhara prayoga occurred.

Professor P. Sambamurti was for retaining the 8th mela
as Antara Gandhara did not come out distinctly.

Vid7Jan Piratla Sankara Sastri sang “Adayasri” with a
predominance of Sadharana Gandhara. Antara Gandhara
occurred. The arohana was Sa ga ma pa dha ni sa.

Sri T. V. Subba Rao was strongly for placing the raga in
the 14th mela, as Antara Gandhara occurred prominently.

At this stage the conference was adjourned to the next day.

THE TENTH DAY
31—12—1940
Vidvan Vedanta Bhagavatar took the chair.
Demonstration of New Tamil Songs.

Vidv&n T. R. Visvanatha Satri then gave a recital of his
original compositions in Tamil, called “Murugan Madhura
Kirtanai”. Baby Yamuna rendered two Padas of the vidvan
in Abhinaya, to the accompaniment of veena.
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The President thanked Sri T. R. Visvanatha Sastri for his
exposition of his songs and complimented Baby Yamuna on her
excellent demonstration.

, Ahiri.
Then discussion of raga Ahiri was resumed.
Srimati Vidya sang “Mayamma” klrtana of Sri Syama

Sastri. She also sang the “Vakulabharana” portion from Maha
Vaidyanatha Sivan’s Melakarta composition.

Dr. Srinivasaraghavan said that Ahiri was an ancient raga
and referred to in the Silappadikaram. The raga would be a
janya of Todi. He sang “Etula” of Sri Tyagaraja with a
large prayoga of Antara Gandhara. He sang “Tsallare.”

Vidvan Tiger Varadachariar said that Ahiri took all the

notes except Pratimadhyama. The pada “Mosamaye” of
Ksetrajna was sung by Miss Sitapati Aiyar.

Vidvan Tiger Varadachariar sang Ahiri with a large
prayoga of Antara Gandhara.

The conference was of opinion that it was a janya of the
8th mela and that it took several foreign notes; and was a
Bhasanga raga and should be rendered with a knowledge of the
chaya.

THE LAST DAY
1—1—1941.
Vidvan Vedanta Bhagavatar occupied the chair.

The President stated that the laksana of Ahiri having been
determined they could conclude auspiciously with a determina-
tion of the laksana of Sri raga. The President stated that Sri
raga was a janya of the 22nd mela, and its arohana and avaro-
hana are Sa ri ma pa ni sa—Sa ni pa dha ni pama ri ga ri sa.
Pa dha ni pa is a rare prayoga.

Vidvan Tiger Varadachariar agreed with this view and
sang the raga.

Sri C. S. Aiyar remarked that Pa dha ni pa occurred as a
special proyoga only towards the close; and need not form part
of the regular avarohana laksana.

Vidvan Tiger Varadachariar sang the raga and made
reference to the varna of Patnam Subrahmanya Aiyar.
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The decision of the Conference was that it was a janya of
the 22nd mela; that its laksana was Sa ri ma pa ni sa—Sa ni
pa ma ri ga ri sa; and Pa dha ni pa is a visesa prayoga.

The discussions came to a close with this.

Then the Pesident, Vedanta Bhagavatar, delivered the con-
cluding address. He gave a resume of the proceedings and
thanked the Vidvans for their co-operation.

Then Vidvan Tiger Varadachariar speaking on behalf of
the Vidvans assembled, observed that the President being a
great musician and composer, brought to bear great light on the
discussions; and the proceedings were conducted ably, plea-
santly and without a hitch.

Prof. P. Sambamurti mentioned that in spite of indisposi-
tion, the President discharged his duties ably out of a sense of
duty. He stated that he was a great composer. He suggested
that during the Conference, they might allot a day each for the
exposition of the Kirtanas of the great composers—including
contemporary composers.

Dr. Sankaranarayana Aiyar associated himself with the
previous speaker and pleaded for a day being assigned for the
demonstration of contemporary compositions.

Pandit S. Subrahmanya Sastri said that the Conference
was like a yajna; that the knowledge and experience of the Pre-
sident was unlimited; and his voice was unique and travelled up
to the Pancama in Tara sthayl with ease.

Sri Diksitar’s song in raga Sri “ Sri Kamalambike” was

then sung as Mangalam.
The Conference then came to a close.
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KARNATAKA COMPOSERS1 A?
By Sri T. V. Subba Rao, B.A., B.L. &

Indian Music has not evolved a more beautiful, simple and
elastic type of composition than the Klrtana. It unifies in the
highest degree the three fundamentals of Sangita, Bhava»
Raga and Tala. It is the finest synthesis of Poetry, Melody
and Rhythm. It is the medium for expressing the highest aspi-
rations of man. It is the richest tribute that spirituality and
aesthetics can lay at the lotus feet of the Lord of the Universe.
In its present form it is very much the contribution of the com-
posers of Karnataka, known as Dasakuta. Inthe main it consists
of a Pallavi with or without Anupallavi and caranas one or
more in number. It may be in any raga and generally in one of
the well-known talas. The tala avartanas of the carana are
twice or four times those of the pallavi. The anupallavi has
the same or twice the number of tala avartanas of the pallavi.
The pallavi has prasa correspondence with anupallavi only.
Each carana has prasa correspondence between the padas of
it. The prevailing emotion in it is that of Bhakti the largest
components of which are Srngara and Santa. There may, of
course, be subordinate rasas. The theme is usually in praise of
the Lord directly or indirectly by referring to His great Bhak-
tas who obtained His grace or it may be a prayer or invocation
to a deity. These elements of the Klrtana are mentioned here
to point out the compositions of the Karnataka composers,
some of which are nearly a thousand years old, contain all of
them.

In its rudiments, however, it is most ancient and may with-
out hesitation be attributed to the greatest musician-sage, Narada,
that indefatigable exponent of Bhakti and Sangita. Whoever
praised the Lord in words set to music or raga and tala sang
the kirtana. Prahlada, Sanaka, Sanatkumara and Hanuman
were great kirtana composers and singers. In spiritas distinct
from form, itis as old as humanity itself and universal in its
sphere of influence. When man, whatever his religion or race

1 Being the Readership Lectures delivered during 1940 under
the auspices of the Madras University.
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or stage of civilisation felt the power of the Great Unseen and
exclaimed in words as near as possible to the Expression “ Lord
be praised,” or “God is great”, he was reflecting the spirit of
the kirtana. it is, however, in India that it developed as a defi-
nite musical form of concrete melody. As the easiest and the
best means of worshipping God it attained immense popularity.
It has been tending to displace the ceremonial side of religion.
The formalists who still cling to rituals as essentials denounce
the bhakti-singers as dissenters and heretics. Nevertheless the
musician-saint has prevailed and his influence is spreading.
There have been great Vaggeyakaras and Kirtana composers
like Jayadeva, Tulasi Das, Kabir Das, Surdas, Haridas, Tuka-
ram, Caitanya, Samartha Ramdas and Bhadracala Ramdas. It
was, however, Tyagaraja who perfected the kirtana as the most
artistic form not only of emotional exuberance, but of the finest
musical expression with potentialities for infinite expansion.
Yet when all has been said, the highest praise for having crystal-
lised, refined and popularised the kirtana as the most effective
means of conveying the grandest teachings of the Vedas and
Upanisads with all the charm of exquisite melody and rhythm
must belong to the glorious and selfless band of Dasa Kuta
singers, the greatest of whom is Purandaradnsa, the father of
the Carnatic system of music. The service they have done to
the cause of Indian Music is inestimable. Some of them were
Acaryas, geat teachers of Vedanta and Rhaktimarga. We are
for the present interested in them primarily as composers and
only incidentally with their teachings. The lives of the more
important of them will be treated from an historical point of
view.

A calanandadasa

The firstof these Karnataka composers in so far as authen-
tic tradition and record are available, is Sri Acalanandadasa.
He belonged to the 9th century A. D. It is probable his ances-
tors were also dasas and composers, but he is the best known of
them. He was a Karnataka Brahmin who lived in the district
of Bangalore and it seems his decendants are, to this day, living
in Thumkur in Mysore State. His name before he took the
Asrama was Narasimhadasa. He was a devout worshipper of
Sri Narasiriiha whose vigraha was always carried in a palanquin
while he himself walked on foot on his pilgrimages. It is said
that the palanquin was carried by persons of semi-divine origin
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who were invisible to the human eye. The planquin acdom-
panying him without apparent bearers used to inspire awe and
respect wherever he went. He visited Pandharpur, stayed there
for some time and worshipped Purandara Vitthala. It is belie-
ved one day Lord Vitthala appeared before him and blessed
him. That to him was eternal unchanging bliss and he was
from that time known as Acalanandadasa. He dedicated his
compositions to Sri Vitthala with the mudra of Acalananda
Vitthala. He himself records the event of God-vision as hav-
ing taken place at noon on Caitra Suddha Dasaml in the year
Vilambi of Salivahana era 801 or 879 A. L). He went to
Nepal where he is said to have brought back to life the prince
who had been bitten by a venomous snake. When he was
offered gold and precious stones by the king he declined to ac-
cept them and contented himself with taking twelve saligrams
of twelve sacred places. He then established his mutts in six
centres of India with six of his Saligrams and returned to his
native home in Karnataka with the other Saligrams.

The chief of the Rastrakuta dynasty who was then ruling
Karnataka became his disciple and granted twelve villages and
agraharas for the support of 96 families who were his depen-
dants and followers and other twelve villages for the main-
tenance of himself and the conduct of worship of his deities
Narasimha, Vitthala and tbe six saligrams he had brought with
him from the north. Of his descendants these are well-
known ; Muddu Vitthala, Gopinatha, Haridasa, Timmadasa and
Panduranga. Though all these saints were smartas they follo-
wed the Vaisnava sampradaya. Even to this day there are
followers of Acalanandadasa who maintain the tradition and
worship according to usages centuries old, laid down by the
founder. Their mutt is still the repository of rare and valua-
ble works. During puja it is customary to sing devarnamas of
Acalananda as well as those of others.

Vijayadasa, one of the renowned composers of the 18th
century in one of his classic sulfidis gives a fairly long list of
composers and Haridasas who flourished before Purandaradasa.
He mentions Acalanandadasa and several Adya or Aradhya
d&sas, many of whom were saivites or lingayats at first, but
later took to Vaisnava satiipradaya. After the time of Sri
Madhvacarya they became regular followers of his Siddhanta.
It is recorded that on one occasion at that period, a group of
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sixty saivites went on a pilgrimage and on their way they halted
at Pandharpur. They did not however care to enter the temple of
Vitthala. While they were bathing in a tank near by they found
themselves suddenly transported to the sanctuary of Vitthala’s
temple. They who had not so much as uttered the name of
Visnu marvelled at the change and began to sing His praise.
They are said to have composed many Kirtanas the most
familiar of which is “Enu madide manabhanga jaya Pandu-
ranga.lt must be noted that most people of those times and
for centuries afterwards were smartas. When however any of
them took to Harikirtan they adopted the Bhagavata sarhpra-
daya. When Madhvacarya preached his doctrines these Bhaga-
vatas became his adherents. In the compositions of Sri Acala
nanda there is always the mudra of Acalananda Vitthala.

Narahari Tirtha

The next composer of note we come across is Sri Nara-
simha Tirtha who later became the third occupant of the Pitha
of Sri Madhvacarya. He lived in the 13th century and his life
is very interesting. In his purva asrama he was a smarta and
was known as Svami Sastri. He was adviser to the Gajapati
Kings of Orissa. He was a great scholar of Sanskrit and knew
several Indian languages. Sri Madhvacarya on his return from
Badari halted in the capital of Orissa. Svami Sastri was so
greatly impressed with the learning, simplicity and spirituality
of the Acarya that he easily became the latter's disciple, and
even desired to leave the State in order to be in the company of
his new guru. But the Acarya who was eager to obtain the
Mula Sita Rama vigralia from the King of Orissa advised him
to remain with the Gajapatis till he succeeded in acquiring the
idols. Thereupon he continued in Orissa, when an event of
great importance to the State occurred. The then King of
Orissa died leaving his wife enceinte. There was a dispute
among the cousins of the late King as to who should succeed. It
was finally decided that he round whose neck the state elephant
put the garland should govern the kingdom. To the surprise
of all, the elephant avoiding those in front of it, sought in
a remote corner the adviser Svami Sastri and elected him. All,
however, acquiesced in the wisdom of Providential choice, for
Svami Sastri was well known for his learning, ability and
character. A few months later the queen was delivered of a
son and heir to the throne. When the Prince came of age

XX—4



26 THE JOURNAL OF THE MUSIC ACADEMY

Svami Sastri, whose only thought all along had been to join his
guru, entrusted the administration to the prince and sought
permission to go to Udipi where the Svami was. Declining all
the proffered gifts he accepted only the vigrahas of Sita Rama
as the only fee for all his services.

It was just then that Sri Madhvacarya was contemplating
retirement and was proposing to install Sri Padmanabha Tirtha
in his place. He was only waiting to possess the vigrahas of
Sltarama from Orissa. At that opportune moment Svami
Sastri arrived in Udipi with the idols. The Acarya received
them with boundless joy, performed pujas to them for eighty
days consecutively and entrusting them to his chosen successor
Padmanabha Tirtha went away to Badarikasrama. In due

time Svami Sastri succeeded to the Pitha as Sri Narahari
Tirtha.

It is indeed he who can truly be said to be the precursor of
Purandaradas. It was his most ardent wish to convey the
truths of religion in the form of simple kirtanas set to appeal-
ing music and thereby spread the principles of Bhakti broadcast
among the masses, a task which Purandaradas carried to per-
fection in a later century. Of the Padas or Kirtanas of Sri
Narasimha Tirtha, one in Anandabhairavl beginning with
“Entu marulade” and another in Sri raga beginning with
“Hariye idu sariye” are well known. It is remarkable that the
division of a kirtana into Pallavi, Anupallavi and Carana was
common even during the time of Sri Narahari Tirtha. The
piece in Anandabhairavl has pallavi, anupallavi and seven
caranas. The pallavi is “Entu marulade na nentu marulade”.
The atiupallavi is “Entu marulade bhavadolu balide santata
pure Raghukulatilaka.” The first carana is “Matinalli haridasa-
tana, nitiyalli prabhudasatana, pritidhanadi visayadalli Nir-
bhiti daiva gurudroha dalli.” Tou will find the prasa corres-
pondence between the pallavi and anupallavi. Similarly the
padas*of the carana have prasa correspondence. The thoughts
contained in the song are similar to those found in the kirtanas
of Tyagaraja like “Teliya leru Rama” in Dhenuka and “Etula
brdtuvo” in Cakravaka. In fact if the extremely simple
Kannada words are literally translated into Telugu, these devar-
namas will easily be believed to be the compositions of 8rl
Tyagaraja. The ideas, diction, rhythm and telling similes
have an extraordinary resemblance to those of the saintly bard
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of Tiruvayar. Though the language employed is in the form
of prose, yet in beauty of style and richness of imagery it has
high poetic merit. His kirtanas bear the mudra of “narahari”.

Sripadaraja

None before the advent of Purandaradasa did greater
service for the cause of Bhakti and Sangita and particularly in
the development of the kirtana than Sripadaraja. The story
of his rise to greatness is as interesting as it is romantic. His
father was Sesagiri Acar and mother Giriamma. They lived
in Abbur in Chennapatna taluk of Mysore province. His
purvasrama name was Laksmlnarayana. He tended his father’s
cattle. He acquired the rudiments of learning from his father.
He was, however, too poor to pursue higher learning and was
obliged to remain at home to help his father. Even when yet
a child his personality was masterful. All the shepherd boys
with whom his early lot was cast regarded him as their leader
never to be disobeyed.

One day late in the afternoon as he was in company with
other boys, gathering up his cattle to return home, an event
happened which changed the entire course of his life. Svami
Suvarna Varna Tirtha in his palanquin was passing near the
field where the boys were. He called out to them to come near.
The shepherd boys fled in fear. Laksmlnarayana, however,
approached the Svami who asked him how far the village of
Abbur was from where they were. He answered smiling that
the Svamiji had only to note where the sun was and also where
he and the cattle stood and the answer would suggest itself.
The yati marvelled at the extraordinary shrewdness of the boy
and made enquiries about his parentage and residence resolving
in mind to adopt him to the mutt.

When Laksmlnarayana returned home he told his parents
of the incident who, oblivious of the exceptionally favourable
impression he had created in the mind of the Svami, feared
that the reply of the lad which they conceived to be insolent
would have provoked the sarhnyasin. It was, therefore, with a
beating heart they repaired to the mutt with their son when
they were sent for. They, were over-joyed, however, when they
found the Svamiji delighted with him and expressed a desire to
make him the principal chela who was next to succeed to the
pitha and that his parents too might join the band of sisyas of-
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the mutt. The parents willingly handed him over to the Svami
and joined the company of disciples.

The young boy under the tutelage of the Svamiji became
one of the most famous scholars of Sanskrit and Vedanta. In
due time he was installed in the Pitha. His learning, faith and
devotion shone to the great wonder of all around. His travels
with Vibhudendra Svami not only brought him greater renown,
but as time went on, the headship also of other important mutts
like Mulubagal.

Once a Svami by name Raghunatha Tirtha wished to test
the scholarship of the young Svami and selected a particularly
difficult passage in the famous work of Madhvacarya, “Sudha”
for exposition. The commentary of Laksminarayanasvami
was so brilliant that the entire crowd of listeners burst into a
chorus of wunrestrained admiration. The Svamiji showered
compliments and blessings on him. The young scholar in utter
modesty protested against the flattering language used by the
Svamiji whom he termed Sripada.” The Svamiji at once
observed that the young Svami could indeed be termed Sri-
padaraja/’ It was from that moment that Laksmlnarayana
Svami came to be known to the world as Sripadaraja.”

His assumption of spiritual jurisdiction over large classes
of disciples was marked by a genuine dssire to bring home to
the common people the highest truths of religion. At that time
Mathadhipatis and Pandits disdained the study and cultivation
of any but the language of the Gods. They did not care for
the language of the masses. They could not in any sense be
regarded as spiritual or cultural leaders of the people. It was
not their unwillingness to share their knowledge with others
that was responsible for this attitude, for they were ready to
teach Sanskrit to any person who was willing and competent to
sit at their feet; but their utter disregard of prakrt dialects.
And even as regards Sanskrit itself their outlook was narrow.
They valued it less as a means to knowledge than as an end in
itself. Study of Grammar was considered most fashionable
among pandits. Perhaps it is to this class of people that Sri
Sankara administered his famous rebuke that when the end
draws near it is not the participle that saves them. It can then
be easily imagined how great the obstacle should have been for
any person however eminent, who laboured to popularise works
and compositions in the spoken languages of the common people.
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It is to this hard and most difficult task that Sripadaraja set
his hands. None of less eminence in spirituality or scholarship
could possibly have accomplished it. Sripadaraja with his
exceptional insight found at once that if even the unlettered
masses had to be benefited it is compositions more than
literary works that would serve the people. In Kannada, there-
fore, he composed kirtanas in the most simple style and
enshrined in them the best part of Hindu dharma and religion.
He got others to compose likewise. What is more, he went
further and ordered that at the time of worship in the mutt
every day a number of these devarnamas should be sung. What
moral courage, strength of purpose and force of personality
were required to carry out this innovation can easily be fancied
when it is known that at the time of puja in the mutts all
speech must only be in Sanskrit and that the use of any other
language was considered a sacrilege. It will be no exaggeration
to say that the experiment, simple as it seems to us to-day,
could not in those days have been introduced by any who had
not the irresistible influence, profound learning and masterful
mind that Sripadaraja possessed. Needless to say that this
step released at once the immense potentialities for good with-
in it. The plain and simple worshipper now took an interest
in puja. The mystification of complex rituals no longer
oppressed him. He was content to await the moment when the
kirtanas were sung whose meaning he understood and whose
music he drank in with delight. In time he learnt the pieces
himself and then for ever they were his solace and hope. The
kirtana thus performed the miracle. What the pomp and
ceremony of elaborate ritual could not accomplish, the simple
music and the simpler words of the kirtana did. Here was
the most effective instrument for the spiritual, cultural and
social advance of the people. Popularised under the aegis of
the greatest religious head of the times, the kirtana as the
finest type of composition was broadcast throughout the land
and its future in music and in religion was assured for ever.
Contemporary and successive mathadhipatis vied, with one
another to encourage the composition and singing of kirtanas

which became a regular and unalterable feature of worship.
The group of Dasa kuta singers came to possess an honoured
place in the mutts. It was most impressive to hear them sing
to the accompaniment of the tambura and cymbals. The tran-
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sition from the loud and clamorous gongs and bells to the soft
and sweet tones of choral singers was a welcome relief.
Indeed, the kirtana came, it sang, it conquered. It has main-
tained itself for ever. Its kingdom, even as the Kingdom of
God, will prosper with ever increasing glory.

Thus it will be seen that the supreme credit, not indeed of
having invented it, for that distinction must really belong to
Prahlada and his predecessors, but of having given it the
impetus of higher status by making it an integral part of the
daily routine of worship, undoubtedly belongs to Sripadaraja.
Those interested in music cannot but cherish his memory. His
achievement is all the greater for he conquered the most violent
prejudice and introduced Kannada as the language of the com-
positions. Sripadaraja was the greatest Sanskritist of his age.
If he had cared only for pride and prestige and the plaudits of
his fellow pandits, he too would have neglected the tongue of
the people. His love for the masses and burning desire to
serve them made him overcome his strong predilection for
Sanskrit. He had not the least difficulty in understanding that
it was easier for the leaders of thought to appeal to the
populace through the medium of Kannada than to get the latter
to learn Sanskrit. How far-sighted he was will be evident
when it is remembered that even to this day the educational
authorities have not succeeded in adopting the Indian languages
as the media of instruction. It is said of Milton, the greatest
of English poets, that when, after a strenuous life of political
struggle and tumult, he settled down to write or rather dictate
his great epic poem he seriously debated within himself whether
he should adopt Latin or English for his work. If he had
chosen Latin the world of classical learning would have
admired and idolised him. But his love for his own country-
men was so deep and the desire to enlighten them so strong
that he preferred the less pompous English and produced the
grandest epic of the modern age and laid the English knowing
world under the deepest debt of gratitude. Imagine how much
poorer the literature of England would have been without the
incomparable “Paradise Lost”, the grandest creation of the
human intellect after the Ramayana and the Iliad! Imbued
with a similar spirit, Tyagaraja, scholar as he was in Sanskrit,
chose Telugu for his compositions to benefit the masses. The
example of Syama Sastri is even more remarkable. He at
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first composed only in Sanskrit. Then finding his songs would
have greater appeal if he wrote in the spoken languages, he
deliberately adopted Telugu. He went even further and com-
posed Telugu sahityas for his Sanskrit compositions. This
circumstance accounts for the existence of “Hemairi sute” and
“Birana vara” in Sanskrit and Telugu respectively in the same
varna-mettu. If | do not mention the illustrious example of
Sri Purandaradas in this connection, it is only for the reason
that | propose to describe his services to the cause of music at
some length later. It must, therefore, be said to the eternal
glory of Sripadaraja that this heroic act inspired by the
courage of strong conviction, of having sanctified the kirtana,
gave it a power and beauty that have invested it with an ever
growing popularity with the result that most other types of
composition have been displaced.

Sripadaraja was himself a composer of songs of high
order. His “Bhrmaragita,” “Venugita” and “Gopigita” are
the best known. He caused the songs in them to be sung at
puja time. The diction he employed was very simple, easy and
flowing and the language was, of course, unsophisticated
Kannada free from all traces of pedantry. In the evening,
during the time of mangala harati, there was again the impres-
sive service of Bhagavatars standing in front of the deity and
singing devarnamas. It is said that on many such occasions
Sripadaraja would go into ecstasy and compose or rather pour
out songs to the infinite wonder of the disciples and worshippers
present. Thus the practice of singing kirtanas during puja
became a common feature not only in mutts but in homes also.

In the third quarter of the 15th century Saluva Narasimha
was the ruler of Candragiri. He had subdued many a Muslim
chief and extended his power and dominions. He was in name
a vassal of the kings of Vijayanagar, but in practice he never
did anything to acknowledge the overlordship of Vijayanagar.
There was, therefore, constant friction between them, resulting
in many acts of vindictive crime and homicide on each hand.
Saluva Narasimha, though he believed he was justified in his
acts, felt remorse for “Brahmahatya” and desired to perform
expiatory acts to be freed from sin. He requested Sripadaraja to
come to his palace, and by sacrifice, giftsand worship conducted
under the aegis of the Svami, he felt himself liberated from
the evil consequences of his sinful deeds. He did not, however,
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stop theré. He was so struck by tlie learning, character ancl
the radiant spirituality of the samnyasin that he was resolved
to have his throne sanctified by the accession of the Svami to
it. He put the saint in his place, performed the kanakabhiseka,
set the kirlta and paid homage. That these were actual facts
are testified to by Sri Vyasaraya in one of the Kirtanas and in
the Sripadarajastaka.

Sripadaraja then started ostensibly on a pilgrimage to the
sacred places in the north, but really to bring home to the
people the message of Bhakti, of love and music, in other words,
of the Kirtana. When he visited Benares a large assembly of
pandits gathered to hear him. When he expounded the merits
of Kirtana as the best means of attaining eternal bliss, there
were smiles, suppressed laughter and sneers of contempt. It
was some time before the Svami could know that the circulating
whispers were derisive of his teachings which, not merely did
not display but set at naught learning and scholarship. Some
of the haughty pandits even went to the length of remarking
that a person who lacked learning became a kavi; he who had no
kavitva became a Puranabhatta; he who could not expound the
Puranas turned into a cultivator of the soil and lastly he who
could not even cultivate, turned Bhagavata. Insult could not go
further. The Svami resolved to teach the insolent pandits a
lesson they should never forget, offered to discuss with them
any question they should choose. The pandits with the con-
tempt they generally had for the Southerner and in view of the
fact that he expounded the Bhaktimarga which they set down
to his ignorance and absence of scholarship, accepted the
challenge. The Raja of Benares was requested to be the
umpire and his graceful conduct in presiding averted unseemly
situations, for, as the debate went on, the pandits contemplated
physical reinforcements to their arguments. It was made
a condition before the debate opened that the defeated party
should forego their or his asrama. Then the most difficult
passages of Vedanta were chosen. The Svami not only routed
the pandits in argument but displayed such wealth of learning
that even the proud pandits of Benares hid their heads in
shame. The Raja of Benares unhesitatingly declared the
Svami victor in the combat of learning and all the pandits who
opposed him gave up their grhasthasrama and became
sarhnyasins. Then all over the north, Sripadaraja acquired
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adherents to his Kirtana paddhati. It was then that it was
definitely understood by all that the Kirtana was adopted not
as a poor substitute for learning and Jnanamarga, but as a
better and easier way to social elevation and spiritual progress.
It became the common heritage of the rustic swain and the
learned sage.

Sripadaraja is credited with having performed numerous
miracles, the most notable among them being his causing the
waters of the Ganges to rise up in Narasimha Tirtha near his
Asrama at the request of and for the benefit of those unfortu-
nate disciples of his who could not accompany him on his
pilgrimage. However great his acts might have been in the *
phenomenal world, yet the greatest miracle he performed was
to exalt and popularise the Kirtana as a thing of infinite
beauty, power and spirituality, by pursuing which alone in
preference to aU other paths, man was certain of the fulfilment
of the great destiny that was in store for him. It is difficult to
avoid recalling in this connection the parallel thoughts voiced
by Tyagaraja in his song “Sangitajnanumu, bhaktivina, san-
margamu galade,” in Dhanyasi raga. Another miracle of
Sripadaraja was to substitute Kannada for Sanskrit in the
songs of worship, thus making the Kirtana an integral part of
puja. Yet another achievement was to employ the common
colloquial diction in the songs in preference to the scholarly
style of the pandits. |If the unlettered were to understand,
enjoy and sing the compositions there was no object in adopt*
jmg any but the tongue as spoken by the people. ldentical consi-
derations influenced all the great composers who wrote in the
Indian languages, like Purandaradas, Thyagaraja and others.
Sripadaraja composed the whole of the Dasama Skandha
of the Bhagavata into Kirtanas. The best known single piece
of Sripadaraja, however, is the one in Madhyamavaii rag-a and
capu tala. It begins with the words “ Durita gajapancanana”.
It has a pallavi and nine caranas. During worship it is sung as
the last song just before the mangala. The Kirtana contains
many beautiful ideas simple and appealing like, * If the born
child should turn foolish would the parents cast it on the ground
without putting it to their bosom ?” His songs-bear the mudra
‘Ranga Vitthala’. His Bhramara Glta was composed in
Mukhari raga and Ata" tala. The pallavi is '‘Bhringa
Ninnatidane”. It has nine elaborate caranas. Sripadaraja’s

name stands very high among the composers of the Karnataka,
Xi—b
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Sri Vijayadas has composed a suladi on Sripadaraja. Madhwa-
patti dasa, the youngest son of Purandaradas, in one of the
Ugabhogas mentions Sripadaraja as the avatar of Dhruva.
Kirtana composers and singers mention Sripadaraja first and
then Vyasaraya, Purandaradas and Vijayaraya before compos-
ing or beginning bhajana. Such was the greatness of Sripada-
raja.

V yasaraya.

The next great composer for our study is the renowned
Vyasaraya. He was born on Sunday, seventh day in the bright
fortnight of Adhika Vaisakha of the Prabhava year corres-
ponding to 22nd April, 1447 A.D. The facts of his life are
gathered from an authentic account given by an eminent con-
temporary scholar of the name Somanatha Kavi.

In a place called Bannur lived Ballana Sumati of Kasyapa
Vaihsa. His wife was Lakshmldevi of great beauty and high
character. As they had no children, with the consent of his
wife he married another Akkamamba. Even by the junior
wife he had no child. All of them were Vyasamantra upasakas.
One night Lakshmldevi had a dream that her wish would be
fulfilled. Then she had a vision of their guru Brahmanya
Tirtha who blessed her. Next day she told her husband about
the dream and he was overjoyed. Shortly after, their guru
Brahmanya Tirtha actually arrived at their village. They
needed little proof that their dream would come true. They
received the Svami in their house and performed puja to him.
Ballana related the dream to the Svami who caused appropriate
homas to be performed. Then the prasiida was distributed to
them with blessings. The Svami, however, demanded that the
youngest child of theirs should be handed over to him. They
bowed in obedience. Then in due course were born to them a
son, a daughter and again a son. As the last was to be handed
over to the Svami he was named Yatiraja. It is believed he
was born to Lakshmldevi. His remarkable beauty, even at that
early age, his character and intelligence attracted attention.
When he was sixteen years of age his scholarship in all
the Sastras and literature was perfect. Brahmanya Tirtha
knowing it was the proper time, sent for the youth. Ballana
remembering his promise at once set off with his boy in com-
pany with his wives to the presence of the Svami and presented
his son. The Svciml admired the learning and character of the



KARNATAKA COMPOSERS 35

youth and the rectitude of the parents who kept their promise
despite the love and attachment they had for so extraordinary
a child. The Svami took him specially under his care and
taught him further the highest secrets of the science of Vedanta.
The reaction in the young mind was strange. Yatiraja began
to feel discouraged in regard to the vastness of the responsibi-
lities he was to assume and wandered far away from the mutt
into the forest. Feeling tired he fell asleep. To his mind
presented itself the blessed vision of the Lord who whispered
words of faith and courage into his ears. When he awoke,
he slowly recovered from the effects of the vision and
returned to the mutt. But still the ecstatic state had not
altogether passed. The Svami who understood the condition
of the young man left him quiet for a time. Then the Svami
initiated him in his new Satiinyasa Asrama and named him
Vyasa Tirtha.

The young sanyasin was initiated into the secrets of
Mahamantra and Tapas. He became an Aparoksa Jnanl. On
the passing away of Brahmanya Tirtha, he came to the pitha
as the head of the mutt. Waith the object of making an exten-
sive tour of northern India he started on a long pilgrimage.
Possessed of natural talent, wide learning, intense spirituality,
extraordinary personality and authoritative headship of a great
mutt, he travelled spreading his fame and his teachings where-
ever he went. In Mithila he came across Paksadharamisra, a
renowned scholar of Tarka and was invited for a debate. The
northern pandit having had the advantage of the study of a
work called "Cintamani” had defeated many a Tarkika from
the South, Butas Vyasaraya had already an acquaintance
with the work, he had no difficulty in meeting his opponent on
his own ground and displaying greater skill and ability. In
Vedanta, he showed marked superiority. Paksadhara was
forced to own that Vyasaraya had studied all that he had
studied and many more sciences he had not studied at all and
was deservedly the victor in the debate. In all the places
Vyasaraya visited, he spread the Bhaktimarga-Vedanta and
gathered many sisyas to his teaching. In Bengal in particular
his doctrines were familiar, for Caitanya derived his inspiration
from one of the successors in the pitha of Madhvacarya, Jaya-
dhvaja, and Vaisnavism there received new life from the
quickening impulse of the teachings of Vyasaraya,
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When the triumphant tour of the northern provinces was

finished, Vyasaraya turned South and visited Kancl where he
was received with honours due to his position and learning. At
that time Kanci was a great centre of learning and Vyasaraya
held discussions with the pandits and rewarded scholarship.
Those who catpe to the mutt ambitious of victory were easily
humbled. It was a great sight for scholars to watch these
learned discussions only however to find the haughty pandits
thoroughly routed by the disciples of Vyasaraya who intervened
only when it was necessary to avoid ugly scenes. The fame of
the Svami, his character, his munificence and his unfathomable
learning came to be admired almost everywhere. But few dis-
contented people who could not bear the triumph of the Svami
conspired to poison him. They arranged with the cook of the
Svami that the food to be served to him should be poisoned.
The mean-spirited servant under the temptation of gold intro-
duced poison into the food secretly. But when the moment came
to serve it, he withdrew and declined to serve. He confessed his
crime and begged for forgiveness. The Svami without the least
agitation asked if the food had been offered to the deity in the
poisoned state, and upon having the answer in the affirmative
insisted upon eating it as it had been offered to the Lord. All
the sisyas protested, but the Svami ate it and to the astonish-
ment of all did not feel the effects in the slightest degree. He
further ordered that neither the cook nor the instigators and
abettors of the crime should be punished. This episode only
enhanced the reputation of the Svami for magnanimity and for-
giveness. From Kan<!l he went to Mulubagal to meet bripada-
raja and live with him for some time. The conjunction of
these two Suns of learning and spirituality were better imagin-
ed than described. It was productive of the highest benefits to
both. Sripadaraja being senior imparted to Vyasaraya all the
secrets he had mastered during his long career and Vyasaraya
showed to the world that there was no man too great to sit at
the feet of his senior and learn. It is difficult to say whether
the younger worshipped the elder more ardently or the latter
loved and admired the junior with greater devotion.

The hostility that existed between Saluva Narasiriiha of
Chandragiri and Virupaksa, Kingof Vijianagar, has already been
alluded to. The latter became very unpopular in joining the
Arcakas of Tirupati and encouraging them to commit acts of
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sacrilege. Sajuva Narasimha destroyed the impious priests
and to expiate the sin, it will be remembered, had homas per-
formed and even got his throne sanctified by getting Sripada-
raja to grace it. Later he made war on Virupaksa and sub-
dued him. Narasimha professed to rule even the territories
belonging to Vijianagar from his own capital of Candragiri.
But more than ever he felt the need of strong spiritual person-
ality to live with him in his palace..He sought the presence of
Sripadaraja from his mutt in Mulubagal. The elderly sage
regretted his inability on account of his advanced age to
comply with the request of Narasimha, but persuaded Vyasa-
raya to goJ Vyasaraya was, indeed, very unwilling to leave
the presence of his revered guru, but regarding the advice as
command set out for Candragiri. Narasimha who had heard of
the great learning and piety of Vyasaraya was happy beyond
measure to receive so holy a person. It is said that on the way
the Svami by the force of his Tapas was able to revive a
young boy who had been bitten by a deadly snake. When the
saint arrived he was taken into the palace by Sajuva Narasimha
who gave a splendid reception. The daily worship, the dis-
courses, the singing of kirtanas gave a new charm to the life
of the city and Narasimha counted himself the happiest of men
under the guidance and protection of the holiest person of the
times.

The Rajaguru Vyasaraya was not only the spiritual pre-
ceptor of Narasiriiha Bhupala, but also an eminent adviser of
state. Since the destruction of the families of arcakas of
Tirupati, the worship of the Devasthana suffered. Narasimha
with a view to set right the temple affairs sought the advice of
the Svami. Quite contrary to the expectation of the chieftain,
Vyasaraya advised the restoration of the arcakas to their cus-
tomary rights. Narasimha pleaded that none of the family of
the arcakas survived the general destruction for receiving back
the miras. The saint, however, observed that a certain woman
of the family had recently been delivered of a son and the
infant should be recognised as the rightful heir to the heredi-
tary privileges. The prince protested that the proposition was
unacceptable as the child was not capable of conducting the
worship. Vyasariiya at once intervened by saying that he him-
self would personally supervise the conduct of the worship
until the boy came of age and forthwith appointed a deputy to



38 THE JOURNAL OF THE MUSIC ACADEMY K
manage the temple affairs on the spot. Narasimha had too
much regard for the Svami to disregard the advice and there-
fore readily yielded. Thus for twelve years fron 1486 to 1498
Vyasaraya had the direct charge and management of the
temple of Tirupati, its worship and all its affairs. He effected
many improvements in the daily and periodical routine and
made the service most impressive. From Candragiri he would
himself go to the hills every Thursday for offering and per-
sonally overseeing worship on Friday and Saturday and
descend again on Sunday. It is recorded that he considered the
hills so sacred that he not only discarded the palanquin, but did
not even use his feet, and humbly crawled on his knees and
hands. Here was true faith and devotion! In time, he himself
initiated the young arcaka in all the temple rituals and taught
him the mantras and equipped him for his tasks, and finally
with the approval of Narasiriiha Bhupala entrusted the temple
and its management to him. In memory of Sri Vyasaraya’s
distinguished services to the temple it is custom even now for
the Devasthana to receive the head of the Vyasaraya mutt with
temple honours and to offer the key to him in token of recogni-
tion that the management of the temple was a gift to the
arcakas from Vyasaraya.

As it was never the custom of Narasiritha Bhupala to travel
without Vyasaraya, it need hardly be said that when the ruler
was invited to settle a bitter dispute between the temple autho-
rities of Srirariga and Jambukesvara, the Rajaguru was in his
company. The quarrel related to the exact limits within which
each temple should have the right to carry idols in procession.
The uncompromising attitude of the temple dignitaries made it
impossible for Narasiriiha Bhupala to effect a peaceful settle-
ment. Vyasaraya was requested to intervene. He agreed to
give his award only if the parties signified their absolute will-
ingness to abide by it. Upon their consenting he declared that
the jurisdiction of each should be up to the limit to which they
could extend their run from their respective Dhvajastarhbha
with their breath held up. In the hesitation displayed by each
side Vyasaraya discovered a nervousness in the selection of the
champion who could hold breath longest and therefore offered
to run for them. Both the parties accepted, but the votaries of
Jambukesvara requested that the run should begin from Ranga
dhvajastambha. The other side consented. All the people
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lined the great road-way. Vyasaraya who was a prince of yogis
ran a mile and stopped and marked the jurisdiction. The result
was, of course, more favourable to Srlranga temple. The Jambu-
kesvara people courted it and accepted it without hesitation.
There was universal admiration for Vyasaraya’s tact, and
endurance. Needless to say he was received with royal honours
in the Srlranga temple. He worshipped Ranganatha and com-
posed a famous kirtana in Arabhi raga, in Jhamya tala begin-
ning with the words, “Seridano, Seridano, Jagadisa, Janma
narakada bhayavu innu Enagilla, innu Enagilla.” This is the
pallavi and it has three caranas. It was an extempore produc-
tion under inspiration. His sisyas wrote it down as it was
delivered. It is often sung as a Mangala kirtana. While still
in Sriranga Vyasaraya wrote a great work called “Candrika”
dedicated to Sriranganatha. He also had a mutt in sriranga
built for the spread of his teachings.

Narasiiiiha Bhupala in company with Vyasaraya reached
the West coast and rid the Hindus of Muslim oppression. After
visiting Anantasayana, they went to Udipi where they were
given a hearty reception. The eight mutts of Udipi showed
great honour to the Rajaguru by presenting him with Vyasa-
mustika which had been a gift to Sri Madhvacarya from Sri
Veda Vyasa. Later when Vyasaraya learnt that the mutts of
Udipi had given up Vyasa puja in consequence of their gift of
Vyasamustika to him, he gracefully had it returned to them
through Vadiraja. When Vyasaraya was in Udipi he was
known to have composed numerous kirtanas which are sung
even to this day in Udipi. In addition to “Candrika” already
referred to, Vyasaraya wrote Nyayamrta and Tarka Tandava.
As author of works on Philosophy, he takes his place with Sri
Madhvacarya and Jayatirtha. It must be said to the credit of
Vyasaraya that he was least sectarian in his outlook. His
catholic mind welcomed and appreciated every school of thought.
Love of God was his most cherished principle which he laboured
to inculcate in his books and kirtanas. His encouragement of
Sanskrit and Kannada was boundless.

The high statesmanship of Vyasaraya was never more
needed than during the youthful reign of Timmaraya who suc-
ceeded his father Saluva Narasimha in 1493. The inexperience
of the young Kking and the necessity of looking after Tirupati
temple made it necessary for Vyasaraya and the King to remain
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in Candragiri. But soon after it was found necessary for the
royal family to move to Vijianagar with Vyasaraya as Sajuva
Narasimha had died within eight years of conquest and the
acquisitions had to be consolidated. In 1498 Timmaraya esta-
blished himself in Vijianagar under the blessings of Vyasaraya
who was given the Mudrasana by the side of Simhasana. Narasa
Nayak became the chief administrative officer who took orders
from the most respected Vyasaraya. The distant as well as
neighbouring states soon felt the power and wisdom of Vyasa-
raya’s administrative genius and their rulers vied with each
other in honouring and sending gifts to Vyasaraya. By ex-
treme liberality and munificence, Vyasaraya gave satisfaction
to all in the state.

In front of Cakratlrtha in Vijianagar, Vyasaraya installed
the idol of Yantroddharaka Maruti. The way the installation
took place is interesting. It was the habit of Sri Vyasaraya to
sit at a particular spot in front of Cakratlrtha and perform his
japa and tapas. Whenever he sat there and shut his eyes he
had the vision of Maruti; when, however, he sat in the mutt
and performed the japa he had not the vision. To learn the
reason for this'difference he contemplated Hanuman and sang
his praise in the Kirtana “Nine Varaguru mukhya prana,
Nirantaravu nambidenu Nikhila guna purna,” in Darbar raga
in Capu taja. It has an anupallavi and three caranas. That
same night Vyasaraya had a dream that at the spot opposite
the Cakratlrtha an idol of Maruti should be set up. Accord-
ingly it was done, but not, however, before the actual form of
the idol was hit upon by repeated experiment. In due time the
idol had a temple built round. It is recorded that in 1500 A.D.
alone, Vyasaraya had set up as many as 732 vigrahas of
Maruti. It should not be supposed that in putting up the
vigraha of Hanuman Vyasaraya was aggressively propagating
any sectarian cult. As teacher of Bhaktimarga he could not but
hold up for the example of the world sthe greatest bhakta and
kirtanakara ever known, one who in the words of Tyagaraja
was expert in Gitartha and Sangltananda.

Vyasaraya’s statesmanship and ability were universally
respected. Adilsha of Bijapur and Babar of Delhi sent emis-
saries to honour him. When Timmaraya came of age and the
affairs of state were managed by him, Vyasaraya took care to
see that Narasa Nayak who had been exercising virtual autho-
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rity continued faithful allegiance to'the young king and served
him loyally. Though it was impossible to conceive of greater
impartiality or fairness in the administration of the mutt or the
state than that displayed by Vyasaraya, yet he was not free
from attacks of the wicked or envious. As Vijianagar was a
great centre of learning in those days, many pandits came
there and challenged the state vidvans. Among them the
most pretentious was one Basava Bhatta from the Kalinga
kingdom. He was a very haughty scholar who had defeated
the vidvans of many Sariisthanas and struck terror in the
pandits of the places he had visited. On coming to Vijianagar
he nailed his challenge to the main entrance to the palace calling
upon the state vidvans either to conquer him in debate or to
own defeat. Vyasaraya accepted the challenge and caused the
insulting summons of the visitor to be removed from the palace
gates. Even the King Timmaraya, aware as he was of Vyasa-
raya’s super-human abilities, felt a little nervous and overawed
by the ostentatious and over-bearing conduct of the Pandit
from Kalinga. When the disputants met, Basava Bhatta cri-
ticised the three great works which Vyasaraya had written.
There were arguments and counter-arguments and the debate
went on for weeks. Vyasaraya succeeded in establishing that
the arguments of Basava were utterly unsustainable from any
point of view such as experience, logic, authority of scriptures
and commonsense. The Bhatta acknowledged defeat and
expressed high regard and admiration for Vyasaraya. Though
defeated, he received ample gifts and hospitality from the King.
How high Vyasaraya rose in the esteem of the King and the
people could be imagined rather than described. The saint in
all humility attributed his success to the grace of Lord Krsna
and sang a song beginning: "Banda Kiruti yalla Sri Krshna
ninadayya”

It was usual for Vyasaraya to compose his songs with the
Mudra “Krsna”. It seems one day Sri Krsna appeared to him
in a dream and remarked jestingly that Vyasaraya was a
sarhnyasin, but that he himself was not a samnyasl and was
married. Thereafter Vyasaraya adopted the Mudra of “Sri
Krsna”. Thus you will find that whereas “ Nine Varaguru”
has only “Krsna”, the song “Banda Kkiruti” has “Sri Krsna”
for mudra.

The principal vigraha which Vyasaraya had for worship

in the mutt was that of Gopalakrsna with Rukminl and Satya-
X1—6
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bhama. How he acquired them is remarkable. When Rrah-
inanya Tirtha and Sripadaraja together with Vyasaraya went to
Pandharpur they had a dream wherein was disclosed the place
of concealment of a box which contained two caskets with vigra-
has in them. When they made a search they found the box and
caskets. Sripadaraja took the caskets only one of which he
could open and it contained the idol of Ranga Vitthala. The
other casket remained unopened. Sripadaraja, to mark his
discovery of the idol of Ranga Vitthala changedlthe mudra of
his compositions from “Goplnatha” to “Ranga Vitthala”. Years
after when Vyasaraya visited Mulubagal, the head-quarters of
Sripadaraja, the latter desired that Vyasaraya should perform
the puja to the idols on a certain day. On that occasion
Vyasaraya, while handling the boxes found that he was easily
able to open the other casket which had till then remained un-
opened. That casket contained a very charming idol of
Gopala Krsna with Rukminl and Satyabhama. The idol stood
up and began to dance. Vyasaraya abandoned the puja and
he too started singing and dancing. The sisyas were puzzled
at the strange conduct of Vyasaraya and reported the matter
to Sripadaraja who had only to arrive at the spot to join in
the dance himself. Sripadaraja then handed over the idol of
Gopala Krsna with the two consorts to Vyasaraya who adopted
it as the chief deity of his mutt, and composed songs in His
honour and with His mudra. It is believed that the vigrahas
of Ranga Vitthala and Gopala Krsna were originally in the
possession of Jambavatl Devi who was worshipping them.
Then they came into the hands of Arjuna and the descendants
of the Pandavas. It was Csemakanta, one of their line, that
buried them in the earth.

One of the greatest sacrifices Vyasaraya thought he rrade
was when lie permitted Vijaylndra whom he valued more than
anybody else, to be taken away by Surendra Svami of Ragha-
vendra mutt. When Vyasaraya was glorying in the prospect of
making Vijaylndra succeed him as the fittest person by learning,

piety and character, he was to be deprived of him by a most
unexpected request from Surendra who intended to revive the
importance of his mutt by taking over Vijaylndra to succeed
him. But no gift was too great for the renouncing tempera-
ment of Vyasaraya, who yielded as Dasaratha gave Rama to
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Visvamitra. Vyasaraya gave sage advice to Vijaylndra and
sent him with Surendra.

About this time Narasa Nayak who was minister to
Saluva Narasiritha and Timmaraya died. VTra Narasiriiha
bhupati, son of Narasa Nayak who succeeded Timmaraya was
short-lived. By 1519 Krsnadevaraya had ascended the throne
of Vijianagar. During all the period Vyasaraya’s statesman-
ship was of utmost benefit to the government. All the pros-
perity and glory which the kingdom enjoyed during the reign
of Krsnadevaraya is attributable to the wisdom and virtue of
the Rajaguru. Art and learning flourished as never before.
The people lived in plenty. They never suffered from war or
pestilence or famine. Trade, agriculture and industries were
at their zenith. Works of public utility were largely promoted.
The subjects were god-fearing and religious. Temples, mutts,
tanks and gardens sprang everywhere. It was the brightest
period in the history of Karnataka and South India. Sanskrit,
Kannada and Telugu literature received the highest encourage-
ment. It was also the era of the greatest band of bhakti singers,
composers and poets the world has known, for then were living
the renowned Vaggeyakaras, Sripadaraja, Vyasaraya, Vadiraja,
Purandaradfis and Kanakadas whose soul-stirring songs will
thrill the world for ever. Their compositions which translate
in music the most intense spiritual experience of bards and
saints will continue to inspire every composer worth the name.

Krsnadevaraya’s accession to the throne left a good deal
of leisure for Vyasaraya for his spiritual pursuits. After
puja the one thing he liked most was composing and singing
kirtanas. Futile sectarian disputes he always avoided. He
honoured pandits from all parts of the country. Vallabhacarya,
the great Krsnabhakta from Gujerat, visited him and received
hospitality and gifts from the King on a lavish scale. It was
about that time too that Purandaradas and Kanakadas joined
him as his sisyas. The company of these three saints was
joyous, holy, affectionate and most elevating. A nobler and
more inspiring association is inconceivable. The supreme emi-
nence of Vyasaraya occasionally excited envy in the minds of
the pandits of other kingdoms. One Vidyadhara, the state
vidvan of Kalinga, who had not the courage to face vyasaraya
in open disputation wrote, however, g-vork in condemnation of
the three works of Vyasaraya and hau it sent to Krsnadevaraya
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challenging the guru to furnish an answer in a given time or
acknowledge defeat. Forthwith Krsnadevaraya took the book
and came to the mutt to meet Vyasaraya. The guru was in-
formed of the challenge and he immediately prepared a reply
and caused it to be sent to Pratapasimha of Kalinga in refuta-
tion of Vidyadhara’s work. The reply was so crushing in the
force of arguments that Vidyadhara not merely felt humiliated
but left the state and disappeared like a miscreant. Krsnadeva-
raya was so struck by the brilliant success of his guru that he
resolved to show him supreme honours. The King performed
Navaratnabhiseka on the grandest scale and honoured his guru.
Vyasaraya in true humility gifted away all the wealth to deser-
ving persons without distinction of caste or creed.

There have been occasions in the lives of geat men when
they suffered under the malevolent influence of a conjunction of
evil planets. Rama, Krsna, the Pandavas, and others have
been subject to it; and Krsnadevaraya was no exception. It
was foretold that he was to suffer the consequences of Kuhu
yoga, and particularly sth January, 1521 would be the crucial
day for him. It has been verified from the calendar that on
that day there was a conjunction of evil planets which cause
the Kuhu yoga. Since Krsnadevaraya’s star was exactly the
one whereunder the conjunction took place, he took uncommon
care to avoid its effects. He not only made large gifts and
performed homas, but actually vacated the throne and made it
over to Vyasaraya in all solemnity. Vyasaraya occupied it to
Save his friend, the King. It is recorded that at the critical
moment when the evil influence was at its climax, a huge flame
swept round the throne and it was enveloped in the orange
robes of the Rajaguru. The flame destroyed the robes and
then became extinct. Krsnadevaraya who was standing to
the right of the throne was awe-struck at the supreme power of
Vyasaraya. When it was certain the danger had passed,
Vyasaraya came down and asked Krsnadevaraya to ascend the
throne. The latter protested that it was not proper to take
back a gift. Vyasaraya, however, succeeded in persuading the
King to take back his Kingdom. Vyasaraya, though glad to
have saved the king could not but regret the circumstances
which so frequently compelled him to exercise wordly power
and envied, of course wit*put malice, the simple and untroubled
life led by Dasas like Purandaradas. In the same Vikrama
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year Krsnadevaraya made large gifts of land to Gopalakrsna,
the deity of Vyasaraya, in Madanapalle taluk. It is recorded
that the sisyas of Vyasaraya caused the rivers of Krsna and
Tungabhadra to rise in floods in mid-summer so as to drown
the Muslim armies that attacked the Gadwal state. As a result,
the Gadwal state respects Vyasaraya mutt to this day.

To irrigate the newly acquired lands in Madanapalle taluk
Vyasaraya caused a huge tank called Vyasasamudra to be con-
structed. It was then that Kanakadas, who was a person of
the low caste, met Vyasaraya. He came to take upadesa from
the great guru, but Vyasaraya jestingly asked what mantra
could be taught to him except the buffalo mantra. He sat in a
lonely place and uttered the word ‘Kona’ meaning a buffalo, in
trusting simplicity. Some time later a huge buffalo appeared be-
fore him to his great joy. He then returned to where Vyasaraya
was and told him all that had happened and the guru admired
the deep faith of Kanaka, In proof of his powers Kanaka got
the buffalo to blow up a huge rock that obstructed the progress
of Vyasaraya’s work. Kanakadas from that time earned the
esteem of his guru. When Vyasaraya completed his work of
building the tank of Vyasasamudra he returned to Vijianagara.

Vadiraja, a renowed scholar and disciple of Vyasaraya
came to Vijianagar to live with him.  There were already
with the great guru in his last days Purandaradas and
Kanakadas. The conversation of these four supermen was
most enlightening. One day Vyasaraya, Purandaradas and
Vadiraja walked out of the city into an open field and were
conversing with one another and enjoying themselves, now
laughing and now weeping. An old man who was tending his
herds stood mystified at their strange conduct. The three sages
who misled Kanakadas called out the old man and asked
him to bring Kanaka promising to give him anything he
desired. The old man went into the city and brought Kanaka
with him telling him all that had happened. Kanaka urged
the old man to ask of the sages something of the joy and sad-
ness they had experienced. When the strange request was
made it was immediately understood that it was inspired by
Kanaka whose shrewdness they all admired. The old man was
blessed by the sages and he thenceforward became a god-intoxi-
cated man. This same man was re-born, *it is believed, as
Jagannathadas.
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The greatest service of ’‘permanent value that Vyasaraya
has done to the world is his numerous compositions containing
high ideas in simple language. He was the source of inspiration
to the great composers like Purandaradas, Kanakadas and
Vadiraja. The extreme plainness of the language of the
klrtanas which resemble the spoken tongue of the masses
untrammeled by rules of grammar has an irresistible appeal to
the multitudes. His pada in Mohana in Capu. tala, “Antaranga
dalli Hariya Kanadava huttu kurudano, Santata Sri Krishna
earite keladam jadamati kivudano endendiger” is very popular.
During the time of Vyasaraya the fashion of writing what is
known as Vrtta nama appears to have been in vogue. Later it
was not popular. Vrtta nama is a mixed composition of pada
and vrtta, that is, a musical part and a sloka alternatively-
Vyasaraya composed the Bhagavad Gita in Vrtta namas. It
begins with the words “Kelayya Enna mata Parthame gltar-
thane”. It is in Capu tala in the varna-mettu of * Palisu
Pandaripuraraya”.

The company of the three dasas was so delightful to him
that he burst forth into, ecstasy and sang in Kalyani, in
Ata tala, “Nari dasara sangake sari yunte” When Vyasaraya
was reminded that a certain philosophical work of his still
remained to be completed, he said that intellectual work no
longer interested him. Nothing, he said, could equal the joy
he had in spending his time in the society of Purandaradas
and singing kirtanas and his reply is itself a very touching
song of great beauty in Kambhoji Raga and Jhampa tala:
“Enna bimba murutiya pujisuve nanu”. An extremely simple
composition that brings the message of hope and comfort to
all is the following: “Kamsari yendu samsara His
Ugabhoga that will hearten the worst sinner is, *“ caratvamu
madida papa gali gella gopi jana ciira nendare Saladi etc. The
last song that Vyasaraya sang was in Mukhari raga in Jhampa
tala; “‘Putti nanu bhuviyolage bahudina Haleyitu putta dante
madu srstisa Sri Krsna.,,

The political events during the last days of Vyasaraya were
hurried and disturbing to his peace. Krsnadevaraya had
chosen his son Tirumalaraya to succeed him and even had the
coronation performed, but unfortunately the latter pre-deceased
him. His son-in-faw Rama Raya who was eager to grab
power proved licentious and wicked. He, therefore, appointed
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his brother Acyutaraya to reign after him. Acyutaraya came
to power only in 1529 though he had formally assumed kingship
in 1526,for Krsnadevaraya lived till 1523. The passing away of
the King of Vijianagar severed yet another link in the slender
chain that bound Vyasaraya still to the earth. The next ten
years that the Rajaguru survived were spent entirely in Hari
kirtana. The glorious career which was as eventful as it was holy,
which synchronised with the most prosperous era in South India
which was responsible for the highest achievements in art,
literature and Bhakti marga, which produced and inspired the
production of kirtanas, the finest fruits of Indian music, came to
its earthly end on sth March, 1539. The last hours were most
peaceful, serene and sublime. Purandaradas who was standing
by with folded hands in love, sorrow and reverence when the
mystic moment arrived when the Lord lifts the chosen child
unto His bosom, describes thus:
Cittai sida Vyasaraya cittaga nayyana Sabhege nmn
Mukta muttai deyalla ratna darati yetti nA||
Vijamba vacara vijaya nagaradalli phalguna Krsna
caturthi Sthiravaradi
Belagoppa jhavadalli kulita padmasanadi nalinaksana-
rayana nendu kaimugidu HGi
Bhakuti yukutaragi mukutimarga pididu akhila bage inda
dhyanisuta
Sakalagama gaya sadguna paripurna akalanka Purandara
Vithalana bajage
Vyasaraya’s life was one of untarnished glory.

The Sutasamhita on Music.
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“God Siva extends his grace even when music that is

secular is sung, more so when the music is spiritual ; therefore

one shoulg resort to mugic. .

Knowledge of music is a great means to the attaining of
Siva; through music, there is Yoga and through Yoga alone
can one become one with Siva.”



THE TEACHING OF MUSIC—II.
(Continued from Vol. X. p. 98)
Methods.

By

P. Sambamurti.

The music teacher must ever be conscious of the fact that
he has got to teach groups of pupils and not individuals. In
individual instruction the position is entirely different. Herein,
he has ample time to study the psychology of his pupil as also
his intellectual and receptive capacity and plan out his lessons
and methods accordingly. But in a class he has no such faci-
lities. Each class comes to him perhaps for once or twice a
week at the most and he has to teach all the classes of a school.
He must strive to achieve maximum results within the minimum
space of time thus available. By the adoption of proper and
judicious methods, he can accelerate the musical progress of his
pupils. Some of these methods are outlined below.

The choice of suitable songs for the different classes and
songs which will be within the children’s comprehension are
important factors in the creation of interest in musical studies.
Especially in the lower classes, story-songs, ballads, folk songs,
songs of local interest and simple selections from operas will
interest the pupils much. Even in the higher classes it is
desirable that side by side with examples of pure art music, a
few songs illustrative of the above types are also taught.

The teacher can occasionally sing to the pupils some nice
interesting song. He can also play to them on an instrument
either pieces already taught or new pieces. The children listen
to instrumental music with brightened faces. It is a pleasant
experience for them to listen to the dhatu part of the songs
learnt by them. If the teacher chooses to play a new piece,
then after playing the piece he can ask the pupils to guess the
raga of. the piece.

The teacher can make the children listen to good Grama-
phone music and select Radio Programmes. He can take his
pupils to other schools and make them listen to the singing of
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the children of those schools. Children of boys’ schools and
girls” schools can listen to the singing of each other and with
mutual profit. Boys will gain nicety in singing and, girls
breadth of tonal volume.

Once a month at least the teacher should give the life-
histories of great musicians and composers. The interesting inci-
dents in their lives and the circumstances that occasioned some
of their brilliant compositions should be narrated. During a
year the teacher can touch upon 8 or 10 outstanding composers
in Indian musical history.

Wherever possible, pupils should be taken out on excur-
sions to places of musical interest and importance. Excursions
to the following places for example might be arranged for:—

(1) Places which have been seats of music in the past.
(2) Places which are associated with prominent musicians
and composers. (3) Temples containing musical pillars.
(4) Museums containing musical instruments. (5) Picture-
galleries containing portraits of great musicians, composers and
patrons.

The teacher can make his pupils attend well-conducted
children's concerts.

Percussion-bands, choirs, orchestras and music clubs are
useful institutions in stimulating interest in music in the school.
There is the healthy emulation on the part of the less musically
gifted children to reach the standard of their gifted friends.
The pupils may be asked by turns*to provide the sruti accom-
paniment (tambura or the sruti-box) to the class singing.
Pupils with ringing voices and sound tala-jnanam may, by turns,
be asked to lead the class during the -revision of the old songs.
The svarajnanam exercises will go a long way to stimulate
interest in musical studies.

The teacher can arrange for the celebration of Anniver-
saries of great composers and organise concerts by pupils on
such occasions.

Children are fond of hearing stories. Stories about the
marvellous influence of ragas and of the patronage lavished on
musicians in the past, narratives of famous musical contests
and spicy musical anecdotes should be told to the class now and
then. Pupils listen to these stories with absorbing interest.

X1—7
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The drawing of Kolams (indigenous designs and figures)
on the blackboard to the accompaniment of music is another
activity that rouses the enthusiasm of pupils. This can be
practised either during the class hours or as an extra-curricular
activity outside the class hours. The teacher should plan out
a progressively graded series of Kolam exercises along with
appropriate music for the same. Care should be taken to see that
the Kolam is completed exactly when the music concludes. For
this purpose the number of component dots of the Kolam and
the number of lines (straight lines or curved lines) needed to
complete the figure should be computed and then a suitable
piece which will comprise an equivalent number of aksarakalas
should be chosen. The exercise provides scope for team-work
and the pupils are trained in co-operative methods. The attempt
will not be successful if either the pupils go wrong in tala or if
the pupils’ drawing is not in conformity with the rhythm of
the piece.

These Kolams may also be drawn on the floor of the class-
room with rice-powder in the indigenous style. While the
Kolam is being drawn either by a single pupil or by a small
group of pupils to the accompaniment of music, the other pupils
might stand round in a circle and keep watching.

Cutting paper models and card-board models of prominent
concert instruments like the Vina, Violin, Tambura, Flute and
Mrdangamon a given scale might be attempted by pupils. They
may also be encouraged to make clay models of some of these
instruments.

Occasionally in the place of the usual singing lesson, the
teacher can arrange for one class to visit another for the pur-
pose of giving a recital of. the songs learnt by them.

Formation of a correct taste.

One of the important factors in the formation of a correct
and refined taste in music is the teaching of proper and suitable
songs. The songs should be progressively graded according to
the needs of the standards. Wherever, possible, songs which
have been tried in other schools and found successful and
practicable and songs approved by Directors of Musical Educa-
tion or other competent authorities should be taught. There is
no dearth of songs of varying grades of difficulty in the South
Indian languages and so the question of the availability of
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songs in the different languages does not arise. An excellent
selection of songs or even sets of songs in the mother-tongue of
the pupil should be made and taught. In the forms it is essen-
tial that graded selections from classical composers should be
studied. In the Primary classes simple selections from classical
composers may be taught at the option of the teacher along
with the other songs suitable for such classes.

Listening to good music helps in the formation of a correct
taste in music. The teacher can periodically sing or play to
his pupils, pieces of high-class music and also pieces bristling
with technical beauties. This will help them towards the intel-
ligent appreciation of classical music. He can also make the
children listen to select gramophone records and choice radio
programmes. He may also arrange for concerts, lectures and
lecture-recitals by prominent musicians, for the benefit of
children. Pupils of the higher classes may be encouraged to
attend concerts by well-known musicians. They may also be
induced to note down the songs heard by them in concerts
as also other incidental details.

Singing classes of boys or of girls should occasionally, if
possible, hear each other sing. Each is sure to learn something
from the other.

Teaching Songs.

As a rule, songs should be taught by rote, i.e., by the lip-ear
method in the Primary classes. When the pupils had gone
through the technical course, embracing the preliminary Svara
exercises, Alankaras, Gitas and Svarajatis and had also
mastered a few Varnas and are familiar with notation, attempts
may be made to teach songs with Svaras. Normally it should
be possible to begin the teaching of songs with svaras in the
First or the Second Form, provided the pupil had diligently
gone through the technical course (abhyasa gana) in the earlier
standards. It will be a waste of precious time to attempt to
teach songs with svaras in the Elementary School. The
average pupil will neither relish it nor grasp its full significance.
Even in the Forms, when pupils begin to learn the songs with
svaras, the repetition of the svaras along with the correspond-
ing sahitya should continue for three or four lessons only and
afterwards the sahitya alone should be sung. It should be
remembered that the teaching of a song with svaras greatly
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helps the pupil to easily and accurately master the piece and
even after many years, when perhaps the song is partially for-
gotten, he or she will be able to correctly reproduce it on look-
ing at the notation of the piece.

Procedure.

The *song should be written on the black-board and copied
by the students. In the Elementary classes the text alone
should be written, and in the Forms the songs should be written
in correct notation.

At the top of the song the following details should invari-
ably be furnished :—The name of the Song, its Raga, Tala, Com-
poser, the Arohana and Avarohana of the Raga and the serial
number of its Janaka Raga, if the chosen piece is in a Janya
Raga. The type to which the song belongs should also be
indicated.

After the piece has been copied, the teacher should tell the
students the meaning of the song in outline, the circumstances
if any, which occasioned it and a few interesting details about
the composer. The teacher may now question the pupils and
find out if they can name other songs which they might have
learnt or heard in the same Raga and other songs learnt or
heard by them, of the same composer.

The pupils should then -be asked to read the text of the
song like prOse, paying attention to the correct pronunciation of
the words and proper phrasing, especially if the song happens to
be in a language which is not the mother-tongue of the pupils
of the class. The words may be read aloud even by one or
two pupils.

The teacher should now sing the song twice clearly and
slowly, and in as artistic a manner as possible. He must see
that during his recital the pupils listen to him attentively. It is
desirable that the teacher sings the song in the same pitch as the
class Sruti. He may sometimes for the sake of effect sing the
piece at a higher pitch and then resume teaching of the song in
the class Sruti. If the teacher is skilled in instrumental music

¢Wherever possible printed copies containing the texts of the
songs along with their notation should be placed in the hands of
pupils, as thereby a lot of time that is taken by pupils in copying
from the black-board is saved and this time can be used for actual
teaching.
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he may with advantage perform the song once on the instru-
ment. The pupils will not only benefit by listening to the pure
“dhatu” portion (musical setting) of the piece but it will
facilitate the quicker learning of the piece. With the musical
setting of the piece revealed to them through the instrument
they will find it easier to learn the piece.

The pupils should now be asked to sing the Arohana and
Avarohana of the raga twice. The teacher may sing small
phrases or Sancaras in the Raga, suggestive of the Raga-bhava
and ask the pupils to repeat them. The phrases sung should
embrace the entire range of the composition touching the
highest and the lowest notes.

The teacher should now teach the song part by part to the
pupils.

Next the teacher and the pupils should 'sing the song
together. Finally the pupils alone should sing the song. If
while singing themselves, they go wrong, the teacher should
intervene and correct them. Whenever the teacher notices a
decline in the strength of the tonal volume in their singing, it is
a sure indication that in those places the pupils have doubts and
are not>absolutely sure of the music. The teacher in such cases
should intervene and sing along with the students and impress
them properly.

It is a good plan to teach the song first to the children who
imitate readily, the others listening carefully. When this
group has learnt, the others may join in singing.

When the composition is well learnt, the pupils should be
encouraged to sing the piece reckoning the Tala with their
hands.

When the entire class has learnt the song, smaller groups
in the class may be asked to sing the song keeping time. The
rest of the class may listen to, keeping time, and criticise the
performance at the end. During the later revision lessons,
even individuals may be asked to sing the songs separately.

If a short piece is chosen, it can be taught in one single
lesson. If a longer piece is chosen the Pallavi and the Anu-
pallavi may be taught in one lesson and the Carana in the next.

If any peculiarity is noticeable in the rhythmical construc-
tion of the piece, the pupils may be asked to name other
pieces which they might have learnt or heard and wherein
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similar features are noticeable. This question may be put to
the pupils at the end of the lesson.

The teacher should insist on the pupils’ carefully memori-
sing each song. They should not be allowed to look into their
books or note-books and sing, especially the older songs. If
pieces are not memorised, the artistic and polished rendering of
the pieces will become a difficult task. Pupils should sing the
songs with distinct enunciation and good tone quality.

Sometimes it may happen .that a later easier Sangati in a
Krti is more easily grasped by the pupils than a preceding but
difficult Sangati. In such cases the teacher will do well o con-
centrate on those difficult Saiigatis and teach them well till the
class has correctly caught them. This is the only way to ensure
the uniform and accurate rendering of the pieces.

In order to help the pupils to correctly start songs which
do not have Sama Eduppus i.e., which do not begin along with
the beat, the following procedure may be adopted. If the song
begins at half place, i.e., after the lapse of half aksarakala (En-
duku pcddala in Sankarabharana) let the pupils hum fo them-
selves the phrase taka and begin. If the song begins at three-
fourths place (Mariyada gadayya in Bhairavam) the pupils may
hum the phrase takita and begin. If the song is in Desadi Tala,
i.e., beginning after 1* aksarakalas, when reckoned in the Adi
Tala style, the pupils may hum takita takita and start. It is also
useful to tell the students, the duration (in minutes), i.e., the
time taken to sing each song once completely with all the san-
gatis and lia’ts. 1 his will help the students during their practice
to stick to the normal tempo of the piece. The method suggest-
ed for the teaching of a song should be adopted for the teaching
of a Gita, Svarajati and Varna as well. In these technical
pieces the teacher will first leach the dhatu part and then the

matu part.

In order to test the memory of a technical piece, the
teacher can write on the blackboard a piece like the “Varavina”
omitting certain svara letters and sahitya syllables here and
there and ask the pupils to supply the missing letters or
syllables, in the examination also, he can give a printed or
cyclo-styled version of a composition and ask the students to
fill in the blanks.
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Methods for the Development of Talajnanam.

The development of the rhythmical sense in children is of
the utmost importance. A mistake in recokoning time should
be regarded as even more serious than a mistake in singing the
notes. If proper steps are n >t taken at the very commence-
ment, the music teacher will find it difficult later on to give
adequate training in rhythm. Instances of eminent musicians
who are deficient in talajnanam are not wanting. It is for
this reason that in the traditional system of learning music,
insistence has always been laid on the practice of the svara
exercises (Saralis, Janta svara exercises and Alankaras) in
trikalas—in three degrees of speed.

Music heard in a concert is~ either rhythmical or non-
rhythmical in character. The former comprises all composi-
tions set in a specific tala. The latter includes cases like raga-
alapana and the singing of slokas, padyas and viruttatns in
specific hagas in a drawn-out style after the manner of an
alapana. The teacher will do well to sing a composition first
and then follow it up with the recital of a sloka, padya or
viruttam and impress on the minds of his pupils that in the
latter case the music is not set to any time and is sungin a free
manner.

A person is said to possess sound talajnanam when —

(1) he is able to reckon regularly the constituent angas
of a tala in their order;

(2) keeps to the Kala Pramana Suddha, i.e., (constancy
of duration between count and count*);

(3) is able to identify the talas of unfamiliar songs and
pallavis and eduppus of phrases in pallavis and intricate compo-
sitions;

(4) is able to keep time accurately when a mrdangam
player or a player of some other tala instrument performs solo.

A person’s laya jnanam is said to be sound when even in
very slow time (ati chauka kala) he is able to reckon time
accurately. There have been instances of eminent musicians in
the past who hesitated to count time when a skilled mrdangam
player began to give a solo display .(tani vinikkai). Human
capacity being what it is, it does take a long time for a musi-
cian to acquire the capacity to reckon time accurately, unin-
fluenced by the tala-phrases played on the mrdangam, sometimes
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in even rhythm, sometimes in uneven rhythm, sometimes in
rugged lhythm and sometimes beginning the series of phrases
on fractional points of the avarta.

The teacher must first impress upon the students’ minds
that in a tala, the duration of time for each count should
exactly be the same. If, for instance, the duration of each count
is one second, then an adi tala avarta must be completed exactly
in the space of 8 seconds. The idea of uniform duration (Kala
Pramana) can be impressed on the pupils’ minds by drawing
their attention to clock ticks. The methods outlined below for
the development of tala jnanam can be taken up as soon as the
pupils have been made familiar with long and short notes and
have acquired the duration-sense of svaras.

Children should be taught to distinguish between notes of
shorter and longer duration. Let the teacher sing the follow-
ing phrases—s Ss. Rrr. g g G.—and let the childern
point out the longer notes in each case. The teacher should
impress on the pupils’ minds that the total duration of the
phrase in each case is the same.

SaRVA L aGHU PRACTICE WITHOUT MUSIC.

Pupils should be asked to reckon each count by the clapp-
ing of hands or by tapping the desk or by patting the right
hand on the right thigh. In order to ensure uniformity in
duration between count and count, the pupils may be asked to
say one, two, three, four: one, two, three, four, or ta ka di mi,
ta ka di mi, etc., the clap or the beat coinciding with one in the
former case and ta in the latter case. The duration of each
count may be equal to a second.

In the second stage, the uniform clapping might be replac-
ed by the alternate clapping and waving of the right hand, i.e.,
beat followed by a wave of the hand, beat followed by a wave
etc. (This incidentally gives the pupils practice in reckoning
the drutam).

In the third stage, pupils may be asked to count time
with three beats and a wave, three beats and a wave;
(this incidentally gives the pupils practice in reckoning Desadi
and Madhyadi talas.) This practice will also help them to keep
the adi-tala or the Eka tala with cymbals.

In the fourth stage, pupils may be asked to count time
with a beat and three finger counts beginning with the little
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finger and proceeding in the direction of the thumb. This
gives the pupils training in reckoning the caturasra laghu and
caturasra jati Eka tala. :-J

Lastly the pupils may be asked to count time in the manner
of the Adi tala.

Sarva Laghu practice with Music.

The teacher can now sing or play a simple songin Adi tala
with the same eduppu wherein there is also the even rhythmi-
cal flow of music gnd ask the students to practise counting time,
following the stages mentioned above. A Divyanama Kirtana
like “Pahi Ramacandra” in Sankarabharana of Tyagaraja or
a piece like “Rara Rama” in Bangala or Krtis like “Vidamu
seyave” in Kharaharapriya or “Sara Sara Samarai” in Kuntala-
varali or any March tune may be taken up by the teacher for
this purpose.

The teacher might also attempt the following interesting
method. A song like Bhaktiydl Yanunai sung without repeti-
tion may be rendered with its first quarter reckoned with mere
beats, 2nd quarter as drutas, 3rd as laghus and the 4th as a
regular Adi tala.

The same song can also be rendered as follows —

1st line as 4 beats.

2nd line as 2 drutas.

3rd & 4th lines as 2 desadi talas.

5th & eth lines as Eka tala (Caturasra Jati).
7th & sth lines as 1 Adi tala avarta.

The teacher can now sing or play a piece ofthe same type
as Bhaktiydl or Pdhi Rdmacandra or a March tune and ask the
students to reckon time along the same lines.

When the student has become familiar with the Adi tala he
can be taught to count the Rupaka tala and later the Capu and
Jhampa talas. Still later the student can be taught the
distinction between Sama eduppu and Asama or Vjsama
eduppu (anagata and atlta eduppus).

The teacher can tap or clap some rhythmic patterns like
Khanda Rupakam or Miira Capu or 3 beats and a pause or 2
beats and a pause etc, and ask the children to imitate them and
induce them to guess the talas or pieces in such talas.

In the higher classes the teacher can play pieces unfamiliar
to the students and ask them to guess their tala and also the

X1—8
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eduppu of the pallavi, ailupallavi, caranam or other section of
the song. He can also interrogate them about the precise
places in the Hvarta where certain phrases of the song begin;
for example Sadvinadata in Rama nlyeda (Dilipakam) and
Tambura chekonl in Koluvamaregada (Todi).

After naming the tala of a Gita, the teacher may sing it
himself, without counting the time. The pupils may be asked
to count the avartas mentally and give the total number of
avartas of the composition at the conclusion of the recital.

Sruti-Jndnam.

Although the term sruti admits of two meanings viz.,
key-note and ‘quarter-tone, yet the term srutijnanam is
usually used to denote the ability of a person to sing
accurately to the chosen pitch. A person in possession of a
sound sruti-jnanam is able to sing to accurate pitch. He is
able to sing in conformity to the *Adhara Sadja i.e., the note
selected as the key-note. A person is also said to possess good
sruti-jnanam when he is able to tune accurately a stringed
instrument like the Vina, Violin, Tambura or Gottuvadyam.

Let the teacher make the class listen to the sruti for a
couple of minutes and then let the pupils one by one sing the
note Sa. When the entire class has finished, each pupil
may now sing the note Pa and after the entire class has
finished, each pupil may now sing the Tara sadja. At the
conclusion of this exercise, all the pupils may together sing S .
P S P S. The teacher must impress on the minds of the
pupils that only after the sadja is defined, the other notes
come to have their svarupa.

Next the class may be given training in singing single
notes in unison. The teacher may sing or sound single notes
like G. M. P. R. etc.,, and ask the pupils to merge with the
respective notes each time. The teacher may sing with the
solfa syllables or merely sing the notes with Akaram. This
will develop in the pupils the sense of blending or merging

*[Note—Let it be remembered that the Adhara-Sadja is not
a note of a fixed pitch. The pitch of the key-note may vary
from singer to singer. The singer in India has the rare privilege
(a privilege denied to singers in Europe and in countries adopting
the harmonical system of music) of choosing that pitch which is
most suited and agreeable to his voice, This accounts for a large
amount of natural singing in India.]
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with a given sruti. The pupils may be asked tosing S P S
PSandSRGMPDNS SNDPM GRSin the Maya-
malavagaula or Sankarabharana scale with Rsabha as the key-
note, with Gandhara as the key-note, and with Madhyama as
the key-note.

The teacher may sing a phrase like G M P in akaram in
one sruti and ask a pupil to sirig the same phrase in another
(new) higher or lower sruti, Sounded by him.

In order to test if the class has the memory of the key-
note, sound the sruti for some time and then stop it. T-et
there be a pause for two minutes and now ask the class to sing
the key-note SA. Also after the class has begun to sing, the
sruti may be stopped and the pupils asked to proceed. At the
conclusion of the song, sound the sruti and verify if the
students had continued to sing in the pitch with which they
started.

The teacher may hum two different notes and ask the
pupils to name which of them is higher in pitch. At first pairs
of notes of wider intervals like S. P. may be tried and later
notes of closer intervals like G. M. may be tried.

The teacher may take a tambura and in the course of
tuning, when the Sarani and the Anusarani are nearly equal
but not quite in tune, play the two strings and ask the pupils to
say which of the two is higher in pitch,

Wherever facilities exist, pupils in the higher classes may
be given practice in tuning stringed instruments like the
Tambura, Vina, Violin and Gottuvadyam under the supervi-
sion of the teacher.

The teacher may also sing a portion of an unfamiliar song
in a new pitch and at the conclusion of the music ask the pupils
to hum the new sruti Sadja or Key-note.

Raga-Jnanam.
A person is said to possess Raga-jnanam when he is—
(1) able to identify the different Ragas and
(2) able to sing or perform Ragas bringing out their
real Bhava and at the same time without introducing combina-
tions which even in a very remote manner suggest another
Raga.

Raga-jnanam is a faculty which one acquires only after

years of musical training. To a few gifted people it comes
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quickly. As far as the teaching of music in schools is concer-
ned, all that the teacher can hope to achieve is to make at least
a few of his pupils distinguish some of the common Ragas like
Todi, Sankarabharana, Bhairavi, Kambhoji, Kalyani, Mohana
etc.

For helping the pupils to distinguish Ragas the teacher
can, after teaching a song in a common Raga like Mohana,
make them listen to another song in the same Raga and impress
on their minds that the notes figuring in these two songs are
the same, i.e., the notes ma and ni are avoided in this raga.
He can also point out to them that the svaras in a raga succeed
one another according to the Arohana and Avarohana krama.
(The visesa sancaras that a raga admits of are an exception to
this rule). He can repeat the experiment with other ragas.
Later in the year, he can sing some new songs in the ragas
familiar to the pupils and ask them to identify the ragas of the
new pieces. Still later he can sing or perform alapanas of ragas
familiar to them and also make them listen to good gramo-
phone records containing alapanas of ragas.

TEACHING THE SCALE.

It is essential that in keeping with the hoary tradition,
+Mayamalavagaula should be the starting scale for teaching
South Indian Music. The experience of the last 400 years has
shown that excellent results have been obtained by starting
with this scale. The principal merit of this scale is that it has
four pairs of contiguous notes, the notes of each pair being
separated by a semi-tonal interval (rf)- From the beginning,
pupils are trained to appreciate the difference of a semi-tonal
interval. Besides, notes with dual names do not figure in this
raga.

Let the teacher sound the key note and ask every child to
imitate by turns the same in a correct and sustained manner.
Now let the teacher sin® the notes GA, MA, PA and SA one
by one and ask the pupils to repeat them. Practice in singing
the remaining notes of the Mayamalavagaula scale can now be
taken. These notes can afterwards be recited to vowels like A,
I, U etc., and children asked to imitate accurately. Wnen the

* This is the same as the Major scale of European music but
instead of D and A, D flat and A flat are taken.
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Sapta Svaras of this raga had been dealt with, practice may be
given to them to sing the scale in the order:—
S R GMPDN S
S ND P M G R S
When the pupils have become familiar with the notes of
the scale, practice in naming given sounds can be taken.
Fixing a suitable pitch for the Class.

The approximate pitch suitable for class singing is given
below:—

Age. Pitch.
Children below 9 vears. 6 Or ie. A or B flat.
Children between 9 & 12. or 6 i.e. A flat or A.
Above 12 and below 15. 50or5lie G. or A flat.

It will be seen from the above that as the children advance
in years, the pitch of their voice slowly goes down.

In some districts the music teacher may find that the pitch
found suitable for the class may be even a semitone lower than
the pitches mentioned above.

Early in the year, the teacher would do well to study the
children's voices and fix a suitable pitch for the class. Each
pupil may be asked to sing some song which he or she loves best
and knows best and the teacher can note down in absolute
scale the pitch at which the voice is not only able to reach the
tara sthayi gandhara and madhyama with ease, but, also is able
to produce a rich and resonant tone. The average of these
pitches can be taken as suitable for class singing. In the pri-
mary classes, however, the voices of the children cannot be ex-
pected to reach such a wide range and therefore the music
teacher will modify his tests accordingly. ,

Varja Rdga.—The idea of a Varja Raga might be well
impressed in the pupils’ minds by adopting the following
method.

Suppose Mohana is to be taught. Pick out g of the talent-
ed pupils of the class and ask them to stand. Make the pupils
sing the arobana and avarohana of Harikambhoji, each pupil
singing one note; the first Sadja, the second Catussruti Rsabha,
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the third Antara Gandhara, the fourth Suddha Madhyama,
the fifth Pancama, the sixth Catussruti Dhaivata, the seventh
Kaisikl Nisada and the eighth Tara Sadja. Dismiss from this
group the pupils who sang the notes Madhyama and Nisada
and make the rest sing their respective notes in order (both the
ascent and descent). The result will be the Scale of Mohana.
The pupils of the class readily get the impression in their minds
that Mohana is a derivative of the Harikambhoji Scale and
also that ma and ni are eschewed in this Raga.

Similar methods may be adopted for the teaching of other
Varja Ragas.

Vakra Raga.—The conception of a Vakra Raga might be
well impressed in the pupils’ minds by adopting the following
method.

Suppose Surati is to be taught. Make the above set of 8
pupils sing the Harikambhoji scale once again. Ask them
now to sing the arohana and avarohana of Surati—

srmpns’ sndpmgpmRs

each pupil singing his respective note in order. The pupils of
the class will notice that while the avarohana of the raga is
being recited, after the ga note is reached, the pa and ma
pupils again sing followed by the ri and sa pupils. Thus the
Vakra course of the avarohana is impressed.

Similar methods can be adopted for the teaching of other
Vakra Ragas.

Team Singing.—This is very useful in developing musical
alertness and encourages the habits of careful listening and
intelligent criticism. The class is divided into two teams. A
song or a portion of a song or exercise is taken and the teams
are asked to sing their parts by turns. The pupils eagerly
await their turns and sing their parts with accuracy. Each
team realises that even the slightest mistake commited, indirect-
ly blocks the successful response of the other team. The
pupils not only relish this exercise but also enjoy the same. It
will be noticed that in this method whereas the continuity of
music is kept up, only a section of the class sings at any one
moment.

The easiest way to give training in successful team-singing
is to start with the Mayamalavagaula Scale. Divide the class



THE TEACHING OF MUSIC

o

%
into two teams A and B. Let the A team sing S and the B
team R and so on as follows:—

B team.

mw®TV=Z2 LoD

Now the B team can start S' and A team respond with R and so
on. Next two notes: SR, GM etc, and later four notes SRGM,
PDNS, and still later eight notes SRGMPDNS, SNDPMGRS
can be tried in this manner.

Now to practise the Alankaras in this'manner, choose the
Eka-tala (Caturasra Jati) Alankara, and ask the A-team pupils
to sing the first line SRGM. The B-team pupils should now
follow them with the 2nd line RGMP. Next the A-team
pupils sing GMPD, the B-team pupils MPDN and so on till the
Alankara is completed. It will be noticed that the A-team
sings the lines with odd numbers:—1, 3, 5, 7 & 9 and the B-
team sings the lines with even numbers—2, 4,6, 8 & 10.
While the exercise is in progress both the teams must keep on
counting the Tala. Now the B-team may start the Alankara
and sing the odd number avartas, responded to by the A-team
with the even number avartas. Likewise the other six Alan-
karas, taken in the following order III, V, II, I, IV, and VI
may be attempted. The individual avartas of the Mohana-
glta “Varavina” (both the dhatu and the matu) might be taken
next, the last avarta (19th) being sung by both the teams
together. A Divyanama Kirtana like “Pahi Ramacandra”
(Sankarabharana) may next be taken and tried for. team-
singing. The pallavi is sung by both the teams. The first line
of the first carana is sung by the A-team and repeated by the
B-team. The second line of the first carana is done likewise
and is concluded with the rendering of the pallavi by both the
teams.

In the second carana the B team starts, followed each
time by the A-team and so on.
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It is important to note that only those pieces which the
pupils have learnt well should be chosen for team-singing.

Manodharma-Jnatiam is creative faculty. It helps one
to expound ragas, sing Tana or Madhyamakala, manipulate
pallavis, develop niravals on chosen themes and attempt ex-
tempore svaras for any given section of a sojg. This is
beyond the capacity of a pupil in the Secondary school. The
teacher can, however, encourage his pupils in the higher classes
to write simple phrases, sentences and sancaras of their own,
in ragas familiar to them. If there are brilliant pupils the
teacher may bestow individual attention upon them and train
their creative faculty.

Sahitya-Jnanam is ability to compose music. It inclu-
des not only the ability to compose a Dhatu but also the
ability to write a suitable Matu (libretto) to it wherever the
nature of the composition demands a sahitya. A person with
Sahitya-jnanam is able to set to music any piece of Sahitya
given to him and also to supply a suitable Sahitya to any piece
of music given to him. Sahitya-jnanam is also beyond the
capacity of the average Secondary school pupil, but the music
teacher may encourage his pupils in the higher classes to suggest
simple Sahityas (word or words) for given musical phrases
and also suggest suitable musical phrases for simple Sahityas.

The more gifted pupils may be given training in the art of
musical composition. They should begin by writing simple
phrases and sentences in familiar ragas and then go on to the
writing of Citta-svaras for Krtis, additional ettugada-svaras for
Varnas and Sancaris in a specific number of Avartas.

Cultivation of the Voice.

Singing has been defined as the art of expressing our
emotions and sentiments through the medium of the voice. The
voice is a precious gift to us by God and it is up to us to make
the best use of it. It is the oldest musical instrument. Voice
is a delicate organ and is easily injured by wrong use. Some
people no doubt possess captivating, ringing and melodious
voices. But in a majority of cases it should be possible for
persons not.possessing melodious voices to make them musical,
by proper training. And the training of the voice to a wonder-
ful degree of perfection is one of the important aims in the
teaching of music. Every pupil in the school must learn to
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sing sweetly and softly. He must also learn to sing in a poli-
shed and artistic manner. The wvoice training exercises
(Vocalises) practised with care help the student to get a clear
beautiful tone. The exercises also help to maintain the good
quality of the tone thus acquired. The Vocalises help him to
sing with economy of breath and minimum effort. The voice
becomes flexible and produces the. gamakas easily and nicely.
He acquires full control over his voice. Good tone depends
upon the proper control of breath. Oftentimes one comes
across persons with unbridled voices i.e., voices which refuse to
carry out the mandates of the singer. The singer honestly
attempts to sing a certain passage, but the voice produces
something else; thus disobeying as it were the orders of its
master.

Soon after the commencement of his career, the music
teacher will discover that there are people with various types of
voices—ranging from the beautiful flexible variety to the stiffest
type. If he gets more pupils belonging to the former type he
can thank his stars. But if he has to deal with voices more of
the other type, even then he need not get disheartened. Let him
exert his utmost to train even such hard and stiff voices. Most
girls possess a good voice, but the proportion of boys possessing
a good voice is far less. So the task of teaching music in
Girls’ Schools is in a sense easier and lighter.

Mere loud singing produced by forcing the voice should be
discouraged, but nothing should be done by the teacher which
will result in the deadening of interest in musical studies. Rich
full tone is to be aimed at and not the mere loud singing.
Harshness in class singing is sometimes due to the faulty per-
formances of a few pupils. Such pupils should be properly
guided by the teacher.

The voice training exercises should be carefully chosen and
progressively arranged. These exercises should not be practised
for long. The higher and lower octave svara exercises help in
the extension of the upward and downward range of the voice
compass. The Vocalises help in the singing of Madhyama-kala
and Tri-kala svara sancaras with smoothness and ease. They
also help in singing with accurate intonation and with good pro-
nunciation. Resonant humming will prove a valuable corrective

to harsh, unmusical tone.
X1—9
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After a course in preliminary svara exercises, the pupil
should be given training in singing the notes of the scale with
the vowels a i u e and o—'first in Mayamalavagaula and later in
Sankarabharana. The standard Gitas and Tanavarnas are
excellent voice-training exercises, the former on account of
their range and the latter on account of the profusion of vowels
in them.

The proper practice of Vocalises results in:—

(1) Beautiful tone

(2) Correct intonation

(3) Good pronunciation

(4) Extension of compass

(5) Flexibility of voice which help in the production of
gamakas nicely

(e) Avoidance of effort

(7) Economy of breath

(8) Attention.

Smoothness and sweetness in singing should be insisted
upon. Let good voices sometimes sing alone.

Breathing Exercises—Right breathing habits should be
inculcated. Breathing should not be by the mouth. Pupils
must breathe in slowly and breathe out slowly keeping their
heads erect and chests braced. While singing they should not
breathe in the middle of a word nor in any place which will
spoil the flow of music.

Ask the children to breathe in slowly through the nose, and
breathe out slowly through the mouth. Then let them breathe
in as before but breathe out now singing the note sa with the
vowels aiu e o.

The advantages of breathing exercises are that they result
in healthy lungs and air passages and help us to control breath
which is such an essential factor in singing. They help in
quiet singing.

Breaking of The Voice.

The breaking of the voice at the age of puberty and the
setting in of the adult voice i.e., the deep perpetual voice is a
purely physiological phenomenon. The change is noticeable
more in the case of boys than girls. The change comes about
rapidly in the case of some and slowly in the case of others.
During the periolof transition the voice is in a delicate and
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abnormal state and great care must be taken. When boys and
girls reach that stage, the teacher should carefully carry on his
observations concerning the changes in the voice in respect of
its tone-colour, pitch and range. When the adult voice had set
in, it will be found that the pitch of the voice had fallen by
about half an octave. The age at which voice breaks ranges
from 14 to 17. The whole change may take a few months or
even a year. Boys with changed or changing voices should be
grouped and made to sit at one side of the room.

Backward Children.

The musically backward children are those who cannot
sing in tune with the rest. They should not on any score be
neglected by the teacher. The difficulty of those who cannot
sing in tune and who cannot keep to correct time (kala-
pramana) along with the others is solely due to an undeve-
loped sense of pitch aud rhythm on their part. Placed at one
side of the class, a few feet from other children, they will
gradually improve through listening. After atime the teacher
may encourage them to join with the rest and take part in the
singing of the songs already well learnt. This temporary
segregation of the pupils for a few lessons though not a reli-
shable thing still will yield good results. Another method
is to seat them amidst bright children. Placed between
the talented ones, the musically backward pupils may rapidly
improve. There are children who are defective in tone percep-
tion. Until they have developed the power to respond correctly
they should not be allowed to sing with the rest. A pupil
showing signs of indifference or inattention should be taken
note of and proper steps taken to get him interested in music.
If necessary, a peremptory warning can be given.

Class Accompaniment.

(a) Sruti Accompaniment.
(b) Musical Accompaniment.
The teacher may provide the sruti accompaniment himself
i.e., play the tambura or the sruti-box himself or he may ask
pupils who have received training in this art to provide the
sruti accompaniment by turns. If the sruti-box is used, the
teachec must see that the notes'of the sruti-box are accurately
in tune. The sruti-box must be resorted to only as an unavoi-
dable substitute. The tambura should be used wherever possi-
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ble and there is nothing in the sruti-box to match the rich over-
tones of the tambura.

If the teacher is endowed with a sufficiently loud and
rich voice, he may accompany the class, singing himself where-
ever necessary. Or, he may provide an instrumental accompani-
ment to the class music by playing the violin or the Vina. The
instrumental accompaniment is not only a useful guide to the
pupils but it also gives a better opportunity to the teacher to
detect the faults in the pupils' singing. Singing along with the
pupils all the time will be a terrible strain on the voice of the
teacher and so the music teacher is strongly advised to practise
an instrument like the violin for the purpose of class accom-
paniment. The instrumental accompaniment is a helpful and
correct guide to the pupils and prevents them from going out
of tune and time.

Apportionment of the period.

The music teacher would do well to have a definite plan
for the utilisation of the 45 minutes period. Usually each class
has two periods per week set apart for music. One of these
periods may be devoted to the practising and learning of songs.
The other period may be devoted to the practice of technical
exercises. The two periods may appropriately be styled the
melodic and the technical periods. If more than two periods
are available, then the extra period or periods may be devoted
to the teaching of songs. Every singing class may start with a
few vocal exercises and this will help the voice to get into form.
In the first and second Standards however, all the periods
should be utilised to the teaching of songs only.

As soon as the children are properly seated, the teacher
should sound the sruti and make them listen to it with attention
for a short time. Then they must be asked to hum the key-
note to themselves in a gentle manner and then asked to sing
slowly and distinctly S PS’PS. This procedure for impress-
ing the key-note in the minds of the pupils should be followed
even at the commencement of the melodic periods. If the
teacher uses the Tambura as the sruti for the class, then he
must have it tuned accurately and ready for use.

Technical period:—After the sruti has been well impressed

in the pupils:t minds, the teacher can ask them to go through
graded Svara-jnanam exercises, Voice-training exercises
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(Vocalises), Tala-jnanam exercises, sruti-jnanam exercises,
Sight-singing exercises and Musical Dictation. A couple of
minutes can profitably be devoted to breathing exercises. The
pupils should be taught to take in breath through the nose
rather than through the mouth. Ability to control breath is of
great value especially in singing longer pieces and also while
attempting Raga-alapanas and Kalpana Svaras. Some of the
above mentioned exercises may be taken during alternate
Technical periods.

After this is over, the new technical piece for the day may
be taught. If after teaching the new piece sometime is left,
the pupils may be asked to sing two or three of the old songs.
The revision songs may be sung one by each row of the class.
The non-singing pupils may listen to the music of the rest and
point out faults if any in their singing, keeping time all the
while. By revising the old songs, a few each time during the
technical periods, all the songs taught to tlie class can be kept
up-to-date. In fact singing of a familiar song should form a
part of every singing lesson. Pupils should be asked to sing
their old songs from memory and not by looking into books
or note-books. ,

Melodic period.

After the children had listened to the sruti with concen-
tration they may be asked to sing two or three of the recently
taught pieces. Then the teaching of the new song may be
taken up. The pupils’ faces brighten up whenever a new song is
taught. If the children’s response is good, it is an indication
that they like the piece immensely. The children’s response
may not be good if their attention gets distracted through
some cause or other. Every new piece must be taught in an
impressive manner.

If in a melodic period, a few minutes are left after the
teaching of a new piece, the teacher can usefully occupy that
time by narrating some interesting musical anecdote or incident
from the lives of great musicians and composers.

Occasionally a few minutes may be devoted to the putting
of oral questions:

l. The teacher may name a raga and ask the pupils to tell
the compositions that they have heard or learnt in that raga.
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2.The teacher may name a tala and ask the pupils to tell
the names of songs that they have learnt in it.

3. The teacher may name a composer and ask the pupils
to tell the names of songs that they have learnt of the composer.

4. The teacher may name a raga like Harikambhoji and
ask a pupil to tell the name of the resultant raga when the
Antara Gandhara is substituted by the Sadharana Gandhara
and so on.

In order to make the pupils start singing simultaneously,
the pupils should be asked to commence on the third avarta,
counting the two previous avartas in silence. In the case of
adi-tala pieces in slow tempo the teacher can at his option ask
the pupils to start on the second avarta.

Identification of Ragas and T alas of Unfamiliar pieces.

In the higher forms, the teacher may sing a new piece in a
raga familiar to the pupils and ask them to identify the raga
and tala of the piece.

Identification of Musical forms.

The teacher may also play a glta, svarajati, tana varna or
Krti (not already taught to the pupils) and ask them to men-
tion to what type of composition the piece just heard belongs.

In order to develop their powers of accurate imitation, the
teacher may devote a couple of minutes to the singing of svara
phrases and sahitya phrases (from well-known pieces) of vary-
ing grades of difficulty and ask the pupils to reproduce them.

At the end of a Theory lesson or a History lesson, the
teacher would do well to give a summary of the lesson.

Cultivation of Music during leisure time.

It is of importance that pupils must be given useful sugges-
tions for the employment of their leisure. The suggestions
must be such that when acted upon, they must result in the
training of their musical intelligence.

Suggestions.— (1) The pupils may be asked to copy from a
printed music-book a portion of a song (a Krti, Varna, Svara-
jati or Gita) in notation.

This will make the pupils become familiar with the art of
musical writing.

(2) After teaching a song like Muttineri-Ariydda(iyji*"lQiBft

t) the Sahitya of another similar song like Pitsuvadurn-
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vennlru (y*&«ii Qaitmgf &) (which is also to be sung to the
same music) may be given to them and asked to sing the new
song next time, to the same music as the one already taught.

Or, after teaching the first two Caranas of a Divyanama
Klirtana or a simple daru from Tyagaraja’s Nowka Caritra,
they may be asked to sing the other Caranas themselves by
their own effort. Children feel a real joy in this kind of
activity. This practice helps the pupils to correctly distribute
the Sahitya syllables in the Avarta and incidentally helps them
to understand something of musical prosody gradually.

(3) In the higher classes the pupils may be asked to write
some phrases and sentences of their own in Ragas familiar to
them and they may be asked to sing the same in the next class.
They may also be encouraged to write simple Sancaris in
familiar ragas.

(4) Given the first line of an alankara, the pupils may be
asked to complete it themselves in 8, 10 or 12 avartas as the
case may be.

From the results, the teacher can easily spot out the musi-
cally talented pupils of the Class.

During Vacations pupils may be asked to prepare Musical
Charts. The more neatly done Charts may be hung up on the
walls of the Music Class Room or even in the Assembly Hall.
The names of students who prepared the best charts might be
inscribed in the Roll of Honour. Charts on difficult subjects
should be given to pupils of higher Forms.

It is desirable that Conferences of Music Teachers are
arranged for periodically. This will give an opportunity to
those actively engaged in the teaching of music to meet and
discuss the problems relating to the teaching of music in the
light of their new experiences. The teachers will derive fresh
inspiration from such contacts. They can also learn new class-
worthy songs and also become familiar with the latest methods
in Music Teaching.

Music as a career.

Only those who are gifted in music and have a born apti-
tude for the art should take to music as a career. Persons who
take to music as a calling in whatever form have a heavy res-
ponsibility thrust upon them. The career of music though not
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a lucrative one in India presents many avenues. Till now only
a few of them have been explored and even those, only to a
limited extent.

Those who practise the profession of music may be group-
ed under four heads:—

(1) Performers of music.

(2) Teachers of music.

(3) Composers of music.

(4) Critics of music.

MusiC Performers: Singers.

Persons gifted with sweet, ringing and melodious voices
and who possess creative talents of a high order and who are
also endowed with musical imagination and intelligence can
aspire to become successful concert singers. Those who are
not endowed with good voices but possess the other talents
mentioned above, can still by intensive practice become accom-
plished concert singers. Persons endowed with good voices,
but not possessing creative talents and musical intelligence may
with training in histrionics become leading characters in
dramas and operas. Or, they may become Assistant Singers
to performers of Harikathas. If they are of a religious tem-
perament and possess scholarship and powers of exposition,
they can become successful Harikatha Performers. They may
also take to Purana Pathanam. The Film Industry at the pre-
sent day can easily absorb a number of good-voiced singers.

MUSIC Performers: Instrumentalists.

The Vina, Flute, Gottuvadyam and Svaragat enjoy the
status of primary instruments in concert music and players of
these instruments can give concerts to the accompaniment of
the Violin and the Mrdangam. Eminent Violinists are also
engaged by Sangita Sabhas sometimes to give solo concerts to
the accompaniment of the Mrdangam. It is a rare honour for
a Violinist in South India to be invited to give a solo perfor-
mance. The accompanists figure in more concerts than the
principal performers, though from the point of view of total
income both are on a par. The Sitar and Balasarasvati have in
recent times become popular concert instruments in the South.
The Mrdangam being an indispensable tala accompaniment in a
.Concert, Bhajana, Kalaksepam, Opera or Dance, the players of
this instrument are generally well off. The Ghatam, Kanjira,
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Dolak, Morsing, Gottuvadyam, Jalra and Konakkol are interest-;
ing secondary tala accompaniments in a concert, but the per-
formers of these are not in frequent demand. The votaries of
these instruments rarely get a decent income. Orchestras can
absorb a number of instrumentalists. When the Governors,
Maharajas, Zemindars and Municipalities decide to employ
Indian Orchestras in their regular establishments, a bright
future is assured for Indian Music and musicians. Every
Indian Municipality should have an Orchestra and with it they
can provide good music to their rate-payers. Nagasvaram
players are employed in Temple establishments and they are
generally well off. The more talented amongst them are in
demand at marriages and other festivals. The Tanjore Band
consisting of a number of players of wood and brass wind
instruments provides employment to a number of musicians.
Amateur orchestras properly organised can provide a good
subsidiary income to its members. When Indian music comes
to be played in Military and Police Bands, many instrument-
alists can aspire for a decent income. Also when Operas come
to be staged in India to the accompaniment of regular Orches-
tral music, many vocalists and instrumentalists will be provided
with decent employment.

Teachers of Music:—There are music teachers who are
regular members of the staff of schools. There are others
who go about giving private lessons in music in homes.
Resourceful teachers of music can set up their own studios and
invite students to come to their places for lessons in vocal and
instrumental music.

When a concert performer due to some cause or other
decides to take to the teaching of music as his calling, he
generally makes a huge sacrifice. The society rarely appreciates
this sacrifice on his part. The income that he might derive
from one school or more schools by part-time work can easily
be earned by him by giving a few concerts. By his being
obliged to sing at the pitch of his pupils’ voices (which is
invariably at variance with his own pitch) he loses the metallic
ring in his voice. Its responsive character also slowly dimi-
nishes. He gradually discerns to his dismay that his voice is
not able to produce the madhyama kala anddruta kala combina-
tions with ease and clearness any more. It becomes difficult

for him to shine as a concert performer again. The result is
X1—10
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the same whether he is engaged in teaching individuals or
classes. So concert performers must think twice before
deciding upon to change their career and take to the teaching
of music. As a teacher of music he will neither have the time
nor the opportunity to practise some of the high-class pieces
and be in form. The teacher of instrumental music is also in
the same position. He finds no use for any of those high-class
pieces and technique which he has learnt and mastered.

People who have attained a decent degree of proficiency in
music and who are in affluent circumstances can in the interest
of the art take work as honorary teachers of music in institu-
tions and thereby help in the dissemination of musical
knowledge.

The voice when used in its normal pitch is delightfully
responsive and is able to produce all the delicate shades and
gamakaS with ease and accuracy. When forced to sing at a
pitch higher or below its normal pitch, a strain is put upon the
voice and the result proves ruinous in the long run. Thus it is
that many music teachers who started with good voices lost the
brilliant metallic ring in their voices in course of time.* This
is more true of men than women. Women always teach ony
girls and at the most the difference in the pitch of the voice in
the two cases will be about one tone or 1| tones. But men
teachers are engaged to teach boys and girls and the difference
of pitch in this case ranges over more than half an octave. The
teacher can save his voice to some extent, if he uses an instru-
ment like the violin while giving lessons.

The trustees of the various temples in South India can
profitably employ musicians in their regular establishments.
Tne musicians can, amongst other things, be asked to:—

(1) Give recitals of sacred music in temples during festi-
vals and services.

(2) Teach sacred songs to the worshippers.

#These remarks apply only to the singers of melodical systems
of music. In Europe and countries which have adopted the
harmonical system of music, pupils are trained in part-singing and
according to the range in absolute pitch of their voices, they are
trained to become basses, tenors, altos or sopranos.
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(3) Teach music to the pupils of the village school, if the
school has not got on its staff a properly qualified music
teacher.

(4) Organise choir parties, orchestras and bhajana gosthis,
also arrange for periodical performances by them. Concerts
by these parties can also be given in the local hospitals for the
entertainment of patients.

(5) Hold separate music classes in the temple precincts
for the benefit of the children and adults of the place.

(6) Promote adult education by holding special classes for
adults and teach them ballads, folk songs, national songs, and
songs on current events, health themes etc. Small pamphlets
containing the texts of the above songs placed in the hands of
the rustic folk will keep up their reading habitand prevent
them from lap-Tng into illiteracy.

The musician was a regular member of the ancient village
community. There are some temples in South India which
have on their staff musicians like the Oduvars in Saivite
temples, but their services are not fully utilised. They merely
give recitals of sacred music on the occasion of the temple
rituals and do not do anything beyond that.

W ith the prospect of earning something through private
practice in addition to the salary from the temple, many
musiciarls might be induced to go to the moffussil places and
thereby they will also help in the spread of musical knowledge
amongst people and promote adult education.

The teachers of music are well equipped to give lecture-
recitals on musical topics. Leclure-recitals provide both
education and entertainment to the listeners. The profession
of giving explanatory lecture-recitals of music is yet in its
infancy in India.

Composing music on *ad hoc’ themes as a profession has
not yet been properly explored. There are a few people now
who supply songs to films, and for all their talents they are
given only a pittance. The passion for new music has not yet
come in our country and when that time comes contemporary
composers of art-musical forms will have a bright future.

Every prominent newspaper in India should have on its
staff a regular music critic, His duties will not only be to
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review the concerts given, but also to review music books and
records released from time to time. He can also contribute
articles on music and play a great part in moulding the taste of
the people along right lines.

Well-conducted weekly and monthly music journals are a
desideratum in India. In Europe, even smaller countries
publish a number of excellent music journals.

Musical Insurance has yet to come in India. Concert
Agencies and Concert Bureaux can function profitably in big
cities. This is a line that has not been tapped so far.



*SRI PURANDARA DASA.

By

B. Sitarama R ao.

I am very thankful to you for asking me to preside on this
occasion. It is not a sense of my special fitness to preside that
induced me to accept the invitation but solely and exclusively
the desire to pay my humble tribute to the memory of the great
Dasa or servant of God whose day you are celebrating.

Though Purandara Dasa is a Karnataka, it would be
wholly wrong to consider the institution of Dasas as a peculiar
growth of the Karnata country any more than the Bhakti
movement, of which it is the direct result, is a local movement.
Provincial patriotism is responsible for the verse:

eti %> m\ i
eRfesn% ~rcts jjSft m\ || m. 7.

which has found a place in the Uttara Khanda of Padma
Purana. The universality of the Bhakti movement, the
literary records in Sanskrit, and the available architectural and
epigraphic evidence, make all such claims preposterous but
there seems to be this amount of truth in it that unlike the
North Indian movement, of which Nanak and Kabir are the
chief exponents, which owed its impetus to the impact of
Muhammadanism, it was a wholly indigenous movement taking
its inspiration from indigenous sources. It was the result of a
natural evolution without external impetus or inspiration. The
note of synthesis or eclecticism which is characteristic of the
northern movement is wholly lacking in the southern. It
received its inspiration from the Upanisads, the Epics, the
Puranas, the Agamas, from Sankara, from Ramanuja* from
Basava and from Madhvacarya. That is why Caitanya and
other Bhakti leaders of the pure Hindu school look to the
south for guidance and inspiration. The two waves met
"apparently in the Mahratta country and the result has been

#Presidential speech delivered on the Purandara Dasa day,
1941, celebrated by the Music Academy, Madras.
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considerable variety of Bhakti schools there, orthodox and
heterodox.

The Dasa in ti ution is a natural development from the
institution of mutts. The mutt was an expansion of the
ancient doctrine of Samnyasa; service to human beings
conceived as service to God being not only not inconsistent
with but largely implicit in Sarhnyasa. The Dasas were lay
disciples of the mutt commissioned to carry the message of the
mutt into the residences of ordinary men. They went out to
the country singing about the Lord urging the necessity for
purity of heart and purity in morals, and pointing out the
utter uselessness of ceremonials without Bhakti and purity.
They were a part of the National Educational system. Their
songs have become a part of the folk songs which women
repeat and children listen to with wrapt attention and in spite
of the utter worthlessness of the present day representatives of
the institution, attract ready contributions to the reciters. As
Vyasa in his time popularised the great truths of the Vedas by
embodying them in the Epics and Puranas, those Dasas popu-
larised those great doctrines by giving expression to them in
the language known to the ordinary man.

I am not quite certain that the Dasas belong all of them
to the same school of thought, viz., Madhva, as is sometimes
sought to be made out. | have my doubts about the greatest
of them, Purandara and Kanaka. They have little or no
sectarianism in them. Of all the many thousands of Dasar-
padas attributed to Purandara Das, not more than 4 or 5 have
a clear Madhva aroma while in the case of Kanaka, it is impos-
sible to say from his works alone that he is a Madhva. The
verses are mainly invocations in honour of Visnu but are not
wholly so. Some of them are in honour of Siva, some of
Ganapati, some of Sarasvati and so forth. Excepting a few
of Purandara—the authenticity of which one can easily take
leave to doubt on account of their small number, on account
of the existence of several other Dasas who invoke Vitthala’s
name and the consequent possibility of wrong attribution of
authorship and particularly oil account of the marked diver-
gence of the tone of these from the ordinary tone of Puran-
dara Das,—they do not show any preference for or inclination
to the purely Madhva doctrines as distinguished from the
doctrines which the Bhagavata, for instance, expounds.
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The only intolerance they exhibit is to vice, to hypocrisy
and to irreligion. That is why they are universally popular.
Music was never their main object—the Dasas sang because
that was an apt medium of expression for their devotion and
was the surest way of reaching the hearts of their hearers.
If their songs have technical value in music, it furnishes only
an illustration for the well known saying of Bhavabhuti

ft |

gsrcwftr u

that ordinary men’s words follow meaning while meaning
follows great men’s words. W ithout any attempt at technical
perfection tho™e devotees gave utterance to songs which are
perfect in literary expression as well as musical technique. The
works of Purandara Dasa are distinguished from those of
others who also invoke Vitthala by the recurrence of the word
of Purandara in addition to Vitthala while those of others bear
the addition of Vijaya, Ranga, Gopala etc.

The Dasa movement developed in the Mahratta country
into the Kalaksepa or Harikatha movement which, ostensibly
serving the religious cause, also occasionally served other
patriotic or political purposes. Nevertheless substantially it
still maintains there its original purpose but in the passage of
the Harikatha to the South especially in the Tamil country, the
purpose of Kalaksepa is largely forgotten and what was origi-
nally an attempt to bring home the great truths of the Upa-
nisads to the public, to purify the public morals, to rouse
devotion to G:>d, the allurements of poetry and music being only
aids to that end, becomes occasionally a mere exhibition of
musical talent and even degenerates into clever witticisms and
vulgarities which can have far from edifying influence on the
public. But even so, the Tamil country has the credit of main-
taining in these Kfilaksepams a high standard of scholarship
and musical attainment and what is desired is that there should
be systematic and organised attempt to keep within the main
purpose and to weed out all unhealthy growths.



THE SCHEME OF 72 MELAS IN CARNATIC MUSIC*

BY gfe
T. L. Venkatarama lyer.

The formulation of the scheme of 72 Melas by Venkata-
makhin is a great landmark in the history of Carnatic Music.
Before him the classification of the Melas and the janya ragas
as appears in the works of the previous writers is nebulous and
confused. There is no apparent principle dedueible in the
classifications. Sometimes there are several melas with the
same swaras. Often there is no identity discoverable between
the melas and the janyas. The number of melas also varied
from 15 to 23 and several groups were altogether left out. The
object of these early writers was merely to classify ragas then
current and that is also the scope of Venkatamakhin's work.
But in evolving a scientific system based on the value of the
swaras, fee revealed the possibility of new ragas and indeed one
may say that it was Venkatamakhin’s system that rendered
possible the wonderful pieces of Sri Tyagaraja in several new
modes.

Latterly the scheme of Venkatamakhin has come in for
some criticisms here and there. It has been stated that the
scheme has resulted in the mechanisation of music and has
reduced it to simple arithmetic; that it has tended to throw
melody which is of the essence of the Carnatic Music into
background and to weaken the true conception of raga. | shall
now consider how far this criticism is well-founded.

That there is a whole world of difference between ragas
and mere swaras is undoubtedly true. The ragas transcend the
swaras and have features which give them a distinctness such
as could be visualised in imagination. It can be said of these
forms:

r sstr RrgM q?qf?r q; |
Ssi gsffoi q " Il

* Paper presented to the Music Section of the X All-India
Oriental Conference, Tirupati and published here through the
courtesy of the Local Secretary, Rao Bahadur K. V. Rangaswami
Ayyangar.
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Now a raga is totally different from a mere combination
of swaras, which may make impressive combinations but cannot
possess those fine shades of melody which make for the life of
a raga. Indeed the idea of a mere combination of swaras or a
scale as distinguished from raga is unknown to our music and
goes against.its genius.

The question then is: did Venkatmakhin in inventing a
possibility of 72 swara combinations and calling them Mela
Ragas or Ragangas go against the true conception of raga and
did he introduce a conception of scales as distinguished from
ragas? It is my desire in this paper to show that Venkata-
makhin when evolving the scheme of 72 melas has scrupulously
adhered to the true conception of raga and that in his system
there was no such thing as scale as distinguished from raga. If
it was not a raga it had no existence at all.

Now | must explain what the notion of mela according to
Venkatamakhin is. From the earliest days of Carnatic Music
down to recent times a mela was understood to be a raga
wherein the 7 notes occurred whether in the ascent or in the
descent. It was then called Sampurna and was then taken as
a Mela raga. It was not necessary that a Mela Raga should be
a sampurna both in ascent and in decent. Thus Srlraga is a
Mela according to all the writers and that is the 22nd mela of
Venkatamakhin. Likewise Kedaragoula is the 28th mela of
Venkatamakhin. Following the same principle, a shadava
omits one swara in both the ascent and descent like Srlranjini
and in oudava 2 swaras will be absent as in Mohana, and
Madhyamavati.

Now when Venkatamakhin propounded the possibility of
72 melas according to the value of the swaras, he found that
while some of them were represented by ragas actually in exis-
tence others were not. Now 40 of these melas represented
what is known as vivadi swara combinations. Venkatamakhin
adopted with reference to them the conception that a mela need
not be sampurna in arohana and avarohana but that it should
be melodious. Basing himself on these fundamentals he fol-
lowed certain principles with reference to the vivadi combina-
tions. In the case of Suddagandhara he realised that sa ri ga
ma cannot be melodious, but ma ga ri sa could be melodious by
theadoptionof thegamakacalledja.ru. Likewise with refer-

ence to Suddhanishada he realised that pa dha ni sa would not
X 1-n
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be melodious, but sa ni dha pa could be melodious if the
gamaka called jaru is utilised. Thus it happens that in the
very first mela he adopts sa ri ma pa dha sa and sa ni dha pa
ma ga ri sa as its lakshana. This is called Kanakambari and it
will be readily seen that it has the distinctive feature of a raga
in it, as witness the Kirthana of Dikshithar,

In dealing with Shatsruthi Rishabha he realised that ma
ga ri sa would not be melodious and so he adopted only ma ri
sa. But sa ri ga ma could be rendered melodious by the adop-
tion of the gamaka called Thripam. Likewise in the case of
Shatsruthi Dhaivata he adopted the prayoga pa dha ni sa
with the Thripam, and avoided sa ni dha pa in the descent.
This principle runs through the 40 vivadi melas.

Thus in his scheme of 72 melas, Venkatamakhin avoided
vivadi combinations such as do not conduce to melody, and
evolved the melas, avoiding the sampurna scale if it was a mere
scale, and did not possess melodic properties such as would be
necessary if it was to be a raga. Therefore his system repre-
sents an evolution on lines which are in consonance with the
genius of Carnatic Music. In his system there are no scales
miscalled “Ragas”, while his scientific classification provided
a background for all Carnatic ragas, those which were then in
existence and those which might come into existence thereafter.

Lovers of Carnatic Music must regret that this scheme
which combined both melody and science should have been de-
parted from. A change has, in recent years, came over the
system. A new idea of mela has sprung up. It is stated that a
mela must be sampurna both in ascent and descent; and follow-
ing that definition we have such classification as Shadava-
Sampurna, Sampurna-Shadava, Oudava-Sampurna and Sam-
purna-Oudava. This classification is again recent; and unknown
to writers of recognised authority—such as Ramarnatya,
Govinda Dikshita, and Venkatamakhin. This innovation cannot
be earlier than the end of the 18th century because it is un-
known to Tulaja Maharajah, who records the contemporary;
music of Tanjore in the the middle of the 18th century; and
but for the fact of its having been published in the first printed
books on music by Singaracharyulu Brothers, they would not
have acquired such widespread currency.
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Under this system, even in vivadi melas, the arohanam and
avarohanam must be sampurna. That this conception stresses
the Swaras and ignores the requirements of melody must be
conceded. For example take the very first mela under the new
dispensation; the arohana is sa ri ga ma pa dha ni sa; that is to
satisfy the new concept of mela; and it is called Kanakangi.
Now Venkatamakhin, acting under the old conception of mela
and emphasising melody adopted only sa ri ma pa dha sa as the
arohana; and under the revised scheme it ceased to be a mela
and became a janya. But Kanakangi is a scale and Kanakain-
bari is a Raga. In the same manner we find that under the
new scheme many of the melas of Venkatamakhin are classed
as janyas, and new melas which are merely scales take their
place. Thus the criticism that the scheme of 72 melas is des-
tructive of raga-bhava and tends to mechanise music is true to
a large extent of the modified system which is now in vogue but
is not true of the system as originally featured by Venkata-
makhin.

From this it should follow that the revised scheme of 72
melas which has latterly come to be adopted should be condemned
as an innovation for the worse, as tending to destroy the best
elements in the Carnatic Music. It is therefore surprising to find
that the new scheme should find support from not a few of the
present day theorists. One reason for this is that Sri Tyaga-
raja is supposed to have lent his support to it. It would be
strange indeed if the great Tyagaraja set his approval on the
theory of scales in Kanakangi and the like melas. But what is
the warrant for associating the name of that great composer
with a lame theory ? It is said that he has composed kirtanas in
ragas like Kharaharapriya, Kiravani and so forth; and they are
<to be found only in the new scheme, and not in the scheme of
Venkatamakhin.  True, but it is forgotten that ragas like
Kharaharapriya and Kiravani are only in the non-vivadi melas.
Venkatamakhin himself had stated that under his scheme new
ragas were possible and himself invented the mela Simharavam
now called Hemavati. Therefore the use of ragas like
Kharaharapriya, Kiravani etc., isin accordance with the scheme
of Venkatamakhin and does not violate any principle of melody
and does not lend any support to the idea of a scale apart from
’ragas. On the other hand in the vivadi melas the authentic
kirthanas of Tyagaraja show that he adopted the system of
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Venkatamakhin. For example, Manoranjinl, Chayanata,
Nabhomani and the like, are all melas of Venkatamakhin and
in them we have great pieces of Tyagaraja. And there are
no authentic compositions in which Tyagaraja adopts vivadi
combinations such as sa ni dha pa with shatsruti dhaivata, ma
ga ri sa with shatsruti rishabha, sa ri ga ma with suddha-
gandhara and pa dha ni sa with suddhanishada. The only
exception is in the case of ragas like Varali where according to
tradition suddagandbara is slightly higher than the chatussruti
rishabha and thus the vivadi dosha is avoided. This is in
accordance with the practice of Venkatamakhin.

Now in the printed editions of Tyagaraja’s kirtanas, a
few of them are stated to be in Ragas which are among the
vivadi melas of the new school. This is put forward as proof
that Tyagaraja adopted the new system even in respect of the
vivadi melas. But the mistake lies with the editors who have
identified them and not with the composer himself. For ex-
ample take the piece “Evvare Ramayya.” It is said to be in
Gangeyabhushani. But there is no ma ga ri sa in it, and with-
out ma ga ri sa it loses its character as a scale under the new
scheme. It has only ma ri sa and it is therefore clearly a piece
in Gangataranginl of Venkatamakhin. A critical analysis of
the pieces of Tyagaraja in these melas will reveal that he was
quite against the scales-invention of Kanakangi and its sister-
melas; and that he, belonging as he does, to the sishyaparam-
bara of Venkatamakhin, followed only his system of melody;
and that he does not lend any countenance the scales theory.
There is no authentic composition of his in Kanakangi and
similar meJas. On the other hand his genuine kirtanas are
on the lines of Venkatamakhin—such as “Adugarathani” in
Manoranjini, “ldi Samayamura” in Chayanata, “Jagadananda-
karaka” in Nata, “Nayeda” in Nabhomani, “Banturiti”
and “Vachamagocharam.”

It should not be forgotten that these 40 vivadi melas are
all of them covered by great pieces of that illustrious contem-
porary of Tyagaraja, Muthuswami Dikshitar, whose breath
was melody and they reveal how following on the lines of
Venkatamakhin, melody could be evolved. In my opinion,
there are no sufficient materials for holding that the two great
contemporary musicians followed different schools of music,
whatever difference in style there might be.
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Then there are a few who are moved by the fact that the
late Maha Vaidyanatha Aiyar has composed a mela ragamalika
under the new theory. Apart from the fact that this composi-
tion was made to order, and does not represent any musical
practice of that gifted musician, it cannot be denied that the
piece was practically still-born ;*and never came into vogue; and
this is not a little significant when it is remembered that Maha
Vaidyanatha Aiyar held an unrivalled position among the con-
temporary musicians and had numerous sishyas and large ad-
miring audiences. The fact is that the piece was primarily
a business proposition with Maha Vaidyanatha Aiyar and it is
only his sishyas and admirers that have chosen to put it forward
as a composition of outstanding artistic merit.

And finally there are those who prefer this system because
of its simplicity and perfection on paper. But art does not
thrive on mere arithmetical formulae or mechanised rules. And
however satisfactory the “Kanakangi" system may be for pur-
pose of mass teaching in schools and institutions, it has no place
where there is an artistic ideal to be put forward and sustained.

It is therefore the plain duty of all lovers of the higher
ideals of Carnatic Music, to protest against the new system, and
protest emphatically. We are seeing before us the disastrous
consequences of adopting the scale theory of “Kanakangi"
system. Ancient and natural ragas, which cannot be defined in
term of swaras, and which can be pictured only by the imagina-
tion, are falling into desuetude. Some of them like Dvija-
vanti and Ghanta are half-dead. Others like Saveri, Punnaga-
varali, Yadukulakambhoji and Ahiri are losing ground. Instead
we have new combinations of swaras miscalled ragas, and they
are usurping the place of the old ragas. It requires imagina-
tion to develop ragas; it requires only practice to manipulate
swaras. The former is a gift; the latter is an acquisition. The
system of swaras and scale is a gift to plodding men without
imagination; and thus its adoption has tended to destroy the
Raga-chaya, and discount imagination.

This is a matter for grave concern for the future of the
Carnatic Music. | am in fear that those finer shades called
“Gamakas", which breath life and melody in ragas will gradual-
ly disappear; and we shall have instead regular modes with clear
cut swaras, with no grace, with no beauty, and with no life.
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We shall have killed natural living persons, and shall have got
instead brilliant dolls. | do not contemplate the prospects with
equanimity. | think, lovers of music should take a serious view
of the situation, and rescue Carnatic Music and Sri Tyagaraja
from the baneful effects of the scales-theory embodied in the
Kanakangi system; and restore the concept of raga for which
Carnatic Music has always stood and restore in full the system
of Venkatamakhin which is based upon it.

mdzim
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M. Ramakrishna Kavi, S.V.O. Institute, Tirupati.

In music, theory and practice always differed but attempts
were made by theory writers to adjust themselves to practice.
Among the ancient works on music the Ragas were classified
into 18 Jatis which simply show the main characteristics of
Ragas that come under each Jati. In modern definitions under
Melakarta system such details as bahutva, alpatva etc., are not
clearly noted. Again in olden days sruti-values were given
in assigning Swaras to various Ragas. For example Paramardi
defines Madhyamadi thus:—

gsnil WiiacRsRPKi: I

It means, in Madhyamadi madhyama takes 11th Sruti, Pan-
chama 14th, nishada 21st, Dhaivata 20th, gandhara sth and
shadja 4th sruti.

Later on Raghunatha in his Sangltasudha defined Gana-
krama dividing into Alapa, Thaya (™H) atld Gita and fur-
nished us with details in each of these three stages.

Practical singers added Prabandha to this triad and thus
made a fourfold mode. This practice of fourfold elaboration
was practised in Raghunatha’s court, for Madhuravam, his
court poetess, describes the playing of the Ramayana bv Kusa
and Lava on Vina thus:

i\M fftr srfaRR qg |
q* qqiRg Il
Yagnanarayana, son of Govindamakhin, was a great musi-

cian and followed the system brought into vogue by king
Raghunat?ﬁ His musical compositions are available to me in

1 Paper presented to the Music Section of the X All-India
Oriental Conference, Tirupati, and published here through the
courtesy of the Local Secretary, Rao Bahadur K. V. Rangaswami

\yyangar.



certain Ragas. His brother Venkatamakhin produced t’
Caturdandiprakasa. i

But the term Caturdandl was used in a different sense by
Lakshmana who says in his Sangitasuryodaya thus:—

»iraftrci I

~ Br ater il

Venkatamakhin explained Glta, Prabandha, Thaya and
Alapa in his work in & to 9th chapters, each separately in a
chapter, in a manner not very different from what Raghunatha
gave. If a Raga did not have Prabandha etc., in it, he rejected
it,2 He says:—

*ticrem?RB 14 m "it: i
Triofwptf: BT% %IT3T: I

mi g~htvqrai”: wmmi n
tycTCWSR Rf ffdi Il

Thus for Venkatamakhin all these four are important for a
Raga; hence he calls his mode as caturdandl, in feminine
gender meaning a ‘Samahara’ of four daiidas.

In our days the singing of a Raga has undergone greater
simplicity, for we want speed and variety, even as in our living
too. The caturdandl system will take, for completing a raga
perfectly, some times even two days. Our enlightened tastes
would not allow us to enjoy that even if it was rapturous.

Recently a manuscript was obtained by me from Malabar
giving elaboration and Sahitya for about 35 Ragas in vogue in
1650 A.D. One' who is versed in practical music can, if he
can, reproduce from this manuscript the raptures created by the
musicians of king Ragbunfitha’s court. The manuscript has
no name. The work begins with Natta raga, which is
Raghunatha's first melakarta. Each Raga is subjected to the

1 Tulaja uses the term Caturdandl in his Sangitasaramrta
in the sense of Gita, Prabandha, Thaya and Alapa.

2 Later, Prabandha music gave place to Gita and Gita gave
place to Kirtana.
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fourfold development. Mudras or composers’ names are
given thus:—

Appuraja and Udayamartanda for Kambhoji raga;

Yagnanarayana for Mukhari and Padi;

Raghunatha for Ghantarava;

Muddukrishna for Kalyani;

Purandara Vitthala for Gundakri;

Venkatamakhin for Gumma Kambhoji and so on.

Treatment of each Raga under the four heads is almost
the same in all the 35 ragas. We shall take Nata:

I. First Alapa of and that is, 3TTI%MIT,
and The 2nd and 3rd repeat after
Il. Then Thaya (“"FT)—In this there is in 7 avartas

3FRTTf in 10 avartas; then Panchama sthayi in & avartas; then
madhyama sthayi in 7 avartas, then Rishabha sthayi in 3; lastly
mandra shadja-sthayi in 5 avartas. Then comes called

by others, and then muktayi. Then come two saranis
called and MtidRfty. After these two saranis, sanchari
is taken up. This closes what is called 3PT.

I1l. Then —Nata glta is repeated in chamhata tala
and Matta tala.

IV. Then Tanakarana Prabandha is chosen for Nata
raga. This is one of the 100 kinds of Prabandhas given by
Jagadekamalla and Somesvara.

In gita and prabandha the composers’ names are given. In
the case of Gauja raga, the Prabandha is Umatilaka. Technical

words as (that is or and are
used in elaboration. Gitas are sung in druta and vilamba and
madhyama kalas.

Thus this Lakshya grantha in ms. is illustrative of the
Chaturdandiprakasika of Venkatamakhin.

X1—12



THE NATES SONG IN THE PRELUDE TO THE
ABHIINANA SAKUNTALA OF KALIDASA
Shown as cast in the Raga ‘Sarang’ and in Sarang
AS IT IS SUNG EVEN TODAY.

HY
Prof. G. H. Ranade,

Fergusson College, Poona.

That the Raga-concept was in vogue even in the days of
Kalidas might be proved from internal as well as external evi-
dence on the point. But here, | prefer to leave the former for
the time being and hope to make out a case on the strength of
the latter only.

The following particulars about the song etc.)
should be noted. It is sung by day, in summer (jffar) by a
female character in the prelude (3”) of a play and its theme is
Shringar and meter Arya. Its other particulars (also duly

emphasised) are to be found in the following shloka of the
Sutradhar which concludes the prelude.

Slfw JRR sa: |

W flsta I

This shloka is an excellent Rupakalankar, in that the word
Sarang, with all its attributes, might be understood either as a
musical Raga of that name or as the spotted deer. It thus
serves a double purpose, at once, of paying a tribute to the
excellence of the Nati’s performance as also of introducing to
the audience the hero of the play, viz.,, King Dushyanta, in a
very powerful dramatic manner.

Ip the light of the Rupakalankar, the shloka may be
translated as—

=1 was forcibly (SRWI.) carried away (Ph) by the very
fast (srtfctfST) and ravishing (flftwT) Raga-Sarang
of your song just as King Dushyanta here by the

very fleet (sffoCfBI) and bewitching ([TRMn) Sarang, the
spotted deer.’
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NOW’ to save time and space, | crave the indulgende of the
reader to start with the position that in the technique of his
plays, Kalidas has honestly followed the rules as laid down in
the Natya-Shastra (N.S.)

Let us then see what evidence the N.S. may provide in
the matter. The common mistake usually committed in quoting
authority from the N.S. on questions of musical interest is that
too much is made of the explanation of the theoretical doctrine
about shrutis and swaras and gramas, whereas scant attention
is paid to the musical forms and practices, specially selected as
being useful for particular occasions, situations and characters
in the development of a dramatic performance. The references
to the theory of music are bound to be casual, whereas those
to such special musical practices must be considered as signifi-
cant and existing in the days of Bharat. It is then in the
search and identification of these latter that real material ser-
ving as a true base or nucleus for the later musical practices
and their continuity, is to be discovered.

To be brief I give here the substance of some significant
passages from the N.S. about such practices.

Thus in shlokas 111, canto 17, Bharat says that

(SIFTT IVT or should be used for depicting Shringar, in
a song to be sung in a dramatic performance.

In shlokas 465-472/c32, he lays it down with great stress,
that in a Nataka, music should be assigned to female characters
only.

Shlokas 451-454/c32 of the N.S. Kashi-Sanskrit series or
shlokas 433-436/c32 of N.S. Nirnaya Sagar edition refer to
the five Grama Ragas, in their relation to the five types of
Gltis. The text in both these editions is however broken
though the substance of either is fairly the same. A fuller and
continuous text of the passage concerned is available in Kalli-
nath’s commentary on Sangeeta Ratnakar, page 165. (Anarida-
shram Edn.). It reads as:

3 35T jrerremsqr i

*km\ (ptff:) wft ftsfoK* ||
clor |
5 3w m t Ht*r: m n
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grarifafer spnft g gs*r: i’
REK tfeq;: JTtm: &5*~ g qisq”" ||
resrwren”ifftq? pp% ~tfirwqq: i

ftftqftisq ireron ggara<i: ii fft

On the same page, the following verses from as quoted by
Matang are given.

gprom: qteqi ftftqg”~TO : i
qrgrfesRqgFfR™ I

4tct gnfqw QPriS[PT*ft: il
Again, the substance of the above is the same as that of
shloka 70/c28 N.S. in which Bharat defines -the Amsa note
along with its other adjectives, as the one note in which the
Raga resides. Shloka 23/c32 and 334 onwards /c32 N.S. are
‘of the same type. In shloka 338/c32 N.S. Bharat says:

gr a «JFarcgg»icmt%g”~n” srat?qfar i
?qt srraifcft et g n “"<£ n

Thus he distinguishes *FT from <W, and in expressions like

or AUMIqirfTfr *fticT:5 Raga must be taken to
mean a musical mode only. Again 3?T%qgg5Tig means that the
Giti is not meaningless, but it is united to some words or
meaning (literally words are thrown into it).

Thus according to Bharat, a song in the prelude (*$&)
must be sung in Madhyama Grama, and by a female character
only, with Shringara as its theme, or sing in a fast manner
(t"RT meaning srf<Rf*rr). Do not all these details perfectly
apply to the Nati’s Song?

Now, let use see what Sh&rangdev has to say in the
matter. The Sangeet Ratnakar of Sharangdev is essentially a
work on the Art and Science of music and not on dramaturgy;
yet he refers to many Ragas, as Ragas to be used in the 57

or or etc. of a play. Whence could he have got this
information, if not from the earlier works like the Natya
shastra or from the traditions handed down to his day ? Thus
he says:

gsam rw ri: fj: qe«>ftfoi<?[*iqigi i

qs gsm ftai a lwt n
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eaTOffir I
e/ n
m : *mi: u ?. q. *
Thus there is very close agreement between *RCT, and

about the five types of Mrfdsand their union to respective
JRRRTs. In fact, they all appear to have borrowed from works
prior to their own times.

Now a question might be asked as to the reasons which
lead one to think that the Nati’s Song is cast in a Raga and in
the Sarang Raga, further.

The answer is that the particulars as given in the follow-
ing passage from the Sangeet Ratnakar completely fit into
those of the Nati’s Song.

m m i
NpM(T JTSRHIgNSSi SBT5&4T: || I

5m$\ »u ~ H

Saif cTpN n
— n 3. b. mm

Again — JrertR!l; *JR” of today, is the foremost member
of the clan of Ragas named as the Sarang group and due to
its long standing has overshadowed the Sarang Raga itself,
which therefore is sometimes referred to as shuddha Saranga
a present day Raga of the same name. Therefore the word
Madhyamadi, gave the clue to suppose that the Raga must
have been either Madhyamadi or Sarang or some other deriva-
tive of it. Let us now see if this view is justified by deriving
the Madhyamadi according to the particulars given 1 the
passage above.

The Murchana being the scale begins on Ma. More-
over there is Alpatva, Omission—of Ri and Dha (vide the
illustrative song on page 185 and particularly verses 327-

330/ page 515 and 665-675/ pages 550 and 551 from the
(GTOTKTRT, 1) The scale can then be written as:—
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100
Notes:— Ma Pa Dha Ni Sa Ri Ga Ma
Shruti intervals:— 3 4 x 2 4 3 2 4
Crossed notes to be omitted. .

Reducing to Sa drone:—Sa Ri x Ma Pa X Ni Sa
3(4+2) 4 (3+3) 4

We get the above scale for the Madhyamadiof Sharangdev.
This is however identically the scale of the Hindusthani Madha-
mad Sarang of to day with the Ni a little two flat. But if the
present day Gawaiyya is asked about it, he will dogmatically
insist that it is not the usual komal Ni but is a little flatter than
that, thus showing in his own way the germ of the old and
genuine character of the Ni of the Madhyamadi of the old
days.

If the kakali Ni as further required by the Lakshana is
also taken into consideration, the scale finally obtained would
be Sa Ri Ma PraMa Pa Ni Sa

3 (4+2) 2 2 (5) 4
and this then would be identically the scale of the present day
shuddha-Sarang of the Hindusthani Gawaiyya, the Ni being of
course a little too flat.

Thus the double interpretation of the word Sarang in the
Sutradhar’s shloka as given in the beginning of this article
appears to be borne out by facts in which case we can safely
say that the Nati’s Song in the Abhijnan Shakuntalam was
cast in the Sarang Raga and further that the Raga continues
to be the same in form as also in scale from the days of Bharat,
Kalidas, Matang or at least of Sharangdev right up to the pre-
sent day. Here then is the key to unlock the mystery of the
other Ragas described in the Sangeet Ratnakar.



*QUARTERTONES IN SOUTH INDIAN (CARNATIC)
MUSIC

BY
C. S. Ayyar.

u>?

It is barely a week ago that | was talking to a Northern
Indian, a Sarangi player, who was listening to a South Indian
programme of music. Then our Bhairavi was being played by
the violinist solo. | asked the sarangi player if he could pro-
duce on the sarangi all the music, which the violinist was pro-
ducing, for, | said that the sarangi is only an inverted violin
like the ‘cello’. He would not answer the question directly,
but started immediately by saying that North Indian music is
of the Maheswara mata and began to describe its meend and
the nature of its gamaks, as he putit. These matas are mere
words to cover our ignorance. The thought then struck me
that he had in mind the contemplative and the quiet attitude
and pose of Siva, while the image of Nataraja in stone or
brass, vibrant in every limb and muscle, passed before my
South Indian imagination. The comic part of it was yet to
come. | thought the South Indian music was described as
Narada mata; but he went on to say that South Indian music
was of the Hanumat mata. A smile flit across my face. Per-
haps, to his mind, our music depicted some restlessness and
he had a diatribe against us that we have lost our bearings
(Mind this word. | shall explain later why | use this word),
in the restlessness of the exuberance of our gamakas.

The nil admirari spirit of the North Indian musicians for
South Indian music is very well known. But, the very best
among them have admitted to me, a veneration and a fear,
breathing almost awe, regarding Veena Seshanna’s veena
music. It is perhaps time for us to understand ourselves by
a bit of self-criticism, wherein we usually go wrong.

* Lecture delivered on the sth November, 1941, under the

auspices of the Madras University Music Students’ Association
at Senate House, Chepauk, Madras. i,>
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If you recollect your college days of the Junior Arts course,
you would perhaps remember how the Professor of Mathematics
talked of the lJarmonical Progression. He took certain frac-
tions with the number one as numerator, but with their denomi-
nators in arithemetic progression. The series, he said, was in
a harmonic progression. That is to say, 1, 1/2, 1/3, 1/4, 1/5,
1/6, 1/7, 1/8, 1/9, 1/10, 1/11, 1/12, 1/13, 1/14, 1/15, 1/16
formed a harmonic series, and. he was not in a position to
satisfy our curiosity as to how these numbers were associated
with music or harmony. It was merely stated that the numbers
were connected with the notes of corresponding lengths of
strings of equal thickness and tension, and these strings
when sounded together would coalesce into a harmonic whole.
The respective relative frequencies or vibrations are as 1, 2, 3,
4,5 6, 7and soonup to 16. It is all right we could procure
strings of the same thickness but how to get the exact lengths
required and the same tension was beyond my comprehension.
It is probable that students of higher classes in Physics might
have been taught something about it in their text-books on
Sound. And | am pretty sure, that, as usual with our con-
ventional educational methods, it has no living relation with the
music which the Indian student knows. In my college days,
the students of Botany and Economics read much about
European plants and flowers, and Economics, and there was
not even a text-book on Indian Botany or Economics. But
I am aware that the position is a little better to-day; but the
precise knowledge, as regards musical sounds-of our classical
music, has not very much increased.

But one begins to understand their significance only when
one knows and identifies the pitches of the notes or 12 swaras
Sa, ri. Ri, ga, Ga, Ma, ma, Pa, da, Da, ni, Ni (Sa) in
the octave or sthayi. | shall use the words Shadja,
small ri, big Ri, small ga, big Ga, Suddhamadhyama and Prati-
madhyama, Panchama, small da, big Da, small ni, big Ni and
then higher shadja for the next octave. That makes the 12
swarasthanas of the octave. Beginners learn to use these
names and it is better to adhere to them for the purpose of the
layman. The capital letters representing the swaras of San-
karabharana (the Diatonic scale of the European music or the
suddha swaras of Hindustani music) the small letters being
the flats or komals (or sharp or tivra in the case of ma). |
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omit for the present a reference to the Suddhagandhara,
Suddha nishada and Shadsruti Rishaba and Dhaivata of South
India.

W hat distinguishes science from knowledge can be sum-
med up in a single word—measurement. This is true of every
art. Probably in every art, there is a stage when accurate
measurements are very important. Take the Grecian sculpture.
In those wonderful statues, we see exquisite beauty. Before
that wonderful expression, grace of outline and curves were
realised, there must have been indeed a very accurate measure-
ment of the human body. Even in the matter of the scientific
study of perspective, measurement was necessary, and in the
middle of the 15th century, both Leonardo Da Vinci and
Albrecht Durer, great painters, took accurate measurements of
the human body. As a natural result, they improved their own
art, as the Encyclopaedia Brittanica will tell you. Nay, the
preparation of anatomical drawings in an artistic, manner also
demanded such a measurement. Though the eye may catch the
true proportions of the human body, and the ear may catch the
true proportions in musical notes, a long time in the musical
evolution must elapse before such perfection is achieved.
Similarly, in melodic music, there must have been such a
measurement in the early stages. It is pretty sure that the
veena gave the clue to the musical forms to the trinity of South
Indian music, Thiagaraja, Shyama Sastri and Dikshitar, for
they were all veena players and mutual friends.

The first Indian who thought of measurement of the
lengths of the veena strings from the frets to the meru, or to
the bridge is Ahobala about the year 1650. The question
comes to a crux when the frets are fixed in hard wax. But his
measurements were indeed very approximate only, since the
curved bridge of the veena, as we all know, will throw off all
attempts at any decent accuracy. There have al*o been pre-
vious attempts at defining the pitches of the notes in relation to
the lengths of the string vibrating, even from the time of
Pythagoras. In fact, the discussions in the Sanskrit works
about the 22 srutis (or microtones) and their relation to the
gramas etc., are all understandable today, as oral tradition as
to their meaning has been lost to us; and it is very essential
that we at present should have to understand our music by a

more rational and scientific approach to the subject. Groves*
X1-13
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1'Dictionary of Music” mentions that “Indian melody is more
elaborately articulated than any pure melodic system that we
know of. It has been singularly true to itself for 2,000 years
certainly. It is the music which Kalidasa extolled, Jayadeva
immortalised and Thiagaraja so nobly served. (I should
rather say of Thiagaraja that he raised it to the highest pinnacle
of fame and beauty). The characteristics of this music are
those of the (Sanskrit) language, of the architecture, of tlie
painting and dancing of the whole man, in fact, embodying
their reflecting spirit. When it is good, it is most Indian, and
it reveals man in the presence of God. We do not, and shall
not make much of it without patience and practice, but it is
worth both. We say no less but we can say no more of our
own (i.e.,) the European.” Surely, with all this praise of our
music from the European, we, South Indians, have to catechise
ourselves very much today.

In the words of George Santayana, the great American
philosopher, in his voluminous essay, ‘Reason in Art*: “Music
is rationalised sound, and a mathematics become audible, a
dialectic that moves and sensuously thrills as impassioned as any
.moral drama”—a statement, true not only of European music,
but, in my opinion, in a large measure, true also of South
Indian (Carnatic) music and his sentence will be the text of
my talk.

Before talking of music, | may refer to the instruments
used for rythm.

The Mridangam, if properly tuned, with the centrally
loaded pigment, produces only five notes of th™ relative fre-
quencies 1, 2, 3, 4, 5 as proved experimentally by Sir C. V.
Raman. It is the central load, which makes it a proper musical
instrument. W ithout the central loading, there is disharmony.

-* The Kanjeera, which has only a uniformly stretched
membrane, 4n my opinion, ought to be thrown to the winds;
a diminutive thappu (tamil) recently brought into vogue; yet
we have not the sense to do so.

Coming to the ragas, it is stated that Bhavas are so im-
portant. Is there any ph) sical basis for the term Raga Bhava ?
This is the next question we have to ask ourselves. Raga
Bhava may be expressed in English as ‘Musical forms’. Since
Bhavadenotes only the perceptive aspect, I would prefer the
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word Ragaswarupa, as the latter would connote the objective
aspect, of the concreteness of the different pitches entering into
the delineation of the raga. A cursory knowledge of the
swaras entering the ragas and their recognition is necessary
for a decent understanding of what | shall talk hereafter.

The bhava seems to depend not only upon the phrases
(Tetrachords, i.e., 4 notes pronounced at a time, or even less
in many cases) subject to the order of the selected swaras of
the melakarta in the permissible sanchara of the raga, besides
grace movements in the passage from one note to another, but
also upon the difference, surely, in the pitches in the 12 swara-
sthanas of the octave, that is to say, in their microtonal varia-
tions. Our forefathers, as far as we can guess their meaning
recognised each of these 10 swarasthanas, except Sa and Pa,
as twins. Just as a mother does easily recognise the indivi-
duality of each twin, we should similarly attempt and appreciate
their individual characters. | may tell you here that they are
not exactly twins also, and they are only so to a first approxi-
mation, and it is not the whole truth.

The method of learning musical pieces on instruments is
to follow the human voice. The swaras, according to 12
swarasthanas, written down against the music, if simply played
on the instruments, will not bring out the complete vocal
nuances or aspect of the song, the manipulation of the strings
or the increase of tensions by lateral pull or of passing along
the strings in the case of veena, being necessary, or by the use
of different positions of the several fingers on the violin, for
that purpose.

The word sruti is used in various senses. One is of the
Tambura or the drone; all musical sounds emanating from the
voice in the melody or from the instrument must coalesce with
the sruti. There are two different methods of tuning the
Tambura, the Panchama and the Madhyma srutis. In the latter
case, what was originally the Sa of the singer becomes, as it
were, the Pa of the music. In this lecture the word sruti
must generally be understood to refer to quarter or micro-
tones.

I may as well now familiarise you with the relative fre-
quencies 1 to 7. Take the violin silver string Bow it strongly;
one can see it vibrate whole or with one or 2 nodes, or 3, or 4
or 5 at times, as the tone dies out. This is composed of fre-
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quencies 1, 2, 3,4, 5,6,¢etc. This can be shown artificially. Let
the string be of relative frequency L While bowing, lightly
touch at half the string. The string is divided into two halves
with a node in the middle. The higher Sa is heard with fre-
quency 2. As you bow, lightly touch at a third from below. It
is divided into three portions and Pa of the steel string (as
tuned by the South Indian)is heard. Similarly at a fourth from
below, Sa with frequency 4 is heard. It is the Sa on the Pa
string. Lightly touch either at a fifth, or at two fifths of the
string. Then Ga with frequency 5 is heard. It is the Ga in the
third octave. Similarly, lightly touch at two sevenths of the
string in the region of' Prati Madhyama. The note ni with
frequency 7 is heard. It is the octave of ni (712) on the Pa
(steel) string just above Da of frequency 10/3.

I may, as well, define the characteristics of melody as
evidenced in the musical compositions of Thiagaraja, for
instance. We have to enquire how we are able to reproduce
the melody almost like the human voice with all its nuances
on the strings of a violin or veena. The Oxford Dictionary
gives the meaning of melody as sweet music, the arrangement
of single notes in musically expressive succession. Mark the
words, ‘single notes* and ‘succession’. A single note only has
to be played and heard at any instant of time. To be succes-
sive, the note has to rise or fall gradually in pitch, except when
the voice stops to take the breath.

The words of the music are just like ordinary speech; only
they are musical. How are vowels reproduced and how the
consonants especially in instrumental play? It is in the vowels
there is a rise of pitch; the consonants are mere explosives, and
are indicated by a fresh plucking of a string or by a change in
the direction of the bow.

For instance, Manji and Bhairavi have the same swara-
sthanas, and even the Da & da are taken alike in the same
scale; yet the kriti Brova-vamma of Shyama Sastri in Manji
raga is so different in bhava or swarupa from Bhairavi. This
will be illustrated by my daughter, Vidya, singing that parti-
cular song.

Now | must familiarise you how music is related to
mathematics. Any violinist will realise, by careful observation
of nodal points (the same is fairly true of the veena), the fol-
lowing elementary facts. What | say hereafter has not been
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taught to me by my teacher of music. | have learnt it by my-

self by observation and study, y

I shall play you now a few phrases of some ragas on the
violin.
Example 1.

Sankarabaranam. Sa Ri/Ni Sa/Da Ni Sa/ Pa Da Ni Sa/

Da Pa/Ma Pa Da.

Kalyani. Sa Ri, Ni Sa Ni/Da Ni, Sa Ni Da Pa/ ma GiRi/
We recognise the two ragas separately even though the distin-
guishing madhyama does not appear in more than four phrases.
Why so? The difference lies in the Ri and in the Ni also.

Example 2.

Bhairavi. (i) ga ga Ri Sa/Ri Sa ni ni/Da ni Sa Ri/Ma
Ma Pa Pa/Da Da ni ni/Pa Pa Pa Da Da Da/ni ni ni/Sa Sa
Ri Pa Da ni Sa/Ri ga Ma Pa/da Pa.

Though there is no Suddhadhaivata for a long time we do
not feel the phrases as of Karaharapriya.

(The reason is | lay stress upon Trisruti Ri and Da.)

(ti) Ma, Ma, da Pa da M.a Pa ga Ma,/Pa, ; Pa,;/Ma Pa

ni ni da Pa/Ma ga Ma ni da Pa/Ma ga Ri ga/

There is no Chathursruti Ri in so many phrases, we do
not feel the piece as of Thodi.

(The reason is | lay stress upon the flatter Sadharna
gandhara and the flatter Kaisikinishada.)

Example 3.
Hari Khambodhi. ni Da, ,ni/Sa,, /Da ni Sa,/ni Da,
(1) ;/Pa, Da Pa/ Pa Da ni Sa/ni, Da Pa Ma,/Ga Ma.
Even up to the time we reach Ga we do not feel Karahara-
priya. The reason lies on the fact that | lay stress upon Tri-
sruti Da.
(2) ;Sa,, Sa Sa, ;ni Da, ni Sa,
The lines beginning with Seshudu in the kriti Entharani
; Sa niJRi Saj Sa ni[ Da ni Sa nij Da, , ni Da,
Ma Pa Da ni
Note.—Notice Thiagaraja’s genius in both 'the examples
(3), and (4) given below.
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Example A \E£*
Kharaharapriya. Sa, , Ri, ,/Ri Sa/ga, ga Ri/ga Ri Sa ni
(Rama nee yeda) do. do.

Ri Pa Ma Pa.

We do not feel the Bhairavi at all because | lay stress upon
Chathursruti Ri.
Example 5.
*(a) Kedaragaula. Ma Pa ni Sa Ri, Ma Ga
(&) Surati. Ri Ma Pa nini Sa/Sa ni ni, Da Pa.
(c) Madhyamavati. (Nadu pai) ni, Sa Ri, Ri Sa Ri/
The reason lies in the difference of ni and in Ri. The

aroha is fairly the same in all the three cases.

Example 6.

Kambhoji. Ri,/Pa Ma Ga/Ma Ga Ri, , Ga/ Ri Sa Sa,

Sankarabaranam. Sa,, Ri Ga, Ma Pa,/ Pa Ma Ga, Ma,
Ri/Ga Ga/Ma Ma/Pa,

The difference lies in the Ri. In Khambhoji it is mostly
Trisruti Ri while in Sankarabarana it is Chathusruti Ri in the
above phrases.

Example 7.

Pratapavarali. Dha Pa Sa, Sa, Ri Ri/ Ma Ma/Ma Ga Ga
Ri Ri Sa Ri, Ma/Pa, ; ; Pa,/Da Pa, Ma Ga Ri Ri Sa/

Dha is produced by a slight upward movement beginning
from Da. We do not feel in this raga any semblance of
‘sama’ raga, because of the beginning Dha (aspirate) and the
changes brought about in other swaras thereby.

Our ear is not mocked. The raga swarupa depends on the
phase differences in the swaras, and on variations in pitch, even
when the distinguishing swara of the different ragas compared
does not occur.

Let me tell you now how pure notes or suswaras, which
are prolongable, are obtained.
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\p
Portion. Note given out. Relative Fre-

quency ten-
sion being
constant.*

* The frequency is proportional to the inverse of the vib-
rating length of the string.

Sa Whole string Key note Sa. 1
vibrates.

172 string vibrates.  Higher Sa. 2

1/3 damped 1 Pa (true fifth). 3/2

2/3 vibrates, j

1/4 damped 1 Ma (true fourth) 4/3

3/4 vibrates.} Suddha Madyama.

1/5 damped 1 Ga (major third) 5/4

4/5 vibrates.J (Anthargatha Gandhara).

N. B.—There is a higher Ga at which the voice stands,
e.g. Thoshamuga, in the Mayamalava kriti of Thiagaraja.

1/6 string damped ga (minor third)
5/6  vibrates.j (Harmonic Sadharana gan- 6/5

dhara).
2/5 f damped I Da—Trisruti Daivata.
3/5 vibrates. J (I use the soft consonant 5/3

Da purposely).

1/7 tf damped Soft ga (septimal minor 716
6/7 f vibrates. third).

1/8 f damped 8/7
718 ft vibrates.

1/9 f damped Ri Chathursruthi. 9/8

8/9 ft vibrates.

(1) Note 6/5 occurs largely in rithi gowla raga.

(2) Note 5/3 is the kambodhi daivata, which is a prolongable
note. | may state here that the softening of daivata and the use
of the softer syllable da and Da in swara singing led to great
advances in the carnatic music in the last two centuries since the
chathursruti daivata fret of the veena is actually placed at fre-
quency 5/3 (trisruti- daivata) in South Indian veena.

(3) Note 7/6. | use this note and prolong it in the ananda
bhairavi raga when | particularly use the phrase Ri Ma ga Sa
when the Ri will be at 10/9 frequency.

(4) Note 9/8. It is the pitch of the word Ma in the song
‘Rama Ni Eda’ in the kharaharapriya raga.
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1/10,, damped Ri (Trisruti). 10/9
9/10,, vibrates.
3/7 ,, damped Septimal harmonic ni (in 714
4/7 ,, vibrates. relation to Sa).
Can be easily shown on Pa
string.

Modern physics has proved the above beyond all doubt and
by careful measurement testified to the correctness of the
pitches. Ahobala knew the (frequencies) swaras obtained by
the divisions of 1/2, 1/3, 1/4, 1/5 and |/eth of the string.

The very same divisions of the Pa string will give out the
following notes:

Portion. Note given out. Relative frequency
tension being constant.

Pa whole string, 3/2 Panchama.
half string. 3or 2x3/2. Higher Panchama.
1/3 string damped.  3/2x 3/2=9/4 or Chatursruti Rishaba.
2/3 vibrates. twice 9/8.
1/4 damped, 4/3x3/2=2. Higher Sa.
3/4 vibrates,
1/5 " damped, 5/4x3/2=15/8. Harmonic kakali
4/5 vibrates. Nishada.

N. B. There is also a higher Nishada at which the voice
can stand.

Note 10/9. Is the pitch of the second letter ra in the song
‘Rama bakthi samrajya’ in Suddha Bangala raga when the swara
drops to Ri from Ma. Sa, Sa Ri, Ri, , Sa Ri Ma, Ri ga ga Ri Ri
Sa ~Sa Da. In fact the introversion of a frequency of 6/5 from
473 is very common in our music. This is Trisruti Rishaba.

Note 7/4. 1t is the septimal ni and is the kaisikinishada in
the prolongable note at the commencement in various Thiagarajas
songs. For instance, in the words ‘Sarabalka’ in the second line
of song ‘Sarva Bhpwma’ in raga Panjara raga, the swaras being
ni ni ni, ni. The (penultimate) ni was verified by the Cathode ray
oscillograph as freq. 7/4. , N

Note 9/5. It is largely prevalent in rithi gowla. It is the
second ni of ni ni, Sa corresponding in the song Janani of Shyama
Sastri.
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1/6 string damped 6/5 X 3/2:=:9/5. Harmonic Kaisika

5/6 ,, vibrates. Nishada in rela-
tion to Pa.

2/5 , damped. 5/3 x 3/2=5/2 Higher Anthara

35 ,  Vvibrates. —2 X 5/4. Gandhara.

1/9 ,,  damped. 9/8 x 3/2=27/16. Chatbursruti Dai-

8/9 virates. vata.

1710 ,,  damped. 10/9 x 3/2=5/3.  Trisruli Daivata.

9/10 ,,  vibrates, j

1/7 ,  damped. 716 x 2/2=T7/A. Septimal ni.

6/7 ,, vibrates.

There is also another method at arriving at the pitches of
the 12 swarasthanas by obtaining the notes which form the
major and minor chords from Sa, Ma and Pa. The three
notes of major chords has relation to 1, 5/4, 3/2 to each other
and similarly in the minor chord, to 1, 6/5 and 3/2. These
will give the notes respectively:

Major chord.

From Sa ... 1, 5/4,3/2.
Ma 4/3, 5/3, 2.
Pa 3/2, 15/8, 9/4 or 2 x 9/8.
Thus Sankarabarana swaras have been obtained. | shall

show these sounds on the violin.
(Pa) Sa/(Pa) Ri/(Sa) Ga/(Sa) Ma/(Sa) Pa/(Sa) Dal

(Pa) Ni/(Pa) Sa/(Pa) Ri/(Sa) Gal/(Sa) Ma/
The swaras in brackets denote the background as it were by
which the correct pitches of the latter can be produced.

Minor chord.

Sa ... 1, 6/5, 3/2.
Ma m ... 413, 8/5, 2.
Pa ...3/2,9/5, 9/8.

This is roughly the Natabairavi scale or the melodic minor
scale of the European music. The only notes we have not got
are the Suddha Rishaba and Prathi Madhyama. These have
frequencies 16/15 and 45/32 (i. e.,) therelation between Ga
and Ma, above Sa and below Pa respectively. The notes16/15
and 8/5 are also generally reached by the voice by an introver-
sion of 5/4 frequency from 4/3 and 2. T
X1—14
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The whole trouble arises when we face the problem of
placing the fixed frets on the veena, below the Pa and Sa
strings. The Pa of Pa is Ri2—9/8 and it does not agree
with the Ma of Da (Trisruti)=RiL 10/9 and so on. It will be
difficult for me to explain in the short time at my disposal and
to state the whole case, | should refer you to my book. The
problem of piano tuning and veena tuning are alike and we
have in our own way solved the problem. The 22 srutis,
1,'(256/243, 16/15) (10/9, 9/8) (32/27, 6/5) (5/4,81/64)
(413, 27/20), (45/32, 64/45) 3/2, (128/81, 8/5) (5/3, 27/16)
(16/9, 9/5), (15/8, 243/128), enunciated and obtained by
mathematical calculation are those found on the veena itself in
a fair approximation. In this connection, | should like to read
to you an observation by Mr. Fox Strangways in his review of
my book.

“Thus on one (Sa) or other (Pa) string, but not on both
the Indian can get all his consonances true, whereas on our key
board there are three that are always false."

In fact, I may remark in passing that on this sentence a
whole essay can be written on the Indian philosophical aspect
of truth and error. | had occasion, when | met him in London
early in January, 1934, to express the view that these srutis are
fairly traceable in the veena itself. It is this book that had
brought him to realise my views.

“On the Sa string the notes in Ni & Ri
the margin as placed in the veena j Ri & ma
are not consonant, while they are IPa & Ri
so on Pa string. lga & Pa.

On the Pa string the notes in n ;MR'

margin as placed on the veena are ) :: & d:

not consonant, while they are so on Ri & Da

the Sa string. ga & ni"

The above is an extract from his review of my book in “Music
and Letters” London re-written by me for the Indian to under-
stand it. For the purpose of consonance, the relation of the
notes should be minor third 6/5, or the major third 5/4, or a
true fourth 4/3, or a true fifth 3/2.

Indeed | had to get rid of two conceptions foisted on us by
western writers of music, one of Captain Day that we have
fretted the veena equally temperamentally. The fact is the
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frets have been placed with unequal semi-tones. The second,

being the statement that Chatursruti Daivata 27/16 is more
important with us, an opinion started by Raja Surendra Mohan
Tagore, and repeated by Fox Strangways in his essay in the
book ‘Legacy of India’. So far as South India is concerned
we have the Trisruti Daivata 5/3, on our vina.

For anyone who wishes to verify the frequencies 27/16
and 81/64, he has only to tune the violin strings by fifths as
the European does it. That is to say, Sa Pa Ri Dha or Pa Ri
Dha Ga~b the G silver string being treated as either the Sa or
the Pa respectively of the drone, and they will find the last
two notes are slightly out of our sruti.

In the human voice, it is said there are 16 upper partials,
that is to say, it has its relative frequency 1, combined with the
frequencies 2. 3, 4, 5 etc.,, up to 16. Of course, the higher
frequencies are very faint indeed, but if you evaluate them in
the respective octaves, we have the following frequencies:

3/2, 5/4, 7/4, 9/8, 11/8, 13/8 and 15/8.
We have also the problem to investigate whether we use fre-
quencies 11/8 and 13/8, in our melodies. ;

By a reference actually to the standard tuning forks |
found that the ratios 16/9, 32/27, 64/45, 45/32, 27/20 and
also 40/27 are not harmonious to the ear in relation to Sa. To
my mind, the problem of fretting the veena is not the problem
of finding the sweet notes or srutis prevalent in our music.
The common swaras of two different ragas have a different
structure, say in the manner of approach, in the correct pitch,
besides the extreme limit of the gamakas from the linaka or
prolongable notes. The suswara notes must all be harmonic
notes, or must have a rise or drop from such notes by simple
musical intervals. The problem is most difficult when deter-
mining the variations of less than a semitone, which are deemed
Quarter tones and may have the frequencies of 25/24 or 21/20.
The scheme of srutis on Sa Ma and Sa Pa basis omits other
swaras like the prolongable notes 7/4, 7/5, 7/6 for instance.

I shall have to lay stress on the fact that for the continuance
and permanence of our musical forms it is incumbent on every
budding vocalist that he should learn the veena for atleast
three years so that he would know his bearings, his anchors or
boundary limits, as it were, from which he could go on to his
gamakas.
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My talk to you, as you would have observed deals with the
intellectual aspect of musical forms. | have said already that
consonants in words are mere explosives, having no musical
value worth the name, and that the vowel sounds alone produce

music. By vowel sounds, | mean the Sanskritic vowels
3T, 3TT, f etc. The most beautiful are the long
and the short vowels of the word These are the

Tarakanama vowels for music. They certainly do not include
sounds, like Baa, which reminds us of the goat’s bleat or
sounds like ‘cat’, ‘bag’ of the English language unfortunately
oming into vogue amongst some lady songstresses of today.
a erhaps you have already felt that I, as an instrumentalist,
ave naturally risen above the language controversy, and
indeed | have a total disregard for words in music, unless they
are of the softest variety. For, aesthetic music has its own
‘paribhasha’. The learning of kritis of these composers is just
the discipleship to understanding the musical forms, and a pre-
lude to the creative activity of the artist in the matter of raga
alapana and pallavi etc., the kritis being preserved by constant
singing, just as we read and re-read Shakespeare’s Antony’s
oration or Hamlet’s soliloquy. In fact, | would heartily adore
the powers of any man, who could on the violin reproduce the
vocal music of all the languages of this world, each with its
own intonation and nuance. The rustle of the leaves, for
instance, can be reproduced on the ‘G’ string, by one who has
the ability. Our forefathers expressed this matter, although
crudely, when they said that the syllable ‘Ohm’ contained
the essence of all music, being composed of the two vowel
sounds 3T and 3 and the final H where the voice (nada) stops.
Perhaps, beyond the final is the ‘anahatha’ music, which is
said to be heard by man when he is in deep contemplation of
the over-soul. It is the ‘unheard music’ in Keats’ words.
These musical forms are the highest expression of the Indian
nind. Of this achievement, South India particularly should be
proud. Europeans can point to only barely 4 or 5 forms,
while we can boast of a legion. Long ago, music was the
hand-maid of sexual orgies, later of refined dances involving
beautiful gestures (the Sanskrit t*PIld) and grace of move-
ment of the human body, and still later of purely devotional
literature. It is only recently within man’s memory that the
flowers of musical forms in devotional songs have burst forth.
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In my own prediliction, in the case of the majority of human
beings, it is in musical forms, which | would address as “Oh
thou! awful loveliness” in the words of Shelley, that man
begins to contemplate and sense the value of the beautiful in
its appeal to the ear. Of the divine triad of human values,
truth, goodness, and beauty, to be realised in the life of man,
it is beauty that harmonises and vitalises the other two, for
there is the affirmation of truth against error, and of good
against evil, and the conflict is resolved and brought into har-
mony by the appreciation of beauty in man’s soul. It is a sad
day, when vain riches orders us to trample down the highest
immaterial possession with us, and | dare say there will con-
tinue to be born and live amongst us a few noble souls (for
genius is poor all the world over), who will cherish it with
such love as was exhibited by the Athenian prisoners, who by
singing a play of Euripides, gained their freedom, and who
will hand over this gifted tradition and heritage of South
India.
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A Report on Publication and Research in Musico-
logy AND ALLIED FIELDS IN THE UNITED STATES 1932-1938.
Compiled for the committee on Musicology of the American
Council of Learned Societies. Washington D.C. 1938.

A Bibliography of periodical Literature in M usico-
logy and Allied Fields and a Record of Graduate T heses
Accepted. Oct. 1938—Sep., 1939. Assembled for the Com-
mittee on Musicology of the American Council of Learned
Societies by D.H. Daugherty. American Council of Learned
Societies, 907, Fifteenth Street, Washington, D.C. 1940.
Price 22 cents.

Efforts at Musical Research in India are sporadic and
meagre. It is true some Universities have a Fine Arts depart-
ment and some others, Music teaching departments; it is also
true that there are some Academies and Conferences; but it is
very clear that the total amount of Musical Research turned
out in this country is not considerable at all. We could hardly
get enough material if we embark on a Bibliography similar to
the two from America, noted above.

The first Report is in 84 pages and contains an Introduc-
tion, summary of activities of the Committee on Musicology of
the American council of Learned Societies, Name list of some
persons engaged in Research and Publication in Musicology
and Allied Fields in the United States in 1932-38, Notes and
News about Departments of instruction, libraries, papers read
at meetings of Societies and Grants in support of Musicology
awarded by Foundations, Graduate theses related directly or
indirectly to Musicology in the United States in 1932-38, and
lastly a General Bibliography of Articles on Musical topics in
several Journals for the period 1932-38.

Of Graduate theses presented at and accepted by the Uni-
versities, we have a list here of no less than 280, many of
which are Ph.D. theses.

The second Bibliography is more intensive in its survey;
it extends to nearly 150 pages and covers only the period of
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one year from Oct. 1938 to Sep. 1939. It has an Introduction,
a list of the Contributors to this Bibliography, a list of the
Journals included in this index, the Bibliography proper of
Articles in Periodicals and lastly Graduate Theses accepted.
About 50 scholars have co-operated here; 149 journals have
been taken account of for the index; the Bibliography-index is
in a classified form, having the following heads: Individual
Musicians, composers, and others; History in 6 sub-sections;
Theory and Pedagogy; Ethnology in 5 sub-sections; Psychology
and Aesthetics; Physics including accoustics. This bibliogra-
phy occupies 135 pages. The following articles may be drawn
attention to, since they may interest students of Indian music
and dance.

1. “Mystic Dances and Music of the Orient” by Lily
Strickland in Etude Music Magazine, Philadelphia, Feb. 1939.

2. An article on the so-called Hungarian scale which
does not occur in Hungarian Folk Music, and its oriental con-
nections, by Bence Szabolcsi in the Ethnographia-Nepelet,
Budapest, 1938.

3. “The Singing Tribe of Todas” by M.B. Emeneau, in
the Asia, New York, Aug., 1939.

Besides these, there are references here to a number of
valuable articles on such subjects as Music Criticism, Music
and Medicine, Music and Psychological Well-being etc. etc.

Dr. Horace Poleman of the American Council of Oriental
Studies was kind enough to send the undersigned these two
volumes and through the same scholar, the undersigned has sent
Notices of select Articles and Publications pertaining to Music
in this country, for inclusion in the next Music Bibliography
of the American Council of Learned Societies. V, R.

Nad Vol. 1, 1940. Re. 1
This is a newly started Anglo-Hindi Journal of the
Bhatkhande Music University Students’ Association, Lucknow,
edited by S.N. Ratanjankar, B.A. and J. N. Roy Choudhury,B.A.
Besides a large number of articles in the Hindi section, the
English section contains sixteen articles. Rai Uma Nath Bali,
Pro-chancellor of the Bhatkhande University of Music, gives
here an account of the institution which, in its early days had
only 13 students and has become now a regular university with
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nearly 700 students, of both sexes and having a staff of 32
teachers.

From an announcement in the Journal, we understand that
the college teaches besides music, dance also, and that the
Tanjore style is taught in it in addition to the Kathak. V.R.

VASANTAN FOLK-DANCE SONGS OF BATTICALOA. By
J. T. Sadasiva lyer, Dt. Inspector of Schools, Batticaloa.
Re. 1

Compared even with the interest in Classic music, that
evinced in the subject of Folk music in this huge and ancient
country of peoples of several cultures, is practically nothing.
It is indeed praiseworthy that Mr. J. T. Sadasiva lyer has
taken trouble to collect and publish some of the Folk songs of
the colonial Tamils in Batticaloa, a district in the Eastern
province of Ceylon. The songs are mostly ceremonial in
nature and the chief deity in whose honour we find a large
number of songs is Pattini Devi. The songsgare called after the
spring season, Vasantan, which is the time of the festival.
These songs are sung to the accompaniment of dance; as a
matter of fact, the songs belong to a regular drama, which is
danced by performers with bells at their ankles and directed
by the conductor, AnnCwi. The songs are called Darus as in
the regular Tamil and Telugu music-dance plays. The entry
of Ganesa or Pillayar etc. are all in our style. The language
of the songs is full of Sanskrit and the antiquity of these may
not go beyond 300 years. There are frequent references in
the songs to shrines and goddesses in India proper.

Mr. Sadasiva lyer is to be congratulated for the collection
of these songs and also for his introduction explaining the con-
tents of the book. Indeed the songs contain much precious
material for a study of the history of the Pattini cult. V.R.

M ; 1 ‘ 1 m 0 wr>*
Uttara Mandra.Journal of Indian Music and Allied Arts.
Six issues a year. Edited by Robindra Lai Roy, 132, Rasbehari
Avenue, Calcutta. As. 12 per copy. Rs. 3—12—0 per year.
Vol. I, Nos. 1, 2, 3 and 4-5.

We extend welcome-+o this Journal of Music and Allied

Arts in English, which has been started by an enthusiast from
Calcutta, the editor, who is a student of the late Prof. Bhatkh-
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ande, and is the principal of a Bhatkhande College of Music at
Calcutta. This Journal is the organ of his ColJjpge. In the four
volumes containing five issues, the journal has a number of
valuable articles by different writers, besides Notes on univer-
sities, the Radio, the Gramophone, and the conferences. It is
refreshing to note the frankness and the boldness of the com-
ments on these topics. Attention may, in particular, be drawn
to the comments on “Rabindranath’s” songs on pp. .69-70 of
Vol. I, No. 2, where the editor says “ Tagore’s songs.
Nevertheless this type of songs in execution is inherently
European. * * * This is perhaps the reason why Euro-
peans find something familiar in Tagore’s songs. This is also
the reason why our genuinely Indian community has not con-
tinued the cultivation of the songs...; m Of the articles,
mention may be made of the series of extracts from a forth-
coming book of the editor called “Ragas and Musical Emo-
tions”; some of our South Indian ‘savants’ who speak of
‘Raga bhava’, Raga and Rasa and exaggerate the importance
of Sahitya may do well to read Mr. Robindra Lai Roy’s obser*
vations. 5

One of the main difficulties in running a class Journal
devoted exclusively to music is the paucity of good contributions
of value on the subject. We hope that the editor will have a
regular supply of such articles and that the Journal will have a
long and useful run. V.R.

Srimat Tyagaraja Vijaya Kavya in Sanskrit by
Gayakasikhamani L. Muthiah Bhagavatar, Principal, Svati
Tirunal Academy of Music, Trivandrum, 1941. With a fore-
word by Sachivottama Sir C. P. Ramaswami lyer, k.c.s.i.
c.i.e., Dewan of Travancore.

Accounts of the life of Sri Tyagaraja have appeared in
English and the vernaculars, and it*is only recently that the
idea has been occurring to writers to record the musician’s life
in the classic language of the land, Sanskrit. Tyagaraja must
himself have been a good student of Sanskrit; he has no doubt
composed a few songs in pure Sanskrit, but the more important
thing to note is that most of his Telugu pieces abound in
Sanskrit expressions.

A few years back, a Sanskrit life of Sri Tyagaraja by Sri

Sundaresa Sarma of Tanjore was reviewed in the pages of
X1—15
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this Journal. The present account in Sanskrit of the saint’s
life is by the well-known musician, Gayakasikhamani
L. Muthiah Bhagavatar, who as the Principal at present of the
Svati Tirunal Academy of Music, Trivandrum, is conducting
researches in the compositions of the great royal composer of
Trivandrum, Svati Tirunal, and helping to bring those compo-
sitions into greater vogue.

This poem is in seven cantos, to match the seven svaras.
Versification, in these Anustubhs, has been done with great
skill and all praise is due to the Gayakasikhamani’s co-adjutor
Sri Udipi Ranganathacharya. Regarding the contents of the
book, it is necessary to draw attention to canto VI, pp. 49-52,
in which the Bhagavatar incorporates into the life of Tyaga-
raja, in the Govinda Marar episode, an account of the touch
which Sri Tyagaraja and Sri Svati Tirunal had. Let the
passages be briefly reproduced here in English:—

“Then Svati Tirunal, the king of Travancore, heard of the
musical talents of Tyagaraja and the sweetness of his songs
through Tyagaraja’s pupils. He admired even more the great
devotion of Tyagaraja, his faith in Rama and his indifference
to court the patronage of kings. He sent to Tyagaraja his
own compositions in several languages through his court-
musician ‘Satkala’ Govinda Marar. Marar sang some of his
king’s pieces before Tyagaraja, pieces which were in praise of
God Padmanabha and had the Mudra of the same name, and
were mostly in Sanskrit.

“Tyagaraja was greatly delighted with the allround
scholarship of the royal composer and he wrote a letter and
sent it to the king.  That letter, with the signature of Tyaga-
raja, can be seen even today in the royal archives at Trivan-
drum.”

When we do not have even an authentic portrait of the
famous musician, it is indeed of foremost importance to have
the m'uvician’s own signature and letter. And we may,
through this review, appeal to Sri Muthiah Bhagavatar and
the Travancore State, to publish this letter of Sri Tyagaraja.

V. R.

Sangita Bhava Vol. Il. By Maharana Vijayadevji of
Dharampur. D. B. Taraporewala & Sons, 210, Hornby Road,
Bombay. 1939. Rs. 15.



$$

REVIEWS 115

This is a sumptuous publication from a royal author and
patron of music, who has been endeavouring to interest Euro-
pean savants in the subject of Indian music.

The book opens with a Foreword from the art-critic of
Bombay, the late Mr. Kanailal Vakil, who was deputed by His

Highness to attend as his envoy the first International Congress
of Music at Florence.

Then follow photo-reproduction of two inventions of His
Highness, the Sruti-Harmonium and the “Kacha—Taranga”,
“an arrangement of tuned glass pieces on the basis of the
Tubophone.”

The main part of the book is taken up by a treatise on
Indian music and the problem of Srutis and Svaras, the latter
being illustrated with the stringed instruments, Bin and Dilruba.
Then follows a description of Raga Sri and its
Asaveri, Malavasri, Dhanasri, Malavi and Vasanti.

The same text is repeated in two further parts of the
book in Gujarathi and Hindi, with copious Sanskrit quotations.
The last section is called Raga nirupana in which Sri
Raga and its Raginis with Hindi songs are given in European
notation. Each melody his a colour picture, based on the
traditional pictorial conceptions of Ragas. V. R.

Raginis
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1939
Venkatasvami, Prof. D.
The Tambura as a sruti accompaniment in Indian
Music
Visvanatha Sastri, T. R.
Katapayadi Cakram and the Melakarta Ragas—

Some Inconsistencies (a letter)
Bharata Matr Stutih

Winn, Edith L.
Care of Violin and Bow during the Summer

Yuvarajaof Mysore, His Highness
Opening Address, The Madras Music Conference

1938

X.38

1.182

11.119

11.240

111.32

X.2



