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Editorial

E heartily welcome the institution of a
Diploma Course in Indian Music by
the University of Madras. The year 1931 wit-
nessed the opening of a Teachers’ College of
Music under the auspices of the Music Aca-
demy, Madras and the inauguration of a new
musical course, though different in scope and
character, is but symptomatic of the rapidly
growing interest in Indian Music.

We take this opportunity to congratulate
the university authorities on their choice of
Vidvan Tiger K. Varadachariar as the chief
Lecturer. Inthese naughty days, when bars
are placed between owners and their rights,
it is not often that the right man gets on to
the right place. Indeed the musical public
were perturbed when the winds from the
Senate Hall first began to blow rather way-
wardly. But, as good luck will have it, they
ultimately blew straight and strong and
praises be to the counsellors who did their
duty truly and well! Honor was done to
whom honor was due and merit triumphed.

As an exponent of the art of music, Mr.
Varadachariar’s position is unique, He isnot
of this age, but a great Titan of old, dwarfing

the entire brood of artistes that stalk the land .

to-day. If he isgreat as a musician of stupend-
ous force, equally great is he as a teacher—a

combination somewhat rare to be met with—
and those of the Music Academy who have had
the privilege of witnessing his work in the
Teachers' College of Music know it so well. Itis
this double qualification viz., a great mastery
of the art coupled with an an equal capacity
to teach, that peculiarly befits Mr. Varada-
chariar to the great task he s now charged
with. Broad-minded forgiving, generous
and rich in spirits, Mr. Varadachariar ever
remains the kind-hearted gentleman to whom
the humblest of his pupils can go for help.
He reduces his great musical stature to that
of a child, so that he may walk hand in hand
with the little ones that are seeking their first
adventures into the meadows of music. That
is the secret of his popularity. We are sure
that with Mr. Varadachariar at the helm the
voyage to the promised land will be glorious.

In the elevation of Mr. Varadachariar, the
Music Academy loses one of the trusted
knights of its round-table, but is fortunatie in

'securing a fitting successor in Gayaka Sikha-

many Muthiah Bhagavatar, the veteran
Palace Vidvan of Mysore and a great com-

_poser, on whom the Durbar has recently

bestowed very rich honors. We trust that
under his able guidance, the Academy’s
institution will attain an ever-increasing
importance and popularity.



INDIAN.- MUSIC

BY

MRg. A. VAIKUNTRAM PANDIT, BoMBAY.

One of the many revivals which we have
witnessed recent years is that of
Indian music. I remember a time, not long
ago, when Indian music was regarded in
Indian homes as unworthy of serious study.
Women used to conceal their gifts. Practice
at home was within closed doors, partly from
a sense of modesty, but more out of fear.
Music, in early times, was mostly heard from
the mouth of professionals. If a lady hap-
pened to show fondness for it, she had to be
careful in the choice of her songs and the
occasions when she evinced her leanings.
These were mostly confined to orthodox
topics.

Then came the age of musical institutions
and seminaries. They did great good, if not
in turning out experts, at least in-combating
popular prejudice and raising music to the
level of a domestic necessity.

Freedom and Initiative

With all their usefulness, however, these
institutions were not able to cultivate the
freedom and initiative so necessary for the
true interpretation of Indian music. They
had each a system of their own, which they
superstitiously followed, without leaving
much scope for individual initiative. In
ancient times, too, there used to be systems
connected with individual teachers, but these
were never allowed to be petrified into super-
stitious rules. They left a great deal to
individual attainment. Insistence was placed
on certain principles and methods which
were regarded as the sacred heirlooms of
certain families, but, within the limitations of
such principles, the teacher encouraged in-
dividual freedom. In fact, he left a student
off at a certain stage of his development and

in

advised him thereafter to be introspective
and evolve out of his own initiative all the
variations he was capable of, on the patterns
and styles which he had learnt. During his
pupilage, the student was deeply grounded in
certaif - ‘basic principles and methods, but
whe:phe had learnt them, he was sent out
into the world to develop on his own lines,
and, to use an analogy, to do his own em-
broidery on the groundwork of the patterns
he had learnt. His whole art then consisted
in so weaving the notes that the design was
kept true to the traditional style, but in its
distant variations was original. In fact, the
pupil’s boast often was that he preserved the
original pattern in the centre of his design
but, on its outskirts, he wove on his own in-
spiration in a way, which seldom could be
distinguished from, and often surpassed, the
original.
Evil of Standardisation

The institutions to which I have referred,
speaking generally, lacked this freedom and
variety, It seems to have been the aim of
the founders —somewhat personal and selfish
—tn mark their products with a stamp of
their own, so that they could be distinguished,
through all their later efforts, by the stylc
associated with the name of the founder.
They marked, as it were, with an indelible
trade-mark, the goods which were manufac-
tured in their seminary. . All institutions are
subject to this evil of standardisation, but in
music it was particularly harmful, because it
was often associated with the selfish ambition
of perpetuating the name and glory of an
individual founder.

In course of time, this phase gave way to
another, through which we are passing now,
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Music has now become more popﬁlar, and its
standardisation has lost its former dogma-
tism. I remember what wrangles used to be
dogmatically conducted, about fifteen years
ago, over theories only distantly connected
with music, as, for instance, the one about
“Srutis”, 1 have heard several musicians,
who were practical exponents of the art,
pouring ridicule on these theoretical wrangles,

-much in the same manner as a modern pro-
fessor would regard with amusement the dis-
quisitions of the Middle Ages.

-Melody and Rhythm

The present times are fortunately free from
this bondage, but there is another evil to
which they are particularly liable viz., that
music may be studied in all ways and for all
purposes except as a source of culture and
refinement. The cultural value of Indian
music is in so far as it is a creative effort and
not an imit1tive reproduction. It is this con-
stant effort to create one's own designs in an
atmosphere of a free and intimate contact
with the entire world of notes and melodies
and with the rhythmic processes necessary
for their inter-weaving, that constitutes the
cultural process of music. Indian music at
bottom is an interpretation, in manifest
sounds, of the melodies which are sup-
posed to exist in Nature. Milton dreamed
of them as the “ music of the spheres,”
the harmony generated by the primum mobile
moving on its ordained course. In a similar
manner, Indian music is based upon melodies
which have been associated with gods and
godesses, either because they were the in-
ventors thereof, or possibly because the
human inventors of these melodies were the
worshippers of these deities and named their
compositions after their favourite gods,

These melodies are distributed over a

whole day of twenty-four hours, each being-

allocated to a particular hour of the day. In
India, we have the singular phenomenon—

possibly existing nowhere else in the world—
of a whole country singing the same tune, at
the same time. Itseffect isoften to raise a
world of delightful associations as soon as a
melody is sung. In orthodox circles it is
regarded as a heresy to sing a melody out of
its time. These melodies have been so
attuned that they represent the spirit of the
hour in which they are sung. Those, for
instance, which are allocated to the morning
from 4 A. M. to 10 A. M. are particularly soft.
They represent the gentle freshness of the
morning,

The Spirit of Nature

All music is an interpretation of Nature
and so is Indian music. But, unlike some
other systems, it attempts such interpreta.
tion, not by an imitation of the *‘ physical”
features of Nature's phenomena, but by a re-
production in terms of notes attuned to the
“spirit"" of such phenomena. For instance,
a non-Indian musician would_ imitate a
tempest by combining notes which, when
reproduced on a piano would sound
physically like peals of thunder, or torrents
of rain. In Indian melodies, however,
which are associated with the tempest, we
find nothing of such physical semblance.
What the Indian musician does is to
interpret the “spirit” and ' nature” of the
tempest in terms of appropriate notes, which
are not harsh in themselves, but are so on the
scale of the octave. There is, for instance,
a “Rag" called Megha Malhar in Indian
It is supposed to be sung at the time
It was even regarded as

music,
of great tempests.

having the psychic power of bringing on rain.

On a close examination of the components
of this melody, one would find that the fury

-of the tempest is reproduced, not in its

physical aspect by the employment of notes

which sound like thunder, but by
the selection of notes from the octave
which, when played together, constitute
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what may be regarded as a hard combi-
nation. While playing it, the musician is
quite as subdued as if he was play ~g a
soft morning melody, but he deftly uses his
notes which, to any trained ear, reproduce,
on the musical scale, hard and vigorous com-
binations. In other words, Indian music
endeavours to interpret the spirit of Nature
and not its physical or outward manifes-
tation.

It is this process of attuning oneself to the
spirit of Nature through the medium of
sounds, that constitutes-the refining process of
Indian music. Years are spent in this study,
when the day is passed for the most part in
intimate contact with melodies, symmetri-
cally woven into patterns of faultless design,
and in rhythmic cadences beautifully graded.
These in course of time produce a change in
the very being of the musician. The chaos
of his human passions and errors gradually
gives place to concord and harmony, shown
generally by a sweetness of temper, breadth
of outlook, generosity of action and a general
responsiveness to all that is geod and bene-
ficient in human life.

The Ear in Indian Musicl

In the modern endeavour of mass educa-
tion in Indian music, it is the wish of all who
value it that its essential features should not
be ignored. The victimization which in class
rooms is caused by an arid adherence to nota-
tion systems should not effice the freshness
and initiative, nor the freedom and inspira-
tion associated with true Indian music. [t
has to be saved from becoming a slavish
imitation of ianferior European models, a
cruel system of rules and formulas. A great
deal has to be done, in these days of cheap
classes, of harmoniums and gramophones, to
preserve a soft and accurate ear. In Indian
music there are no tuning forks to test the
accuracy of a note. It is the trained ear
of the musician which is the true measure

of accuracy and sweetness. The great thing,
therefore is to keep the ear in perfect form,

‘so that the -musician ‘is able to say, by ins-

tinct as it were, whether a note is correct and
what its place is in the scale. No effort is
therefore too great in modern education to
preserve this aural sensitiveness. There is
nothing in my experience which spoils it so
much as the use of an ill-tuned instrument.
Any instrument which has notes set and
which eannot be tuned from time to time, so
as_.-tdf_ii_i:orrect inaccuracies or to suit the
melb‘dyq to the temper of the singer,isa
heﬁv;}.f drawback in Indian music. If
I had the power, I would make rare the
use of such instruments in the render-
ing of Indfan music. Its systém was deve-
loped in very select and refined principles by
men who believed in singularity. Conse-
quently, if it has to be made suitable to the
needs of modern times, for instance, for an
orchestra, care must be taken to see that, in
this process of adaptation, its spirit and
genius are not destroyed. In plural music,
meaning thereby songs played or sung by a
number of persons, there is very little which
can be left to individual initiative or inspira-
tion, which is the soul of Indian music.
There is in it very little of imitation of a set
pattern. The basic notes are no doutbt fixed,
in sets of primary and secondary importance,
but subject to it, the interweaving is left to
the individval, acting on his own inspiration
gathered from his surroundings for the mo-
ment. He never anticipates how he is going to
sing, nor possibly can he reproduce after the
function, how he has sung. He sings under
the inspiration of the moment and with per-
fect freedom. In such a system of music, no-
tations have a value, but a limited one. An
Indian musician sings, not in order that his
productions may be perpetuated. He is
modest. His dcsire is to sing for the moment
his best, He never imagines that he has
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reached his best height deserving of perpetua-
tion. That is an evil popularised by gramo-
phones, and due to the desire, mostly foreign,
of perpetuating one’s products. The art of the
Indian musician is ever growing. He has
hopes that his next performance will be
better. He therefore does not wish to per-
petuate his last one, lest it may be inferior to
his next. He thus sings in an atmosphere of
unlimited perfection. He knows of no halts,
no limits beyond which he cannot rise. It is
this sentiment which constitutes the one at-
traction of Indian music, enriched, as it often
is, by a true sense of modesty and reserve. I
should be sorry if these were destroyed in the
mos:‘ern craze for perpetuation.

I have always believed that we owe a great
deal to the old-fashioned Indian singer who
has kept intact these features. He did his
best to preserve this ancient art at a time
when it was despised by the educated classes.
But for him, it would have been very nearly
killed. He bore the odium of society, went
perilously near vice, often plunged into it,
and got into reckless ways of life; but with
all this, he did preserve intact his intense
fascination for his novel art. I have seen
many cases where, in the midst of sexual
and social contamination, this art has been
nursed pure and unadulterated.

A Solvent of Communalism

Likewise, it is the one art on which the
Hindu and Mahomedan have worked with
supreme devotion. To me there is nothing
more glorious in the unity of Indian culture
than, for instance, a typical Mahomedan
singing melodies composed by Hindu saints,
often named after Hindu deities, or record-
ing the doings of Hindu prophets and gods.
I have likewise heard orthodox Brahman
Ustads singing melodies popularised by Maho-
medan families of musical repute. Itis a

little.
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standing emblem of the future of Indian
culture that, in the practice of this divine art,
the Hindu and the Mahomedan cease to
exist as such, I have seen a Mahomedan
Ustad shedding tears as he sang of the doings
of Shri Krishna in Gokul. When asked what
brought tears to his eyes, he replied with
pathos, ‘“TItis the sight of Sri Krishna. I
see him dancing in front of me as I sing. My
melodies proceed from him. I am only
remotely imitating what I see and hear in
my imagination.” When I expressed surprise
that a Mahomedan should feel so drawn to-
wards a Hindu God, he resentfully retort-
ed, * Is Krishna a Hindu God ? Why do you
say so? He is the God of all who worship
him, and the truest worship is to sing his
melodies, as I and my family have done for
generations.”

I believe that this is the best embodiment
of Hindu-Muslim unity, through the affinity
of a common culture and the pursuit of a
common art, though I am usually sceptical
of political pacts and expedient understand-
ings. If I had the power, I would put every
Hindu and Mahomedan student who intends
to be a public man, through a compulsory
course of Indian music, in order that he
might realise now that for centuries these two
races gave their best towards the develop-
ment of a common art. How often have I
heard delightful songs composed by a Hindu
in the Brij dialect, faultlessly sung by
Mahomedan lips. Their delicacy of utterance,
devotion of singing, and appropriateness of
gesture, left nothing to be desired. These, to
my mind, indicate what is perpetually true,
though seldom recognised in actual life, that
in the common acquisition ef culture and
art, these man-made distinctions count for
Let us all hope that it
be equally so in the sphere of nationa-
lism, and the service of the country.

will

————



SOME MORE NAMES IN EARLY SANGITA_Ll'I'I:'.RATUREl
'BY '
MRr. ¥ RAGHAVAN, B.A. (HONS).
Research Student in Sanskrit—The University of Madras.

In the paper on Early Sangita Literature
read by me in the Madras Music Conference
1931,2 1 had noticed the writers from Bhar-
ata up to Sarngadeva. While preparing a
paper on Later Sangita Literature, which 1
read before the Music Conference in Decem-
ber 1932, I came across some new information
bearing upon my previous paper and some
new writers and works belonging to early
literature. These I propose to give here as a
supplement to my paper on ‘ Some Names in
early Sangita Literature."®

Firstly—I had said in the previous article
that Sanskrit Sangita Literature can be divid-
ed into three periods, ancient, early and
later. The ancient period covers works of
the Vedic period like the Pratisakhyas and
Sikshas. The early period, I had said,
covered, up to the time of Sarngadeva, the
literature beginning with Bharata and
treating not only of music, vocal or instru-
mental but also of dance and drama. I had
said that the last work dealing comprehensi-
vely with all the three branches of Sangita,
viz., Gita, Vadya and Nritta is Sarngadeva'’s
Sangita Ratnakara and that compared to the
early literature, the later, after the time of
Sarngadeva, is only Gita literature,dance and
drama being left out slowly. This distinction
between early and later Sanskrit Sangita
literature has now got to be modified some-
what. While studying the works after

Sarngadeva's time, though I came across-

many works restricting themselves only to
Gita or even to a smaller range viz. to Raga
only, I found that there were innumerable

works, still aware of the fact that Sangita
meant Gita, Vadya, and Nritta and works that
treated not only of Vadya but devoted
one chapter or more to Nartana also. There-
fore the distinction between early and later
Sanglta‘ literature has thus to be modified.
Dl}gtpg'the time of Bharata, Kohala and other
old. Wnters, music was an accessory to drama,
Gradually both vocal and instrumental music
expressed their individuality and as ‘we see
now, th,ey became independent of drama.
So early literature of music isa chapter of
Natya Sastra. Bharata, Kohala, Nandikes-
vara and others are writers on Natya, whose
works treated of Drama, Dance and Rasa and
also contained chapters on music.  Latterly
Natya became a chapter in the works on
music, as wesee In almost all the music
works, at least after the time of Sarngadeva
whose work was the model for later compila-
tions, Therefore it must now be stated that
the boundary line between the early and
later sangita literature is not to be found in
Sarngadeva’s time but some time very much
earlier. The Sangita Ratnakara is not the
last work of the early period as said in a
previous article. Sarngadeva will however
be temporarily taken by me as giving
an artificial boundary for conveniently
dividing the big subject of Sanskrit Sangita
literature.

Anjaneya, Yashtika, Dakshaprajapati,
Matanga and Sardula.

The first three writers have been noticed
by me in the previous paper. They are
separately credited with.music works. But

1, Part of a paper read before the Madras

Music Conference., 1932,

2. Published in the Journal of the Music Academy Madras: Vol. 111. Nos, I and 2,
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we find a legend recorded in Govinda
Dikshitar’s Saengita Sudha as regards these
three writers which is as follows :

FAING HIAFTAFaATQA Farearis-
AT |
afaAqaRmzTe awmas g 7a-
HET N
Fahaereaft = Ty yfasagsrafe
|
ararfacarfag arfewes (F4) T =-
geEaReafy =S
aF e o EgFaa aasgarerREr-
=g
TEXET SETET fyaqy FQent & Eqreran
Tarzly ez |
& gagmifzfy atfsdara & atfest wA-

qFTREE!T ||
at afeRrwwiy aadfa artrmaray
ArAS)
AFIST TEAT (ATATFAT FeAfATE
gfirara qrEsq I

AR frarg @vaw ey faewn
fra A |

Adayar Ms.

Daksha and others were studying the music-
lofe from Yashtika, a devotee of Sri Rama,
in a plantain-garden, when Anjaneya appro-
ached the latter for enlightenment on Desi
"Ragas especially, and for knowing methods to
bridge the gulf between theory and practice.
Yashtika taught Hanuman. According to
it and in accordance with the practice in the
form of the music sung by the Yakshas viz
the Yaksha Gana, the latter wrote his
work. From the above story we learn
these facts. In the big music work known
as Anjaneya’s, Yashtika is followed on
Srutis, Svaras etc. and especially on the
subject of Desi Ragas. Anjaneya's work, like

‘drum edition of

that of Yashtika, is important for its con-
tributions to the topic of Desi Ragas. Itis
suggested in the introduction to the Trivan-
drum Edition of the Brihaddesi of Matanga,
that that work is also important for its treat-
ment of Desi Ragas and that the work itself
is so called because of its treatment of Desi
Ragas. And Matanga takes credit for having
given as Ragas something not found in
Bharata and others.
TAAATTET TLT THHRT FALATERT:
fAecay azeaihy: ssasgnggad. P-sl.
That Yashtika's work is important on the
subject of Ragas is seen from Matanga’s
work itself. Yashtika isearlier than Matanga,
who quotes him. On the subject of Bhashas
in Ragas, a whole section of Bhashalaksha-
nam is quoted by Matanga from Yashtika's
work. This chapter has the colophon:

‘gFiTAafamt  arfisager
A W?) FAOTATT: T 1

Thus chapter four of Yashtika's work which
seems to be called Survagama Sumhita treats
of Bhashas and it is reproduced by Matanga.
From this extract we see that the work
attributed to Yashtika clubs him together with
Kasyapa, whose questions on the various
subjects in music, Yashtika answers.  Just as
here we see Yashtika appearing in Anjaneya’s
work and also with Daksha, besides being
associated with Kasyapa in a scparatc work,
we find Matanga, fguring in Brihaddesi
appearing again with Dattila in another
work called Raga Sagaram, described in my
previous article.

_Immediately after reproducing Yashtika on
the Bhashas, Matanga reproduces 16 Bhashas
from the work of Sardula.

In a conversation with me, Mr. Rama-
krishna Kavi told me that the Trivan-
the Brihaddesi is not
wholly by Matanga and that the latter
part of it is the Yashtika Samhita,

(1)
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Matanga’s Brihaddesi
is a big work. It is now made avail-
able to us in the Trivandrum edition,
which unfortunately contains only up to the
6th chapter dealing with Prabandhas,
Matanga, as has been observed in my pre-
vious article, is famous for the Vadya-
dhyaya of his work and more =)ecially for
the section on flute etc., Susira. The last
line of the 6th chapter promises that the
Vadyadhyaya shall begin next. In the
portion available, Matanga has quoted a
chapter from Yashtika’s work on Bhashas, as
also from Sardulu’s work on the 16 Bhashas.
These quotations do not mean that the Tri-
vandrum edition of the Brihaddesi is a medley
of the works of Matanga, Yashtika and
Sardula.

This is not a fact.

Nandikesvara.

In the previous article I had observed that
the name of Nandikesvara was important
more as regards drama, dance and rasa
than as regards music, since most of the
works seen in his name are pure Natya works.
But now we see from Matanga that one
text credited to Nandikesvara treats of music.
Matanga quotes him thus:

afegFsaong T — ‘
ZIIVEILFTAT FIAST0 LSTAT T |
strfaarerfzfas Ty aasgrRiasa
P. 32.

Kauhaliya.

We have noticed the important name of
Kohala and the works attributed to that
name. We find that there is another writer
called Kaubaliya who is probably the son of
Kohala. Kauhaliva is given as one of the
18 sages who wrote Sikshas, by Ayya Sastrin
in his work called the Sapta Svara Sindhu.
(Vide Journal of the Music Academy, Madras
Vol. II. No.3. p. 148. Mr. P. S. Sundaram
Ayyar's University Music Lectures).

Tumburu’s work.

Though evidences are available as regards
the existence of a work on music in the name
of Tumburuy, we had not till now any
reference giving us the name of his work.
We now come -upona valuable reference in
Lochanakavi's Raga Tarangini, which gives us
that Tumburu's work is called Tumburu
Nataka. Lochanakavi quotes the Tumburu
Nataka on the times appropriate to each Raga
“TAEAT; ATARTST: GEIEATETH | Tum-
buru‘Nataka means Tumburu Bharata and
f:am ‘the name we can see that it is an early
work.treating of music as an anga of Drama
and Dance Two verses on the different kinds
of Dh.vam from Tumburu are quoted by Kalli-
natha on p. 35.

Bharata-Vistara and Uttara.

In connection with the name of Bharata
and his Natya Sastra we noticed a Bharata,
an Adi Bharata, whom Raghava Bhatta and
many others quote and a third called Bharata
Vriddha, whom Saradatanaya quotes. From
a manuscript work called Sahitya Sara by
one Suresvara in the Madras Government
Manuscripts Library,we hear of a fourth work
connected with the name of sage Bharata
called Bharata Vistara, as will be seen from
the quotation to be given below.

Speaking of Kohala, we said that his name
appears even is Bharata's Natya Sastra (last
chapter). In the concluding chapter of the
Bharata Natya Sastra, wefind that Kohala is
one of the sages who came from heaven to
earth, for the sake of spreading the art of
Bharata according to the wish of King Nahu-
sha. Bharata himself says that what he himself
has not dealt with, Kohala will do in the
Uttara Tantra.

% 3T GATT ATV AT |
ArEq i fEer A2 S0 TaEyar |
ATFATATAN FES: mxﬁrwf%r |
s, wriwTT feswrf ada T

N. S. XXXVI. Sl,, 64 and 65.
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From this we come to know that Kohala’s
work is called Uttara Tantra, which means,
that Bharata’s work is also called Purva
Tantra. But now we come across the
following verse in the above-said Sahitya-
Sara of Suresvara, which says, that there are
two separate works called Kohalaand Uttara.
Giving the sources of his own work, Sures-
varasays :

qTEE wLarq FRBya saoq fRfypean)
Ffua wEarq gy g yoatass-

T

S.S. Mad. Mss. Triennial Catalogue.

1916-19. R. 2432.

Thus Uttara is a separate work, different
from the work of Kohala.

Narada Sambhita.

We have noticed a Siksha of Narada and.,
many other works credited to him like
Sangita Makaranda. From quotationsin a
Ms. work called Sangita Narayana by
King Narayana (available in the Madras
Govt. Manuscripts Library), we now come to
know of a work called Narada Sambhita.
Firstly, King Narayana quotes Narada
Sambhita on the definition of Gita.

“ gegaEg AegaRarai-—
AIFATAFATIFA Mafyeg v
Pp. 6. Mad. Ms.

There are further citations from this work
in the same Sangita Narayana on pp. 22, 23
and 96. From this work being quoted on
Tandavaand Lasya in the Nartanadhyaya,
we see that Narada Samhita dealt with
Natya also.

Panchama Sara Sambhita.

The above-mentioned Sangita Narayana
gives us another music work called Pan-
chama Sara Samhita which it quotes often.
On pp. 19 of the Ms. a list of Ragas is quoted

from this Samhita. On pp. 51, Narayana
13
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quotes this Samhita on the time appropriate
for each Raga. As against the view of this
Samhita on this subject, Kohala is quoted,
with whose views, says King Narayana, the
practice of the Southerners agrees. There
is a third extract from the Panchama Sara
Sambhita on pp. 63. Kavi Ratna Narayana,
son of the teacher of the above-said King
Narayana, quotes this Panchama Sara
Samhita as also Narada Sambhita in his
music work called Sangita Sarani (pp. 44—
and 45 of S.S. Mad. Ms). Another work,
Kavichintamani by Gopinatha Kavi Bhu-
shana, which deals with music in the 24th
chapter also quotes these two Samhitas.

Deva Raja.

Deva Raja is a new writer whom we know
from Nanya Deva’s Bharata Bhashya. It is
not known whether Devaraja is only Indra,
the King of the Devas, or heis a historical
writer. Nanyadeva first quotes him on Graha
Svara.

“FTTRA (s°) AE—“MarfEar azeEa’

{f\a‘. 1 7
Pp. 158 Mad. Ms.

He is quoted again thrice by Nanya-
deva but the Ms. gives his name in these
places variously as fZzarst, ZITHA, and
Leas

Pp. 159. f&7 () Tt a1 (s747) £—9-
fratat spatg Garagaizat T afeat ete.

Pp.159. 7 (F7) UAL (S%) AE—0TF T
TAXAEAIC: G Ffywafa aeqaeerriafy |

Pp. 302. g1z 23 () TS, ‘ATATFFHIAT-
iy qiT area SfFarts cte.

Gandharva Raja's Raga Ratnakara.

If the King of Devas has a music work in
his name, the King of Gandharvasalso has one
in his name. It is but proper that Gandharva
Raja should have to his credit a work on
Gandharva Veda. A work on Ragas called
Raga Ratnakara attributed to Gandharva-
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raja is available in the Tanjore Lib-
rary. It is described by Dr. Burnell on
pp- 60 of his Tanjore catalogue. Dr.
Burnell says that the work is described
in the Central Provinces catalogue also
(pp- 96-97).

Visvakarman.

While commenting on the chapter on
* Make up ' etc., (mfﬁiﬂq) in Bharata,
Abhinavagupta refers to a text of Visva-
karman on the making of such stage-articles
as Mahendradhvaja etc., (pp. 20 Vol. III,
Abhinava Bharati, Mad. Ms.). It is not un-
likely that there is a work attributed to this
divine architect and manufacturer, which
deals with the making of musical instru-
ments.

King Narayana, in the Vadyadhyaya (II)
of his Sangita Narayana, quotes two
Anushtubh verses of Visvakarman on the
manufacture of Mridanga (pp. 4 of the S. N.
Mad. Ms.).

Sarasvata Grantha and
Brahaspati's work.

The Goddess of Arts and learning .must
certainly have to her credit a work on
Natya-Sangita. We come across a reference
to her work called Sarasvata Grantha,
from which and from Nandikesvara's
Bharatarnava, one later South Indian writer,
named Mudumbai Narasimhachariar, com-
piled a big Natya treatise called Bharata Sar-
vartha Sangraha. (Mad. Mss. library Trien.
Cat. 1916-19 R. 2435). This work says:
agfay afag afgFsacgaang |
qETRIT arETaneg shvdtay |

This same Bharata Sarvartha Sangraha
mentions Brihaspati, the preceptor of the
Devas, also, as having written a Natya work.
One of its colophons runs thus :

‘“fiTeETIIadTE  gEREIRISRaray
fandizgs namAsfz¥sadg—andia-

FEETAT—aaTy arragRa—an-
TOTRT ARG gy (-
THTOH |7
Somanarya, another late writer on Natya,
cites in his Natya Chudamani, Brihaspati as
an authority.
Vena.

Vena seems to be an old writer belonging to
the class of Sages like Bharata, Kallinatha
quotes him as holding the. view that the
Srutis,dre nine in number.

‘et g Yot g Aafyai xfa acw-
| qarir—

* figte: Prgfedm agagfes ag )

TACTIART: Faeq: qufssgaar go: 0’

Pp. 35.

The name of Vena'’s work etc. is not
known. Tulaja reproduces this quotation
from Kallinatha wholesale in his Sangita
Saramrtam and there we find the ‘mistaken
form Venya.

I am inclined to take the word “E\I'U'I‘I"{ﬁ ’
of Kallinatha as ‘%“HF{\}-’ The text is cor-
rupt. If we take it, as I suggest, we bave no
writer referred to here, but only the view of
some sage that, as regards playing on the
Flute (Venu), the Srutis are nine.

Some other mythical names.

The Natyachiidimani of Somanarya (Mad.
Library Ms, Trien Cat. 1910-13 R. 366e) men-
tions as auhorities on Natya and Sangita,
Madhava (i.e.) Visknu, and the two sons of
Siva, Ganesa and Shanwukha, than whom
there is none having greater right to enter
the pantheon of Sangitacharyas.

There is a work on Nitya called Balarama
Bharata by a King of Travancore called
Bilarima Kulasekhara Varma of the Vanchi
Royal line. This work is in the Mad. Mss,
Library (Trien Cat. 1916.19 R. 226%). This
king can be identified with one of this name
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mentioned by R. Sewell in his Archeological
survey of South India, as having ruled bet-
ween 1798 and 1810 A.D. This Bala Rama
Varma quotes in his work :

1. A work on Tala called Sabda Ratndvali,

2, " called Tandava.

and three mythical writers Vichaspati
(same as the above noticed Brihaspati) Bhrigu
(mentioned nowhere else) and Agastya. The
last writer Agastya is mentioned elsewhere
only by Saraditanaya.

Aumapatam Gita Sastram.

A music work of the above name, of
which the author is given as Umapati, is
available in the Madras Mss Library. Trien.
Cat. 1916-—19. R. 2498. The work is small
and is given an ancient air having been cast
‘as a dialogue between Siva and Parvati on
the subject of Music and Natya. The work
contains 38 small chapters, the contents of
which are as follows :

L argRaeafa:. 3. srASEAESHd. 3.
Maarfageare: . ¢+ arfawearc. 5. =T
AATEATC:. 6. TITIAFTC. 7. Ahrgear:.
8, ESA®A:. 9. CEBATTRIA  10.7-
SIAAISS Faqar. 11, AFUTIA. 12
T EJTT:.

Here ends section
Svara, Jati and Raga.

13. mew@ad 4. af¥rsgd. 15 FW-
wNEEITEAT. 16 FISIHGITIAM 17
AFAFIFIAISAG. 18, faragresesdr.

(This chapter describes various kinds of
Gitas known as Tripada).

19. gufyg—aAgaraga. 2. grl-
TASRTGT.

Here ends section II treating of some
compositions like ¥aAT.

I treating of Sruti,

21. 9IT=T-—The work classifies instrumen-
tal music into three kinds: G‘H‘TEI', s and
ﬁ'ﬁﬂ'. Sajiva (living) is instrumental music

accompanied by the vocal music of the same
artist. Misra or mixed instrumental music is
the playing on Hutes, where the throat of
artist plays a part, even though there is no
vocal music. Nirjiva or lifeless music is pure
playing on Veena etc.. without vocal music.
firsteeatq Amaxa: st SorRT 939
So high a place to vocal music or the music
of Gatra Veena is accorded by this work.

Chapters 21. YT 22, OB
The Avanaddha Vadyas are separately dealt
with after treating of Tala. The fourth
section treats of Talas as follows:—

Chapters 23. qT& and MATTFIATE. 24,
TR ATE — TR A TEALSRAT.
25. AETTATTHA®. 26. TITTARITHETEATC:.
7. RINAQITYEIITIFAT 28, THTE-
qIATSHEATT:. 29, ATS I

Section V deals with drums.

Chapter 30. speaks of three kinds of Mad-
dala, Suddha Maddala, Salaka and Sankirna
Maddalas.

Chapter 31. SIFATT—This scems to be
another kind of drum.

Section VI treats of Nrttya.

32, srgfysy g=1. 38, fyrTvgagor. 34
Farfaag:. 35 gEAThyag:. 36, FUTS-
AT,

37. Description of the seating etc, of the
King and the other members of the audience
to witness dance, description of the stage etc.

Chapter 38. constitutes section VII
and is devoted to Prabandhas. Many rare
works occur here, indicating that the work
belongs to the early period.

Mr. Ramakrishna Kavi tells me that the
above described Ms. of this work in the
Madras Ori. Mss. Library is incomplete and
that there are copies of the complete work
elsewhere.
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The three kinds of Ragas and other Ragas
coming within these three kinds are repro-
duced from this Aumapatam in cxtenso by
Kallinatha in his Kalanidhi on S. R. pp.
228-243, This Aumapata is quoted in the
Raga Vibodha by Somanitha and by Damo-
dara in his Sangita Darpanam.

It is not known whether Umapati, after
whom the work is named either as Umapati
Bharata, Umapati Gita Sistra or Umapati
Tantra, is a historical writer or only God
Siva who delivers the whole work as instruc-
tion to Devi. Somanitha takes Umaipati to
mean Siva. But a reference to Umapati in
the Sangita Sudha makes him a somewhat
late writer. The Sangita Sudha also says
that Umipati’s Tantra follows the views of
Nandikesvara.

sATTGgfser asgien A amaTg-
S

Pp. 442, chap. 11, S. S. Adayar, Ms. Vol. L.
The Sangita Sudha calls Umapati an Adhu-
nika d.e. a late writer. But it does not mean
that Umapati was anywhere near the time
of Govinda Dikshita or King Raghunatha
Nayaka. For Sangita Sudha calls even
Sarngadeva as an Adhunika and Sangita
Sudha, by calling these two writers Adhuni-
ka, contrasts them with the still more old
mythical persons like Siva, Arjuna,
Nandin, Bharata etc. Though we are not
able to fix the lower limit to the date of
Umapati’s work, we can say that it is nota
very late work. The upper limit of its date
can be known satisfactorily. The Aumapat-
am while explaining the relation between
Sruti and Svara in Chapter I, compares
their mutual relation to that between the
Vibhavas, Anubhavas, etc., and the Rasa, the
former being the Vyanjaka, the suggesting
elements and, the latter the suggested.

GARGEE: £l srarfa 7T &4 )

3 gafa carr nxvdadRa |
Pp. 3 Mad. Ms.
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Here ‘T"'"T%T [is  STSYITIH, the Vibha-
vas etc,, whlch suggest the Rasa which
is called Vakyartha. This forestalls
Ananda Vardhana, the great Alankarika of
the 9th century and his ideas of Dhvani and
Rasa, Therefore the Aumapatam is defini-
tely later than the 9th century. It may even
be later than Abhinavagupta or even Mam-
mata.

‘Mammata' 8 Sangita Ratna Mala.

.}Mqan_‘xmata is a well-known Kashmirian

AV
~writer on Alankara, who wrote the standard

Kai}yéprakasa. He flourished between
1050.and 1150 A. D. Scholars were aware
up tillpow only that he was a wrifer on
Alankara. From numerous quotations in
King Narayana's Sangita Narayana and Kavi
Narayana's Sangita. Sarani, we come to
know now, that this Mammata has written a
work in music also called Sangita Ratna
Mala. The following are some quatations
from Mammata’s Sangita Ratna Mala found
in Sangita Narayana (Mad. Ms).

1. Pp.20. AEIZTT AT AFITCAAIST-

T —FALATTAZ etc-

This extract gives a list of 6 .Mela Ragas
and other Ragas.

2. THSTNATE TEAL: * AATHAL-
Tl TROA AgEH: 1’

3. On pp. 27 this work is quoted as opining
that there are three varieties of the Varadi
Raga called Suddha Varadi, Dravida Varadi,
and Desa Varadi.

4, On pp. 28 we find that, as against the
Sangita Sara which gives Gurjari as having
two varieties, ﬁ"fi‘l’ﬂﬁé’f\' and €m§gﬁtﬁ,
the S. R. Mala has given ten varieties of
Gurjari Raga. ** TEARTSTAT G “Z04T THRA
ST TR | qEaagaaTe fosfian 1

5. On pp. 33, 34 and 36, it is quoted
on the personified Murtis of the Ragas
TUZTTE, AZATCITN, TFLALX  and JM-
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6. On pp. 53, there is a quotation from it
on the proper time for singing certain Ragas.

_ “THATSTA—
T TAFE T A geary 7|
Fifa=may w3 Jy ftstrsay 0

7. Onpp.73,a verse is quoted from it
showing the gods dwelling in each of the
sounds in the word Tala.

‘AT -—
AR TFAAT TG AR A &9 |
TR ATE: ATH: ATS AT FA~=TAT |
8. Onpp. 21 it is mentioned as an au-
thority along with other works,

gitgarc—eitaas —taamet-—
MagHTy —gEziqaTeqT |
Sangita Sarani gives a quotation from the
Sangita Ratnamala of Mammata, which
says, that there is no end to the number of
Ragas or Talas, Vadyas, or compositions.

A IO | ATSTAL F ACq0AT (AR
. - [ N
ArfY gTIqIaTEr A7aT JITfT 99

The Sangita Ratnavali of Somesvara.
1174-1177 A. D.

In the previous paper "we noticed
the Chalukyan King Somssvara of Kalyani,
whose contribution to Music is a big
section on that art in his Thesaurus called
Abhilashitarthachintamani or Manasollasa.
There is another Somesvara, who has
written a music work called Sangita Ratna-
vali. Sarngadeva’s reference to a Somesvara
may be to either of these two.

The catalogue of Mss from Gujarat, Kara-
chi, Sind and Khandesh describeson pp. 244 a
Ms. of this name, as the work of one Soma-
rajadeva who seems to be the same as Somes-
vara. A Ms. of Sangita Ratnavali in the
Baroda library is also said to give the
author as Somarajadeva. This Somarajadeva
or Somesvara is identified ‘“as a Pratihari of
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the Chalukya king Ajayapala of Gujarat
(A. D.1174-1177)." (Vide Introduction to
Bhava Prakasa, Gaekwad Edn.)

Svararnava and Svara Raga
Sudha Rasa.

Contending against Veena Vidvan
L. Subramanya Sastriar* that Sri Tyagayya
never followed Venkatamakhi's Chaturdandi-
prakasika, Mr. Srinivasa Raghavachariar says
that Tyagayya refers in his Kirtana ‘“Svara
Raga Sudha Rasa’ to three works * Svarar-
nava,” ‘Ragarnava” and ‘‘Sudharnava.”
Tradition perhapsspeaks only of one work
“Svararnava’’ as Mr. Sastriar has pointed out
in his reply. That work Svararnava is said
to be the work of Narada, who himself gave it
to Tyagayya in the guise of a Sanyasin.

In theliterary supplement of the Hindu
of a further date, Mr. P. S. Sundaram
Ayyar of Tanjore informs us that the section
on Ragas of a work called “Svararnava”
written by one Somanarya was discovered by
himin the family of the descendants of
Syama Sastrigal and that a copy of that
manuscript has now been deposited in the
Tanjore Sarasvati Mahal Library. Soma-
narya is not a name unknown in Jater
Sanskrit Sangita Literature. In the paper
on Later Sangita Literature, which I read
before the Music Conference recently in
December '32, T spoke about this Somanarya,
who was well known as proficient in Ashta-
vadhana, attending to eight things at the
same time and who has written a big treatise
on Music called Natya Chudamani, two Mss,

of-which work, one having only the Svara-

dhyaya and the other complete, are available
in the Madras Government Oriental Mss.
Library. (Descriptive catalogue Vol. XXII.
R. 12998 and Triennial catalogue 1910-11 to
1912-13 R. 366.). The Ms. containing the
work completely is accompanied by a gloss in
Telugu. The work reported from Tanjore

* Vide Literary Supplements of the ‘Hindu’, Madr>a>.~s;.”1932., Dece>n:|l$er ii)th, 26th, and alterwards.
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may be a part of this Natya Chudamani or
may be another separate work of Somanarya.
If this Svararnava reported from Tanjore is
really the work spoken of, as given to Tya
gayya by a sage, scholars will do well to
examine this Natya Chudamani in the
Madras Mss. Library, since itis a work by
the same Somanarya.

It will be highly useful if Mr. Sundaram
Ayyar of Tanjore will examine the Ms. of the
Svararnava mentioned by him and write in
greater detail, whether it is the work, on whose
theory is based Tyagayya's music, and whether
it is set in the style of a dialogue between
God Siva and Devi, as the song of Tyagayya
says.

If it isnot so proved, this Svararnava of
Somanarya is different from the work given
to Tyagayya. Further, I hear that the story
is that the manuscript left with Tyagayya by
the unknown sage was laterly found out by
Tyagayya to be the work of sage Narada
himself but not the work of Somanarya.
Another question arises as regards this story
of the Svararnava. Did Tyagayya get this
work on the theory of music in the middle of
his career? What was the textual basis for
his earlier music? Is the ascription of the
work to Narada only a story? Finding that
Tyagayya's music had deviations, did any-
body named Somanarya write a treatise for
Tyagayya’s music after his time? Mr. Sun-
daram Ayyar may enlighten usa good deal
with the help of the Ms of Svararnavam.

The other two works mentioned by Mr.
Srinivasa Raghavachariar, as alluded to in
the abovesaid Kirtana, are Ragarnava and
Sudharnava. There is really a work called
Ragarnava. I spoke of this work.also in my
paper abovereferred to. Somanatha quotes
the Ragarnava in his Raga Vibodha and
following him Damodara also in his Sangita
Darpana. Sarngadhara, an anthologist, uses
Ragarnava for compiling a small music-
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section in his anthology—Sarngadharapad-
dhati. Thus Ragarnava is earlier than 1300
A.D. which is the time of Sarngadhara.

The name Sudharnava does not give us much
indication as the name of a work on music.

Lastly, I wish to point out, in connection
with the music-work alluded to in the song
“Svara Raga Sudha Rasa”, that there is
really a music work in Sanskrit called
“Svara, ;Raga Sudha Rasa™ Unfortunately
that work is not completely available. "Of

T

# also I spoke in the recent confer-
The Tala section of this work, called
Tala- dasa -prana-lakshanam, with a Telugu
gloss,’ 15 ‘available in the Madras Mss. Library,
(Descnptlve catalogue Vol. XXII R. 12990).
I invite the attention of music-scholars once
again to this fragment of the work “Svara
Raga Sudha Rasa” with which Sri Tyagayya

has opened one of his Kirtanas.

. A work of Vyasa.

Writing in the Hindu literary supplement
Tuesday, 20th  December, 1932, Mr.
C. R. Srinivasa Ayyangar says that there isa
work called Vyasa Kataka ‘and ‘that some
attribute the baptism of the 72 Mela-Raga
scheme to that work. The information: is
from the book of the late Abraham Panditar,
who mentions that book as having been séen
by him. Itisalso siid that Mr. Abraham
Panditar has once said that the book was
seen by him in the hands of the late Puchchi
Ayyangar but that this statement could not
bear verification.

First of all, the word Kataka in the name
of this imaginary work does not give any
sense. Secondly, Vyasa isa rare name in
Sangita literature, the only writer to mention
his name in connection with Natya Sastra
being Saradatanaya. Thirdly, I have not
been able to find any such work, orany such
name or any work of Vyasa in the Tanjore,
Madras or Adayar libraries or in the cata-
logues of the libraries available.
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MUSIC—AN UPASANA *

BY

Vaggeyakara Ratna HARI NAGABHUSHANAM PANTULU GARU B. A,
MASULIPATAM.

Most Exalted President, Revered Ellers,
Brother Musicians, Brothers and Sisters.
OU have all met here and accorded me
an honour of an almost unique type.
Great musicians there have been, who were
recipients of stately honours at the hands of
monarchs and magnates of extensive renown.
It has fallen to my good luck to receive an
honour of this kind, carrying with it emb-
lems of the divine in you, in this representa-
tive galaxical assembly of inspired musicians,
versatile scholars, and worthy lovers of art.
The address and other speeches, the Svarna-
Navaratnamala and other souvenirs you have
presented to me bear clear testimony to the
unstinted regard and the abounding love
you have for me and indicate, in unambigu-
ous terms, the manner and the measure of
your appreciation of my poor attainments in
the art of music.,

Music has been styled by our Sastras as
Gandharva Veda, one of the four Upa-Vedas,
and is as such considered as Upasana or
means of spiritual communion and’ self-reali-
sation. Madhusudana Sarasvati, the author
of ‘Advaita Siddhi’ one of the greatest, if not
the greatest work on Advaitic philosophy,
says thus in his ‘ Prasthanabheda,’ about
music or Gandharva Veda :—

T MAITAZTET  ATaT Tqq ot
Y | MATIFANZT aglaameT: FTarT-
i Pfarcraarstfy fafes measar

UENEY TGS

* Likewise Gandharva Veda Sastram is of
the authorship of Bhagavan Bharata (Ma-

harshi) ; it is divided into three branches of
study, Nrita, Geeta and Vadya and serves
manifold purposes. The worship of the Al
mighty God or the gods and the realisation
of Nirvikalpa Samadhi etc., are the ends of
Gandharva Veda Sastram.”

Thus it is clear from the above quotation
that music has been considered by our
Sastras, mainly as Upasana of the Sagu-
na or the Nirguna type, working out
man’s ultimate cmancipation from the
bondage of life and conducing to a state of
absolute blissfulnesses during life, and after
death, going by the names of Jecvanmukti
and Videhamukti. Hence it may be con-
cluded that music is not an art 1s ordinary
people consider, but Upasana pure and
simple. And as such it has two main phases,
the transcendental and the conventional.
Music of the former type rises above ordinary
conceptions of it, and is represented by
Siddhas like Ramadas, Purandaradas,
Sadasiva Brahmendrasvamy etc. while
music of the latter type is what appeals to us
as music, and is brought home in its pristine
purity in the improvisations of scholars like
Patnam Subrahmanya Iyer (Vocalist)
MahaVaidyanatha Iyer(Vocalist), Sarabha
Sastriar (Flutist), Tirukkodikaval Krishna
Iyer (Violinist), Veena Sambiah (Vainika),
Gurumoorti Sastry (Author of Geetams
and Varnams) etc., etc., étc. Votaries of
conventional music such as these, are few and
far between in any age, and only crude forms
of conventional music are met with and even

*From the reply address delivered by the author
on the occasion of the conferring of the title of

on 22-10-1932al theVicloria Town Hall, Masulipatan;'

'* Vaggeyakara Ratna” on him and the presentation to him

of '* Sree Rama Navaratna Mala'' and ‘' Svarna Hasta Bhushanam."
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admired by ordinary folk constituting the
bulk of humanity. Musicians representing
the transcendental type generally like to live
in obscurity and never care for worldly re-
cognition or earthly honours of any kind.
Musicians of the conventional type alone
picture as the votaries of the art and some-
times they covet the guerdon of public
recognition and reputation in addition to or
in the place of spiritual blissfulness.

From the authorities, it may be predi-
cated that a musician of the best type
has to combine in -himself, theoretical and
practical knowledge of the art in one or more
of its three aspects of Nrtyam, Geetam and
Vadyam, originality and versatility of a high
order, literary attainments of vast magnitude,
moral character and religicus conduct of
unswerving rectitude. He is known as a
Gayaka or a Vaggeyakara, according as he
accomplishes himself in one of the three
branches of study above-named, or in all of
them, respectively. As Vadyam and Geetam
alone constitute Samgeetam according to
some authors, he who is accomplished in
both of them is also a Vaggeyakara. The
great Avatar Sri Tyagaraja came down
into the world to resuscitate the gzand ideals
of music set out in ancient works- thereon,
and visualised the two varieties thereof—the
transcendental and the conventional—under
the conception of Nadopasana. Again he
took much pains to bring home to us the
essentials of music and the characteristics
of a real musician in a vast number of his
Keertanams. Thus he was the cementing
force between the transcendental and the
conventional phases of music and as such he
is bound to serve as the greatest ideal for
both conceptions, at least so far as the

Carnatic School of music is concerned.

Now Sirs, you have said so much about me
in your address and other speeches as if to

THE JOURNAL OF THE MUSIC ACADEMY

bring me under one or the other category
of musicians above referred to; but I make
bold to say, that I fall short of the ideals to
merit your encomiums. You may be right to
a certain extent in so far as you say that I
wish to tread the path of Nada Brahmopa-
suna inculcated by Sri Tyagaraja. In fact
the sole aim of my life is to seek the path of
Nadopasana laid open by him, cover its
ground at least to a small measure in this
life, if -possible, and leave the rest of the
101;41@ to be completed in my next birth or
biths.

Béihg born in a family whose main avoca-
tion.has been music, being the son of a
father who gave himself up entirely to the
acquisition of the art even from his boyhood
and studied it to his heart’s content at the
feet of the illustrious personages Patnam
Subrahmanya Iyer and Thatchur Pedda
Singarachariar and accomplished himself
both in vocal-music and violin-playing, I can.
say, I started my life with a momentum not
within the easy reach of allaspirants to gréat-
ness in the art. With this momentum as the
propelling force, I have pursued the art ever
since my infancy and with the direct bless-
ings of my father and the indirect benedic-
tions of my ancestors including my father's
preceptors. I have been able to catch a twink-
ling of the art and come in distant view of
its noble ideals. Again being imbued with a
spirit and absolute unquestioning faith in our
Vedic religion, as it is traditionally under-
stood and interpreted, and being initiated
into its observances by my loving father, I
have longed to know its great ideals as well
and approach them as much as possible in
this life. This desire has engendered in me
an ever increasing love for the study of
Sanskrit, and has brought me in contact with
towering personalities such as Messrs.
Chellapilla Venkata Sastry, Avvari

(Continued on pp. 153.)




| Blb> 23R :1rl> kn B Sl hilieSk Ralls
o3y Il ke dieBapkh ke |0E |8 bRtk (R |2
| HlRalitbalt b hISURRKIZK Il Ikt 121D I
— R0 iRIB ) —
I $E2pRjnBrEby Figh (E2lbkak B WISUES R bR
| kb 102k D p3R2n 101k Ikalthabiblicg BllbRE
— 1% 1 lkabep Nl —

2%y 11 Hbebble Blllisltkolll o \PepitbbiE IR

| |E |PRRGISDY (DI (B162 Bk Jbithal 126 Bk

levy Il :iebh Spk b3 Biuiheoh kIBRE ety bbb
— Ly lle —

| :itikk dobBy geibllle DI €S 2DRIPISN B B

— Il B—tlilikli-beie-2BIE Rl —

w3 I cllel» RazkBh :pb2 pawph leBapL B ik
| & 2k B Rlbp eibbliiinie B lobl) Wikhow)
— kil R | —

——O O

(op 29p¢ woif panurguo))

I 1EBLER |

IRNTN R JTN-S TRV

¥l



| iklie D 1Dble D roblikd Lhbaktt21DIRIRD
Hedy Il kSutEh B RUR PBIEh WhaLnEE2ILER 1B
| bn 0Bk B eSURS)IRIE |B1ks IBIK BURRE LRI Jale

— U&alRaxll —

(RS AEPihIL2E Uoh B Uojkl LM-Boklklhab 1D

1|2 |PERIAbRD (BE 1b3SI0ER B bhISUESI2E Bih:

(R EY R blobee 205 lkRkipllhitelithalt RIKE RitibRE
— IRl lolabthake | —

| & \HBhIKBRD IDIES |2 |GINSRPRR (bblLbE

WBLE3SIDRE kB HISUESIRE \BIRs Lhlit RSERE Lba ki1 %
— el ogmete l —

| 'Bik2 1eS1kh B 1D Mep IBIkehib ekt o hiSklkkbh

WERY It B lbbR%es 1Eh D23ks :98k Lei2dikel:

| :le2SIRRR B WSYSIBE |BIks bREK LRkt Rhiske Ll
A g 1 —

ey blalk@ 2%k :RR3slpkalEd (RIbROD
— 12 0 otueMKIR-RellhE® Rie || —

——

| klhiyliodte ibaibkisl B2 \BSI2EIOWE o2k D3RIk
13330 kn blhp) BJRISIBK IR BIKI BlIRRE Lkakybiksll
— &l pebell —

AWIQVOV DISNAW FHI 40 T¥N¥nol FHl

901



SANGITA SUDHA

— haginun —
qEEAASM ATA G WOV TATTT AR T Savaaw |
T g APAHITAT &} T FraTEIshy 7 Saet gt

— nNTRfETNEN —
ATST ST TR AARTETAT RS wag wEar | L5
TR qEqT F{OAT (4975 GaO5Tq X F THEA |
AR YATERTE: TATRARAT 92 FHIET G ) 450 |

——

— Il T THFEATCETG NS I —
A T THWATH WTATEARTIAH] (ORI |
— NEFaTN LN —
AAMY TEY TIUT g WINF ATAASIAT: GACT T I {02 I
ATCELIFTTRATAT QA AFCATIAT TR T |
P EaTET S T dar Rritarg | ) ek )

— IFFWEAT R} —
TN SO TAORATE | TGANFAAT TATeASG ATRT |
MPITCEHRTTAGARR 2t TN STTHEIET RS

T IS TFATHNA AT AT @G @1 G319 |

— acfywT 120

RIFFTRAT TOATA! =T AL ST A I I A58 )

STAST T TG AIAT AFIHRATG T THA |
frafstar 3= & ogim aearla eaamRar 0T I

107



108

THE JOURNAL OF THE MUSIC ACADEMY

— I FEEAREET I8 N —
A AARANTIORAET AT TIEAST T AVHIST |
T NI Al TATRIsT v fRe weE ol Rk

— nAEFAEd Nal —
TEIAE ASTIGU A Rergisy wagmeaT |
FATEE TERISTY T TFAISTAT ARG G 1| 19¢
SE g T A AgEregan frrarsat |

— NP RN —

Fariwi §xfy saraa ArE agisT grey sg=: 0 LR )
fRTeaRE aEE Tgwey §ussta awd = 1
T AqRAISaTg qut 7 gty T dmaasat |

— NESEE SN —
fregam: fe Sead at mrar aEisiste = @ s |
TRt FATTITIAT I STATHCEHTARET GTZT I L )
ATCENTTFAITHATRT T AFEITTAT THS T €47 |

— NFBESTN <N —
FISESTEAT AT T TSHAEI ST SSTT TFHT ||
ArZCATTATITITAATAT QT ATATST TRFHT(raT = |

— NogRIf@arnen —
SEA=TT TFASHAATAT: TTwmEl SIS T ggETEr 1 1@
AT FFAA T AAUR ATCHRATTT G |
ST TATETHOT 1T GSOAAT TUSPAITRL. I Ler )




SANGITA SUDHA

— I GTREwT 0 e
ataisi qafy swar s sgisT g T |
AREINEANIEG AT AGEGCRAAIivar = et
fereasaT T sEafavET @ T AT weorhreT |

— nagmain —
Tos=ga auia qETaa a8t gra iy agasEn 0 Lek |l
YIRS THHEIA: TS JAT TTTIFA &1 |

— amsftn RN —
al sl oforEaTAT ArETEET: gEe a9 N Re” |l
AYTAT A FATILHT AEATCTIIATTTT: |
ATIAE! FfATRRT T T {7 [fraaAar RN

— a2 —
AFIRTFFARTST T agATfeanT SrawaEiar |
NIAST IA=SA AR JAATAATTIAT T gort )| Lk ||
— hARTEATNWN —

TETTHE ATS AT ~ATaiTst ogasaar g1 |
at Gt gafy SrfFauiEeat AaTETIET = I 8¢ )
TMTCE HTAF T IS aRiRay sliqausga ar |

— gmafEarh i —
arrizat af afear Tagd aEATFanT maawaEE 1 %o ||
NS WA FESTldT @1 9 THAT T TI9T |

103



110

THE JOURNAL OF THE MUSIC ACADEMY

— nefEETa N —
AT FfSATEIATT FATET qEi s g S I AR
FrafSaT staegaret aeamerSEET |
AEEATT &fra: T gAewea@ane@war Il L’k

— n<fREtgwratsn —
AW T95Y WA s 1 ATaaE g STTIAT |
TRIRATCTIHIAT T TANTH: SATIONT R N 3R
SERAT M aRTgrRTRaTet |

— namrn len —

aravRraTAi SRviE AT AT g g age 4 Ry
Rrafsarhrasgarat o ageafgegar |
w3 frany wTfeaaT o emragRTid T Swaw 1 R
ST HEOTRTSTY & FraiegRar g |

— wEEmRRETN G N —
TEATAE STARAERFTET TITATAT ATAFIZAN |
FREIIAIICRYEAT a1 G qimisgar T 0 A&

———— —————

— W RN —
Famrhire AR T A ST e T |
SEATIN TTTRS THATH TEICHISEAT T WA A ST |
TEEg TSFEAT UF a€q| a4t aUanIagHt 51 |
— nEEREr NN —
TEATHY AGREFTETAT] ~qral ASTSTST g T T < )
ATIAT FIFRSHTARAT FEEIAT Saavgaat: e |



SANGITA SUDHA

Tt P T SaarseaT d @ ar Afestar 1Rl
THRTRAFT (TR TEARRARET TaTaTEg WINT: |

———

It AT TFHATITCET: | Ro |l
— NFRWraL —
YA TFATERATATATITIRTL, T30 RIS 0 Roo )
TATsTY quifa F R AT gEisasit T agwEisean |
AREITEHSTY T ATHTTITETINRT ATARYFTATHT, )| R0L
ATTAMTCRAAAT T FRgaIeatg et |
ATITEaTRT qgiea HiRARAr qirR aaraT I RoR I

— @S NN —
TEATHE T ORIERIT TTHAE AN TFATT, |
fAargraTgaTiRTR Tgahat agAReAET T ) Lo

— jaEEATn N —
AR QTR ZRAATH: FT AIAR{DOT T G AT |
ATTTAT TTAFATAT T ARTTATEIAEAT T 1l Ro¥ |

— NEmRETNS N —

AN RFTETTT FOATH FTET AL STSTY =T qFRIST, |
A (AT FTRAFT T TN ATATTILHRT N Ros ||

— nTEnan —
A= |l TFOT =T g2 ssh =T agaEtsE |
IHIST SFAISH T AerRIsTATEL g MRSt g1 0

———

111



32 Il bl ek asteplkbipRhisly B blp2 SRR b
— l:urlalkiibaie-pERR] ke | —

I Blislb@ye® Rikie blLEE Lkiitl>i R (DMIRE |

| Belblle RiitIDEN JR3R1E |SRIRE Feblnk] U2h

133l B ipkbeklwRRiehlcdpBn Bo Riphieds

| :122SIBER o hiSURESI2E |Blhs L2 Mebllt RIEE 31k
— o} Il ekle I —

oyl IE3SIPIBBEL kAR LRISLDER PRIRE
| :Le3SIRRk B hISUES)I2K |Blk: bRk l@iSLlk \Ritlk]it
— Nal@efiry —
Il 0 B ItSErbd) bhlkh 10REZLORD |PbIbE
| B )2Klekikc LRABER 1B 2RI IR RN
— U2 NiReuel —

2o Il leyesibie] 1B (RENE) DikekBE Blbshbpl

| bRbR B b ERIES plakabt D eS|k 210

I $1E2SILER ke hISUESIE 1Bk 1L2U0kRIIE RIKE RitibRE
— &1 teuanbl —

| Laig B 30 LoRoyEs MY Il b I

Il 6o I E IEbORINE B 1DIkshitRhitke Lthball
| Bip2SItED 1 WSUESIE \B1b: bRk [bikald Rkl
— U3l dkheipll —

AWIQVOV JISAN FHI 40 TVNINO[ FHL

11



15

SANGITA SUDHA

— nNYEEgfET LN —
T Samirad ST adisashy o SEatse: |
NEH g TSl AaAIsEat Wt agaTasEat gt 1 20
— wmmfETazn —
TETTHY GOy gEhri AavEt agisatsir T Sadtser |
FAMRAL avqTat §) TIH g qUSSiT ARSI

— NFEIn —
FAT FOT FAFATH: QT AR T SFaET |
ALATAT YAATIHIHT NEITCHR: SNTTAX T | A0
| I mEaTanATRARE oy faeTEn |

— NfEmmeTagn —
I FrasTgATRIared |t oAy = SEarear | R0 )

gt Smaka i o sarcIaTaTz T @ |

— T THRRH-FIATIRT: ) —
— nEEIETn il —
TEATAT TITRAFRIFET WSS a7 g AT 0 LS |
FITAIEIIRSTAT FIREAAT AT 0 |
AR TTTYTATETEALGY |7 ARSGEIU T RN

— | RmafEat iy —
frarfXai af afeat Tagy sga@immy T Saawear |
arel fmtgisT = Saadissar 3w RARa T g e )

113



114

THE JOURNAL OF THE MUSIC ACADEMY

— 1 AT BT ANRET NN —
— hFERETH LN —
fEFISITTTET AT 957 qarEaAr SRR |
*TE! FE SIS T a7 TewETyt aur SAaugwt g 0
NFIATIATIAE FILT qAqT g e

o= NFEAFT NN —
af gangAhnal g SEamwa aw: Ggw oF e ) 320
AITEEY TEAETTHT T GETR TyETESEt: € |
fargmrarw anta: enfegeraraT siar fFaar 1 20

— ITSHAEAEINRN —
TEATH ST AeqAT af SArQFET g T T27q0 |
FEHN T ATATIART ZY JHT T MAATCHAIAT Z IR
AT ferda auadw feNSaTsT widET gaar )

— nRgAN8gN —

sarfirarer wgd T Wit ArEsT TeRsiT = aewisa )
vt faartsTy & Saaer ugAisd afawr aafa |
FTTTAT Frarors RAISaT Regiaamar agd gQar 1 3%

— nRETRES s —

ai faTRiaiiar 965y ArEIST a5 & g RS |

— amAnEn —

feimwrai suathy M sataazian gaay s ) 3%



SANGITA SUDHA

Frafsar svrimarat ageargsit = g g )
Rrfiraraga¥a gt R Benarm ar ) ks )

—_——

— nAEEEEd el —
AAISTY ASIIGAT =T ASI ST A TIH: |
AFNTRITTGATAO Fafaar qaaFxa T &@ra | 2|
TGN TFAFEIL T GEleTar TNEAFA GFF |

— aFH NN —
FTREFRT Gafy Goaed sqrmagian gaey TIW 1R

ATTRHRTTGAT AT EITROSFTar arv |
MPITCTETECACTATEG AZRorar OF Aafea qeaqmg, 1l R3]

— ufggfinen —
qaEay Safy frxd v arearesisa: wbat g=m |
FTeeg SIS T FraE fetearar: i A |
— I T ATT-HF-TLET N L —
— nATFE NN —
at argSt qizvar Tagd | agaiaht = erarEar |
AN FTAF T AT FARAISTSATAT T I %3R |
T = gEeTly AESY SHT ATFIAART Fa0 |

— || 3T ATSTRRTFRATTIEAT: N RN —
— nagE N —

TLATAE NISTE RIHET TN HAGST qraw: 1 <22

115



116

THE JOURNAL OF THE MUSIC ACADEMY

TFTAMTEAT TT7 T TSATRGAT AARFASI: |
Gt grawd frar: qurl wAgesasRmRT T 1 3R

— NATFEN RN —
argeafireat wuarfy at ATETERT: @ T |
| agAeTEERar g arcforatar aRarmAT T 1 XA
rat wagafasr fFrewar argst maeTs Rrate |

— nEg@Nan —
AAT=TY TG g WINT AT AR Bhd TIAISTAT: 11 2% |
AREFTTATIAT F AFEATIAT AATAT T |

— || AFTAGANR N —
JEATAY ATSTIFT a1 AT GATT TIH: I 26 |
ATOTAT AZATIAT T FIEFTEATATAT T |
wrriaaTy Brafiar ar freftar mamiaderg 1R

—_ nEga Ny —

at agd gxfy govearaeaear agisTsiy T ggqa: w0 |
FqrErEg TESIST AT gwl ayaTansat g 0 R3aR

— NEEanEn —

at gad dwfy Fwa Aaraeg Tgetsa AoEwis |
Eiﬁ ﬁm?i"ﬁﬂf HEEE‘H‘W‘H‘Eqrg‘qﬁm g{ﬁ; I %Mo ||



SANGITA SUDHA

— pEtnen —
T TEIHIST g VIR TF et qZisHisTataw farg: |
TeE R STT AT TN SR AT BT 2

— NORTERN <N —
TRTfERTEat TR ATAAEIET 9AT TR |
AATRRT TEAATIHRT GRION = OO FOAAT A il 97N

— pIEEd e —
ATATAGARTST T ATGIST TIH: § g ATFIST |
wgATsTaw: eArfiE Aorrer FARZETshT A o 1R

— ngEiten —
FESTX ATAFASIAT TIHOGAT A0 TALG AT |

— W ATEARAT N N —
TLATAE ATSTTIET] ~ATAAZIA FATT TIH: ECeR
gPrgmeaTad favrg: @ Sxar grfg aadat |

— NEEEE AR
FEAT STl & T SAAAZTIAT QAT TIFN 24 |
FAT MAAAATESIAT AFZEITIAC FITFAT &7 |
Y WA ferafaT ar gead aEsIRfaear | e

— nAE N RN —
AnARF rerTAT F0TTET FATETRT gAva TE |
g T TEATHAGTAT AT DACEIIECANLIRT 1299
AT GATSTHRTRCAETAE 3 SFaagat: |

117



118

THE JOURNAL OI' THE MUSIC ACADEMY

— |l 3 AT A-FTATTOCET: L LN —
— NI L —
qTYE T ATFITORTIAET AT TIAQUZATH: 1| RB< ||
TFATCRT AT €7 AT SATSEH TgRAAFIRRI e = 1
T QIS FET AART AEATIRITSHITAA,. Il <85 )

— I W famTEESEg - ) s —
— N ATFIEAZT N LN —
TeaTCTERATY  faRTESATT R SRy T |
wreareag fRag weantmaer w?a{ﬁa’mérar%m{ I X0 |
TAERNTATI I AT AAeHATr | fereg o |

— nNwssF NN —
FosfeRET FAA0T TV TIHE-TLISTIST g TETAT: |
FRIRMTHITAT AT ATATA (53 FTarT |
AATAY TAAFAZAT AT AEZACTHATAT N RUR |
LN

STFANCIATTR T FoSFSRT Firar gaeg: |

— nEEgtnn —
fregam: Treafgwreat eI AT EEEE 0 R4 |
oZ fATTg g e a9af gHI (AA03q T A wava |

— nfRA N —
Al Gufy aan avat agi s T S s

— Fgaril eI —

starfirared Sqonfrarat evEaay sarg 5T Agisa |
wgait farisfr 1 Sraer s Afataagar a1y



SANGITA SUDHA
TN PR sy T 99 T gufaar ar afsas gmas )
TEATHRATY T AR grliaar ar Gaefigas 1 1&))
AFEFTEATIRT T QT AATAAT FRgiRar |

— nAEEwEIN AN —
A=Ay GUfa AQAWTAT T FIAGOT g JFADTN 39S |

— ngETinen —
o X - - PN .
T AT g FTFIST ~ITHT AL: AT FIHAAAT T |
fafaar avaagarsat agr wisagaataa VR
meaREEARE GGt 91 argaraEntaar a |
NIRRT STAISH AFZEAAT qGFARATAT T N R )

— natfRmErnen —

- . A -
FEATAE QAF JRAMAT TWZ AT +I1Q IE ASISTA: |
TATATTAT UgAZIST T 9THT AT AAAITAATH || &0 )

— ngfafgwr nen —
gzt ame quma ArgEg TRHIST g SIS |
AT T AFARFIIATAT & T97: T1H3E TgTGF: ) %R
NIFEAAT HTaHA JHEATRLA QT & gfoaa: |

— NgETT e —
SeN=qY GAfT graTret st agisast = faarsen |
fyafsar smzaneain gHagr GsaEAtms: |

119



120

THE JOURNAL OF THE MUSIC ACADEMY

— N AgIE™T N RN —
AT G TTHTIT TICATA “ v T AL ST IRERU
frafsar shraganat Yaere e i |

— nwrEE ] R’RN —
Fifssrthrat suafl Wt eSS T g At |
TH 1 MIEITI AT T g F |

— usfsETO RN —
AATRTITE SfSATETNT TATZTAT ~aTF TE ALIST: Il &4
MR aRTATAT Friy: afar @g armag: |
YT ArFRATITAT T TN TAT T AAFHREET | REE )

— AT H W N —
sAxfzaTeaTma 990 WISl FAE I SEisT: |
frafsar cgaremeTaaET Rewsaareany | k&9 )
FCHTAT TRTAIAT T SAFOSHISIISAT & | |

— uaArFS 0w —
ATETISHT ATHT TOATH: TICSTA 4T §Z AEIST: I &< M
Aot FETaTEET SSTEIRMARIET 7 399 |
PR aaagar TgATs ar Afvmedar R0

— AT RS —

AFITRETEATHS RITTTHT TALHISTIST g THAS: |
qqT NAGFPAAAA ST DEBAIASAGHAT QT 0 o |)




18

SANGITA SUDHA

— na NN —
Srasafret FaaThy Wt SNEEdt ATE 1€ JEisT |
RrafSar shragwrat aegegedafeT ada I RS N
SEtqaT Aegfiareg Rraagsiizar: @agaTiy AT o VR

— N AT IQIST-FI-AMAC 1N —
— namrnin —
AT W AGTATSTET i a4 i a5 |
NI T TAAAT Mrag=l gaugar = 1l 91 |
@ gAST B am WAty i gaat gofea

— @ISR —
TEAITR AEMRATTITAT AT TAFEATA AT T T2 ST: 191N
frgaraRER IS M AT 7 |

— || AT ATSTCIA-FAT-TE N ) —

— naEREaETin . —
foer: qrateaTgaes on SHEYST FATRAT N R
ATAIRAT qufy RrAaTRar 930 9 FeoE |
TITCTFW -1 T8 A ST (At Tar Sqremgesior || 0% |

— || AT THATMIITATICET: L1 —
— neEnin —

qraThral TANTII SIS FARATR TR |
Tl aEi sA ST AAIsTATERT YREfRTETISr 1Rve)

—_—

121



122

THE JOURNAL OF THE MUSIC ACADEMY

— } T FIEAIRATIT ) L) —
— nTmHTN LN —

AaTAR GO TIREIAATNT FUA TR |
SRACFAAT TATZM AT JRABAARFIAT T 11 9L
T AYTTAS AT FIHTEG HTT- AGEA: ALATE |

— A R —
— mw—ﬁmwui no—
T e R RreaTias. framr: wFwTe aa |

— nEETETA LN —
AT ARSI RNTREAT STEATE TS AT T Agisa |
gERa whra: Fremraraeg aregragTRng: |
FATRIZIST g THAS TATCRT MaAsEdr T | k<o |
fafaar wrenreo frarary Rfgsaasat

— NN —
wnitRsreat way tart s=rsam-are @ aism
ATt = frTERa gamdtT g T |
ATREFTIIIET T gort =i g N RER N
frite | AfeaddsgsT e w39 G

— IAgER AN —
agy Rrarat mgFafusat =nar sgism: groy sga: IRA
MR ST P TSI w ATy |
&t qgfin: QTN & e st e ie



SANGITA SUDHA

— I W THA-eTet 18y —
— NIF|rEESER LN —
Z& RRITT: Fudr Tl darcadeafrara =T |
STEIST TgHA: T g THAI ST ALY QG AT T N

— HAFE NN —
Zay i waariy STt sewermisa: |/ g agese |
TEYRIS R wEeadneaar o 0 Rk N

— NTENIN —
g firent wua Ramrird aesrs WARmE: |
FAIFEG TN @ § WA T Frargeeg o g 1l Res il
QO T QT IACITRATT Tk FRraT FHidan garar |

— NAE N8N —
At ATt GOy FWATH: TATCTAT AT T ASIST: N <)

—_——

— n W qgw R ke —
— nawTet NN —
Tl &l ogAeT WA ST SUai Woa: |
EIATT T GATTSAT AT TIFATATACATH, 1l ¢~ )
9T FraTE = |7 freer AEeaARagar g |

— NSt NN —
A TRt Fuar Tt sareagE sare 3E FEisa |
et Py Rea e SgayEEa g far fhoe

123



124

THE JOURNAL OF THE MUSIC ACADEMY

— W @ fysagwEfTIT O L —

— nwEmR NN —

Tt RraTRaagaes ST frmTa iy St arg |
S STy = Yaats= fafar ar soreace )R

— N A THFRERATIT N AN —
— aEmRFa Ly —
sgarhr Tmiwk Rreer at F Rt R |
T AIATIR T YTATAT GRfTAT ITFRITATAAT 1R
THT PRI RIAT & Sar Qi diEasag |

— |l 37 AT RTRRRITIG 1R N —
— pENSAN —
frredtnteas fawer swRfteret saat wagd ) 92
ATHAAL: T TEA! FNTI et TSIt &l |
frafstar adwogarsat Aegeargieaaaotay, I ke |

— N TES R —

JIEIANTGT TTEY TTIRE N agATey |
ar & T wrardeeEy s Rrararfyadt wao 1’

— I 77 Rrewgeten iy —
— ngrrfswT O LN —
AT RIFIgR IR e TRITSHTETSST 9 3T |
T ASTATAT T YAATATEATE FAST TATTTIENA || % |
AT AAATHAT F At STy & awew |

s et s



SANGITA SUDHA

— WA IR —
at ATt iy FHET: WrEEd AT 1§ qEISTE ) R
TMANRAETRTEE & 3T FegaTaaar T (

— sl —
FrfsFrwt atae Swatl TR & JFATAT 1R
T TFFATGIHT AT FHE ETTAEHT T |
T e T T ST STRHTIRIET T §4

— NRFGEETAN BN —
ATETA frat a3TH: | SaarEnea AR 7
FrafSar sTegmreor enframeamat Bt 1 Reo ||

— 1 T JgTETRAFRTET N —
— NgEA@t Nty —
frrrferst qeareae g fireat afaqEEE: |
YS! AT ST AFSTAW AFHAGTAYTEEATH, 11 a2 )

— Il 3 grEgegwEiaaTT )l —
— a0 —
Prrmiegagaer at wad aafa Sgaam: |
et AT STISTY T qRISTATATI TTH TIJTAT X4 |

. — ufpgEdt g0 —

fanTraet arRg STl ATt aEisTisiy T agHEisEr: |
MFITTRT AARATA T TISQVETAT HegaOq AT T || 203 |

123



126

THE JOURNAL OF THE MUSIC ACADEMY

— ) Fg ARSI NN —
— nagEFu Ly —
wgwg HoA Rt agsaRreathig deaisT |
TTAR TEINTE @7 ATCEIRGAT = qort )| 0¥y
gFRTRmET frafRarear s rRaEraTTiETT |

—_——

— |l ST AT N G ) —
— I AT FHTET AFFAT N —
— NareAEAN LN —
TR TAE: FHITHAT: AT QISATSARTSAIST 1| Rok )
AT AT HIATEAT TR SEATHIRT T |

— ) ATHETACIIG N —
— nwrgafERTN LN —
frgaurgiiatgy srariat af afeai sag@ 1% )
e agt sy T YadiseT: TreaTaT agaataar =T )

— oS —
Fomam: et at sare agisqrsi T Sadtsen
ATCEATFACATHEAT A AEFATAETAT T |

— nawsfeTiang -
wqreay ar Ffear awrar sgwgEiay 7 Searer |
gt FTQisT g SRy TaaEn sTAGTETT 1| 20 )

— i AT IRTTN RAN —
TRt frafaiearit eRrgTTang AT wa |



SANGITA SUDHA

— NTETOG AN —
AT g ANT AATITFATAES THRTCETH T T, )l o )
ArE gEisTishy T ARy AEATly: S |

® aQ FrgeEcgiias srarraRmiy a4t afg @ 6 ate )
TATSTHAILITRITAT TITEas? THagHISTd |

— ITRRE NN —
TULITATE] FUATIH AT & Saarmisiy T sarara: 1
AT HEAZUST AT AT |

TR RratiEATgse: engRfeaT g mita: 1R

—

— NEE®: NI —
AA=TY EETASEH & STaeda TAIEIST: |
fafea: wewt @y simqre frafegese 1

—

— NPgFE N8N ~—
NGITY FTFUTSER TIAT TSI STSET F ATAIS: |
AHRH: TIAFEAATT: § IGH{ A9 & aaqm@: ) )
W TS RAFETATE AmTRAR T IRRa |
TR Tga] afta FRregAETRTRTY RN

— n@fenan —
A 73 wgw @ wEl s =res frfimagewy |

. — IwUWRETICN —
wutfwi iy swam el 928 9 g areees: | %)
|7 SuATIT agfuET T ST ARgRTIE AT F |

127



128

THE JOURNAL OF THE MUSIC ACADEMY

— NI s —
ot gé FTEHLTSEAT 7T FEISASA T TFH T N291)

——

— naEgRnen —
TR FUATH TRT TTETA AT €8 AZIST |
MPATONSIANRITFT ATEUAICEHT TZaAeqqs | R 1)

— nmEmisie N —
TAIATAATANAT TARTTAET I § WAATIL: |

— hAmFEtgy ol —
=T GIFY ArETH: GATT ATETRAIFTET N AR
AR RAGUITH TTaTE! fHa areaiay |

— n@EN N —
aret g% ISITATT ST AT SIS T AAFISE: N

FITRFCT RIERT T ArgarEareingfiarat |
ATAHTRATY a7 garaeaq T J5 grffaest 1220

— nEgrS: RN —
AFTSTAET TN FEH =TT AZISTSTT T AI/SE |
FATTX TTETATHICN T T TEH [frarsiag: N RRR N

TR T IgREIRARISY A1 FEAATAR €4 |

— 1NN —
TEIET ACAATALET Y AATIATEATART: ) IR



SANGITA SUDHA—TRANSLATION
(Continued from p. 115 Vol. II, No. 2.)

(481-513)y—Familtiar Alankaras—

They are seven in number as shown
below :—
(1) Tara Mandra-Prasanna—Hﬁ:TmW-

ﬁ'GG' , &maﬁa‘&ﬁ', series.

(2 Mandra-Tara-Prasanna—HHﬁIW-
&H, &&Hﬁ'ﬂ'ﬂ'qﬂﬁ, series.

(3) Avartaka--Ga@RRaafta, RiGmR-
&ﬂ'ﬁ:, series.

(ft) Sampradana—ﬂﬂ&&ﬂ'ﬂ‘, '&&“‘Tﬁﬁ,
series.

(5) Vidhrta—&3T &, RA RA, series.

6) Upalolaka—aR @Rt Rk 7k, Rar
A A, series.

(7) Ullasita—qETAHT, ﬁ:&ﬂ'&ﬂ', series.

JATIS.

(514) After the Alankaras, have been
shown, I'shall now take those groups called
Jatis out of them, whence Ragas are gene-
rated.

(515) The Suddha Jatis are Shadji, Arsha-
bhi, Gandhari, Madhyami, Panchami, Dhai-
vati, and Naishadi.

(516-7) When the Jati has for its charac-
teristics, the svara bearing its own name as
Graha, Amsa, Nyasa and Apanyasa, besides
possessing all  the svaras, the Jati is
suddha—this is the general rule.

If, in the five characteristics, Nyasa is
omitted and the others are present, we have
a Vikrta or transformed Jati.(518—9), Of
the rest, Sampurnata (fullness), Graha, Amsa
and Apanyasa, there is variation by the
elimination of one, two, three or four and
mathematical combination ; thus, we have
respectively, 4, 6, 4 and 1, altogether making

15 combinations—showing the variations in
17

Shadji Jati alone by taking away 1, 2, 3, and
4 from them (520) of these 8 will be without
Sampurnata and 7 otherwise. Again, these
8 will have to be doubled for both the vari-
ations Shadava and Auduva for Jatis except
Shadji.

(521) There are 16 without Sampurnata
and 7 without Nyasa; and these make up 23
Arshabhi Jatis, variations on this plan.

(522) The six Jatis from Arshabhi to Nais-
hadi having thus 23 in each, they come up
to 6% 23 or 138 in all.

(5223) Adding the 15 of the Shadji to the
same, we have 153 Jatis in all,

VIKRTA JATIS.

(5223%-525) When two of these combinations
are mixed up, we have Vikrta Jatis, They are
sleven (1) Shadja-Kaisiki (2) Shadjodichyava
(3) Shadja-Madhyama (4) Gandharodichyava
(3) Rakta-Gandhari. (6) Kaisiki (7) Madh-
yamodichyava (8) Karmaravi (9) Gandhara
Panchami (10) Andhri and (11) Nandayanti,

(526-7). Of these, Shadja-Kaisiki is made
out of Shadji and Gandhari Jatis ; Shadja-
Madhyama, of Shadji and Madhyama ;
Gandhara-Panchami, of Gandhari and Pan-
chami ; and Andhri, of Gandhari and Arsha.
bhi. These are born by the admixture of two
Jatis. Then we go -tothe admixture of 3
Jatis.

(528). Shadjodichyava is made out of
Shadji, Gandhari and Dhaivati ; Karmaravi,
of Naishadi, Panchami¢ and Arshabhi; and
Nandayanti, of Gandhari, Panchami and
Arshabhi,

(529-31). I shall now state about the ad-
mixture of 4 Jatis. Gandharodichyava is
made out of Gandhari, Dhaivati, Shadsi and
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Madhyama; Madhyamodichyava, of Gandhari,
Dhaivati, Panchami and Madhyama; and
Rakta Gandhari, of Gandhari, Panchami,
Naishadi and Madhyama. Then about the
admixture of 5 Jatis.

(532). Kaisikiis made up of 5 Jatis—Shadji
Gandhari, Madhyama, Naishadi and Pancha-
Then about their Gramas.

THEIR GRAMAS ETC.

(533-40) Seven of these are related to Sha-
dja-Grama—Shadjodichyava, Shadji, Shad;a-
Kaisiki, Shadja-Fadhya, Naishadi, Dhaivati
and Arshabhi; and the remaining (eleven)
are related to Madhyama-Grama.

i,

Then about their Sempurnata, Shadavata
and Auduvata.

Gandhara-Panchamsi, Shadja-Kaisiki, Ka
rmaravi and Madhyamodichyava are Sua.
mpurna ; Shudji, Andhri, Nandayanti and
Gandharodichyava are Sampurna-Shadava;
and the remaining ten are both Shadava and
Auduva (in addition to being Sempurna).

In Panchami, Madhyama and Shadja-Ma-
dhya we have Sadharana svaras. When
Shadja is the Amsa-svara, it is Shadja-Sa-
dharana. When Madhyama and Panchama
are the Amsa svaras, it is Madhyama Sa-
dharana. When Nishada and Gandhara are
Alpa-svaras in the Jatis, they are Sadha-
rana. Not only is this the case with them
alone; but in Shadja-Madhyama also these
Svaras are modulated or Sadharana svaras.

AMSA SVARAS.

(541.5) Now about the number of Amsa-
svaras in the Jatis. They are as follows :—

Gandhara-Panchami, Nandayanti and
Madhyamodichyava have one Amsa Svara,
Dhaivati, Gandharodichyava and Panchami
have two Amsa-svaras; Shadja-Kaisiki, Ars-
habhi and Naishadi have three Amsa Sva-
ras; Shadjodichyava, Andhri and Karma-
ravi have four Amsa Svaras ; Gandhari, Mq-
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dhyama, Shadji and Rakta Gandhari have
five Amsa svaras; Kaisiki has six Amsa
svaras and Shadia Madhya has seven Amsa-
svaras.

In 18 Jatis there are 63 Amsa svaras while
they are Sampurna ; there are 47 when they
are Shadava and only 30 when they are
Auduva,

THE THIRTEEN RAGA
" CHARACTERISTICS.

(5469) In “the aforesaid Jatis and the
Rdgq,s ‘born of them, certain concomitants
invariably occur and they are thirteen in
number and they require a detailed descri-
ption.” Ishall now first name them. They
are as’ follows—Graha, Amsa, Tara, Mandra,
Nyasa, Apanyasa, Sanyasa, Vinyasa,Bahutva
Alpatva, Antaramargea  Shadava, and
Auduva,

(550-2) The initial note in a Ja#i goes by
the namesof Graha i.e.,—the distinguishing
note as well as the note in relation to which
the Samvadi notes and Anuvadi notes are
found out, as also the Bahu (frequent) note
is ascertained in the Vidari (the insular por-
tion of the Raga parts), and the high note
and the low note of range in the Raga 3.
It can also be its own Vadi (Amsa) and
Samvadi; its Anuvadi shall be a different
Svara ; even then Sanyasa, Vinyasa, Apa-
nyasa, and Nyase may be the Graha
itself.

(553-4) The Vadi note ie., the frequently
used note’in singing the Raga is the Amsa.
In the Gitas this characteristic can well be
noted. The question then arises; Graha is
a frequently used note in a Raga as well as
the Amsa i.e, they are both Vadi notes;
how then to distinguish them? The mere
frequency is the quality of the Amsa; it can
never be the Saemvadiin a Raga; whereas
the Graha can be both Vadi and Samvadi,
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(535-7) The higest note (Tara) in the range
of the Raga is counted from the Amsa in
the Madhya Sthayi; and the Raga reaching
the 4th note above its octave. The Raga
should never be sung above this note. There
are exceptions to this 4th note—rule. In
Nandayanti the octave is the highest note
used. When the Amsa is Sa, the Raga may
goup to Pain the Tara Sthayi. This has
been pointed out for the play of the Raga on
the flute and other instruments,

(558-9) I shall state the lowest limit in the
range (Mandra) of a Raga whose Amsa is in
Madhya Sthayi. Itsoctave in the Mandra
Sthayi is the lowest limit. There are ex-
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ceptions here too. In the two gramas, (the
Shadja grama and Madhyama grama) Ga
and Ni are respectively the Nyasasvara.
For Ni we have to substitute Dha; and for
Ga, we should substitute Ri as Nyasa (in
the Madhyama Grama).

(560-64) The end-note is called Nyasa:
and there are twenty one Nyasa svaras in
all. In Shudja and others the svara-
names indicate their Nyasas. In Shadja Ma-
dhyama, Sa and Ma are Nyasas ; in Udichya.
vas, it is Ma ; in Kaisiki Ni, Gz and Pag are
Nyasas. In Shadja-Kaisiki, Rakta Gandhari,
Andhri, Gandhara-Panchami and Nanda-
yanti, Gais Nyasa: and in Karmaravi, Pa
is Nyasa. Thus there are twenty one in all,
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MUSIC—AN UPASANA

Subrahmanya Sastry, Sistla Narasimha
Sastry and the late renowned Korada
Nageswara Sastry, and has helped me to
acquire a smattering of the Vedantic lore of
the Advaitic school by the study of Sree
Sankaracharya’s Bhashyas at the feet of the
three last named Gurus.

This study of Vedanta in its original sour-
ces, however meagre, has enabled me to feel
the heart of Sri Tyagaraja‘in closer detail
and sip at least, the surface waters of his
oceanic-learning. I do not know whether I
shall ever in the present life sink deep into
the ocean and get immersed in its infinite
blissfulness, no more to rise again to get en-
tangled in the meshes of human hankerings.

Again Sirs, the English education I have
had, has also played a part in shaping my art.
It has rendered my mind free to catch and
assimilate as much as possible the unique
points in the art of great musicians with
whom T have come in contact, such as Messrs
Tirukkodikaval Krishna lyer (Violinist),
Anantarama Bhagavatar (Vocalist), Rama-
nathapuram Srinivasa Iyengar (Vocalist),
Konerirajapuram Vaidyanatha Iyer (Vo-
calist), Trichinopoly Govindasami Pillai
(Violinist), etc., etc. I may say that of all
the musicians I have heard with a view to
copy, Tirukkodikaval Krishna Iyer wasthe
only person who preserved theclassical purity
of the Carnatic art in all its varied aspects.
As such I have tried to explore his great art
and fashion mine upon his ideals to the mea-
sure of my humble ability. Konerirajapuram
Vaidyanatha Iyer appealed to me as a
founder of a new faith and aroused my admi-
ration and veneration. These two personages
I treat asalmost my preceptors next only to
my father. Hallowed be their names!

Again I came across Messrs T. Sangames-
wara Sastry (Vainika), Papatla Lakshmi
Kantaiyya (Voco-Violinist), G. Kotaiyya

Devara (Voco-Violinist), Gorti Lakshmina-
20
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rayana (Voco-Violinist), V. Ramasubbaiyya
(Vocalist), Guntur Raghavulu (Violinist), the
illustrious musicians of Andhra Desa who
had served the motherland so as to replenish
her glory even before I began my career. They
have exerted a very great influence upon me
as practical artistes of a very high order and
invigorated me to perform deeds perhaps
beyond my ordinary powers.
their souls!

Peace attend
In this connection I cannot
refrain from mentioning the names of cer-
tain great souls whose benedictions have
gone a long way to make me what I am.
Pallavi Seshaiyya lyer Garu a musician of
unrivalled skill at Pallavi and author of great
many original keertanams, patted me on my
back and blessed me when I accompanied him
on the violin, when [ was only 14 years old,
to his great admiration, in a vast gathering
of pandits, critics and lovers of art, collected
to honour him, in the Kanyaka Parameswari
temple at this place. Susarla Dakshinamur-
ty Sastry Garu, a musician of outstanding
eminence who has bred up a number of scho-
larly disciples loved me more than his own
sons and disciples and showered his bounte-
ous benedictions once and again upon me on
every occasion he would hear me sing or play
on violin. Again Putcha Sitaramaiyya Garu
a millionaire philanthropist and patron of
arts, besides being an unparalileled harmonist
himself, became attached to me as a father,
and lavished his bounties and blessings upon
me and immensely contributed to my cultural
and artistic advance. Chebrolu Venkatarat-
nam Garu, and Chebrolu Papaiah Garu
brother musicians of a high order who passed
away very recently at a very old age had been
my constant well-wishers and they deserve
my gratitude. Blessed be the names of all
these noble personages !

Sirs, I know my faults both asa man
and as an artiste much better than even the
worst cynic may like to reckon in me,
and I cannot feel flattered by the profuse
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ontflow of your magnanimity in the free
application of the several attributes to
qualify my personality, humble as it is.
God’s mercy come upon me to merit your

gifts and greetings! I thank you once mare
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for the honour you have done me. May God
Sri Ramachandra correct my career and
compose my soul ! May He bless you all with
long life and prosperity ! May Nadopasana .
reach all souls and bestow everlasting bliss!

Aum Tat Sat !!

SOME NAMES IN EARLY SANGITA LITERATURE (Contd.)

By

MR. V. RAGHAVAN, B.A. (HONS.)
Research Student in Sanskrit—The University of Madras.

Sangita Chudamani of King Pratapa.

Another work.

In my first paper on “ Some names in early
Sangita literature,” publishedjin this Journal,
I had mentioned a king named Pratapa as
being quoted by Parsvadeva in his Sangita
Samaya Sara.* Parsvadeva says in the 4th
Chapter of this S. S. Sara :

TFATHE TET T TIAAT a7 |
AR SATE: T RIFrgr |
—HIFTT: S, 80. Triv. Ed.

I could not make out the identity of this
writer or the name of his work then. Now
evidences have come up toshow that King
Pratapa was a great authority like Bhoja
and Somesvara and that he wrote a work
called ~@EEASTAIL
quotes this S. Chudamani in his com-
mentary on the Prataparudriya, with regard

Kumaraswamin

to curtains on the stage for lasya dance.
(pp. 26. Balamanorama Edn.) The Triyan-
drum palace library has a copy of this work,
(pp- 80. Ms. No. 1417).

commentary on Mty by

the

The
Lakshmidhara (Tanjore Ms.)' quotes
S. Chudamani of King Pratapa :—

Pp. 10. on the Prabandha called ATSETOIT—

qgw q-[STAT—
Tgf: arghn: SEhrrsaRARTg T |
AT FIUA: TATTLREAYAT |

Again on pp. 16, it is quoted on WIAIF or
Pallavi in a song. Mr. Ramakrishna Kavi is
of opinion that this Pratapa is Tailapa I,
a Western Chalukyan King, who is called
Pratapachakravartin in his inscriptions. His
date is 920, A. D.

* Vide pp. 31, The Journal of the

Music Academy Vol. III,.Nos, 1 & 2.



Extracts from Periodicals.
THE COMPLEXITY OF SINGING.*

Under the above title there
appears in the earliest issue of The
Musical Times of last year an inte-
resting article by Mr. W. S. Drew,
remarkable for the ¢Free opinions
freely expressed,’ on the many sophis-
tications and misconceptions etc.,
that crowd the sphere of singing and
song-teaching, and its round expo-
sure of the exaggerated importance
claimed by the over—enthusiastic
advocates of the methods of teach-
ing in favour of vocal training,
breathing exercises, humming exer-
cises etc etc., to the entire exclu-
sion of factors that vitally matter.
Mr. Drew says :—

The simplest act of speech involves the
co-ordination of three very complicated sets
of muscles: those of inspiration and expira-
tion: those of phonation (the intra-and
extra-laryngeal muscles), and those of arti-
culation (the muscles of the jaw, soft palate,
tongue and lips). Singing does not require
the action”of any muscles in addition to
these, though it does necessitate the more
delicate control of most of them. The anato-
mist and physiologist therefore will probably
want a good deal of persuasion before they
are likely to admit that the act of singing is
a simple one.

* * *

Let us consider the voice mechanism
a little further. So far as crying and
inarticulate sounds are concerned, the co-
ordination of sets cne and two (breathing
and laryngeal muscles) is instinctive, that is
tosay, they function efficiently without any
previous instruction or practice. The first

thing that a new born child does definitely
on its own account is to draw a deep breath
into its lungs, and a part of this breath is
almost immediately expelled in the act of
uttering its first cry. The co-ordination of
these two sets of muscles with the third set—
those of articulation—is learnt by imitation
during early childhood. Not only this, but
also the singing of simple melodies may be
done without the conscious contraction or
control of any of the very numerous muscles
concerned. Children with good discrimi-

nating ‘ears’ can and some children
do, become good singers without any
training other than the ear-training,
which is the result of hearing good
models.
* * *

But sooner or later a serpent enters
this subconscious Eden : and those- who

called the larynx ‘Adam’s apple,’ were really
indulging in a very pretty metaphor, because
the directing of a singer’s attention to his
throat, immediately destroys any simplicity
his voice-using may have had before. It
tempts him to take the <control out of
nature’s hands. This is always a mistake.
and it is sometimes a disastrous mistake.
Nature says to the child, “Listen to a
sound and think about it, and I will produce
it for you.” So the question naturally arises,
why is this not good enough for the adult--
what is it that makes people desire to substi
tute a conscious control based upon feelings
of muscular tension in the throat and else-
where for a control that should be left
entirely to the ‘ear’? The answer is that it
comes from the process of sophistication that
is inevitable during the education of every
normal human being in a civilised commu-
nity.
* * *

Some singers think too much of their
breathing, some too much of their throat,
and others are pre-occupied with the organs
of articulation. Many ‘methods’ of teaching
so far from curing this sophistication tend to
exaggerate it ; and the last state of the pupil

Italics are ours.

tFrom The Musical Times,
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is worse than the first, unless, as sometimes
happens by a lucky chance, the mistakes and

exaggerations of the ‘method’ just
overbalance the sophistications of the
pupil.

It is worthwhile tracing in some detail
the origin of one of the most common diffi-
culties of tone-production. It is impossible
for an ordinary civilised person not to know
that the sound of the voice is originated in
the throat, nor isit possible for him not to
have heard the words ‘high’ and ‘low’
applied to notes. These words are obviously
purely figurative when applied to sounds or
temperatures or degrees of skill ; but the term
‘high’ applied to a note of the voice gives
the impression that an effort is needed to
reach it. ‘This is quite a correct idea, for the
muscles which are responsible for tensing

the vocal cords usuallyf have to work
harder for a high note than for a low
one.

Owing however, to a peculiarity of the
nerve supply to the larynx, when these mus-
cles are tensed in response toa message from
the auditory centres, a feeling of muscular
strain is not telegraphed to the brain as it
would be, for instance, if the lips were pres-
sed together. To put the matter in another
way : to a savage or a child, so far asthe
sensations in the throat are concerned, a
high note within the compass of the voice is
just as easy to sing as a low note. But the
sophisticated person is not content with this,
so he satisfies his desire to feel an effort in
the throat by contracting some of the mus-
cles in which he can feel a strain—often the
muscles concerned with the act of swallowing.
This usually has the effect of making one
part of the complicated air-resonator of the
voice shorter and narrower at a place where
such changes have a very marked influence
upon the quality of the muscial note. Faults of
this kind are primarily psychological and their
cure is often very far from being a simple
matter. A cutand dried ‘ method’ that pro-
duces good results with one singer will often
be useless or worse with half-a-dozen others,
And the same thing is true of sets of exer-
cises.

* * x

The head of the singing department
in the human organisation is the ear, and
whatever splendid ideas the teacher or singer
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has about technique; something is almost cer-
tain to go wrong: unless the ear finally does
the ordering.

Let us now proceed to consider
the various complicatioﬁs that beset
us. ‘With regard to breathing exer-
cises and humming exercises mis-
conceptions run rampant without
any clear idea of their real purpose.

The psychologists and anatomists, will
tell us'mere singers—that we can contract
the muscles of our larynx without being con-
scious of any feeling -there. We know
on our own account that the breathing mus-
cles can also contract without our being
conscious of it—as they do during dreamless
sleep—but we also know that we can control
the breathing consciously and this introduces
the danger that instead of the breathing
going on easily and ‘naturally’ in response to
a command from the auditory centres, it
may be controlled independently -during
singing by definite attention to its muscular
sensations. Systems of voice-training . lay
stress (and rightly 1 think) upon breathing.
exercises, and there is no doubt that breath-
ing can be much improved by a well.devised
system of exercises. * But the final object of”
the singer is to sing, not to breathe, and it is
quite easy for his breathing powers to im-
prove without any corresponding improvement
in his singing ; for his interest in the way his.
breathing apparatus is working, distracts his
attention from the world of sound out of
which it should not be allowed to stray for
the fraction of a second when he is actually
singing.

Singers are sometimes recommended to
do breathing exercises while raising and low-
ering the arms. I have seen such exercises
criticised on the ground that, since the arms
are not raised above the head during singing,
it is useless to practise breathing in this way.
Quite apart from the question whether the
exercises themselves are good or not, this
form of criticism is based entirely on the
misconception of the function of exercises
for the voice. The reason for all such exer-
cises may be summed up by saying that their
object is to make sure that a machine which

+Those who know a good deal about the mechanism of the voice wiil see the [orce of the ' usually’.
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works efficiently in all its parts is put under
the control of the ear. A similar criticism has
been made of humming exercises ; that as one
does not sing with the mouth shut, exercises
done with the mouth shut are waste of time.
As a matter of fact, it is possible to make
humming exercises extremely useful in
forming an association between certain
sounds and certain sensations. (However the
present occasion is not one for the exposition
of the details of such exercises). This
criticism of humming exercises is doubly un-
fortunate because it is plain that a good many
m’s, n's and ng's have to be 'sung,’ and also
because the main object of such exercises is
to put part of the singing instrument in good
working order, not necessarily to ‘copy’
what it has to do in a song. No one criticises
the game of football by saying that one does
not have to tear wildly up and down a field
(except on the rare occasions when one is
being chased by a bull) in ordinary life.
Every one—except the newspapersand the
‘sporting * public—knows that games, on
their physical side, are designed to keep the
body in a healthy condition.

We -meet with yet another con-
fusion ;

The mention of the word ‘instrument’
brings one to other complications in dealing
with the voice. The term voice is here used
and should, I think, be kept to mean a
mechanism: and not a sound. Much con-
fusion arises from the habit which writers
and teachers have of using the word ‘ voice '
in two different senses or even three ; some-
times for the whole mechanism which pro-
duces the sound, sometimes for part of it,
and-sometimes for the actual sound pro-
duced. The habit of switching off suddenly
_Jrom one meaning to another and then back
again when convenient, is responsible for a
great deal of nonsense and absurdity. As 1
have pointed out before in this matter of
singing and singing teaching, many terms
that begin life as innocent little figurative
phrases grow up to be the parents of a whole
family of confusions. The main principles
of sound-production by the voice are so
similar to those in instruments such as the
clarinet (a vibrating reed and an air-resonator
in ‘sympathy ' with the vibrations) that
people have inevitably got the idea that it
should be learnt and practised ina waysimilar
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to that used for other instruments. But though
the similarities may be interesting to the
theorist who is classifying instruments (and
has to put the voice in somewhere), to the
practical man the differences between the
voice and every other instrument are the
things that are of fundamental importance.
There is no other* instrument where the
variations of pitch are brought about by the
changing tension of the vibrating body; there
is no other instrument where the change cf
pitch of a note is not associated with some
kind of conscious muscular change (as a rule
visually obvious as well). It may be said
that the word ‘ voice’ is to be reserved for
the instrument or mechanism that produces
the sound ; dees not this make nonsense of
such a term as ‘ voice training,” for how can
you train an instrument ?  Well, the answer
1s, of course, that you cannot train an
instrument ; you can only train a person
to use it, unless the instrument happens to be
part af the body. Now the voice i1s part of
the body, and any one who practises singing
fora year has, at the end of that time, an in-
strument to play on different from;ithe one he
began with. If the excercises are'done under
wise direction this 1s a great advantage, but
it is not very easy to see how this adds to the
simplicity of singing.

There are other fallacies still on
the question of tone-production.

A superficial reasoning by analogy goes
like this: ‘If you are learning the piano-
forte and you find that one of your fingers is
weak, it 15 obvious that you must do exercises
with that finger; therefore, if you are learn-
ing singing and you find one of your notes is
weak, you must do exercises on that note to
strengthen it.’

If the fallacy in this argument cannot be
seen we will put it the other way round. If
you have a weak note in your voice you prac-
tise it till it gets stronger, so thatif you
have a bad note on your pianoforte you ham-
mer on it till it gets better. Well, that
settles the argument all right. But a cause is
not necessarily wrong becuse it is badly
argued, so we must give positive reasons for
our pradoxical rules. The reason for singing
your best notes most often is to give your ear a
good model. The student of singing is bound

L}
* ' This is perhaps over stated; braas instruments work to some extent in this way."”
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to hear the sound of his own voice more often
than that of anyone else. It is a matter of
common knowledge that an Englishman who
spends some considerable time in the United
States returns with what we are
pleased to term an American twang,
and the American who spends some time
here goes back with what his fellow-
countrymen are pleased to term an English
accent. Voice trainers have been slow
to make use of the hint given by such facts.
So far as quality is concerned, voice training
is not a matter of making the vocal muscles
stronger, but in learning a more exact and
subtle coordination; this can only be done
through the ear. The poor notes are prod-
uced by just the same muscles as the good
ones. Mere scales and exercises have no
tendency in themselves toimprove the quality
of a voice: in fact, a bad tone may easily be
stereotyped through their means.

To sum up: When we consider that the
singing of a single syllable involves the exact
co-ordination of three complicated sets of
muscles—those of breathing, phonation, and
articulation ; that the control of the first set
is partly automatic and partly conscious, so
that the rate and extent of inspiration are,
within certain limits, under the control of the
will, that the second set—certainly as far as
pitch is concerned is entirely under the con-
trol of the auditory centres of the brain, and
that the third set (the muscles which are
responsible for movements of the jaw, lips,
tongue and soft palate) are connected with a
veritable maze oF visual, tactual, muscular,
and—most important of all—auditory sensa-
tions, when he consider that the sensations
connected with the singing of such a
syllable are partly due to the feelings of
muscular tensions in the first and last
sets of muscles (rendered more puzzling
by the absence of corresponding sensation
in the second set), partly dueto the vibra-
tory motion of the air in the resonators and
to the sympathetic vibrations set up in
the bones of the face, nose and chest and
partly due, finally, to the actual current of
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air—this last Deing very slight but quite
enough to mislead many people into thinking
that in someway it.‘ carries’ the sound, when
we consider all this, I say, we need not be
surprised that those who have not trained
themselves very carefully in habits of accurate
reasoning (which also has a technique, by the
by). are inclined to make a muddle of their
terms and theories.

Mr. Drew proceeds to take the
final word of encouragement from
the writings of Bishop Berkely :

“You see, Hylas, the water of yonder
fountain, how it is forced upwards, in a
round.column, to a certain height; at which
it breaks, and falls back into the basin from
whence it rose :its ascent as well as descent
proceeding from the same uniform law or
principle of gravitation. Just so, the same
principles which at first view lead to scepti-
cism, pursued to a certain point, bring men
back to common sense.” (Third dialogue
between Hylas and Philonous).

Applying this to the case on
hand Mr. Drew concludes thus.

It is not neccssacy for the student or
amateur to have a profound knowledge of, or

.

to warry himself about, these theoretical .

considerations and complexities, provided
always, as our legal friends say, he does not
make up a theory of his own ‘based upon-a
very inadequate set of facts. If he hasa
good discriminative ear, le., one which not
only hears intervals clearly but one which
readily distinguishes different qualities of
sound, he can arrive at a fairly high level of
skill in the art of singing with the expendi-
ture of much less time and trouble upon
purely technical matters than is necessary in
the study of any other musicial instrument.
The ear must always be his chief guide ; but
if he concludes from this that he wants no
other he has misunderstood the purpose of
this article.
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THE MUSICAL IDEA.*

It is very often-said that the ideal
of Indian Art lies in the suppres-
sion of personality and the glorifica-
tion of the spirit behind and that
“The marvel of what is invisible,” and
“The splendour of what is not seen,”’ are
expressions of abiding import to
the Indian mind. Wae are sure that

‘lovers of Indian Music, eager to get

at the western view, will peruse
with interest, the address entitled
‘The Musical Idea’' delivered by
Sir John McEwen, M.A., D.Mus. to
the Yorkshire District Conference,
held towards the end of May last

‘year, at the University of Sheffield.

We give below extracts therefrom.

Sir John opens his address with a
quotation from Robert Browning,
which, to us, sounds very much like

the famous line of Valmikii—* «1&
ARy AErERT... X FY afe Roran

Probably every musician has at one time
read or quoted with some self-conscious grati-
fication Browning's line * The rest may
reason and welcome: 'tis we musicians
know.” Whether he meant that * we musi-
cians” possess a key to the riddle of life and
the solution of its problems which others—

less fortunate—do not enjoy or whether this

isonly a rhetorical and poetical expression
devoid of real significance and meaning, are
questions which can never be answered. We

.cannot ask him now. In the courseof a fairly

long experience of music and musicians, I
have not found either that familiarity with
and practice in the art enables one to give
with assurance any answer to the riddle of
existence, or that musicians as a class enjoy
exceptional and special privileges which
differentiate them ftrom the menibers of any

“The writer

other profession or occupation. Like other
people, they are industrially engaged in
meeting the duties and responsibilities of the
communal life in which they are immersed,
and if the artistic experience occasionally
brings an exhilarationand emotional distur-
bance which for the time being lifts them
up from the surface of the commonplace, this
is not a unique reaction reserved only for the
musician and associated only with music. So
that,if I take the latter part of Browning’s line
as text, and ask what exactly it is which “we
musicians know"” and which non-musicians
are ignorant of, I do not feel that I can
answer that question as the poet implies, by
the too tight stretching of a superficial
analogy.

Up to the end of the 19th century, the
general attitude of the literary non-musician
was characterised by an implicit acceptance
of the idea that the musician did know some-
thing which escaped the cognisance of the
non-musician. Craftsmanship wag admired
and reverenced, and ignorance of séchnical
process and technical accomplishment was
usually regarded as a reason for a proper
modesty and humility. To-day, matters
are reversed. There is amongst literary
non-musicians the belief that technical abi-
lity and accomplishments of craftsmanship
are really a hindrance to the real know-
ledge of music; that ignorance of the
essentials of the art leaves the mind open to
the =sthetic experience, and that the real
meaning of music is realised only by such
people as possess minds of this blank and un-
biassed character. If Browning had written
Abt Vogler to-day, he would perhaps have
said ‘“ 'tis we non-musicians who know.”

comment of a well-known
critic on  the orchestral
version of  Beethoven's Sonata for
Pianoforte, Op. 106, arranged by
Weingartner, I quote the following sentence:
“May there not be works the secret of which
can be unearthed only when we disregard
the actual sounds made on the physical ear-—
for the composer may have failed, for this
reason or that, to find a physical medium
corresponding absolutely to his thought.”
seems to hold the view that

From the
professional

* From ' A Music Journal’,

B e e e T

*Vide Ramayana, Balakanda 19th Canto,
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Beethoven, in composing this Sonata, was
chiefly struggling to express through musical
sounds and relationships something vaguely
termed “thought” which existed in the mind
of the composer independently of the musical
expression, and which is associated with this
musical expression simply because there is no
more adequate medium available. From
this point of view, therefore, the listener who
desires to grasp or apprehend fully the
meaning of this Sonata must “pierce
through” the sensuously perceived impres-
sions and penetrate to a deeply underlying
reality which is indicated by these impres-
sions.

If I interpret rightly the meaning of this
particular writer, 1t seems as if he comes into
line with Browning's mystical position. Both
seem to imply that the sensuously perceived
apparatus of music—sounds, tones, timbres,
etc.—is only an appearance of more or less
unsubstantiality which overlays and so sug-
gests a deeper reality beneath, In Browning's
view this reality 1is definitely moral and

ethical, concerned with the whole problem of-

human existence, the antithesis of good and
evil and the relations of man to the universe,
of the finite to the infinite.

The more modern writer gives no hint as to
what he means—whether this or some other
category or classification. He simply sums
up this underlying reality as “thought";
which is the vaguest and least definite term
possible. It may comprehend all that mystic
elevation of mind which Browning's poem
exhibits, or it may be’confined to any special
and restricted form of mental activity.

What both writers agree upon, however,and
implicitly assume—is that the musician (%.e.
one familiar with the technical vocabulary
and processes of the art) can * pierce
through ” these processes to a deeper reality
which underlies them and which they express.

The question at once arises—if this view is
correct —can this reality be described or re-
garded asa musical reality, or is it something
which is expressed in musical terms only be-
cause thereis no ‘ more adequate medium’
available.

The answer to these questions, if one
is content to remain an interpreter, is
that while the reality expressed and
the medium of expression are indepen-
dent of one another so far  as the
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essential nature of each is concerned, the
perceptive and instructed hearer may pass
from the expréssion to the thing expressed,
and in that sense there is a necessary associa-
tion and connection between them. It does
not, however, follow that the converse is
true: that the mind which apprehends the
realities involved (more or less) can immedi-
ately leap to the adequate musical expres-
sion. This:implies a special kind and degree
of sensibility, and it is the possession of this
sensibility, which is the distinguishing mark
of the musician.

) 1 takeit that the extension of this theory—
if it is admitted in the case of music—is

_justifiable and presumptive with the other

arts. In fact, it seems, if -it can be granted,
to provide that basis and explanation of art
in general which most artists seek for with
some assiduity : that each art, in its own
way and by its own medium, furnishes a
more or less adequate medium for the expres-
sion of “thought” which in itself is not
immediately or directly concerned with the
artistic medium.

To introduce this Sir John gives
two quotations taken from the
Daily Press; the one from the com-
ments of another professional critic
on a new composition, the other
from a letter written by a non-
professional music-lover. In each
of these there occurs the word used
as the title of the address—Idea.

In the ficst of these the critic, summing up
his impressions of a new work, says:
* While the musical sincerity and technigal
skill of the composer are evident, the ideas on
which the work is based are not worthy of the
trouble expended upon them.”

The letter is as follows:—* . I write
to protest against the sarcastic remarks made
by Mr. . . . . . with regard to the
Schumann piano concerto. I have yet to
learn that a work so clear, fresh, good hum-
oured and charming should be labelled *a
very pretty piece of bourgeois German roman-
ticism.” Anyone who knows the work in
question will agree, [ am sure, that it contains
first-rate ideas throughout, and is quite obvi-
ously inspired music, not something put
together or consciously designed to depict
some scene. , . .,
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Neither of these last writers give any hint
as to what this term ‘‘musical idea'’ means
for them: they seem to imagine that
everyone will understand what they mean
and that no definition or explanation is
needed. Music, according to them, is
based on ideas, but whether these are
specific things expressible only in musical
termsand relevant only to musical statement,
or whether these ideas are general and funda-
mental and only find particular and occasio-
nal expression in music is by no means clear.
If the latter,they are really at one withBrown-
ing and my first quoted critic; if the former,
they seem to introduce into the discussion
something distinct. My own feeling is that
the term " idea " as they use it has a particu-
lar and almost technical meaning, and from
this point of view the subject can be regard-
ded as leaving the vague and mystical heights
which render useful discussion almost impos-
sible, and coming down toa level where we
practical musicians can talk about it.

My dictionary defines the word “idea” as
“ an image or conception of a thing in the
mind,” and there is not a word in this defini-
tion whichis really helpful or above criticism.
Words are only explained by other words,
and when we try to offer a precise definition
of a simple orelementary term we are reduc-
ed to going round and round in a circle. Let
me, therefore, devotea moment toan attempt
to define—indirectly, but with sufficient clear-
ness—what seems to be meant by this word
as it is employed in ordinary speech.

The essential distinction between what
we mean when we use the term *‘idea™ and
what is implied and understood by such
words as ““image,”’ *‘impression,” “sensation,”
etc., seems to be that in the mind first there
is some definite activity of the mind.
For an idea—in this sense—to be in
the mind, there must be some active correla-
tion or co-ordination. I need not elaborate
this point, but applying the same distinction
to music, I might define a musical idea asa
relation between two or more musical
elements—sounds. tones, silences, etc.

To illustrate this point, let me take the
opening of the Egmont Overture of Beetho-
ven. As you know, it starts off with a long-
held note, F, played in various octaves by the
full orchestra. Structurally, this note is un-
connected to the rest of the work. It is
simply a call to attention. But it is present-
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ed in such relations, that through these
relations it constitutes a musical 1dea. It
presents a complex arrangement of pitch-rela-
tion and tone-relation—all co-ordinated by
the principles of tonality and rhythm (every
instrument begins and ends at the same ins-
tant) which makes it a definite and coherent
musical idea. If Beethoven had given in-
structions in his score that the various
players should (before attacking the real
structural outlines) each play some in-
definitely long and indefinitely pitched
sound, the orderly relations which must
underlie a musical idea would have been
absent, and the result would have been
incoherence and contradiction. This then,
isan example of the very simplest kind of
musical idea. Whether it expresses ‘‘thought’’
in the sense in which that word was used in
the first quotation I have read to youisa
matter we might well discuss if there were
time. On the face of it, there seems to be
reason for answering that question in the
affirmative. Beethoven certainly must have
had in his mind the drama to which this
Overture had to serve as a prelude, and this
idea, as well as the other ideas in_.the Over-
ture, no doubt had for the composef‘a signi-
ficance derived from the character of the
drama, and his own emotional reaction to it.
If my definition of a musical idea is accepted
—a relation between two or more musical
elements—then there is no doubt that this
opening long-held note of the Egmont Over-
ture is an idea, and as such takes its place in,
and can be logically developed in the course
of a coherent composition. The elements
which are exposed in relationship in it are
pitch and duration—sub-divisions of what
more generally we call tone and time. Both
are definitely fixed — pitch by the composer—
duration by the performance. It isanexam-
ple of the very simplest kind of idea, and I
could go on increasing the number and com-
plexity of such illustrations until we reach
the highly developed and variegated ideas
which form the basis of modern instrumental
music.

Now let me look at the matter from an-
other point of view. and consider how the
facts of the historical development of the art
bear upon and intluence things. 1 do not
propose to indulge in speculations on the
question of origins, which are as hazar-
dous as they are unsound, but I imagine that
it is generally conceded by all authorities,
philosophers, scientists and musicians that
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the raw materials of music-—tones and times
—have been brought into contact with hu-
man thought and feeling, and bave acquired
significance in the first instance through
association with two quite different means of
expression. These raw materials are found
in profusion in the world outside human
consciousness ; relations of tone and time
exist between them even when they are
purely and solely objective, but when used
in relations chosen and imposed on them by
the human mind they become more than
objective phenomena and acquire an asso-
ciation, direct and expressive, with subjec-
tive human feeling. This power of musical
expression has been acquired through close
connection with .(g) vocal effort and (b)
gesture or bodily movement..

From close association with these two
different means of expression, there developed
two contracted types of musical idiom.
Through influences, into which I cannot go,
the vocal type was that which came earlier
to full development. As early as the 13th and
14th centuries, there were composers
writing intellectually conceived music in
this 1diom. The instrument for which
they wrote and which served as the
medium of expression was the human voice,
and the form and character of their. compo-
sitions which originally had been directly
moulded on and conditioned by the words
sung, bad become of a less direct and more
sophisticated nature. The outlines of the
musical expression tended to depart more and
more from the simplé and direct atlachment
to the words sung, and much that was not
actually relevant to the meaning of these

words, but which originated in a desire for,

decoration or for some kind of technical
elaboration, was introduced. The attitude of
the composer became less and less that of an
interpreter of the words than of a deft mani-
pulator of two different things more or less
loosely joined up. Consequently, when
instrumental music began to be cultivated
there was already a style which was not
absolutely unsuited for performance by
instruments, although it was vocal in charac-
ter and had originated and developed from
the sung word. ' The pharse “apt for voices
or viols " shows how the Elizabethan com-
poser regarded thi’s art.

I should need a whole library of illustration
to analyse thoroughly and adequatelv the
growth and development of that other type

THE JOURNAL OF THE MUSIC ACADEMY

of musical idiom which originated in the
association of music with gesture.

As I have calléd the one idiom wvocal, so
may? Icall this instrumental. This distinc-
tion is by no meansscientific or complete, but
it gives us a convenient nomenclature by
means of which we can distinguish between
two differént types of expression.

The most:elementary characteristic of bodi-
ly movement is the alteration of action and
repase, of disturbance and recovery of equili-
brium. ~ The whole body is grouped in two
symimetrical - halves, which balance one
another in all controlled motion or. gesture.
From: ‘th#s fundamental fact music “that
originated from or which was associated
with gesture or movement was characterised
by a balance or symmetry in statement
which was neither necessary nor disirable in
the vocal idiom. When, therefore; instru-
mental music started out to make itself a
self-sufficient and self-contained art,- basing
itself chiefly on this particular idiom, it- was
distinguished by musical ideas which, unlike
those found in the vocal idiom, were balanced
and symmetrical in themselves. Further

these symmetrical ideas tended, for the same.

reason, to arrange themselves in symmetrical

groups, and so, by the time we reach the 18th-

century we find a type of instrumental music
in which symmetry and balance of form are.
the determining principles of construction.

This particular period has been generally
regarded and described as a period devoted
to the exploitation of what theorists call
form, and composers of its music have been
called * formal,” using the word not in a
complimentary sense. We ought to realise,
however, that they were engaged in the
development of what was in the art of the
period a new idiom, and if they somewhat
neglected the characteristics of the older
idiom it was only natural in the circumstan-
ces.

The inevitable reaction against this school
of thought did not manifest itself generally
until the latter end of the 19th century. I
have gone at some length into the processes
of historical development which have led to
moderr music, because in any attempt to
define what is a musical idea to-day, it is
necessary to bear in mind the two different
influences which are blended in it and which
have gone to its making. In some ideas the

'

one may predominate; in others, the other,
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Some may seem loosely constructed; their
elements associated in a state of fluidity,
almost. Others—definite, clearly articalated
and symmetrically arranged round a central
nucleus. But the furidamental fact they all
exemplify, is that the constituent elements—
tones and times—are so arranged that they
stand in relations more or less easily under-
stood by the mind and apprehended by the
musical sense. If an assemblage of tones and
times is characterised by contradictory or
confused relations, coherence and meaning
is lacking and there isno idea. Even if a
musician should desire to express in musical
terms his feelings of chaos, his ideas must not
be chaotic as regards the relations of their
constituent elements.

I do not think there is any question that
‘the power of apprehension is something which
the evolution of the race develops and will
fuctber develop. Much of the relations which
underlie modern music would have been
unintelligible to the musician of the 18th
century, and I believe that music of the 21st
or 22nd centuries will be constructed of
musical ideas, intelligible enough to the
musician of these later times but which few

“of us could fully understand or interpret.
Looked at from this point of view some of the
problems which have vexed the souls of liter-
ary non-musicians and people: who write and
talkﬁabout music, are seen to be no problems
at all.

I bave rather shirked the discussion of the
mystic and esoteric aspects of the meaning
of music, which were the aspects which con-
cerned Browning and the writer of my first
quotation. The matter is one of extreme
difficulty and obscurity, chiefly because there
are no objective relations or data on which
to go. The subjective reactions of the listener
are onl knowu to himself and there is, as
yet, no method by means of which these can
be classified or codified. The musical idea,
therefore, is something which can only be
stated in musical terms, and although
programme analysts and such people not
infrequently attempt to pass on their own

ersonal reactions to their readers, by a pro-
use employment of adjectives, comparatives
and superlatives, the ideas out of whicha
piece of music is constructed—the units of
construction—are, first and chiefly, associa-
tions of objective musical elements, tones
and times, in some determinate relationships.
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As there is a glory that is celestial and a
glory that is terrestrial, and as one star differs
from another star in glory, so there are
differences between the artistic achievements
of these musically sensitive souls who become
composers. But it is not the appreciation of
moral, ethical or mystical issues that makes
the soul musically sensitive. If musical ideas
and those agglomerations of ideas which we
call compositions have association with such
ethical and mystic issues, it is too elusive and
veiled to be found, traced andexamined. I
do not think that a background to his
artistic work—even if it exists—is ever present
in the consciousness of the composer. The
act of composition is one which even in the
most favourable circumstances is prolonged
and sustained; the mind is necessarily pre-
occupied with technical and musical pro-
blems, and even emotional fervour and
excitement—although they may-Rave provid-
ed the force which set this -act a-going—
cannot be maintained during the, execution
and solution of these technical problems. But
the ideas themselves become, in the précesses
of composition, astonishingly dynamiec and
fertile, The statement of time-and tane rela-
tions from one particular aspect i1s no sooner
made than it stimulates the musical sense
to a realisation of fresh relationships ; and so,
working in memory and through imagination
controlled by the instinct for symmetry and
proportion, the work moves on, step by step,
from beginning to end.

So far as consciousness is concerned, the
first and immediate business of the musician
is with musical realities. And this applies
not only to the composer, but to the listener.
The musical sense, working in memory and
through imagination, absorbs and apprehends
the musical :deas and their relationships as
they unfold in the course of performance.
But I do not say that this is @l that happens.
As uo onc will deny that a great deal trans-
pires in the subconsciousness which never
appears above the surface but which has
effects, both immediate and eventual, on the
operations of consciousness, it may be that
these ideas which the composer employs are
really contingent on something obscure and
not immediately apprehended either by him-
self or by his listeners—something which is
only understood by such as have the musical
sense required for the expression and assimila- .
tion of these ideas, and, therefore something
which is not and cannot be revealed to every-
one, but which ‘‘ we musicians know. ”
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COMMON SENSE.*
By GEORGE LEHMANN,

‘Theories, on this, that or the other question
in connection with violin-playing, are so
numerous to-day that it is not at all surprising
if the inexperienced player throws up his
hands in despair and cries, *“ Which, of all
these theories advanced by men of seeming
authority, can prove safe and helpful for me

to adopt ?”

Apparently, this question is unanswerable,
because these theories, often strongly opposed
to one another, are advocated by players of
recognised merit and have been adopted by
them in their own work, Clearly, then, it is
difficult, if not impossible, to choose among
these theories some of absolute reliability:
and the question then arises, ‘' Which road
shall the novice take that will lead him to
his goal ?” Here we find ourselves on surer
ground, and, if we turn to that great and
universal teacher, Common Sense, we shall
almost invariably find the solution to every

perplexing problem.

Let us consider the earliest problems con-
fronting every player and learn what a vital
part Common -Sense plays in their solution.
These problems are: (1) the position of the
left arm, (2) the position of the left thumb,
(3) the height of the right arm. Since all
technique of the right and left hand is neces-
sarily and closely related to these three ques-
tions, the reader will easilyFra.sp their import-
ance in the development of every player.

Where the position of the left arm is
concerned, the most widely accepted theory
fails dismally, and Common Sense triumphs
easily. In other words, the long-perpetuated
injunction—to bring the left arm far to the
right createsa serious disadvantage to the de-
velopment of left-hand technique, and is, at
the same time opposed to the good health of
the player. Why? Because this forced posi-
tion of the arm necessarily throws the fingers
away from, instead of bringing them directly
above, the strings, and because the physical
strain of such an extreme inward position of
the elbow affects the chest, and therefore must
be opposed in some degree to good health,

STRAIGHT FROM THE SHOULDER.

"Common; Sénse clearly suggests a normal
position of theleft arm for all players, regard-
less of their physical peculiarities. If thearm
is fully extended, in a straight line from the
shoulder, the palm of the hand facing up-
ward, theplayer will have found a normal,
practical l[;os,ition for the development of-left-
hand technique. He need then only bend
the elbow sufficiently to hold the instrument,
keeping the chest free from unnecessacy
strain, and the fingers will hover over the
strings in a position most natural for vielin-,

playing.

In no question relating to left-hand techni-
que does Common Sense play a more import-
ant part than in the position of the thumb.
Our ‘' methods” and our pedagogues have:
persisted in teaching a forward position af
the thumb (approximately opposite the second
finger), unwilling, it would seem, to depart
from tradition. Let us listen to the voice of-
Common Sense.

It tells us that (in this forward position of
the thumb), when the player ascends to the
second position, the thumb naturally falls
back slightly, and, when he reaches the third
position on the fingerboard, the whole hand
1s imprisoned, so to speak, and can enter no
higher positions unless the thumb falls back-
ward and slightly under the neck of the
violin. Briefly, then, the thumb starts out in
the first position by creating for itself an
obstacle which it is compelled to overcome as
the hand advances along the fingerboard.

THE NATURAL WAY THE BEST.

Why, asks Common Sense, should a player
create such difficulties for himself ? Why not
start, in the first position, with the ‘thumb
resting where it falls most naturally against
the neck of zthe violin, thus giving perfect
freedom to both the hand and the thumb in
all positions on the fingerboard? The great-
est technician known to us, Niccolo Pagani-
ni, must have discovered this advantage early

* Extracted from The Musical Standard.
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in life, for we have unquestionable evidence
that he placed his thumb in a low position
against the neck of the violin.

And what does Common Sense suggest with
regard to the position of the right arm? It
gives us simple and wise directions which all
players would do well to follow. It tells us
that the extreme high arm, so often seen
nowadays, is not the result of logical reason-
ing, but the product of carelessness and neg-
lect; and it tells us also that as in all matters
related to the position of the left arm and
hand, a good and normal position. can easily
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be fouud for every player. Let the player
swing his arm, like the movemeut of a pen-
dulum arresting its activity when the hand is
parallel with the body and this distance from
the body, he will find, is for him the most
desirable height for the arm when playing on
the A-string.

The deviation in height required for the
other strings will follow naturally, but never
is it necessary or desirable to raise the elbow
to a position higher than the hand assumes.—-
From “The Etude.”

FITTING A NEW BRIDGE.*
By OTT0 RINDLISBACHER.

While all parts must be in harmony for
the production of maximum tone, the bridge
seems to be particularly sensitive and is
therefore worthy of attention.

Every violinist must learn to fit his own
bridge. Very seldom is the curve of the
top alike on two violins. Neither do all vio-
lins take bridges of the same height. Players
also have individual tastes regarding the
shape.

In selecting a new bridge the wood and
thickness are to be considered first. The
model is of minor importance. Pick a bridge
of medium thickness, unless you are positive
that your instrument gives best results with
a bridge of approximately the same thickness
as the one which is being replaced. Hard,
well-seasoned maple has been found the best
material.

Loosen but do not remove, the strings.
Place the new bridge in position exactly on
a line with the inner notches of the holes.
Now see how much must be removed to
make the feet tonch at all points. Cut care-
fully with a sharp knife along the grain of
the wood from the outside toward the centre
to avoid splitting.

Finish the feet by placing a piece of fine
sandpaper on top of the instrument (sand

side up) at the spot where the bﬂdge is to set.
Work the bridge back and forth over this
until the base is properly curved..;.

The next thing is slightly to shave the top
of the bridge in such a way that the E string
is somewhat lower than the G that is, lying
closer to the fingerboard. This is to make

bowing easier and also to even the tension

of the strings, the E and A being much
tighter than the D and G.

Now space the strings evenly and cut a
notch for each. Cut deep enough to leave
the G string about a quarter of an inch above
the upper end of the fingerboard and the E
a trifle closer. Next file over the top of the
bridge, leaving the notches in deep enough to
hold the strings in place. Take a little off
the sides tapering toward the upper edge.
Finish with fine sandpaper.

A good bridge will last indefinitely and
will continue to give better results as it
becomes more and more harmonised with the
instrument from continued use. Unless your
bridge is warped or otherwise faulty it is not
advisable to make a change.

~ If the bridge is always kept in a straight,
upright position, it will seldom warp, will
never fall, and will always give maximum
results.—From the * Etude.”

*Extracted from The Musical Standard.
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VIOLIN STUDY TO-DAY*

By EDITH LYNWoOD WINK

Methods to-day require that the left hand
and bow arm be trained individually. Only
when a perfect left hand position and a free
bow technique become unconscious or auto-
matic can the student make any real progress.
A perfect hand position, an instrument of the
right size, and a bow of proper length are
essential.

Even commonplace talent rhay master
technical difficulties if right principles are
taught through a few selected exercises. In
Berlin they thought progress depended upon
the number of hours spent a day in practice.
Or, in the case of great talent, they assumed
that a genius learns to play under any tutel-
age, though a good teacher may guide him.
However, genius is more than a- finished
technique. It requires general culture of a
broad type. Mind, fingers, hands and soul
are necessary factors.

Fifty years ago there was a great discre-
pancy between theory and practice in violin
education in Berlin. Artists were progressive
while schools were narrow. The Berlin
School produced more all-round musicians,
concert masters, orchestra players, teachers
and genuine artists than any other school.
But had the teachers of that school dwelt on
elementary principles as applied to particular
hand-formation, much stress and strain of
practice, as well as confusion of ideas,
might have been avoided.

The Joachim School possibly used a narrow
repertoite. The teachers of that school
regarded a great number of different methods
and schools a distinct detriment to true pro-
gress.

Professor Kruse, howe\ger, regarded all
violin playing as based on a few essential
principles. He himself had no special system,

and his choice of material was largely a
matter of preference. He could hear five or
eight students play the Bach A minor Con-
certo, but_so fresh did he keep his attitude
that, at-thé,};close of a day, he could still play
it himself with great beauty and hearty inte:
rest. ‘He believed that the bow was the voice
of the s.violin. Without formulating. any
system:he’ kept before his pupils the ideal of
creatinga beautiful tone—broad, sympathetic
and colourful.

*“Tonat art,” he said, “lies in perfect cofi-
trol of the bow.” Joachin required broad,
free full strokes of the bow. What would he *
say if he heard Kreisler to-day, who, while
using less bow, at the same time secures true
beauty of tone ?

Madame Hopekirk, eminent musician and
pupil of Leschetizky, once told me that the
great master gave to each pupil in proportion-
to that pupil's capacity to receive. So it
was with Joachim. The fingerings and bow-
ings in the “ Moser-Joachim Method " are
clear evidence that Moser, Kruse, Wirth,
Jacobsohn, Halir and other exponents of the
school, had received somewhat different im-
pressions from their own study with Joachim.
I have compared my concertos with those of
other students of the period in which I studied
in Berlin, and find a very great difference in
the editing. Joachim did not create a system.
It remained for his less gifted assistants to do
so. I believe they made the requirements of
violin playing as severe as possible in order to
secure better results.

There is no reason why any mature musi-
cian, especially if he isa teacher of music,
should lose sight of modern developments.
His is the need to try to understand youth as
youth is to-day. That in itself is no easy

*Extracted from The Musical Standard.
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matter. [t requires much energy and time
spent in self-training. The teacher who tea-
ches for years with no study is drained dry.
Freshness of outlook is absolutely neces-
sary.

A friend asked, “ Why should I study if I
know enough to teach the grade which I am
teaching ? I cannot get any more for my
work when I come back from a summer of
study at a music school here or abroad.”

Every member of the church makes it his
purpose to give ome-tenth of his income to
the Lord each year. Musicians may well
give one-tenth of their incomes to the art to
which they are dedicated. If they do not
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study constantly they may at least attend
concerts and hear good music.

It is posssible tostudy each year something
related to one's work. Many good teachers,
some past sixty, are doing good work, work
that counts. They are progressive and earnest.
They would laugh heartily if asked if they
consider themselves too old to study. Study
puts money in the bank of knowledge.. It is
as good an investment as a first mortgage.

To teach for years without study is not
honest. The best musician and teacher is
that man or woman who gives more than is
required, who gives good measuré.and has
something more to add each year.*:From
“ The Etude.” )

72 MELA RAGAS.

BY
MR. VINJAMURI VARAHA NARASIMHACHARI (Coconada).

It is the purpose of this article* to verify
and understand the nomenclature of the
ragas and melakartas and see how they have
found their way into our present southern
musical world. It is for us also—at a time
when the Music Academry is labouring to set
proper and correct lakshanas for some of the
ragas that have already been at the mercy of
corrupt hands, consciously or unconsciously
defaced and deformed —to trace our course
carefully amidst the many misguiding paths.
If we do not do so and thus rightly under-
stand thesystem of the melakartas and their
nomenclature in usage now, it will be very di-
ficult, if not impossible, to proceed with the
work of framing the lakshanas of some ragas
as is being done now. It will be puttiag the
cart before the horse, if we should formulate
the Arohana and the Avarohana of ragas,
before we discuss the two schools viz. Dikshi-
tar’'s and Tyagayyar’s We must not ascribe
the present day faulty melakartas to Tyagay-

yar in our anxiety to make him great. In fact,
this has to be investigated before we can
come to the conclusion. It is argued on the
one hand, that the disciples of Tyagayyar
have preserved his music in all sanctity and
correctness and that the present—day music
is only of Tyagayyar’s. But this fact of their
preservation of his music has to be proved;

even admitting the correctness of this fact,

it is yet to be seen that the name of the raga
given to a particular keertana was approved
of by Tyagayyar or at least was in accordance
with his conception. I doubt this fact
because of the authentic version that Tya.
gayyar did not personally name the raga or
mela for his keertanag and that only the latter-
day musicians classified and codified his
keertanas, sometimes at their own whim
under the present names of the ragas and
melas. 1If thisisto be given any credence,
it is our business to collect and collate his
keertanams and with the help of those who

* Read at the Music Conference 1931.
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have still preserved his music, to verify
whether they are in accordance with what
is stated in Singarachary's books. This
must be done at least in the case of those
controversial keertanams as will be pointed
out presently. Unless this is done one should
be afraid of stating that the present day mela
ragas with their faults, have been approved
of by Tyagayyar or at any rate were in
accordance with his ideas.

Although the great Venkatamakhi, in his
own egoistic way, stated that the system of
72 Melas is the outcome of his own exertion
and intelligence, yet it is to be seen that
these were extant even prior to his time. In
the monumental work ‘Sangita Sudbha’ which
was written by Raghunatha Bhupala—at any
rate written under his patronage—we find a
reference to these melas. Hence, we will
have to give less weight to the words of
Venkatamakhi when he said that the melas
were only of his composition as in the sloka :

frawfy Fowmi fmtar Igbac )
TR T0F qAS TTY TR N

The actual nomenclature of the 72 Melas as
given by Venkatamakhi under the names
Kanakambari, Ratnambari, Phenadyuti etc.,
is not now prevalent and it is always a sur-
prising fact that the old melas even with the
defective and less scientific nomenclature,
have come into use in the southern musical
world. So it is to be said here that Kanakam-
bari, Ratnambari, names of the ragas of
Venkatamakhi, are more in accordance with
the Katapayadi principle, than Kanakangi
Ratnagi names of the same now followed.

Before proceeding to actually verify the
above fact, we will have to remember that
the names of the rag@®s should be indepen-
dent. By this I mean that, even when the
words prefixed to the regular raga for the
purpose of including it under the Katapayadi
Niyamam be removed, the name of the raga
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should not be defaced. We shall see whether
the names Kanakangz etc., are in accordance
with this ptinciple. If we remove the mela-
sankhya words ‘ Kana’ of Kanakangi, there
remains * Kangi ' which conveys no meaning.
So also are somé-of the other names of the
ragas viz.,Ganamoorty, Manavati Kharahara-
priya etc; In.the name of the raga, Hanumat
Todsi, if the sankhyaakshara, ' Hanu' be re-
movyed,the rest does not sound well. Why
the great Bhakta Hanuman is brought down
here and added to Todi, we are at a
loss to know The principle is nghtly fol-
lowed in the case of Mayamalava Gowla and
the name of the raga is not changed when
the prefixed sankhyakshrara of the raga is
removed. So also is Nataz Bhairavi. But
some say, Bhairavi is different from Nata
Bhairavi and I wish the Vidvans will en-
lighten me on this point. But in- regard to
Kharaharapriya, if ‘' Khara' is removed
‘Harapriya ' remains and this too does
not sound well. How this name entered
the field of ragas, the historian will
have to tellus. In the pame Harikim-
bhoji, if the sankhyaksharas ,'Hari’ be re-
moved the raga is still there all inviting.
But it is to be seen here that the two are.
different since the former raga is Sampoorng
sampoorna. while the latter is Shadava Sam-
poorna (Ni being omitted in Arohang). In
Dheera Sankharabharana, if ‘Dheera’ is re-
moved, the raga isstill there. But here also
some say, these two ragas are different.
Again, in the name Chala Nata, if ‘Chala’ is
taken away, ‘Nata’ remains. Some hold that
Chala Nata is different from Nata which
admits of the omission of Rishabha and Dhai-
vata. But they should recognise that in the
Keertanas of many of the old authors viz,
Purandara and others including Tyagayyar,
two notes R and Dha have been used in this
raga. Such misleading topics, coupled with
much useful information on the subject, were
introduced in Singarachary’s works. The
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Arohana and Avarohana of some of the ragas
as given out by Singrachary, is not found
either in Sangita Sarvartha Sara Sangraha
or in Raga Lakshanam, which works are said
to have been composed earlier than that of
Singrachary. The nomenclature of the ragas,
as given out by him, is different from that of
Venkatamakhi. Some of his Melas are janyas
from Venkatamakhi. Though the names of
his Melas may besaid to be old, yet, Ven-
katamakhi’s 7zgas are not faulty and do not
admit of the above criticism. Itis for this
reason, I think, the eminent author, Dikshitar
fostered and followed Kanakambari nomen-
clature as is evident from Sangita Sampra-
daya Pradarsini by Subbarama Dikshitar.

It has been said that the nomencla-
ture viz., Kanakangi, Ratnangi etc., is
not wholly in accordance with the Kata-
payadi niyamam. In Ratnangi, the Sam-
khyakshara ‘na’ is taken from the
Samkhyakshara (tna) and the raga is classifi-
ed as of the second mele. But thisis not
followed in the case of Chakravaka. Of the
Samkhyakshara * Kra’, (Ka)is taken instead
of (Ra). Thus the raga is classified as of the
16th Mela. The other Melas, 43 (Divyamani),
50 (Visvambari), 55 (Syamalangi), 66 (Chit.
rambari), 68 (Jyotishmati), follow the example
of Chakravaka. Butin Chakravaka, of the
Samhkhyakshara ‘Kra' if ‘ra’ is taken in aca
cordance with the Katapayudi principle, the
raga is said to be as the 26th of the 72 Melas.
This is not so. Hence the principle has been
violated in this and the above Melas. It is to
be seen that other Melas allowing of Samkhya
aksharas in the beginning viz., Suryakanta,
Shadvidhamargini, Shanmukhapriya etc.. are
all in accordance with the principle like
Ratnangi.

Ragas following the principle :—

1. Ratnangi, 2. Suryakantam, 3. Shadvidha
margini, 4. Shanmukhapriya, 5. Simhen-
22
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dramadhyamam, 6. Dharmavati, 7. Kanta-
mani, 8. Gangeya-bhushani.

Ragas deviating from the principle :—

1. Chakravakam, 2. Divyamani, 3. Vis-
vambari, 4. Syamalangi, 5. Chitramabari,
6. Rishabhapriya, 7. Jyotishmati 8. Gavom-
bhoji. It is said and held now, for which
reason it is not the scope of this article to
explain, that the Mela or the Janaka raga, as
they go by that name, should be sampoorna
sampoorna i.e., the mela should possess all
the seven notes in the arohana and,in avaro-
hana. This theory whether corréetly or
incorrectly has become current now. But in
former times, this was not followed strictly
as is evident” form the works of Ramamatya,
Venkatamakhi and others. Venkatamakhi’s
melas, I mean some of them, are not sam-
poorna sampoornas. This might have been
the very reason for the abandonment of the
Melas of Venkatamakhi by the later Singra-
chary and others, who preferred even the
above said faulty melas to those of Venkata-
makhi. 1 do notsee any reason in this. I
want to question and know whether all the
Sampoorna Sainpoornas of the Kanakangi
type are in vogue now and whether Tod¢ and
Hanumat Todi, Sankarabharanam and
Dheera Sankarabharanam, Kalyani and
Mechakalyani and the like, though different
in name, are not the same. But still some
ragas like Kambhoji and Harikambhoji are
different. How to escape this muddle or
riddle, it is for the experts to decide.

Before concluding this, it is not out of
place to see whether the complete 72 Melas
are in use .now. Thereare some who still
hold, even after the resolution of the All
India Music Conference, held in Madras, in
1927, that the 72 Melas are impossible and
that they are only got on incorrect calcula-
tion or manipulation of the 12 notes. This
can easily be proved to be a misapprehension,
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That the 72 Melas are based on correct
vorking of the combinations or prastara of
he 12 notes, is beyond question. There are
nany who hold that the 72 Melas are practi-
:able and can be sung. In fact, the great
Miaha Vaidynatha lyer sang the 72 Melas
tnd some are still singing them in their very
yrder. . This reflects very great credit indeed
ind we do greatly need demonstration of
‘hese ragas by the intelligent musicians of
sur time.

We also find that the great Tyagayyar
somposed some keertanams in the difficult
‘agas like Chala Nata (having Shat-sruti Ri)
Sangeya Bhushani (having Shatsruti ‘' Ri’).
Vagadheesvari, Soolinietc., (having Shatsruti
Ri’ and Antara Gandhara). Some of these
-agas also admit of the controversial Suddha
Ga' and ‘Ni’, but some musicians have
iaid and do still say, that Tyagayyar did not
ompose keertanams in the above apoorva
-agas. They say so from the fact that ‘Ninne
Bhajana', ‘Nee Sari evvare', ‘Paramatmudu
Velage', ‘Prananatha’, which were composed
n ragas, Chala Nata, Gangeya Bhushani, Va-
gadheesvari and Soolini respectively, are not
sung according to their ragas and have been
sung only as the janyas of the 5th Chakra,
We see ‘Pariachakana’ under the janya raga
>f Vanaspati viz., Sreemani, ‘Aparadha-
morva’ in Varali, ‘Everitodelupudu’ in Mana_
vati, ‘Atugarada’ in Manoranjani and other
keertanas have been sung in the 2nd instead
of the 7st Chakra. ' Before we resolve that
the keertanas should be sung in the way as
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classified in the printed books, we must de-
cide whether,tb,epresent method of singing
the keeptands is Gorrect. Even ragas like
Subha- pqntu'uarah, Shadvidha margini in the
8th Chakra, have been dragged on to the
Oth Chakra, and ‘keertanams in Pantuvarali,
like Apﬁarama Bhakti', ‘Siva Siva yana rada’

are sung; mAKamavardham ‘Emi Delpa’ in
the 40th Nammta Mela is. sung-in the 46th-
Shadmdka Margmz ‘Nayeda Vanchcma in
Nabhomani, "'a- Janya of the same mela hasa

mmr]ar te, - The keertana Vara Narada’ in

m Vuaym‘r"; of the 41st Pavani mela is sung

asthe Janya of the 47th Suvamangz mela;
‘Paraku Chesina’ in Jujahuli in the- 73t}1"j
Mela, has been sung with Kaisiki Ni and not,,
with Suddha Ni. In this way many keer-
tanams have not been sung in the same raga
and mela as codified in the different chakras.
The 1st, 6th, 7th and the 12th Chakras have -
safely been avoided) I disagree still with
those who hold that Tyagayyar's keertanams
did not cover the melas in- thesé Chakrds_,‘:';
But my opinion is, as is clear from this,
that thoughrthe great Tyagayyar might have:
had his keertanams inall the Melas, yet the™
authenticity for the classification of his.
keertanams and ragas into.the present day

mela names can be questioned.| -

In conclusion, I crave for a sympathetic

“consideration of the above facts with a view

to put an end to the controversy regarding
the above melas and to arrive at the correct
and acceptable ones.
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Totes and

The Krishna Jayanti Day :—The Music
Academy, Madras, celebrated the Sri
Krishna Jayanti Day at ‘* Gana Mandir’ on
the 25th of August when an interesting dis-
course on ‘ Sacred Music with special refer-
ence to Jayadeva's Ashtapadis, Teertha-
narayanaswamy's Tarangas and Kshetri-
yar's Padams’, was. delivered by Mr. P.
Sambamurty, B.A.B.L. The lecturer observed
that in India perhaps more than in any other
country in the world, religion and music had
been intimately connected with each other.
The Trimurtis are associated with music.
Music (Gandharva Veda) was one of the four
Upa-Vedas. God has been conceived as an
embodiment of music. Many forms of sacred
music developed in India. In India the
number of secular forms was less than that
of sacred. Pieces like the Divyanama
Kirtanas, the Tevarg hymns and the like were
purely sacred forms. The Kriti belonged
both to the sacred and the secular form.
Varna, Ragamalika and Tillana were purely
secular forms. The dsht padi hymns of
Jayadeva were one of the earliest sacred
forms. Jayadeva lived about the end of the
12th century and was a disciple of Govardha-
nacharya. The theme of this Sringara
Mahakavya was the relationship between
Radha and Krishna. The lecturer then
pointed out how Teerthanarayanaswamy
in his * Krishna Leela Tarangini’ and
Kshetragna in his Padams illustrated the
same idea in their own way. The lecturer
also referred to Tevaram, Tiruvachakam,
Arulpa and Tiruppugal songs. In conclu-
sion the lecturer pleaded for the starting of
choirs of boys and girls in all temples where
they might learn these different types of
sacred music and sing them on special occa-
sions. After the lecture Mr, M. Rajagopala
Sarma of the Teachers'College of Music

Comments.

sang a’ ;fé;v- : Aslnz‘t‘apadis,r Tarangas  and
Padams. The function came to a close with
the distribution of Prasadams.

MODEL MUSIC SCHOOLS FOR GIRLS.
At Mylaporq."

The first Model Musi¢ School for Girls
under the- auspices of the Academy, was
opened on.the 27th August at the National
Girls’ High School, Mylapore by Miss. C. N.
Nallamuthu M.A., L.T,, in the presence of a
large gathering including ladies.

The function began with prayer. Dr. U:
Rama Rau, the President of the Academy,
dwelt in brief on the various activities of the
Academy and especially on its attempts in
imparting correct and approved methods of
teaching music and said that the Academy
was fortunate in securing a talented educa-
tionalist like Miss C. N. Nallamuthu to open -
the school.

Miss Nallamuthu made a speech referring
to the importance of music in the life of a
citizen. She related her experience of
European music during her tour on the
continent and how she found the Southern
countries more musical than the Northern.-
She incidentally recalled a remark from poet
Tagore when she met him at Santiniketan—
“Oh! You come from South India —the land
of Music.” She congratulated the Academy
on its present laudable attempt in opening
Model Music Schools at different centres and
wished its efforts every success.

The Hon. Secretacy of the Academy, Mr.
T. S. T. Chari, while thanking Miss Nalla.
muthu, said that the interest evinced in the
work of the Academy by such a distinguished
gathering, present that evening was by itself
a strong incentive to the growth of the model
schools in strength and efficiency. He
further informed those present that the
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Academy had in view the starting of model
schools in all suitable centres where a mini-
mum of 20 pupils was guaranteed by the resi-
dents of the locality. The function came to
a close with music by Mrs. Brahadambal—
the music teacher of the newly started
school —and distribution of sugarcandy to
children,

At Mambalam.

Anether Model Music School for Girls was
opened at Mambalam by Mrs. M. Venkata-
subba Rao one of the Vice-Presidents of the
Academy on the 29th August in the presence
of alarge gathering. After prayer, Dr. U.
Rama Rau, President of the Academy, in
requesting Mrs. Venkatasubba Rao to declare
the school open, dwelt upon the necessity for
-such an institution.

1In declaring the school open Mrs. Venkata-
subba Rao said that the love of music was
almost universal in Indian homes but that
facilities for a scientific study of it were lack-
ing. But nowadays the importance of Indian
.music was gradually felt not only by indivi-
dual scholars but also by institutions and
universities. This was due in a large measure
to the exertions of the Madras Music
Academy and it wasin the fitness of things
that the Academy should open music schools
in Madras to instruct girls in scientific music.
She wished the school a bright and prosper-
ous career and declared it open amidst
applause.

With the distribution of sweetsand a short
music performance by Mrs. T. S. Gnanambal
the function came to a close.

.. * L3 *

At Mint Street.
Yet another school was opened by Mrs. A.
- Rukmini Lakshmipati, B.A. at the C, S. T.
Hall, Mint Street on the 31st August.

* £ * *
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The University Diploma Course in Indian
Musie.

We heartily congratulate Vidvan Tiger
K. Varadachariar on his appointment as
Chief Lecturer for the Diploma Course
in Indian Music started by the Univer-
sity of Madras. It is a matter of special
gratification to us that the Principal of
our Teachers' College of Music has found
favour with the University authorities and
we are sure that with his able guidance
Indian Music, under the aegis of the Univer-
sity, will soon attain that eminence which it
so richly deserves.

* * *
‘At Home' to Vidvan Figer
Varadachariar.

The Academy was ‘‘at home” to the
learned Vidvan and expressed its felicita-
tions on his new appointment. Brahmasri
Soundararaja Bhagavatar paid his tribute
to the great qualities of Tiger Varadachariar
as the foremost Vidvan of the day and Dr.
U. Rama Rau, the President of the Academy,
expressed the Academy's best wishes for
success in his new sphere and hoped that he
would always keep a warm corner in his
heart for the Music Academy, Madras.

* * * *

Competition in Vocal Music.

The Music Academy, Madras, held a com-
petition in Vocal Music for amateur ladies of
over 15 years of age on the 17th September.
The following rules of the competition were
framed :(—

1. The competition will be confined to
Carnatic Music only, and it will not be open
to professionals,

2. Only ladies who are above the age of
15 can compete,
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3. Winners of prizes in the Vocal
Competitions of the Academy in prior years
shall not be eligible for the same prize.

4, Each competitor shall send in a list of
12 compositions giving their respective ragas,
talas and authors’ names and also six ragas ;
of the compositions not less than six shall be
of those of Sri Tyagaraja or Muthuswamy
Dikshitar.

5. Each competitor will be required to
sing two of the compositions submitted and
render the aiapana of two of the ragas as
the Judges may select. '

6. Competitors must be able to give out
the meaning of the compositions sung.

7. A duration of 15 minutes will ordinarily
be allowed to each competitor but the
presiding Judges may require any candidate
to stop within the said period.

8. Competitors will have tosing tothe
accompaniment of the sruti of a Tambura.

9. Competing candidates may be required
to undergo a preliminary test for selection
to the final compstition.

10.
Judges will have special regard
following :—

In coming to their final decision, the
to the

1. The correct rendering of the
sahitya,
2. Raga Bhava, 3. Tala, and 4.

Melody, Gamakas and graces.

11. The Academy reserves to itself the
right to withold the award of all orany of
the prizes if the Judges should so recommend.

There were 10 eatries for the competition
of whom 9 actually competed. Brahmasri
Soundararaja Bhagavatar, Vidvan Tiger
K. Varadachariar and Mr. T. V. Subba
Rao presided as the Judges of the competi-
tion. The competition proved attractive and
the level of music displayed was quite
commendable. Mrs. S. Nagaswamy Iyer
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was declared winner of the Ist prize and Sri
R. Brahadambal of the IInd prize.

The pnzes ‘awarded consisted of 2 gold
medals. . and were- kindly given by Mrs.
Alamelu Jayaram&Alyyar, amember of the
Executive Committee, whose interest in-music
is well-known. The Academy is indebted to
her and it is worthy of notice that on a prior
similar occasion too the Academy was the
recipient of similar kindness at her ‘hands.
The Academy tenders its.grateful thanks
unto hef #nd .trusts ‘that others will soon
come forward to help the Academy in. its
laudable efforts.

* * %* *

Music College, Coconada.

We heartily welcome the starting of a
Music College at Coconada with a view to
impart scientific education in music, We
are told that we owe the rise of this institu--
tion to the efforts of Messrs. Pydha Srirama-
krishnayya, Venkatnarayana, Abboy Naidu,.
and V. V., Narasimhacharlu. Dewan Bahadur
K. Suryanarayana Pantulu performed the
opening function and Messrs. T. Ramaswamy,
M.A., Principal P. R. College, Coconada,
Pandit K. Subbayya Sastry and Govinda Rao
M.A., B.L., delivered speeches stressing on the’
educational value of music and the need for..
a Music College in Andhra Desa and urging
on the necessity for financial support from
local bodies and the public. Mr. V. V.
Narasimhacharlu, a member of the
Academy’s Expert body, has been chosen as
the Principal of the institution and we wish,
the institution all success.

* * * *
The Kshetriyar Day celebration at
Tanjore :—
We are glad to learn that the Day
of Bhalta Siromani Kshetriyar was

celebrated at Tanjore on the 13th Novem-
ber. The function was held in the premises
of Kasi Viswanatha Swami temple under the
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presidency of Mr. P. G. Surﬁ?esa Sastri
of Trichinopoly with great enthusiasm. The
proceedings began with a prayer by Pandit
S. Subramania Sastri of Tanjore in the form
of a sloka, set to music in Sri Rega and
specially composed for the occasion. The
sloka is given below with the English trans.
latior.

o3 )

sifasafy asiriy
rafrqaRaRaftagfaafar |

FawgfaarQ
ooa: & fngRag : gaaq ||
Q wike ghaad
Ragafrraiafrefraqar |
af¥ qufa gaflt aftag
faRaaitfag efraofoaRar
sifgeafy aefy
rgFdIRTRTfI g oTORET 1)

Fawglzad
e @ gy 7 gaag
—"“May the Omnipresent Self residing in
the heart of Kshetragna protect us always!—
He on whose bosom plays Goddess Sri
with locks of hair shining like a swarm of
bees !”

Mr. P. R. Natesa Iyer introduced the
chairman and made an apt speech on the
importance of Carnatic Music and the place
of the composer Kshetragna in the same.
The Sringara rasa, the 100t of all the Rasas,
had for its authority the Lopamudra- Agastya
Samvada in the Rig-Veda. Valmiki and
Kalidasa were masters in expressing this
Rasa. Kshetragna had his Bhakti couched
in excellent music compositions in his inimi-
table style. The Brihadaranyaka Upanishad
.mentions two necessary conditions for music
—the work of the Udgatri priest—viz., the
sweetness arising from the Sarira or good
natural voice and the sweetness caused by a
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strict adherence to the rules of musical
science as found in the Bhashya by Sankara-
charya. The Padams of Kshetragna are com-
posed in strict adherence to the rules of
music composition and the perfection of the
melody type was to be had then and there,
Mr, P. G .Sundaresa Sastri gave a short
history of Kshetragna and his visit to the
Court of Vijayaraghava Nayak of Tanjore,
‘His marvellous talent. of composing in
accordance with the Alankara Sastra and
his capacity to suit it to the needs of Gita,
Vadya and Nritya cannot but prove that he
was a real Bhakta like Sri Tyagaraja,

The padams were the treasure-house of
good music, AndanallurSubbayyar was a
storehouse of Kshetragna's ’pddctms His
disciple Kuthur Seshayyar, it was, that had
the good fortune toleave this legacy through
Gayakasiromani Swaminatha Iyer, . No
discussion was considered necessary to prove
the greatness and the purity of the style of
the padams.

Gayakasiromani Swaminatha Iyer then
entertained the audience with half a dozen
padams. He said, by the way, that the
Chowka time and the method of singing the
padams were peculiar to Kshetragna. It has
been the pride of the erstwhile Vidvans
that they have always been masters of and
never the slaves to Tala. Andanallur Sub-
bayyar was the prince of musicians, keeping
Tala at his beck and call. Kuthur Seshayyar
who sat at his feet and learnt the music
lessons was his Guru and now the original
plan of singing the padams is faithfully kept
up to day by that school.

In conclusion, Mr, P. R. Natesa Iyer
thanked the musicians and gentlemen that
responded to the call and thanked Messrs.
Alaganambi Pillai and Narayanaswamy
Iyer for their response to the celebration of
the festival, now started for ‘the first time.
He proposed amidst cheers that this should
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become an annual function in future and
should extend over two or three days instead
of one, as at present, and promised to help
financially and otherwise.

Letters of sympathy from Messrs. Tiger
Varadachariar, Sabhesa Iyer, Ponnayya
Pillai and Madura Subramania Iyer of
Chidambaram College and Musiri Subra-
mani Iyer were read, wishing the movement
every success. Dr. U. Rama Rau's letter
expressing good wishes for the movement
was also read.

Mr. P. G. Sundaresa Sastri thanked the
musicians and said that Kshetragna was
brought back to life by the Padams that
were sung by Mr. Swaminatha Iyer. The
pure music was worthy of the piety of the

Bhakta Siromani, Kshetragna and the
meeting was brought to a close aimdst
cheers.

* * L

THE TEACHERS' COLLEGE OF MUSIC

Gayakasikhamani Muthiah Bhagavatar,
Palace Vidvan, Mysore, has been appoirted
the Principal of the Teachers" College of
Music. After the appointment of Vidvan Tiger
Varadachariar by the University of Madras,
the Teachers’ College of Music was in charge
of Mr. M. Rajagopala Sarma, a disciple of
the late Namakkal Narasimha Iyengar and
one of the brilliant students of the Teachers’
College of Music during the previous year.
It isa matter of deep congratulation.that the
Academy was able to secure the services of
Gayakasikhamani Muthiah Bhagavatar to
setve as the Principal of the College. The
Academy is greatly indebted to the Mysore
Durbar for the kind permission given to the
learned vidvan to take up his duties under the
Academy. We are sure that the Teachers’
College of Music has a very brilliant future
indeed under its new Principal., The
Academy takes this opportunity of appealing
to all that are eager for musical instruction
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to come and Jom the institution in large
numbers.

The Synma SaoEn ny :—The Music
Academy, Ma.dra celebra.ted on the 14th
November at ‘Ga.ria. Mand}i the Day 5t 8ri
Syama Sastri’ “the great™ - Composer and
musician: in"the presence of -a distinguished
gathering, of ladlas, Srm{gtta Vidvans and
gentlemcn 5 __\..

Mr. Sya:'na Sastn the great grandson of
the famous scomposer, ‘spoke about the life-
hlstgry ,of ‘his great grandfather. Gayaka
Sikhamani L, Muthiah Bhagavatar presided.

The lecturer after describing some of the
events in-the life of Syama Sastri, gave an
interesting and instructive exposition of the
Kirtanams of Syama Sastri, Subbaraya
Sastri and Annaswamy Sastri. Towards
the close, the President and the lecturer were
garlanded by Mr. T. S. T. Chari, the  Hon.
Jt. Secretary, who informed the au_die.n‘ce,‘;{-,fb
that .those interested in the composition 6f -
Syama Sastri might'get into touch with the

lecturer, residing at present, at North
Gopalapuram.
»* * *

Distribution of Diplomas.

A pleasant function was witnessed on the
evening of the 30th November at ‘Gana’
Mandir’, when diplomasand certificates were
distribated to the successful candidates of the
Teachers’ College of Music, and also medals
awarded to the winners in the Musical
competition.

There was a large gathering of ladies and
gentlemen. Mr. M. A. Candeth, Deputy
Director of Public Instruction, presided.

‘Mr. S. Rajagopalachari read the following
report of the College :—

The Music Academy, Madras was started
in the year 1928, after the impetus given to
music by the All-India Music Conference,
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The Teachers’ College of Music

BDiploma

FOR’
Licentlate (n Teaching Music

19__
GRANTED to

Whereas the abovenamed was a student of the
Teachers’ College of Music during’ Lhe yeér 19 -19 and
duly recetved instruction In Pedagogy. Theory and Practice of
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NOTES AND COMMENTS

that was held in December 1927. The Music
Academy, has become a live force in
Southern India and it has been giving its
whole-hearted attention to the improvement
of music on right lines™dy holding Annual
Music Conferences, model music performances
by leading and learned artistes, arranging for
competitions in Vocal and Tnstrumental
music and awarding prizes for original com
positions and editing a high class Journal of
Music.

Ever since the inception of the Academy
several schemes for imparting music educa-
tion on sound lines by starting Schools and
Colleges for the purpose, were considered by
the Executive Committee ; but for.financial
reasons they had to be given up or postponed.

Music was introduced in the curricula of
studies in Schools and Colleges, and then
arose a. widespread demand for well trained
‘teachers in music. Last year the Academy
rose to the occasion and drew up a scheme
“for a Teachers’ College of Music providing
for a course of training in vocal music for a
periol of nine months. A suitable syllabus
was prepared and according to that, instruc-
tion was to be imparted not only in
theory and practice of music but also in
correct and approved methods of teaching
the same. The trained teachers were to be
competent to teach at.least the School Final
classes. Persons of both sexes were eligible
for admission, the qualification for the same
being, proficiency upto the Intermediate
standard of the Madras University in Music.

Circulars were issued to various District
and Taluk Boards and Educational Institu-
tions to take advantage of the scheme for
training their music teachers.

The Music Academy, Madras was fortunate
in securing the able services of Vidvan Tiger
Varadachariar as Principal of the College.
Mr. S. Rajagopalachariar, Advocate, was
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elected as the Correspondent of the College.
A committee consisting of Messrs. Tiger
Varadachariar, T. V. Subba Rao and
Mrs. Jayarama Aiyyar was constituted for
selecting candidates for admission.

The thanks of the Academy are due to
Dr. U. Rama Rau, its worthy President, for
placing ‘Gana Mandir’, this beautiful hall, with
all the necessary furniture for the use of the
College. He also instituted four scholar-
ships of a mouathly value of Rs. 10 each
which contribiited, in a great measure, to the
success of the institution. Dewan Bahadur
T. Rangachariar, C. 1 E, and another
gentleman, who- desires to be anonymous,
have helped the Academy by giving two
scholarships for two deserving students.

The Teachers' College of Music was open-
ed on the Vijaya Dasami Day, 20th Octéber
1931, by the Hon’ble Dewan Bahadur,
S. Kumaraswamy Reddiar, Minister of
Education.

The College workzd till June 1932, under
the able guidance of Vidvan Tiger Varada-
chariar whose devotion to duty and whose
methods of teiching at once endeared him
to one and all who had the pleasure of visit-
ing the College. Messages of good will came
from all the leading Vidv.ans and Scholars of
Music. Those who visited the College paid
glowing tributes to the rare combination of
the classic and modern styles in the methods
of teaching adopted by our Principal.

A series of seven lectures on the ‘ Theory
of sound relating to music’ were delivered

-with practical demonstrations in the Physics

Laboratory of the Presidency College, by
Mr. V. Appa Rao Pantulu, Additional
Professor of Physics. Some other lectures
were arranged under the auspices of the
Music College by Messrs Gayaka Sikhamani,
Muthiah Bhagavatar, P. Sambamurty,
P. G. Sundaresa Sastri and others. The
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students evinced great interest in the
lectures and derived valuable help from those
delivered by Mr, Appa Rao.

A special course of instruction in teaching
a few Padams of Sri Purandara Das, the
father of South Indian Music, was given by
Mr. M. Dasa Rao of Purandara Dasakuta
fame who was given a special honorarium.

The Music Academy was ‘at home’ to
Messrs. Muthiah Bhagavatar, Appa Rao
and P. Sambamurty for their services to the
College. ‘

The strength of the College was not as large
as one would desire. There were on the whole
seven ladies and four male students,

Periodical Examinations were held by the
Principal to test the progress of the students.
- The special feature of the College was that, in
addition to the individual attention paid to
each student, the education imparted was
intensive and advanced.

A difficulty was experienced last year in
giving the students practical training in
teaching music as there was no model school
attached to the College. But students from
Seva Sadan and some private students from
Triplicane, were brought to the College pro-
mises and the College students were asked to
teach those children. The thanks of the
Academy are due to Mrs. M. Venkatasubba
Rao, the General Secretary of the Madras
Seva Sadan for the help rendered in this con-
nection.

A special Board of Examiners consisting of
Sangeeta Vidvan T. S. Sabhesa lyer, Prin.
cipal Raja Sir Annamalai College of
Music, Mr. T. V. Subba Rao, Editor of the
Journal of the Music Academy and Miss.
Bhavani Swaminathan M.A., L.T,
Lecturer in Music, Queen Mary’s College,
conducted the Examinations* which com.
menced from the 20th June, ’32. An ex-

THE JOURNAL OF THE MUSIC ACADEMY

amination. was ‘held in the Theory of
Music and practlcal examinations were
held in’" Wocal 'Mustc and in the art
of teaching music. »We take this oppor-
tunity of thankm%ﬂ;e examiners, who ufider-
took to conduct-. the examinations during
midsummer. ., Oyt of eleven.students sent for
the examinatmn six students were declared
eligible for the hward of Diplomas and three
have been recom:mended for the award of
certlﬁcates ‘

The studen‘ts of the College got up a fine "at
home’ in honour of their Principal, Vidvan
Tiger Varadachariar who, in a neat little
speech, gave the students valuable advice as
to how they should conduct themselves as
Teachers of Music.

Though the College was started last year
as an experimental measure, the success with
which it worked on all sides, except finance,
made the Committee resolve on continuing
the College. Meanwhile, the University of
Madras started the Diploma Course in
Music where students who passed the School
Final Class'and who show a great proficiency
in Music are admitted. In this connection
we note with pleasure and pride that our
Principal, Vidvan Tiger Varadachariar was ™
appointed the Chief Lecturer in the Univer-
sity. As the University lecturership was
only a part-time one, we hoped that we would
be allowed the services of the Vidvan. But
that was not to be and our only consolation
was that what we had lost the University had
gained.

For sometime the College continued under
the guidance of a temporary assistant,
Mr. M. Rajagopala Sarma. Now we have
once more attained our pre-eminent position
in having secured the services of Gayaka
Sikhamani Muthiah Bhagavatar, Palace Vid-
van of Mysore as our Principal.

* For the question papers vide infra.
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The thanks of the Academy are, in a great
measure, due to His Royal Highness, The
Maharajah of Mysore for having permitted
his palace Vidvan, without prejudice to his
duties there on ceremonial occasions, to serve
asour Principal. Mr. Muthiah Bhagavatar
with his able assistaf®@Mr. Appavayyar of
Harikesanallur has taken charge of the College
and the present strength is 12. Though the
education imparted in the college is restricted
to vocal music at present, we desire to extend
it to instrumental music also if there is
demand for it. '

The usefulness of such an institution cannot
be over estimated. Good musicians may be
numerous but good teachers of music are few
and it rarely follows that because a parson is
musical he has the capacity to impart it unto
others. The purpose of the College would
be fulfilled if it turns out efficient and popular
teachers,

To afford facilities for practical training in
teaching music, two model music schools for
beginners have been opened, one in Mylapore
and another in Mambalam. A nominal fee
of Rs. 2 for the Senior class and Re. 1 for the
Junior class for eachstudent is charged and
the schools are popular in both the centres.
The lady teachers in charge of the schools are
two successful students of the College of last
year. In the coming years the Academy pro-
poses to start as many schools as there are
competent teachers coming out of the Tea-
chers’ College of Music. The Teachers’ College
of Music, not only trains good teachers for
the benefit of music institutions but at the

same time is able to provide for such of the.

successful teachers, as are not absorbed in
other Educational Institutions.

The thanks of the Academy are due to Dr.
U. Rama Rau, Mr. T. V. Subba Rao, Mr. T,
L. Venkatrama lIyer, Mr. E. Krishna Iyer
and Mr. K. S. Viswanatha Sastri who have
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from time to time helped the correspondent
in regard to matters concerning the working
of the College.

Lastly, I must not close this report without
mentioning the financial aspect of the College
which cannot be self supporting, as the tuition
fees for the whole course have been fixédonly
at Rs. 50/- or Rs. 6/- per ménsem, to meet the
needs of even the poorer classes. The Academy
has to meet a deficit, of nearly a“thousand
rupees every year. Will ii be too much to
appeal to.the nobility and aristocratic public
of South India to untie their purse-strings to
a little extent for a cause that his noble and
useful ?

M, T. S. Rajagopala Iyer then. read the
report of:the competition :—

The Music Academy, Madras has, almost
from its inception in 1928, been holding, com-
petitions in music for amateurs. The object
of these competitions, you are. doubtless
aware, is to encourage music on the right
lines amongst amateurs. In 1929, the Acad.
emy held three competitions in vocal music,
one for boys, one for girls of not more than
18 years of age and a third for amateur ladies
of 18 and'above. In 1930, two competitions
for amateur ladies in Violin and Vegna and
in 1931, two competitions in vocal music for
boys and girls of not more than 18 and 16
years of age respectively were held.

During this year, the Music Academy,
resolved to hold competitions in vocal music
for ladies and instituted two gold medals for
the first and second prize.  Rules* for the
competition were framed by a committee
appointed for the purpose and the rules wece
published in all the local dailies.

There were ten entries for the competition
of whom 9 actually competed- The com-
petition was held on Saturday the 17th Sep-
tember at ‘Gana Mzndir’, Messrs. Vidvan
Tiger Varadachariar, T. V. Subba Rao

* Vide Supra,

24
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and Soundararaja Bhagavatar acted as
Judges. There was a large and appreciative
audience of ladies and gentlemen to witness
the competition. Judged by the interest and
enthusiasm displayed by the audience, it must
be said that these competitions have acheived
a popularity amongst the public, of which fact
the Academy is justly proud. The Judges to
whom we tender our thanks, rccommended
to the Executive Committee, Mrs. S. Naga-
swamy Lyer for the first prize and Srimati R.
Brahadambal for the second prize and the
Executive Committee accepted the recom-
mendation of the Judges at its meeting held
on the 23rd September 1932,

Mrs. Jayarama Iyer one of the members of
the Managing Committec who had helped
. the Academy on a similar prior function
provided the necessary funds for the
medals to the successful competitors and
the Academy thanks the donor for the uni-
form interest she has been taking in the
activities of the Academy and for the gener-
ous donation given to the Academy to meet
the cost of the medals.

It is now my pleasant duty to request you
to award the medals to the prize-winners.
Distribution of Medals and Diplomas.

The Chairman then distributed the medals,
diplomas and certificates, the recipients of
which were as follow :

Medals: --Mrs. S, Nagaswami Aiyar, Sri-
mati R, Brahadambal.

Diplomas :—

Ist class: Mr, M. Rajagopala Sarma, Mr.
A. Kasturi Iyengar, Srimati R. Brahadambal,
and Srimati T. S. Gnanambal,

IInd class. Srimati T. S. Setu Bai.
IIIrd class: Mr, K. Ramanujacharlu,

THE JOURNAL OF THE MUSIC ACADEMY

Certificates__:——MisS Samuel']eev_aratnam,
T. V. Rukmink Ammal and Srimati P.S.

<

sundari‘%@mal';- o

Chairman’s Remarks

Mr. M. A, Candéth congratulated the Aca-
demy on the good progress it had made
particularly in respect of .the Teachers’
College of 'M-_iis'ic, whiqh reflected great credit
on the management. In-South India, as an
educationist, he had always felt, he said, that
owing to thq'peculia};"“wa.y in which the systemr
of education had been built up, they had not
laid any stress on music. He then emphasis-
ed the great cultural value of music and said
that if only, in some way they could dnll
the elementary schools in music, they would
have helped to give the right bias to their
emotions. The speaker made a passing re-
ference to the remarkable progress that had
been made in Germany and Austria in the
field of music in schools and described what
an asset it was to the nation at large. Music
could play an increasingly large part in their
life and for this reason he was in sympathy
with every movement intended to spread and
increase the significance of music in' educa-
tional institutions. Only, during the last
few years they were emerging out of their
inferiority complex and various other com-
plexes and during those long periods of gloom,
nothing had suffered like music. There was
a general awakening at present in all direc-
tions and he was glad there was now a great
deal of effort to build up their musical tradi-
tions once again. If music was going to be
real, it must be creative also. They must
make South Indian music something real.

Some of the recipients of the diplomas en-
tertained the gathering with songs. A vote of
thanks by Mr. T. S. T. Chari, terminated the
proceedings.




Reviews.

HISTORY OF TANJORE NAYAK
RULERS.
By Mr. K. SitarRaMAYYA, M.A,
Supdt., Tanjore Palace Library.

This is a historical work based upon
the printed publications thercon by several
research scholars, qualified by original
historical views, culled from all the manu-
scripts relating to the Nayaks, in Sans-
krit, Telugu and Tamil, contained in the
Tanjore Palace Library. This is a book
which contains, among other things, useful
information for music students about Govin-
da Dikshitar, Venkatamakhi and Raghu-
‘natha Nayak of Tanjore. The value of
the book to the reader cannot be doubted as
it contains-authentic information on all
points, supported by apt quotations from
various authors., The author has done a real
service to the cause of history and literature.

—(PS.S.)

THE MADRAS BROADCASTING
SERVICE.

Annual Report, 1931-32,

“ One might say that the age of the human
race is divided into three parts. The old age
is known as B, C., the more modern as A. D,
and the future age is going to be known as
B.B.C."—sosays Sir Hugh Allen.

Comparing small things with great we can
well say that the Madras Corporation Broad-
casting service bids fair to work out soon a
similar event on this side of the British
Empire.

The second Ananual report of the Madras
Corporation Broadcasting service for the year
ending 3!st March 1932 is before us and we
ére-glad to note the steady expanse in its
activities.

A look at the appendix teils us that, whe-
ther with regard to the number of hours de-
voted to the South Indian; Hindustani or
English music, vocal or instrumental, or the
number of artistes, professional or amateur
(ladidsor gentlemen) that took part in the
concerts, ot~ the number of discourses given
therein (Tarrnil: or English), there has been a
welcome increase and we congratulate the
authorities on the same,

* The report observes, ** the institution has
been gaining popularity day by day as people
have come to realize the usefulness of the
Radio as an educative and recreational factor
in their every day life, so much so that many
residents of the city have been petitioning
for loud speaking equipments in other places.
In addition to the loud speaker on the beach,
which isextremely popular, we have installed
a loud speaking equipment in Robinson Park
for the benefit of those living on the North of
the city.”

It is worthy of note that, in the matter of
selecting the various artistes, the Broadcasting
authorities, have had the co-operation of the
Music Academy, Madras almost from the
very beginning. The report goes on to say .
“It will be noticed that the standard of
music broadcast has considerably improved,
This has been effected through the kind co-op.
eration of the Music Academy, Madras, who.
have specially requested their experts to help
us in the selection of artistes. We bave
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also to thank the Music Academy for hav-
ing helped us to overcome the prejudice,
some of the professional musicians had,
against singing on the Radio. But many
professional musicians of repute have recog-
nised the educative value of their music to
the laymen who cannot afford to attend their
professional performances at other places.”

The closing pages of the report contain a
statement, which presents a fascinating study
in statistics. The. statement gives the num-
ber of times the various ragas.have been
played or sung (in the shape of kritis or other-.
wise)at the studio ov:r and over.again, giving,

as it. were, an exact reading of the musical.

procllvmes of the unnumbered aspirants
that crowd at the Corporatlon Radio.
Picking. out the ragas, that have been sung

more than 50 times and grouping them we.

see, that Kalyani tops the list having been
sung 125 times.. Next comes Senkarabharana,
Harikambhoji, Bhairavi, Khamas, Kambhoji,

Hamsadhvani, Jenjooti, Surati, Pantuvarali.
and Atana, the last two having been dealt.
Similarly, .

with the same number of times.
picking out the ragss that have had: the

Honour of being rendered but once, we find in
this group,Dilipaka,Drupad Kannada,Deepika,.

Dvijavanti, Dhenuka, Gundakriya, Ganamur-
ti, Ganagvaridhi, Hamsanandsi,

varali, Narayani etc.

A graph to represent the heights of popula-
rity of the various ragas at the Radio, in
a given year, will be worth attempting at and
we are sure that the resultant will be a curve

not only of mathematical but of radio-.

musical interest.

-"We know that, rightly or wrongly, the’

gtamophone has been allowed to confer

what may be called a gramophone status.’

Haimavati,
Latangi, Manavati, Manjari, Malavi, Nagas-
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on matty a ‘musician and musical piece
With a little fore-sight dh‘d wise control
the Radio can bz *:made,' with- taste and
descrimination, ‘to. 3erve better. Already
the wirelessand't icrophone have come
to be looked up‘an as the oddest engines
man ever ,set up to shake the foun-

" dations of _ni’l'jsiéal art and assail the house of

professionalism. These fears are not un-
founded. But we will nét.join the chorus of
those -that- attack the Radio blindly.
Musicians ought to remember that music is
not the only thing which enters into the ope-
ration of this.activity. Although music is
certainly the preiominating partner therein,
there are other elements both educative and
instructive and entertaining. As the present
report itself observes:

‘“Besides the musical programmes, short
talks on popular, scientific, social and other
subjects have been much appreciated by the
public and we are extremely thankful vtq Rev.
Charles W. Ranson for having taken the \ip‘vi-'
tiative in arranging for lectures on popular
subjects such as Samtatlon, Town planning;,
Education of adults etc.’

We do grant that there is great lee-way to
be made in this respect. It must however, be-
admitted that inspite of mechanical music,
1932 is better than 1832 and that. 1942 will
be better still. It is our opinion that pro-
perly " directed, radio music can have
nothing but beneficial effects on both
the art and the artiste and its power can
always be made sure to be used for the good’
of the public and the musicians. ‘But we
do emphasise the fact that there must be
direction and direction of a proper kind.’

" 'We look forward to more fruitful activi-
ties of the Corporation Radio in the years to’

come.



COMPOSITIONS WITH NOTATION.

{It is our aim to publish with notation not only unfamiliar compositions of high
merit, but also well known pieces as expounded in Sishya parampara, of acknowledged
authority. We have therefore, much pleasure in presenting to our readers the, notational
version of the following pieces as rendered by Vidvan T. S. Sabhesa Iyer, ithe great-grand-
son of Pullavi Doraiswami Iyer and disciple of Maha Vaidyanatha Iyer.—Ed.}

Bursriganaimid & sisar.

ITS—LBETST, gnmﬁ_%g_

u. &f rrg ow—gr Ao ow;s:u——-@rﬁ
RN NWIIET S @anrrra:@;a T LS ufun's\)wl_mm
@urrgeps—af -
. SRBTE UTTSUT FESTT—Swarf :
S Ergtar

uenfirrsy smsamr adldsrbar—
TRTETDUG L SUITETTR38),5—Eh.

T X027 F. T Sw—e 8,
| ReTve @I KH3s RD
o, 3 DI TE Soy-0)F T LK, SeTo ST DTy Ao
s | XowE GovEys, Jo¥or - XHoob 2§ Cz2RsY

$3T8 Lo¥m DFY R -Ie TOFS | FgKT eI —Re

Lhisten HCrr—on fi @ w U v GLoaT &1 FST—e T e 1tud

Yya—ev & u w Al @& f
awror ,, fis

(W)L g | Furwr,, - F ar £,y - ovr

o ool evTIT  F 1w en-
2. vuwewr | fur uwor-F &r F y5 < ovd awdur 4, - F
g-wr--| &P gr--g wTIT 5 - & -w 6
3. F swur | F Afuliew - £ &t £, - o éfeovfovd - Lf
gw--|&f-gr--g vTgT 3 - &T-ui- = 6=
4. evfludluw Ghg &t £,y - avdl avfigr , f - ovd
B -wn--- Gng. wTIN  F - sOT-will- | 6W-
D evdlury o | Gag &P 9 - & Faw - favovd - uf
B-w--| Gng mogm 5 - e - | w--|ew-
6. vl - e | FAuLLL-F s F , o figsr ,) ovr
5-w--[8f--gr--g Wz | B &t i -
(a) oor g, Lirsorf ” F- avflér sy M “orf 5 &
s lev= o Er g ap - smi & - Fn 3
fevr 9 | dvri?e?vrﬁ?l_;m",, o fur ,, - vl it oy £
Yy 3 lu-f-ur o wior O - ugr



190

()

THE JOURNAT, OF THE MUSIC ACADEMY.

arf ,, | ong.
U
vl | Gng.

war--- |  ong
Givlautr,ml Gy
G)-&I‘ -

oy
vl - bl I FARAUULL-F
p-ad---|&f--pn--g

T 4y | ur ur U L
G BT 5
arf | awrf sworor

smm | awem-- P

fur Y -Givl'Fl ’

uor - f -

Ffur ,, - v
wor 9 -

fur 4 - &
winm ‘

&r oy £y = ovn
T 5.
evrewr ., - Gl

vreg | uo-
ur yy - evd

rﬁ@ IH-—

ifovfavd - uf
W-On<-- Q-
evfigr | di - avdfi

Mmoo
Few - Rovewd - Lif

u-pgr---0 -
fig &r , onr
oo - W -

ur - o gy - F
g &m -
ur o . - f

o ef

arf ,, | ysuded Quiige urieyo.

&7
ot o & st

3 o Q

EY I

uefrog o
& Jwn

T &wT FMLOU
“£fﬂ.ﬂ'ﬂa”

fsun
[ F 1

ON&\b——F 6 SURSTHNT., FNSD—y 5.
U. grw usE wrnrrguBw wrar aywsl, QUGEe) werawr

3i-U. GLOTRT QYN B GT FRTLDEWB B
L1 amor s s Qo s ew T
g. Forsd dafluuB g
Frovravargy uaQa gL
Sor evHary §ESTLLpet
Carovrammn Sursrrgg pe (5.

Y wovT™I__e5,
@

| TG E A Srag D SEHeE TS od-
2 TEE YeETY

of 35 OSEHo VoK 2tdgod (aFYsolDo HsA~ | ||

S & XD 23803 8% ToGIHS Tugd Il
bu‘*ﬁq)a. zxkéwz’m:a S A B"SKU"L::&&GE:& i

a3zunanern HCrr—enflouFev CGuenai sgm— sramgufor

o a—an SrinfEfley

(u.) 1. ,, avr oy ovr £ ,, ] [ y - ovfleor Fa&ranfiow
o Lo us ol - b om - Suib - -
2 ovs | wr ,ovr £, | ovflor £ - Awugos 1
-- o w ovus | B-- -|ova----10



(#)

4. 070(6[6?19_

COMPOSITIONS WITH NOTATIONS,

sng Iowtﬁuau
g .-

I Cm.'/ﬁLDLJ

Sng | g
ws | ovr | ove £, £
| om wus F

‘m_)ﬂ'lLlﬂ'Ll/T” IHLDIPILDLIU‘LIIT
o -~

- |agwr em-ay-
wg | ovr oy our £, F
- | un wui F

oor | ur ur ,, Refuuvos

- |awr & -a

g | our g ovr £ o, F
- ar v us F

P oymnnn ’H"’”"""r’?

- - - e -

w | uT ur,, sravsr
QLT @ ey e

y o | bog

Iy , IF IF I dU/ﬁLbIIPéAT

wiws g--U0r7 -
g | ovr ,, ourf , avflou
- om wus &---

m
o & | owr oy owrf ,, £,
-- om wui §

» | wrur oy wofuesf
Feor  &-MHa - e
9 I ovrf 9 evfior £ w U &
‘5611)"'6\)" SUAMT-F 2. U A
oor | urur 4, &r BT ST 5
- | Ser dga g
» | # 9 ovfior far
Gamevn Qo - v Fwm -
wg | gnonss

60 - - -

ST ~ LI GO
- | owmb - - -
Fov - Aarflevr
- - I oM = - m
sav - fafavifav

~-]ewi----1d

- ovfior -
UM - 1b
sy U BaW S
3 --06u -
3 - owifior 5, -

y?

ol - 10

us feursu -

| suGu--

5y = aviflom
Y| ST
BT 5999

ur - ugrur

~y ot - -

ur - Uge S
W - ===

g
Gy

£- Fevr s
amum - BhG
Fevhaf o v
--ovT----1b
" Gl)ﬂ"ﬁﬂ'ﬂm)/r

owfsrafowr
fl - - bu
u -~ fluguw

a -] Ca----

LT - 1 e Fun
8- 3--3
£ - nofrwrpuua-
&-0m -6 - -
GWITWD

savguufl - &if
B - - - -3 | win

g

om_g

Farefln v
gD - -
Pasradifo
Q(@ - o/ owT -
Faraf o
ITHQLULB - -
Fuefaasd

Cep - - werawg
far aflflow
Fnéowin - -

T 4 5y 5 |l

Ll(ﬁLJLax? - oy
3--03F | e
UGV SIT ~ 6
F--03er-
Sauf i

3 - - FFem -

U SO0 E GV TGV T
3--0&er
FParaffon

Cwo - wemonrm -
savw suwfl - sl
om - - - - Syuld
VT 53 9 9

vy STOVTOUT
.GQ) - W
Farafliflon
3w -0w-- -
LI &6 SV TanT
Fy-w- (y.'}GUT
Farafifov
BI- - 3
ﬂ'ﬂ'%lﬂlﬂ



s

Obituary.

The Late JALATARANGAM, T.R. RAMA:RA© ‘of Tanjore.

The Music world of the South Indla—
especially the Tanjore School has sustained
a serious loss in the death of T. R. Rama Rao,
at Tanjore on the 4th of July"1932‘ in his
70th year. He learnt his music at the feet
of his brother, the illustrious Venkoba Rao
of Violin and Mrtdangam fame,. who was a
co- pupll of the illustrious Narayanaswamy
Appa. Mr. Rama Rao was an authority in

ragas as he was an expert in determmmg the’

Sruti of. each Réga note according to the 22
sruti system His d;scussmns on music ques-
tions were 1llummatmg He was a staunch
defender of the Carpatic style of music as
Hindustani or North Indian.
His loss could not ‘be easily replaced in these

against the

days " ‘when * mus1c has to be revived., We
send our condolences to his son who’is at
Madras.

THE MUSIC ACADEMY, MADRAS.
The Teachers’ College of Music

Examination for Licentiates in Teaching Music

MUSIC : THEORY
W'ednesday 22nd June, 1932.

Time .-

1. How will you create raga gnane and
svara gngna in your pupils ?

2. What steps will you adopt in the cul-
ture of the voice with - a view to impart to it
the quality of power (bigu or azhuttam)?

3. Define Néd_a_, Sangita, Vivadi, Prastara
Gamaka and Grama.

4. (a) How do you determine the number
of vibrations of a-given note ?

(b) Give the number of vibrations of the
notes of the raga, Nagasvamli, when ‘the
fundamental has 240 vibrations. =

5. Describe the lakshana of the following
ragas :—Mukhari, Darbar. Surati, Devagand-
hari, Nata, Begada and Saranga.

11 A.M.to 2 P.M.

6. (a) Define Tala; enumerate its more
important pranas.

(/) Write what you know of the:.chapu tala.

7. Give the lakshana of the Kirtana and
the Pada.

8. Write down in ,Cam{a.tic notation
(a) the ﬁallavi'of " “Anupamagunambudhi”
and (b) the anupallzvi of “Majanaki”.

9. Explain the meaning and significance
of the kirtana ‘*‘Pakkala nilabadi”.

10. Describe briefly the: career of Sri
Purandara Das and Venkatamakhi and the
services rendered by them to the cause of
Music.
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JBooks: meceivea

Hallisamanjari: —By Subrahmanya Sun of Kada fEkudl —Pubhshed by Mr. S San-

karanarayanan B.A., Supdt., Accountant.General’s Ol’ﬁce{‘ agras.

Periodicals Receive

Mention in this list does ot mean nor preclude a review in7any subsequent issue.

:F0reigti,
1. The Musical Ti‘niles——Lo'ndro'n. 1. Bbaratl—(Telugu) Madras.
2. A Music Journal . 12 Hindu; Nesan .
3. Academic Des Bedaux Arts—Paris. 3. The Magazme of the Hindu Theo-
4, Music and Letters. & loécal H]gh School, Madras,~~
17—7—32 Mr, Flute :
(Sri Parthasarathy T Va__rahur Muthuswamy Iyer Violin’
Swami Sabha Hall) »w Tanjore Vaidyanatha Iyer Mridangam™ -
7—8—32 Veena Dhanammal Veena .
(Gana Mandir)
. \18—9—32 Mr. Tiger Varadachariar Vocal
Gana Mandir). w Tirupparkadal Srinivasa Iyengar Violi,h,
R ,» Kottangudi Srinivasa Iyer ‘Mh‘jda»_hgv m
23—‘:10—32 ' Master Radhaknshnan Flute
" (Gana Mandir) Mr.. Ernalkutam. Krishna Iyer Violin
e Kottanguah Snmvasa Iyer Mridangam




THE TEACHERS’ COLLEGE OF MUSIC

MUSIC ACADEMY, MADRAS
at ‘Gana Mandir’ 10, Thambu Chetty St., G.T.

PRINCIPAL : GAYAKA SIKHAMANI L. MUTHIAH
BHAGAVATAR.

In response to numerous requests from the public in general, upon the insistent
representations from authorities in charge of the various Educational Institutions in
the country and in realisation of a long cherished ideal, The Music Academy, Madras,
opened a Training College of Music for Teachers, on the Vijaya Dasami Day 1931.

The College is-called The Teachers' College of Music, Madras, and is
located at “Gana Mandir,” 10, Thambu Chetty Street, G. T., Madras.

Instruction is imparted to pupils not only in the theory and practice of Indian
Music, but also in the correct and approved methods of teaching music. The trained
pupils will be competent to teach at least the School Final Class. The appointment

of Gayaka Sikhamani L. Muthiah Bhagavatar, as Principal ensures that the
instruction will at once be classic and modern.

The t}a.inving class is for the duration of one year of three terms and for the
present is confined to Vocal Music only. The working hours of the College are
between 11 AM. & ¢ P.M.

The fee for the whole course is Rs. 50—if paid in advance—or Rs. 6 for each
of the nine months comprising the whole course,

At the end of the course an Examination will be held and diplomas awarded
to successful candidates.

Persons of both sexes are eligible for admission.

‘ Only those candidates whose proficiency in music is up to the Intermediate
Standard of the Madras University, are ordinarily admitted. Preference is however

+ given to those who are already employed as music teachers.

Applications for admission shall be in the prescribed form.

The final selection of candidates for admission will be made by a committee
before whom the candidates shall present themselves on such day as may be

notified.

A copy of the sylabus will be sent on receipt of postage stamps for the value
of two annas.

For forms of admission and other particulars, apply with postage to
The Correspondent, The Teachers’ College of Music, The Music Academy,




