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JEbitorial
W 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. In these 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 is not 
of this age, but a great Titan of old, dwarfing 
the entire brood of artistes that stalk the land 
to-day. If he is great 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 is 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 fortunate 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

Mr. A. Vaikuntkam P andit, Bombay.

One of the many revivals which we have 
witnessed in 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

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 
certain, basic principles and methods, but 
when lie 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 
—to mark their products with a stamp of 
their own, so that they could be distinguished, 
through all their later efforts, by the style 
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 popular, 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 ", I 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 
notan imitative 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 pritnum 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. Its effect is often 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 
music. It is supposed to be sung at the time 
of great tempests. It was even regarded as 
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 plajC’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 good and bene- 
ficient in human life.

The Ear in Indian Music
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 efface the freshness 
and initiative, nor the freedom and inspira­
tion associated with true Indian music. It 
has to be saved from becoming a slavish 
imitation of inferior 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 cannot be tuned from time to time, so 
as tdtVcorrect inaccuracies or to suit the 
melbAy* to the temper of the singer, is a 
heavy: drawback in Indian music. If 
I had the power, I would make rare the 
use of such instruments in the render­
ing of Indian music. Its system 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 doubt fixed, 
in sets of primary and secondary importance, 
but subj’ect to it, the interweaving is left to 
the individual, 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 desire is to sing for the moment 
his best. He never imagines that he has



INDIAN MUSIC 93

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 
modern 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 I
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. It is a

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, “ It is 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 of culture and 
art, these man-made distinctions count for 
little. Let us all hope that it will 
be equally so in the sphere of nationa­
lism, and the service of the country.



SOME MORE NAMES IN EARLY SANGITA LITERATURE1
BY

Mr. Raghavan, b.a. (Hons).
Research Student in Sanskrit—The University o f Madras.

In the paper on Early Sangita Literature 
read by me in the Madras Music Conference 
1931 ,a I had noticed the writers from Bhar- 
ata up to Sarngadeva. While preparing a 
paper on Later Sangita Literature, which I 
read before the Music Conference in Decem­
ber 1932,1 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.”2

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 
Sangitg: literature has thus to be modified. 
DunitigHhe time of Bharata, Kohala and otfier 
old.writers, music was an accessory to drama. 
Gradually both vocal and instrumental music 
expressed their individuality and as we see 
now, they became independent of drama. 
So early literature of music is a 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 we see 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. 1 and 2.
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we find a legend recorded in Govinda 
Dikshitar’s Sangita Siuiha as regards these 
three writers which is as follows :

JTKSFta: I 
•gR ^ r-

i
srr^rrf^d^rf^f (% £) ?r ^ r -

gwflcsrft ii
* * *

crcr^wm t̂r’rf^n:- 

^rr^sr^sr orafq-^qr fa«rt ferterr *
arRfr^t^: i

*t rrrfodsrr* sr ^TferrT ?ht-
<T̂T*jNH*ff II

err ^r^tTfrrrrRr d ^ f l r  q^^ntermf^

S T T ^q  g«TT f^ JT T ^ N r 55«r*nfe^gC
srforqT?r n

* ■* *

fsr:grq- sr* trf s r r^ r  f^r^^FT;
T̂TTTTT: I

Adayar Ms.
Daksha and others were studying the music- 

lore 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 ^nd 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

that of Yashtika, is important for its con­
tributions to the topic of Desi Ragas. It is 
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.

rT ^ m fa : P-&1-
That Yashtika’s work is important on the 

subject of Ragas is seen from Matanga’s 
work itself. Yashtika is earlier 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 :

‘ *Tq1iTO%ffrTFir q T ^ S T g ^T  (imp)
*rr*r( wit?) ^rnrrwiFT: i ’

Thus chapter four of Yashtika’s work which 
seems to be called Sarvagaina Samhita 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 separate work, 
we find Matanga, figuring 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- 
"drum edition of the Brihaddesi is not 
wholly by Matanga and that the latter 
part of it is the Yashtika Samhita,
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This is not a fact. 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 especially 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.

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 :

STf^sq^orrgsFcT—
5TC5T*7*777r 7I7S7r 3 ^ : 7  f i r :  I

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 Kauhaliya who is probably the son of 
Kohala. Kauhaliya 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).
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Tumburu’s work.
Though evidences are available as regards 

the existence of a work on music in the name 
of Tumburu, we had not till now any 
reference giving us the name of his work. 
We now come upon a 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 
“ *171011 THTTrai: I ” Turn-
buru Nataka means Tumburu Bharata and 
from 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 Dhvani 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, we find 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.

%7 * 1 7 * 7  7 1 7 7 7 : 1
7 r^ r  7 t7 7  * 7 7 3 7 1 1 1  

$T7grl*7S7<JT 7^5*: 7I7f7*7f7 I 
TTftTra; ^ 7 ^ 7 5 7 7  f7777f?T 7 7 7  7  II

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
vara says :

3TT£H SrTCT^

S. S. Mad. Mss. Triennial Catalogue.
1916-19. R. 2432. 

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

Narada Samhita.

We have noticed a Siksha of Narada and * 
many other works credited to him like 
Sahgita Makaranda. From quotations in 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 Samhita. 
Firstly, King Narayana quotes Narada 
Samhita on the definition of Gita.

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 
Tandava and Lasya in the Nartanadhyaya, 
we see that Narada Samhita dealt with 
Natya also.

Panchama Sara Samhita.
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

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 
Samhita on pp. 63. Kavi Ratna Narayana, 
son of the teacher of the above-said King 
Narayana, quotes this Panchama Sara 
Samhita as also Narada Samhita 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 onlylndra, 
the King of the Devas, or he is a historical 
writer. Nanyadeva first quotes him on Graha 
Svara.

(r=) srrf—1‘nfcnf^ri
I ”

Pp. 158 Mad. Ms.
He is quoted again thrice by Nanya­

deva but the Ms. gives his name in these 
places variously as and

Pp. 159. (j^r) *tt ( r a n )  w— i g --
f^rarerr e tc .

Pp. 159. ^  ( ^ )  ?T3Tt (S*) *TT3;—1 ST

Pp. 302. ^  (*) ‘̂ TrTTg'^TT-
snffr snhr etc-

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 

1 Make up ’ etc., in Bharata,
Abhinavagupta refers to a text of Visva­
karman on the making of such stage-articles 
as Mahendradhvaja etc., (pp. 20 Vol. Ill, 
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.

i ”
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 
Sr.utis.are nine in number.
“ 3^ %  WuTT f̂r jt« t-
%  i —

1 ^  i
3 ^ :  n’ ”

Pp. 35.
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 :
sn jfshr rHrfafrar i
T ^ r r f w r  n

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 :

fesT^if.cr

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 
of Kallinatha as ‘ The text is cor­
rupt. If we take it, as I suggest, we have 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 Natyachiidamani of Somanarya (Mad. 

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

There is a work on Nat} a called Balarama 
Bharata by a King of Travancore called 
Balarama Kulasekhara Varma of the Vanchi 
Royal line. This work is in the Mad. Mss. 
Library (Trien Cat. 1916-19 R. 226S). 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 Ratnavali.
2, „ called Tandava.
and three mythical writers Vachaspati 

(same as the above noticed Brihaspati) Bhrigu 
(mentioned nowhere else) and Agastya. The 
last writer Agastya is mentioned elsewhere 
only by Saradatanaya.

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 Piirvati on 
the subject of Music and Natya. The work 
contains 38 small chapters, the contents of 
which are as follows :

1. 2. JT T fflT ^rT fT ^or. 3.
sftetrrfojTScrn::. srrftsRcrrc:. 5.

«• 7. ^ T R c T R :.
8. 9. ^ s^ ^ ritq -ir^ a r-  10. j j -

n .  12.

Here ends section I treating of Sruti, 
Svara, Jati and Raga.

13- ^T ^^raT - 14. is. # -
16. 17•

J T 3 ^ T ^ r r a $ r o r .  is. fw ^ r^ ro T .
(This chapter describes various kinds of 

Gitas known as Tripada).

19. 3Tf?nvft5F3Tor. 20. ^ T f ^ -

Here ends section II treating of some 
compositions like

21. 3TST— The work classifies instrumen­
tal music into three kinds: sn fte , fasr and 

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.

tforerT 1
So high a place to vocal music or the music 
of Gatra Veena is accorded by this work.

Chapters 21. ^ u j^ d r -  22. eftarT$r$Ttjr.
The Avanaddha Vadyas are separately dealt 

with after treating of Tala. The fourth 
section treats of Talas as follows : —

C h a p te rs  23. ^ 5 5  a n d  24.

25. i R S R c T R ^ d r .  26.

27. lTrfoOT^g-?J75Tr^T3T- 38.
^rT T W ST ^T R :. 29. rTT^^VrcT-

Section V deals with drums.

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

Chapter 31. —This seems to be
another kind of drum.

Section VI treats of Nrttya.
32. 33. f$TtT^?T3TUT- 34.

3TTTTfa?T?T:. 35 f ^ c r r f i r ^ : .  36.

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 extenso by 
Kallinatha in his Kalanidhi on S. R. pp. 
228-243, This Aumapata is quoted in the 
Raga Vibodha by Somanatha 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 Sastra or Umapati 
Tiintra, is a historical writer or only God 
Siva who delivers the whole work as instruc­
tion to Devi. Somanatha takes Umapati to 
mean Siva. But a reference to Umapati in 
the Sangita Sudha makes him a somewhat 
late writer. The Sangita Sudha also says 
that Umapati’s Tantra follows the views of 
Nandikesvara.

srrft i
Pp. 442, chap. II, S. S. Adayar, Ms. Vol. I.
The Sangita Sudha calls Umapati an Adhu- 

nika i.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 not a 
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.

5  3TT STTJnfeT fPTT f̂ UTI I

Pp. 3 Mad. Ms.

Here , is 5FT^T3T ,̂3>, the Vibha­
vas etc., which 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’s Sangita Ratna Mala.
. Madtinata is a well-known Kashmirian 

write? on Alankara, who wrote the standard 
Kavyaprakasa. He flourished between 
1050 ahd 1150 A. D. Scholars were aware 
up till how only that he was a writer 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 quotations 
from Mammata’s Sangita Ratna Mala found 
in Sangita Narayana (Mad. Ms).

1. Pp. 20.
*Tr—^>'snAWIi4|g3)A etc-

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

2- ‘ STT^urf-
T*mrfm i ”

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, and T̂TTT¥|J<ri'0‘,
the S. R. Mala has given ten varieties of 
Gurjari Raga. “ rj ‘ 5̂T«TT g ir f t
JTTtRT’ 1 rTrSTT^TqT5T fe fe c T U , I ”

5. On pp. 33, 34 and 36, it is quoted
on the personified Mart is of the Ragas 
SUJdH<T, and
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6. On pp. 53, there is a quotation from it 
on the proper time for singing certain Ragas.

^  ^ratsfinTr^ n”
7. On pp. 73, a verse is quoted from it 

showing the gods dwelling in each of the 
sounds in the word Tala.

“ ^ m w r r —
rTf>r<T 3T?rrtT \

JTTSrT STfaT: rTT% ||”
8. On pp. 21 it is mentioned as an au­

thority along with other works.

HTftcTCTTC—
iftcHT^TST —g^f?IrT<Tr^€T |

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.

5T TT-nrorr *  crraR f *  ^rrsiRr i
jrrfa sR«2r*flr5rrcT 11

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

In the previous paper r we noticed 
the Chalukyan King Somesvara 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 describes on pp. 244 a 
Ms. of this name, as the work of one Soma- 
rajadeva who seeins 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

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 perhaps speaks 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 the literary 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 
him in 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 later 
Sanskrit Sangita Literature. In the paper 
on Later Sangita Literature, which I read 
before the Music Conference recently in 
December ’32, I 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. 
obwhich 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 ‘H in d u 1, Madras, 1932, December 20th, 26th, and afterwards.
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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 it is 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 is not 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 us a 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 above referred 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-

section in his anthology—Samgadharapad- 
dhati. Thus Rigarnava 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 ndt completely available. Of 
thls^dl^: also I spoke in the recent confer­
ence.?; The Tala-section of this work, called 
Tala-dasa-prana-lakshanam, with a Telugu 
gloss,iSi available in the Madras Mss. Library, 
(Descriptive 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, 20 th December, 1932, Mr. 
C. R. Srinivasa Ayyangar says that there is a 
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 seen 
by him. It is also slid 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 is a 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, or any 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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M U SIC -A N  UPASANA *
BY

Vaggeyakara Ratna H ari Nagabhushanam Pantulu Garu B. A.
Masulipatam.

Most Exalted President, Revered Elders, 
Brother Musicians, Brothers and Sisters. 

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 :—

VT^FTcTT SToft

I cTTMI■ £ » ^cTTTT-

sw it c h , n
“ Likewise Gandharva Veda Sastram is of 

the authorship of Bhagavan Bharata (Ma-

harshi); it is divided into three branches of 
study, Nrtta, 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 Nirgutia type, working out 
man’s ultimate emancipation from the 
bondage of life and conducing to a state of 
absolute blissfulnesses during life, and after 
death, going by the names of Jeevanmukti 
and Videhamukli. Hence it may be con­
cluded that music is not an art as 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 
Iyfir (Violinist), Veena Sambiah (Vainika), 
Gurumoorti Sastry (Author of Geetams 
and Varnams) etc., etc., etc. 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 22-10-1932 at theVictoria Town Hall, Masulipatam* 
on the occasion of the conferring of the title of " Vaggeyakara R a tn a ” on him and the presentation to him 
of "  Sree Rama Navaratna Mala " and " Svarna Hasta Bbushanam."
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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 
Vadyatn, originality and versatility of a high 
order, literary attainments of vast magnitude^ 
moral character and religious 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 Vadyatn 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 grand 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

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 maybe 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 
journey to be completed in my next birtb or 
births.

Being 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 all aspirants to great­
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. 
Cheliapilla Venkata Sastry, Avvari

(Continued on pp. 153.)
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f^rflTcTT JT^s^JTinTTsfa ^  *Tg^ 3  >
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^TT^reg 'r fs r ts fa  3 ?tt fjrrr^T f ^ r a v r n r :  ^ pjrtt i

—  II 3T?I II l  II —

— II UTi?5ft II l  II —

a r  JT T ^^f E ftf *T5TT 3 € r? $  HT T^fTT^Tlfir ST ITW ITI^T  I 

<wr^r srsm^r ^ r ^ r  srgTC tT rg^sm ^JT T ^  n r \ r 

Vr^rr ^  ^ r ^ r f a  JTW&g ^ r i f i m ^ r a  %^jr i

— ii aro ^ m 'r r c m r ; n \ \  n —
—  II 3TWT^t II \  II —

^ q rrr%  i r r ^ ^ f ^ r ^ i r  ^rm ^rrRr ^fr^rts«r ^ r^ r: il < \\  11
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qT fR qfa^qr sT̂ Tflr qq rq : T p rrfo rm  i

qqrf^f> grrfqqT fqqr?: qwf q  II ^ y  II

— II ii ^  n — 

qrqqrfq qrqr pqTqq^nqn g q rq  q ^ q ;  i 

qT qg-msq^frqr g qirfoqqqqT qirqqwqr q n ^Va n 
^ tq f  q ^ q f q q r r  fa^q rrq r qrwsft qrsrqqTfaqTtorT i

— ii ?qgd ii v  ii' —

qqr^q^ fqgd g m rt  pqmflirsrr: q^ms^qr: 11 w  11
q r e ^ q r m q q^ n T q r  q ^ q q f  3tt g q q q q r  q  i

— ii qresq̂ snft n « ii —

q«fqTfl% q^q^qrf ar pqrqq̂ TOT: gq^r qfq: 11 ii

HTT̂ qT q^qquqr q qreregrcqrqTqq̂ qr q I 
^TT^qqqtfq fq q fq q r q r  f tq fq q r  m qq^qTTcqq; n 11

—  II JTSTft II rA II —

err JT3Kf q q f q  q ^ q w ^ q r  q c frs rrs fq  q  q ^ q : q r r g  i 

-q rq ^ g  q fq T sq  fq q rqq fsft gq>1 q q q q q q « m 1  II II

— ii gqrt ii  ̂ii —

erf gar^f q q fq  q^ rq rq t ?q rq*g  q f q t s q  fqqrqqrfssT: 1 

g qrt f irqr^ cfq^qr q£cqqYqqYqreqir<q gq>: n ^y® n
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— ii *rWt n vs ii —
nWf ̂ TJTtŝ r g ?5rr̂ rt i

*rarftc Tf^r irtr̂ t iTcrffSTglr: fr&r+i; ii vy \ n

— ii 'r k r a t  ii <i ii —

irkTfiNsT^T srfrrrr^inTT -’TT r̂sr̂ f̂ nT'- g»rcar rr ^ r -  i 

rr^rrf^nirV ^ p f m r  =g- g o rr ^:fvi?TT g m ^ ;  ii R y ^  11

— II arcr^rct II ^  II —

rrorsr̂ srq'ftTOT «n#sar ^sr; *t g Jmifr.S5T: i 
Tf5TTsfa^: ^ 1 % :  flf^f^r^TTsfr ^TTT? Q7T: IIRy^ll

— II II \o  II — 

uvartr^iTfrerT TfSTf^cWT *rr in r^ g  * m  i

— II fTT^^TT II U  II —

^ r s r ^ r s r r :  g^r^ar T f sr- n ^yy n 

g^RrgjTT^MK^rff «r^rfr ^rRr?; sr&ftal' i

— ii iNraft ii ii

^ ittw I r ^ c r fa s r i  ^r *rm  rsrn 3 ^ ^  t ^ wi vy -Ul

?ro^ T n ^ ^ r rm r^ t^ r  j r ^ s p ^ s m  m  1

^ r g  *rmg f ^ r t ^ ^ q r  *rr 11 vy^ 11

— 11 arro^T 11 ^  11 — 

aTTmft̂ P̂ EPJ ar̂ ÎWT ?qT̂ nrcr5TT: g ^ -  T^T: i

gorr =5r ^ ^ ^ H T T c rr  m  11 ^yvs 11

*rnr. g^m t̂rfosifr r̂carm t̂iir i



i i s t h e  Jo u r n a l  o f  t h e  m u s i c  a c a d e m y

— ii sm  n l  n —

— ii nrmrd n \ ,i —
vrrri =5r m m m f a m r  nfim m n'iT: n Rye n

^rrmTT^Tt m m  n r  N^mmTTfsr^facTT ^  i

m  s H h y t^ r  im r^m  m r d  y  <■* n h  r h t  h v y ; 11

— ii am fa^^^m-vmrrcTm: n K* 11 -
— ii mmrm^T n i n — 

i r F ^ R ^ ^ r f ^  g- fasr ’̂ v r m ;  g * : i

fm ?  JT^frr^rjTcr n R^° n
Jt^rr ^ s p q f t r  ht fagnrn^  i

— ii >̂̂ i5?yt ii R ii —
^^ffsr^n^TT ^ m r f f r  * rm  g  irm im m : n

^TTgrfriTTfsrTmm^RTr *tt ^nrrsr^cft fcss fjicT R rg  i 

JT5rr?cT\ jra n rem ^ reiT  *rr J T ^ m m s m g m  ^  n r 'a r  ii

y g ^ i F ^ f o r n n f r l  ^  ^ faert gjfr?!;: i

— ii i m i  —

RR%Vr*mr mrlcRT mm sterna* 11 rr̂  ii 
veil srm f g ^ rt ^r *r«r*r i

— n ii y n —
ffprrf^rif *rcfi=r ^remmT m m r  y r c t i n r ^  =? %r : m r g  n

— n =morr n <\ u —

amrf*rom » ymtJTrfosrRr m m  Tf yref^n: i
t^ stT ftTigrsfq' ^ %tar«r nrrnr &£tafaq^zrT m  n rVa ii
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^  sh n t g- ^mfercrr qt sr**T*K i 

»TF«n^5TTfq ^  *T*TTR ^mfjcRTT *?T II II

5T̂ r T̂T J^ftlcftaT f¥ff?Tl3T^T I

—  II TTWITT II % II —

amt^T *rsr% wwmmT g q̂ crisoT n 11

ĝ TT srgmt.ŝ  g ^rat sc: *jg*Ncn sr i
f^ rfs ra r  =5rfan^m**rr s s r  11 w t  11

*TT?STT^|3ttfil?; SRcft ^T *T?*iraTITfSTK*mfo<TT ^  i 

TiF^rn:^r|3iT^fq stem -sw  n ^ r r o r  tr^gtecTT ^  n \ w  n

— II ^T%on^IT II c II —

safer 5i%oncirr ^ i l ^ e r t  ?stts f f  stcust: i 
^ n a n ^ n  =et g m  aw resfaem am i; n ^  \\

— ii gfeff^FT ii  ̂n — 

gfef^ri emm anrarirt ??us*g g ^̂ rffŝ T; i
^JTT ^  ^TT-^nT^^JTT^T S  HWT: ^TT%- n f ^ g ^ :  II ^ ? l l  

T|3re?riiT vrari^T g ^ s a n f ? ^  s r  nr qfe?g3ner: i

— il g^in ii 1° n —
arsrtem safer g^r^ar « ttst â issTtsfa a- qaertssTr- n 
faafsrerT gfea^T  g*g^aHaa1& : i
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—  ii n » , ln  —
STSjHild ?7R rf§ : 3Tfts5T: IRV^II

f^rf^TdT 3 7 17 7  rt  fefjfcmiJftTT i

—  11 SFTfo*?t || || —

^Tf̂ '̂ rrf̂ T̂T TroTifir wrr 7R7 R7rr.S5TT.s7  g ̂ ŵ rr̂ r: ii 
SRfTt RI7T7'T77li77m?T7TT3T 7 \7 g :^ R T  7  I

— ii oyfeciT ii tV 11 —
3T7rfrr7R7 7 fo7R s77r7 r ?7rcr 7£r.s5r n R3MI

TT^r^iirwJT^TflrTwiT B rfa : grfcrr ^  i

rRfa JRS'feRTTTTT 7  5RfeTT 7  SM ^ TtRI II II

—  II sftTRS* II \U II —

2sft7»pM7>Iw^nnT^ ^TT%7cft *7T̂ T fj[ ST5ff.S3T: I

fad fa d  I q^TT^TUiITT^TT^dTTfT ft*RR77R7TH II R%}9 II

TctttI ttvttrw!' 7  fir i

—  II 7TWT̂ ft II ^  II —

TTffTfeTTr dT77 7*7717: FTT^TcrT «TT7 %W TCT-SST: II ^  II 

rT 7 7 7 7 7 « n ^  ^TT.S*R7T77T7TR;grTT 7  I 

7?^tf7T7< 7 7 ^ g 7T 7T f7^ft3Rft7T II W  II

—  II 7R7Rft II ^  II —

7TJ=7Tft^ni7T77 TftdTTTf 7 1 5 7 1 ^ 5 5 ^ 5 7  g  77r7T57T: I 

77T 7V j[fe377«T7t57 5ITf37VTssR77dT S?T II ^VSo ||
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— II II *V9 II —

^rggifg  g r t f  ^grehreft sg ra  n :  i

ftgfS tdi gtggggTWTT g g g  n n

.1 W  II

— II g g  %^T^r^-5T^r-flT^T: 11 R II —

— II JTRTT II l  II —

* n t g t  ^K ^T^TFT gTSTT cTetT: S T P lf ^  g^Pf: I 

N^iifisrrfa g- g«mF<TT gFgpTjgf vprrggT g  11 ^  11 

gtftsfa 5ng ggfg 5f t  gggt jjgfcr i

— n dT̂ gregT ii r n —
gsjgrfg grarf^m^gr gi 5gFJf«roT pgrg g^f^r: iRvsyn 
f tg r^ g T ? g n g rg g tg  gF gK giggrgcrggT  g  i

—  n g g  g M gn^g-sFg -g ig r: n  ̂ n —
— II dH H W T II \  W —

fcten gggfgggg 'jrcg  g r g r  n g ^ s g  ggm rirg  h ^  n

g R t^ g f 5fu fg  fg g g R h sg t g^rg: i
^gTrq^gt sgtg xw gcfssrt fggfggT ^ g n g v rF itg  ii n

— ii gg ĝgTgg^FgvrTgKTg: u * ii — 
— ii gtgr ii l  n —

pgrert ĝ iŝ fts'̂ gtTt ggts^greggg ^fgsfdNKN^gf irvs\sh

is
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— II II * II —

—  ii s m  ii * ii —

JTcITt R  SUrfo ^gH^iJcPfTT'TT q>«J  ̂ s r q n w q ;  f 

q^rfeTO T ^ n ^ fq  jran rhn r ^ ^ rH ^ r^ T R ^ rg m  g- n 11 

*jqf J n ' l ^ ^ f l i w n  T̂FTT qqf^s q%cTTi I

— ii ^ rm : ii —
— ii q^-ar^-feqrqr: u * it —

f^TTNT: 1

—  11 q tq q q jf t  II l  11 —

m  *n*r qcfssT: n

qy q f f l  qrfaq'- % ^ P 7 ? q r^ g  JTT^nT'T^Tf^q: I 

v jq rf^ n ^ trs r  g  q g r r a  qirerrcqrt q s q q q q #  g- u R to  \\ 

ta G i< ii fqTTq<TT% i

— II am fW  II R II —

s m r tf m ^ q r  qr«rq fiivftqT ^qT ^sqq t^q rq  55  q^fs5ri 11

q^n^TT^TT ^  f a q r ^ jq  *j^Tq<TT ^  i

HH^cq^firerr qr <jnrf ^wurita sr̂ srqmT ii ii

5TT fe fiw tarffo r^m  fqq rq r q ^ * r  % cfhn i

—  II q ^ q rtf  II ^  || —

q ^ q  f^rrqT  W ^qrqfrqqT FqTfft qrf^5T: iprcq q^ST \ R t \  II

I

*ST q^f*P  ^T ^^W qq^r^rF T  f |  q ^ T t  fq^TTNi: iR^ttll
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— ii am  ii y 11 —

— ii ii l ii —
2 ^  f^virTT: qrspir ^d4?r» R d -drill i

rn p r-  h  5  q^nTs^ft rrsaj ^SrFgfgrTT i r <^

— h srRsfr n r ii —
2% fasrpri ^ ’Prrfrr dR srr ^ ? ira n f f .r e r :  r  g  qgrft^ j^r: i 

srg4 q>r% ftfffeTTspfftrr FTrgRŴ pnrdT foaFTT ii ii

— n ? p rtt iU  ii —
j ja ^ f tp s r i  qr?rcr f g w r rm r t  «r%fiiMi<s i 
wrrereg Tfsr: *r g  j r a r fo  3 ^  f fm g ^ c f ^ n r  g ^ :  II r <̂ s ii

q^rf g- srr g ^ » i 3 rfir f o r m  ^ r a T  g ^ n  1

— 11 *n?pft 11 « 11 —

<tt ^ r m t  %srf^ ^nrq^irT  ^ ttr ^  ?r^fj?r: 11 ii

— II 3TO %TTTT: II R II —

— II WTToft II * II —

f^rsrrr^ft: sm fa ^Twrrforqrr^Ti spw i *Twm: 1 

Ct^q^TT m  rn rr  sr^pjTwnrT^JTrwni*. 11 R<z\ 11

?tot sr rt fortadT sr^trsr^fergjfgrn- 1

— II 3TT̂ TT5ft II ^ II —

3TT^TM+r<Hii q^ra- f im w f ^TTrqgjrt ? u ra  f ?  sT^terr: 1 

5T5'ft f tm g f^ rd a \ ^cRTS II



— n am  II l  II —

— ii sffhrsft ii \w  —

sjspnfo fcrerTf^iTq^JTm %«rr fg w rrm fa  ^frhtrft m q; i 

arsft h  f^rfSrar ht n *.%\\\
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— ii am n l n —
— II sT T f^  II I I I  —

ssp irfo  ctt feq m rq ; i

m  q w m r r f a  h  tmcTFciT H qfmerr 11 W tii

n t t e  q rm irfS rrr^ rm T  m  H»r?rr 1

— n am  11 R n —

— ii *iuiWt ii \ ii —
* i*q!fa < » iw  m i  sm «$ n v a  n 

mrHST^rcrn g » r ^  ^ f t  m nrtem H r h i  i

i n f i r m  H|t*rTg‘flT¥q'r q?^>:r^^*Tm(T<jft*Tq; 11 w u  n

— .11 ^Trn^ft ii  ̂ii —

^ rm q rm fv m i sm «$ q^Y m ^hrm f^  q ^ r rm rq  i

ht f% h qrmrcfa^r^r r^ r  fgr«rm%cnft ii ii

— II am n a ii —
— n qkrf^T ii K ii — 

m  ^ iw |5 n n m r y c r ^ r :  ’Tkifg^rnTJ-sar f s n r m  i 

Ht JTWTITTHTftr H lr̂ rTT?cTrmT̂  mre^W4!eft«r II II 
crarm i q w rw sfjft h  eft fw i
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— ii m ^ff ,i r n —
err differ 55^prnr: FT il^cfr m rcr sr^f-rer: 11 11

7TTm<'VH^'jr5+m«ld4*i HT JT’-j^lV ^dl I

— ii ii  ̂n —
q r r f e f ^ T  ?m m  5y$TOrot qpvrrmrrcTTfq ^  ^^crr^rT  iiv ^ n  

s t  q^TTF^rvrnr q*req<i ■wvjftrMK+i ^  i 

s t  g- ^ r  s h m t  ^ ^ r r f ^ r T ^ s w ^ r  11

— ii Ênr̂ r̂ ft n y n —
^ K ^ s r ^ f v r q r  m  ^ r k r T ^ f ^ n ^ ^ r  ^  i 

f ^ f s r a r  g r ^ t r ^ m r  w f ^ m ^ s m ^ T  f o r m  11 ^ ° °  11

— ii am n —

— II TTWcft ii l  ii —

^w rf^ 'h l ^TCTl ̂ t 4! ’Tmmf^Ps^T Srf^TT^TTJT: I

II II

— ii am iTrâ 'T̂ rrm̂ rTT 11 —
— II VTFFfl II * II — 

fgwT̂ TtJT^q̂ Trm ?rr o t w : i

m ra t sf^r.ssrt.sfq ^  q g jr tsq m ra ^ g  q^sr ^ f q ^ o i  c t^ r  11

.  — II fq*TTapft II 3. II —

ftm sn rf rrnm  ^ r q m i  m r a t  ^ .r e T ts fq  ^  qgm sm T : i

iTTmTOTt q^qq^elcfl ST m^qT^TOT IT^Tq^TTT ^  II \ o \  II



— ii am argrR̂ gf̂ wm n \  n —
— n a  ̂n —

argrFfcg fsterTTT a ra c fr^ :  i

m r* ra  m  cnr^m rm rcgcTT ^  n u

fgr c i f t d f c rreaT fg rv n f N r R ^ r ^ r r f w r a j  i
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—  II am  am resrm : II y II —

— ii am ^*rm  ap^rm  ii —
—  II STTSmT^cft || \  n —

^tt ^ r T < * i « i I I  \o*\ ||

v^fiivT  shNaa^i^n T T T m n ^ t^ m j^ T  grp : i

—  n argg^m^rrorrsTT: 11 —

— II a rm f o d l  II III  —

snmT^Tf^JTT <ri stRrtt *m«^ n \ * \  n

— ii f e r o l  n r ii —
?rr mrat JT f̂ f̂rsfqr ^  W ftsmr: n 

a  gaT i

--- II ^I'tXJjfwcll

am t-sa^ srerrcrr

gait f̂ raT̂ tsa1 g *

 ̂ii - -
a - ^m^T^TT I

II V»* II

— ii am  ^mrsrr: ii ii —

U aift< ia idgaT  W^T I
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— II STim reni: II \  II —

«nir 3  %<tt tn R T ^m rcar *  *t «t̂  n 11

« r ra t  STslsSTtsfa ^  JT«TJTKlrSf JTW4Ulf̂ 5 i

^  «rr *Fg V K afed ag g r ^ ird iu n fir gcfr grfir ^ n g  i i^ ° ii

— II y«iR^: II  ̂H —
n̂Ĵ T̂ rnsgr =cm r iNtrhtrt̂ f̂  sr Jr̂ rmT̂ : ift l In

gf% n?fan 11^

— || i^PF: II > II —

3T?fT^qr  ̂^ c h iP I^ ^ Q ' T̂ y«TdW?t I

N-S3T ^'r^Ki4R Al

—  II ^ t w :  II H II —

sm Ts^d ^hRFRTd^IT TfiTt g  Jrajjfts??T: |

*n?vnr*: q^ ^ ^ a r^ T-' st *ranrt 55  srrfNr: 11 ^  *w 11

11 11

— II dfcP II M l —

^tfd  51% ^TpT W  5T t̂5^Tt STRTST RrSTTf^PT|5TVTV Is» ^

* —  II ^ o r f f^ T  || % || —

4>U|^4>T rTT^Tf tf^PTOTt WJTCfT Sfift «J?T g  II ^  II

rt  ^ w re r r  sgjrfcSPTT ^  *m^rc:T ^ r n r ^ m  ^  1
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— II ||.\S || —
^  \\\ *\»n

— II «TT^T# II <2 II —

’T iy i^ f i i^ i  ^ r n f i t  rF r  i

»i| pv<KM^vriN<W T ^r aKUT̂ rey r q g p n r am aj i i ^ ^ ii

— n JT̂ nrrf̂ ; ri <li —
qsrnr JT=W5m?r g wmwfi: i

—  n II \o  || —

3 T ? r t^  ^srfcr ITRraraft: JTT55̂ R t̂ T7^T II ^  ̂  II

rr f%̂ r i

clWf slifr

—  II cft¥t II U  II —

f « ro r t  JTff^ffsFr sr i r a n r u ^ r n  n

T ST H»-^n |«-qT^f^r^f^n l^ rl I
^T HJTTfq^TT ^  II \ R \

—  ii «n?ra: II IR II —

<mn<*<Hrei  wgrftr s m f t  ^  qiamf^FT i

waî  Trĝ TrqrnTTrH ^ ftforfaRten 11 ii 

g y n g v fa f r ^  m  ^ r q q p r %  **ng i

—  II *T^: II W  II — 

^ T r p m t  SfcHRTqrm g t H W  il



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

(481-513)—Familiar Alankaras—
They are seven in number as shown 

below:—
(1) Tara Mandra-Prasanna—

series.
(2) Mandra-Tara-Prasann a—H H f*W PT-

series.
(3) Avartaka—

series.
(4) Sampradana— 

series.
(5) Vidhrta— SOT, fo r  fo r  , series.
(6) Upalolaka—H ft Sift *tR  ft*T 

FFT JPT, series.
(7) Ullasita— R R mR h , 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 
thp 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 x 23 or 138 in all.

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

VIKRTA JATIS.
(522^-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 
(5) 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 to the admixture of 3 
Jatis.

(528). Shadjodichyava is made out of 
Shadji, Gandhari and Dhaivati ; Karmaravi t 
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, Shadji and
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Madhyama; Madhyamodichyava, of Qandhari, 
Dhaivati, Panchami and Madhyama; and 
Rakta Gandhari, of Gandhari, Panchami, 
Naishadi and Madhyama. Then about the 
admixture of 5 Jatis.

(332). Kaisiki is made up of 5 Jatis—Shadji 
Gandhari, Madhyama, Naishadi and Pancha­
mi. Then about their Gramas.

TH EIR GRAMAS ETC.

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

Then about their Sampurnata, Shadavata 
and Auduvata.

Gandhara-Panchami, Shadja-Kaisiki, Ka 
rmaravi and Madhyamodichyava are Sa. 
mpurna; Shadji, Andhri, Nandayanti and 
Gandharodichyava are Sampuma-Shadava; 
and the remaining ten are both Shadava and 
Auduva (in addition to being Sampurna).

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, Ma­

dhyama, Shadji and Rakta Gandhari have 
five Amsa svaras; Kaistki has six Amsa 
svaras and Shadja 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 TH IRTEEN RAGA
" CHARACTERISTICS.

(546-9) In the aforesaid Jatis and the 
Ragas born of them, certain concomitants 
invariably occur, and they are thirteen in 
number and they require a detailed descri­
ption. I shall now first name them. They 
are as'follows—Graha, Amsa, Tara, Mandra, 
Nyasa, Apanyasa, Sanyasa, Vinyasa,Bahutva 
Alpatva, Antaramarga Shadava, and 
Auduva.

(550-2) The initial note in a Jati goes by 
the names of 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 Nyasa may be the Graha 
itself.

(553-4) The Vadi note i.e., 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 Samvadi in a Raga; whereas 
the Graha can be both Vadi and Samvadi,
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(555-7) The higest note (Tara) in the range 
of the Raga is counted from the Atnsa 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 
go up to Pa in 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. Its octave in the Mandra 
Sthayi is the lowest limit. There are ex­

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 Shadja 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, Ga and Pa are 
Nyasas. In Shadja-Kaisiki, Rahta Gandhari 
Andhri, Gandhara-Panchami and Nanda­
yanti, Ga is Nyasa : and in Karmaravi, Pa 
is Nyasa. Thus there are twenty one in all.
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QpjŜ tLnair,

_____ __________________________1_____________



«jya^L_a0pKir&sir eas^esarui.

* /ru $ « /r. efleuiUD. Q & tu e n s .

ijC j,T6L^^U/T(Jj 0 ^ / r .

r*

fsiruj&ar Q p & e rd p g  u> Guiru$qfjd(§Bi£freopfiieo  
Q a r p o jd r  uGufr&flpuirpq^sfreufTLO.

£U0,«/»UU(9 pfieB )g  d jp f lo z p p e t i ,  G-i—tb i$ fa rp p e o t p a r  /BntD&Qaru 
G u ir jp  eu ^ eu irQ a ra r jpi & (gear i d  u m r p p e g ^ . ip tS aru t jtfdaeo 
jt}Qgd-&ir&efl(T2PP&>t (Searp jg)L—p@ eo  (Q p a r k e d  g j f a p d o f e ru  
G u n  ggiD pe&entDuSeo u (B p p e o  epmjpjLD G p tr d r (y iD ^ q ^ p p e o % 
S f ia n p  ( ip p e S m a r ,

^ jiS o x rrflsrr ,

eSp-a-^e-B**

l£><stl£> peSeorrao p f ie v  ^j@aut$ifitLj&Q&(reArL—eiiGir(r<£p p<ar
6ofli_ti) rsm u so r e u g ^ L D U L ^ d ^ tr e u j y d ie o ^ j Gtruj&afti—p f i p
(§pprr<sir G u(r(§ ibu tf.d& jG u  ̂  &pu(&@3sr peu&r 
euiUD,

ao /kp ffu u u (B peo , & d a n p  Q ppeS ajar,
j i j d p d p e a L D iu p ^ p ^ p  p d & u tp . iSlesr^pii> &eo ^Siunuiroai

a^QpGBBTt_

ernes'tu/raflso Qpaptr^ Lcptuir^ iQir&souir ereorp /5/ru9sm.a;<S(S»ji-o, u irS iu ir tsiruSemesiLjLhj eroiriM/reinuir miru9es>siLfisi (Su>p 

Q&iredsQuj sTLLQ e S p Q u p iii’sSsmLjiM jyss)t_si//r/f<Bsrr.

jjy/5^ eQuifpemp g) )̂eO eSeivpiflppreO §ljpisurf&(snj&(ajp pdsdo-ppeoirs ^)0<B0Olcss7’« « 0 ^  _jyj3«su>/r<sij 
iQ jravprrSisrruteo  /f ij^ ^ ^ iq s rrG s rr /ru i .

g)^isu«»!ru9ff0 'g/eL£L_eQpfimi9air socfi^am i) Q&treti‘8i>LJUL-i— & i. 

i>_ppui miru9esir (Lppe&iueuiraeffisir svoipssdTLii Q^ireosouuQLD.



144 THE JOURNAL OF THE MUSIC ACADEMY

(oLup Q&rrsarssr vrsdsorr /5/ru9«n«cS(g»j'£06rr 

a .p p U H T, LCtpiULCHT) jy p ih tr  GTmjQt 

{Lpearjpi G u  piB&tsifjSBsr®,

JBlTuS& tT 6Vaty6B 9TLD .

jabs'-auTr’.

psisr rsmuasar jy u ir ir p ^ Q & iu p ir g p iu i  j y  &i 

eaflu.p jBeti LJifhuLDtn&'Wjuueiieb- s -p p L D

miru9airewrija.

LBpiuiX) j5iru$&rr - svafy&sn t i .
sfci^gsSbsr^-g^

isitilis6bt u i fh u u u L L i—treii p<repun u i fh u u  

u Q p sc^ jn/eueir G&rriSlp p ia  Q&rr sssri— ireo 

pirgpiLn Qsrr i9 p  p i  Qaw sir pso^ jyspssr r8&}p

«n pa= Q&ireir<g3)eti prrgpui i§8}ii) Co u& psi)^

jysusar jy u s t r  pus Q&riiprrsci pirpuus jy u ir ir  

p in  Q&ujpeO) jyssisar avGisesrrQ p  air so prrgpius 

avGrspaSppsi> {gftuutp ^aiQeurrQ^ suturruirirp  

@ £/iui rsrriuaarr Q u i t  si isi— uususrr uspiuus 

is m 3  as it suit us.

^Hjpus jsrruSl&ir svafyassi is*
e ^ s fc ^ o x ry '.

surQpus Q&iiiuGueiifit— p{Ssi> jyp tS lpu s Q&iu  

LD, <5irjrsSSTL£l6Br jB G  « IT l3 p  pS <B
Q s rs rrS p p u s ^  u jrm r  p @ »p p ir^ iu s  Gasirup

e s s p  eBt— rrLD sdQ F jLJu^iiM , Q s l L is/ . s s s s ^ s  

@ 0 « |Ss/rj(i;iii, ^u3si)si)ir^(T^isprrp>iusj 0saar 
6i//T(g)« gj)(Vjiipirp)ius: S ip s u ^ a  g ) 0 /5 ^ /r

jW ii, Qtustr suesr (Lp^rstreu^m  prrpjius,

e ru u L p 3 (j^ is p  (Surf'S jyyus rsmusSssr g£)&@u 

upius/rsor 0 star (Lperr err su&r js/pus m rr3sir

surrus.

'jyp jB u j 6in)ilQurr&^tfOSpiT /BtiuS&rr
6\)<3rr££>QS5f I S .

rsiriuasSsnr jy s m ip p p i ssiQfjusuip jy p u i i  tSltu 

pir $  jt/nsmirusSfor jy2W ri p  sump Qgujpi

&rr&(^uGurras(&j Q&rrsi>«d ^ysupr^sssL-iu « u i_  

pum p p r f l m p  oiL^rrusp 0H-L($ GuarSpsusir 

jym rSiu& rvusGuir& p& Spir mirSmrrsurrus.

g§)psues>ir3si) rsrrSmrr G u p u s  

Q & rrstis iu u L -L - p .

(Lpjba\-Stu rstru96B>&&(Gaj&(&) erv ea/n muusrra 

{§)(7fjmpuspysuirassir STsrmsmpsmpu L^/rp fi 

(ol&iupQ&irssarQus^ p(&jm p u ip  jystiiB&ifl p  

pasQmrrssarQus^ emikGpirsspusirau G  u  ,§\ as 

QasrraiitQus ^ (r^u u e u irstxr ^rrsssS ̂

p rr p G m ff , u ir ir ^ G s u S s ^ ,

sS/E)SesFt QsOiSeif Qpp3iusuirassrrirus,

p r  0  Xr°&— mrr3smasajirs0 QarrsOsouuQus
sumrpsiupasdsrr mirujagtsBi_p ^ p u n y  rsrriU'X*siT)6\)

Q&rrsOsvuuQus sumr psmps^rsrr issu9 s3>su9

esfl i— psffigpiLQ Q&irsogpitii ^pssiLDiLjsmi_sverr

?iuitld.

prreuS rs'h— aff*lL Q  G suSso Q^iuiLjih  eaty9 
iuipsrnB /£ir<nrS‘ujiriA.

amS — mir$ems&gpi ant— Uj <sro~§>&£pms(B

<e§5tr p  pssrgp GurreoGeu jyssn^rsj^i \gf J& 

ueSdSsirpeusrr emSiurrui.

G&us. ~ciS~— rsrriBsrr /5/raj<s/f«Ssrr« a^L-up 

esisuUU'Sso @psiaLciiLfsiaL-iususrr G&us.tumJn.

srrp G sa S  ^ '(jd o a j-*— psarSssr su srr it p  p  
prru9eir ld« stt prrpQ ir fiturru).

u it r r^ G s u Q s f  \ir°& dSfo— erviSumrsnr

ah"L-upsi) eu6)MsSs3rpsusir uirir{SGeu&e>i?ujirLh.

eS /E /Sauf J)o5\fc —  s m u i U ' i ^ i p ^ p  p s «  

utp e-QFjLDirfB& Q a rsirp so  jysoetijp GeueL^ua 

G u tT L -Q a  Q  « <r air 8  esr pen sir s9®Sa(fiu/rai.

Sffi)t9ssF SbB̂ lb —  LdirSso Qppsdiusmeuassrr 
&L-U)-& QairQuueii6rr Ss0i3s^ajirui.

^ j p )  suss) ir u9 s i  p ir  j$  (LppsShu suit serf) sir 

sCtKpsiarlo Q&irsOGOuuLLi—gn.

isrriuas G u p  scdn^sssTin QsirsCoPuuQua^



ABHINAYA SARA SAMPUTA 145

rsits.ua (oLJtfi svafysssri'j.

(Lpp&L. rSiu isir&amssret^L-sir sup. jy jg iu e Q s  

(Sjur PnrtusirsG<r L/jJI e _ u u j9 ,  amau&sair ersar 

(tpeusrir^LD. ^jeuirseir (LpsmpQtu swell tuir, 

uirS tutr , amiriAiraisnuir ^ j a u / r s ^ s ^ u  

sotririA.

ufiH (Lpp6vi6srsui&6rfl68r taSeuiLD,

u£0l — Qeup s i r e m p Q i r i r s p L A i r s

eBeuirp/DLh Q & iii& i Qsirstari—  & vp H tLfisir  

soots fihqFjUueueir ufgltuireurrsir.

(p . p a ir  osar la) — erfi£ tr  iSsrinLip 6p0 (ffiflu_|L_ 

(Sear s q ^ ib s /tit orv-esLAjpiueBpp  yji; ffruo 

e. p a ir  osar lait( ^ ul.

p a ir  star la)— iB(S)tsp jura tspm as  ggfT65r£ 
iL/(_6ar ^ S r r  etiQ^er^sa sola ow-°sla j i / ^ /u e B p  

piLiij StpShso amiAtuiBsetflso tSlrrtjtprjs p  p  aQps 
s a s  ^ysu«ifh_p£§eO QeujMJL^Li (Suaeo 

Qsu6Lf>iii QuitlLQ ui, suS'paiShratLtp- l̂ lB i&sO 
eoiULorresT iH p ^  p a sir  seoispi Jp /J£ iu s9 p p  

om~°spemp LAjpiutp. Q s a Q s s s  Si.tp.iu eropH 
sea  t^eodsoQhuoaSp iS s s tu  or soar sour p  lj»(oa)eO 
ufd& t& ir su(w)eip.saeOLA isauSemstuear r$ streo 
ta s^p  p  p  pG>Lja g»LA osL&ssss^tp-tu yji) iinui 

ffB^ijGssr S-pair soar LAa^Li.

JsBsrsar S'Jj.n— pearSm s Q s a /s p

ereoeoa em ^H so iB i_spL A  amiAiAaear iHlifhu 
(Lperreireusar pnb$oodi ^a^ousai .

e .u u  {s! &&£>6— jpistStu ovpis2srrp pair 
amaLA/r p{3up{S&)so su&uuQp^IsQsassarQ 
jy  jgiusQdQpaiesr e-uu  {sltuaeusar.

( p .  p a i r  soar la ) — G s a ^ s o p p l p i e h o r r  G s a u

am p H  (ip p e o a e a re u a s S o rr j p p u s d p p  Uf  ̂
G a m j'a  rrrjL0S8Br63r tu p a ir s a a n A a ^ L A .

omeuSlsear "396' —  (Seu$setflL-p jSGooGtu 
ijtfltuiEiQsasikaQ app^r/so QsstrireuLA @ 0 l/ 

(Suaeo ersaareaaflu usaarmisSons Qseo  

e_®)«o/r6>utD/rii9 0 L/£jsu«5r smeuSs
^®)61/6ST»

p a ir  osar la) —  p  a>sasop@g)isrrsa amir 

LAaeartu tAsafl p a s e r r  ru p a a e s a rL A a ip y A ,

tsat&emsserr ̂  p iiiseir piiiseir ^psuem pa  
Q u p p  {S$>B)60 ^pGrsseS puQ utuas? jsa  tuemi— 

e u p  Quaso^ natusasreOjiA emesruaou (S u p p fg l
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affu/rsuti Ô T’io— LLesrfip(Sj amidaedu

(Lpesar t - i r s d  a m re s a n m riii .

j y  j&urreuui o— lbGjjss) ervmiaedu

LDirih.

eBiuSiairifluireuLh — Lo(o(«a) eruiii
aedu p e m p u  (Suireifippsd j y  prreupi Qeueifi 

u9Qped,TLh.

CompaqfiiLt Iran) p e m p  dQ^mianriiy effirui 
«0 S>aar, j y  p iyp io ^  si/n ireninjiA^ uiuirmaiJn 

iS'ufi&VLD) Qirerr p ir ih t a ir ii f i  eresr gjj«ar 
u^s; afl^/Basrr/r® sr pu(3pfiv3(T^m8(Tt/ir 
«s rr.

sfu^iruSufTSUtb ^'oasip’ io — Lossrii e rs iie S s

«oy j p u e u f i  filed ireugp 

OIUITLh,

jyem&tuiruiGd /§p(&jLb

Qed/r eurrpetvedtuQLcsttrjpi ge/r sr&t(Lpsasr 

Gli—eir jpi jyt9ui9srirujLJu<SS(njlirmeir.

QpemQ&ireddiiJU jrawiiiserr lu ireu fij& u  

iSiTiretaflseSi—fifis^iLBiT^mpirs^iLD ^y etn p  
LnenfipiT'Xetr erv-°eouLDinu rnsafl ̂  it « (e ^ « 0 sn -  

crr/r«(3au j y e u i s m  Q&iUGn& (Lppe3iuemeu 

&etrrred jjy f i l l ip j Qasirstrsfredinii.

tnsaflpiiaerr Q&tuetn&Q&iutLiLci 6^(2ir sired $  

filed Q peirsi^fiaj eredediT jr&viBsSsmLjUDireupi 

jy ed e d p i S)ed6up6s>piurreup]f S L -i—iriuLDirs 

6p63reB>ptLiireiipi ssmQQ&irerrsfredrrih.



<S4fBcB rrea>Lo ^ { p u ^ u j i r e i J ^ f p ^ a  <sbrru6gotlci ^  a5oS'uj6jn6ua.efT ^ £ 6st <£GLp a r^ a a L D f ia a  ^ < $ a a > u u i l i ^ ([5<$i16BTfr)6aT.

•0
0•t

B
I

■9
5
fc\

t\
•8
6

J5>

©$I
lr
t
&
fcf

&
«**> i

£  O c ^1
5  ?  3  3  

\  1  % *

P -8 - 9  
g ,  15 6 - 3

j o t  s. p u  jd fi d(S,d  s i t s <oSsrld .
a 6tv/r jsouev &  fiir i__tr (&)Ld  

G s&^&sn___

5C T % -p e iBiriusdsr isrruSletnad(&)LO. /E/ruS«n<s m inus jjy<s 2-psninpjr^LD, ^ ) 6S )s ) Bibetnp

pjg J£l 
^<om Quasar

G  s q ^/Ssd .
\

^ ix i j  sirsesarLDiruSQ^d@sar(yirseir. jojeuirs 
erflear Q  m siren ear ld ; grrjuw} s i?  n airrhfUl. 
0 «v>ldf 8 ecua (iip^eSiustnanL/LD^ {gj&sarLÔ  ld jpni 
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Lapp  irew/B<5 (jnjjLo G ia p sl. tSiiuuiy-Giu ji/G ies
La/TSLJ y ,ir p  !S<LJir(8jLa.

GLap&ufBtu ereoeoir irem m is^S f^u a  G upiis  
QsirsoeoGensaariy-tupi p/en&tULairs Jj)0 /5iis  

Guiir ̂  p>l La, ^ j n p  Qsrs SLairenr p i  G sen so La 
&QTjiBSirsr irem u itpiresr Lairs j^q^uup.Tgpith) 
SIT lip  sQ STVp IT IT &IB6B}SUJir eon hj SQfjlKISirir

ir e rn G u p p e m p u u p  t8 emeu sou edewpirnLar 
s u  G u s u u Q Q p p i .

SQjjiEisirir ntsniLa eBunreoiauti j  emtHGuirsLa 
ST6sr J*g) 0  euesisiuirua. j y  £HeO diusreouauua 

0(jS«o$5o— s ir S s ir  sm usirsm r i9ifhi!3(Trjppeo. 

§£)«npp p t& ip  jpreorir pssar p  pQeoeinuirr 
serr.

&VLaGuirsLa <io^*Ko— siruQsir wiriusirssir 

G sirti]S(rrjpp60frLa. § j^ n p p  pd S ip  jjireorir 
ileoearuirirseir.

effulTeOLau ! s q u ib s  luriia jyGtLUTSLa , aflir 

funLOj Lairieua uirenirewLat s it u l d  erear ggiep7 

ensaistuirua,

1 .  jyGiuirsLa  » c33->Ko — jsy!g!su uG<resn-a 

iLf'eir&t- p in B s ir  isiriusirssrr uaearua G&(V}6L)J3>p(8j 

Qjpssr' g ) 0 einr GLaQeoirq^enir j^ s n & u u Q p e o  

jyGiuirsLaiTLa,

<̂ £@§a6BBJl_.n,3>LO Gff6$»6B)l_:---
nsriusSsBru u ir ir p p i  off’u J Q s^e ir  G uirpeo , 

QeneifhBeo enqrjpeo, p/upssup. emiiGpireipLairsu 
u n irp p eo ^  pssr p^esi# Qens^uuQLauty. 
Gseipeaiu- Q siu p eo f pear G ppg) p s s ip u  tQirsrr 
@lj i3 p p e 0 y ejGpgpiU) «^0  siriBiupeaip Qpsar 
gsPIlLQ u  G u s-p eo } pasfles>Laiuirsaru9i—p ^ e 6  

p ia Q S q ^ p p e o  (LppeSliuear.
&IB6B)Sy Jy6m~@GSHÛ  LJUGnLÛ  IJILILĈ  S_pSTOIT

pmua^ enpesriULa^ Siiesip^ iS sQem ir^ G u iirp rr in^

Gs(j^ua e -u iriup6m pu  u p i S  @ i i ^ p p 60  ̂
0SS87'p e r n p u u p j3  G u s-p so , GsirtBesreuetnirp 
psQ ir LapGqyemn tBsCppso , p t9 p p s o , sog 
sm^smiL sSQpsO^ ^Q^eu&vpieuireirrpi Lap 

Qqrfsisrqijsp G p irp p eo : Q p irsS p p so ^  (LppeS 
ojssr.

2. eSrrmfOLa £>tf3-*o----- u/r ple>MppLair68r

nstruQs/r isn tusirssrr s n i p  s i n r s t s r p ^ ^ ) 60ir 

s v p i G& srsa^u^irfiSq^pp£o edirpco eBuiT60Lau 

Lair La.

^(OT)6a)swn_iT(5 ii GffO£6i»i_ :—
H-pervir<s/r)Lat S iia n p ^  Q uq^qp sseS Q p eO ^  

qp peSiusar.

3 . i-uirsiTLa sSprfo-----usrsssriuuiirssTLa^ fur sip

ajirLairssTLoy ersar fgftqjjeuansujfrLa.
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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 I have come in contact, such as Messrs 
Tirukkodikaval Krishna Iyer (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 was the 
only person who preserved the classical 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 as almost 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

rayana(Voco-Violinist), V. Ramasubbaiyya
(Vocalist), Guntur Raghavulu (V iolinist), 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. Peace attend 
their souls! 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 Iyer 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 I 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 unparalleled 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 as a 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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outflow 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 more

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 SatU

SOME NAMES IN EARLY SANGITA LITERATURE (Contd.)

By*
Mr. V. Raghavan, b,a. (Hons.)

Research Student in Sanskrit—The University o f 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 :

<T^?IT ^5rd *Til* W l f t  3T |

— SI, 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 to show that King 
Pratapa was a great authority like Bhoja 
and Somesvara and that he wrote a work 
called -sinful. Kumaraswamin
quotes this S. Chudamani in his com­
mentary on the Prataparudriya, with regard

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

The commentary on iTIrf by
Lakshmidhara (Tanjore Ms.) quotes the 
S. Chudamani of King Pratapa:—

Pp. 10. on the Prabandha called diwunM —

?T*lTTcSnrw: ^ ftlc i: II

Again on pp. 16, it is quoted on 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. Il l, .Nos. I & ?.



Bytracts 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., 
tha t 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 th a t vitally m atter. 
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 actionr 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 one and two (breathing 
and laryngeal muscles) is instinctive, that is 
to say, 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 i t ; and the last state of the pupil

Italics are ours. +From 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 tp know 
that the sound of the voice is originated in 
the throat, nor is it 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 usually! 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 to a 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 as the 
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 cut and 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.

* * *
The head of the singing department 

in the human organisation is the ear, and 
whatever splendid ideas the teacher or singer

has about technique; something is almost cer­
tain to go wrong: unless the ear finally does 
the ordering.

L et us now proceed to consider 
the various complications that beset 
us- "With regard to breathing exer­
cises and hum ming exercises mis­
conceptions run ram pant 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 I 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 o f 
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 o f 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

f Those who know a good deal about the mechanism of th e  voice will see the force of the 1 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 
in'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 newspapers and the 
‘sporting’ public—knows that games, on 
their physical side, are designed to keep the 
body in a healthy condition.

We meet w ith 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 
from one meaning to another and then back 
again when convenient, is responsible for a 
great deal o f nonsense and absurdity. As I 
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 in a way similar

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 ; does not this make nonsense of 
such a term as ‘ voice training,’ for how can 
you train an instrument ? Well, the answer 
is, 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 is part of 
the body, and anyone who practises singing 
for a year has, at the end of that time, an in­
strument to play on different fromjthe one he 
began with. If the excercises are dope under 
wise direction this is 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 th is: ‘ If you are learning the piano­
forte and you find that one of your fingers is 
weak, it is 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 that if 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

" This is perhaps over s ta ted ; brass 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 to improve 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 due to 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

air—this last being very slight but quite 
enough to mislead many people into thinking 
that in someway it .1 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. t

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 th is  to the case on 
hand Mr- Drew concludes thus.

It is not necessary for the student or 
amateur to have a profound knowledge of, or 
to worry 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 has a 
good discriminative ear, i.e., 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.



THE MUSICAL IDEA.*

I t  is very often said that the ideal 
of Indian A rt lies in the suppres­
sion of personality and the glorifica­
tion of the spirit behind and tha t 
11 The marvel of what is invisible," and 
‘'''The splendour of what is not seen," are 
expressions of abiding import to 
the Indian mind. We are sure that 
lovers of Indian Music, eager to get 
a t the w estern view, will peruse 
with interest, the address entitled 
£ The Musical Idea ’ delivered by 
Sir John McEwen, M-A., D.Mus- to 
the Y orkshire D istrict Conference, 
held towards the end of May last 
year, a t the U niversity 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 Valmikij—“ arg;

*T5TWR-v.....cnrfa i’’:
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 
is only 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 course of 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 from the members of any

* F ro m  1 A Music Journal'.

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 exhilaration and 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 hnow some­
thing which escaped the cognisance of the 
non-musician. Craftsmanship was admired 
and reverenced, and ignorance of 'technical 
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 aesthetic 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.”

From the comment of a well-known 
professional 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.” 
The writer seems to hold the view that

* V id t R a m a y a n a , Balakanda 19th C anto,
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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, it 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 is 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 (t.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 as a musical reality, or is it something 
which is expressed in musical terms only be­
cause there is 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

essential nature of each is concerned, the 
perceptive and instructed hearer may pass 
from the expression 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.

I lake it 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 th is Sir John gives 
two quotations taken from the 
Daily P re s s ; the one from the- com­
m ents of another professional critic 
on a new composition, the other 
from a le tte r w ritten  by a non­
professional music-lover. In  each 
of these there occurs the word used 
as the title  of the address—Idea.

In the first of these the critic, summing up 
his impressions of a new work, says : 
“ While the musical sincerity and technical 
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, I 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 ho definition or explanation is 
needed. Music, according to them, is 
based on ideas, but whether these are 
specific things expressible only in musical 
terms and 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 to a 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 which is really helpful or above criticism. 
Words are only explained by other words, 
and when we try to offer a precise definition 
of a simple or elementary term we are reduc­
ed to going round and round in a circle. Let 
me, therefore, devote a moment to an 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 coordination. I need not elaborate 
this point, but applying the same distinction 
to music, I might define a musical idea as a 
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 idea. 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, 
is an 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 you is a 
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 in̂  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 is an exam­
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 influence things. I 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 have 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 (a) 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 idiom. 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, had become of a less direct and more 
sophisticated nature. The outlines of the 
musical expression tended to depart more and 
more from the simple and direct attachment 
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 unsuiied 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 this art.

r

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

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

As I have called the one idiom vocal, so 
may? I call this instrumental. This distinc­
tion is by no means scientific or complete, but 
it gives us: a convenient nomenclature by 
means of Which we can distinguish between 
two different types of expression.

The mosfcelehientary characteristic of bodi­
ly movement is the alteration of action and 
repose, of disturbance and recovery of equili­
brium. ' The whole body is grouped in two 
symrfietrical halves, which balance one 
anothei-in all controlled motion or- gesture. 
From this 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 
modern 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 articulated 
and symmetrically arranged round a central 
nucleus. But the fundamental 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 is no 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 
further 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 
talk about music, are seen to be no problems 
at all.

I have 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 
personal reactions to their readers, by a pro­
fuse employment of adjectives, comparatives 
and superlatives, the ideas out of which a 
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.

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 and examined. 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 arid 
excitement—although they mayrljiave 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 processes 
of composition, astonishingly dynamic and 
fertile. The statement of timC'and tone rela­
tions from one particular aspect is 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 ideas and their relationships as 
they unfold in the course of performance. 
But I do not say that this is all that happens. 
As no one 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. ”



T H E  V I O L I N  W O R L D .
COMMON SENSE.*

By George L ehmann.

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 easily grasp 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 creates a 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, Sense clearly suggests a normal 

position of the left arm for all players, regard­
less of their physical peculiarities. If the arm 
is fully extended, in a straight line from the 
shoulder, the palm of the hand facing up- 
ward, the-player will have found a normal, 
practical position for the development of-left- 
hand technique. He need then only bend 
the elbow sufficiently to hold the instrument, 
keeping the chest free from unnecessary 
strain, and the fingers will hover oyer the 
strings in a position most natural for violin- 
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 of 
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 
is 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 oat in 
the first position by creating for itself an 
obstacle which it is compelled to overcome as 
the hand advances along the fingerboard.

T he Natural W ay 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 {the 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

* E x tra c te d  f r o m  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

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 Otto 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 touch 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 bridge 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.”
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By E dith Lynwood W ink
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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 may 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 
repertoire. The teachers of that school 
regarded a great number of different methods 
and schools a distinct detriment to true pro­
gress.

Professor Kruse, however, 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 the 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 . violin. Without formulating, any 
system'he- kept before his pupils the ideal of 
creating a beautiful tone—broad, sympathetic 
and colourful.

“ Tonal art,” he said, “lies in perfect con­
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 is a 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
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matter. It 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 one-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

study constantly they may at least attend 
concerts and hear good music.

It isposssible to study 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 measure ..and has 
something more to add each year.^From 
“ The Etude."

ON THE NOMENCLATURE OF THE 72 MELA RAGAS.
BY

M r . V i n j a m u r i  V a r a h a  N a r a s i m h a c h a r i  (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 Academy 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 the system of the melakartas and their 
nomenclature in usage now, it will be very di­
fficult, if not impossible, to proceed with the 
work of framing the lakshanas of some ragas 
as is being done now. It will be putting 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 toTyagay-

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 
melalor his keertana 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, If this is to be given any credence, 
it is our business to collect and collate his 
keertanams and with the help of those who
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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 Sudba’ 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 :

ftswsrar fftafcnr i

s$RT cTr^f^TTTnTq; ||

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 ragSs 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

should not be defaced. We shall see whether 
the names Kanakangi etc., are in accordance 
with this principlb. If we remove the mela- 
sankhya words ‘ Kana ’ of Kanakangi, there 
remains ‘ Kangi' which conveys no meaning. 
So also are some of the other names of the 
ragas v\z.,.Qanamoorty, Manavati Kharahara- 
priya etc. Ip. the name of the raga, Hanumat 
Todi, i f  the sankhyaakshara,l Hanu' be re­
moved, fthe rest does not sound well. Why 
the great Bhakta Hanuinan is brought down 
here and added to Todi, we are at a 
loss to lihow. The principle is rightly 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 Nata 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 ‘ Khara1 is removed 
‘ Harapriya ' remains and this too does 
not sound well. How this name entered 
the field of ragas, the historian will 
have to tell us. In the name Harikdm- 
bhoji, if the sankhyaksharas 'Hart 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 Sampoorna 
sampoorna. while the latter is Shadava Sam­
poorna (Ni being omitted in Arohana). In 
Dheera Sankharabharana, if ‘Dheera’ is re­
moved, the raga is still 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 Rishabhaa.n& Dhai- 
vata. But they should recognise that in the 
Keertanas of many of the old authors viz., 
Purandara and others including Tyagayyar, 
two notes Ri 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 Lakshandm, 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 be said to be old, yet, Ven- 
katamakhi’s ragas are not faulty and do not 
admit of the above criticism. It is 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 mela. But this is not 
followed in the ease 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. But in Chakravaka, of the 
Samkhyakshara 'Kra' if ‘ra’ is taken in ac. 
cordance with the Katapayadi 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- 

U

dramadhyamam, 6. Dharmavati, 7. Kantd- 
mani, 8. Gangeya-bhushani.

Ragas deviating from the principle:—

1. Chakravakamr 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 correetly 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 not see any reason in this. I 
want to question and know whether all the 
Sampoorna Sampoornas of the Kanakangi 
type are in vogue now and whether Todi 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. There are 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- 
:ablc and can be sung. In fact, the great 
Waha V aidynatha Iyer sang the 72 Melas 
md some are still singing them in their very 
>rder,_ This reflects very great credit indeed 
ind we do greatly need demonstration of 
:hese ragas by the intelligent musicians of 
jur time.

We also find that the great Tyagayyar 
:omposed some keertanams in the difficult 
■agas like Chala Nata (having Shat-sruti Ri) 
langeya Bhushani (having Shatsruti ‘ Ri ’). 
Vdgadheesvari, Soolinietc., (having Shatsruti 
R i’ and Antara Gandhara). Some of these 

•agas also admit of the controversial Suddha 
Ga ' and ‘ Ni ’, but some musicians have 

laid and do still say, that Tyagayyar did not 
:ompose keertanams in the above apoorva 
ragas. 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- 
Jadheesvari and Soolini respectively, are not 
;ung according to their ragas and have been 
>ung only as the janyas of the 5th Chakram 
We see ‘Pariachakana’ under the janya raga 
of Vanaspati viz., Sreemani. ‘Aparadha- 
morva' in Varali, ‘Everitodelupudtt in Matta. 
vati, ‘Atugarada’ in Manoranjani and other 
keertanas have been sung in the 2nd instead 
of the 1st Chakra. : Before we resolve that 
the keertanas should be sung in the way as

classified in the printed books, we must de­
cide w h e t h e r p r e s e n t  method of singing 
the keeftanJs^is aorrect. Even ragas like 
Subha-pantuvarali, Shadvidha margini in the 
8th Chakra, have been dragged on to the 
9th Chakra, and keertanams in Pantuvarali, 
like ‘Apparama Bhakti’, ‘Siva Siva yana rada’ 
are sungiiii^tfamayardhani. ‘Emi Delpa' in 
the 40th Ndvanita Mela is-sung in the 46th 
Shadvidha Margini. ‘Nayeda Vanchana in 
Nabhotnani, a Janya of the same tnela has a 
similar fate. The keertana ‘Vara Narada’ in 
in Vijayiddi of the 41st Pavani tnela is sung 
as the Janya of the 47th Suvarnangi mela:' 
‘Paraku Chesina' in Jujahuli in the 13th 
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 these chakras. 
But my opinion is, as is clear from this, 
that thoughrthe great Tyagayyar might have ;■ 
had his keertanams in all 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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G<s/TLl«35i_ Cs(U6fT(B !̂J!IITg LirT<JbU£!7 euirmsirirsO 
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TFlotes 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 Tevara 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 Asht rpadi 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, Tiruvachdkam, 
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 
Sarnia of the Teachers’College of Music

Comments*
sang a few Ashtapadis, Tarangas and 
Padams. The .function came to a close with 
the distribution of Prasadams.

MODEL MUSIC SCHOOLS FOR GIRLS.
At Mylapore.

The first Model Music 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. Secretary 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.
Another 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 a large 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.

In 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 was in 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 sweets and a short 
music performance by Mrs. T. S. Gnanambal 
the function came to a close.

• . *  *  *

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.

*  *  * *

The University Diploma Course in Indian 
Music.

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 Tiger 
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 to sing to the 
accompaniment of the sruti of a Tambura.

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

10. In coming to their final decision, the 
Judges will have special regard to the 
following:—

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 or any of 
the prizes if the Judges should so recommend.

There were 10 entries 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

was declared winner of the 1st prize and Sri 
R. Brahadambal of the Ilnd prize.

The prizes ̂ awarded consisted of 2 gold 
medals; and were kindly given by Mrs. 
Alamelu JayaramitAiyyar, a member 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 her 4nd .trusts that others will soon 
come forward to help the Academy inw 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 Bhahta 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. Sui^tresa 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 Raga and 
specially composed for the occasion. The 
sloka is given below with the English trans­
lation

U sft: II

ST ?r: STrTrrq; 11

ftjrrST^TTTTRsTf^T^rSTTtSTT I
srfsr »rerf^ turfr st^ tt*

^nRiTsrfsffrsr ’T^rTrTforrftsTT n 
^ftf^rsrra- *T^mfsT

% *ir: ST 5T: STrTrTq; II
—“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 root 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

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 ta len t. 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, Andanallur Si*bbayyar was a 
storehouse of Kshetragna’s pddams. His 
disciple Kuthur Seshayyar, it was, that had 
the good fortune to leave 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 Sirotnani, Kshetragna and the 
meeting was brought to a close aimdst 
cheers.

* * *
THE TEACHERS’ COLLEGE OF MUSIC

Gayakasikhamani Muthiah Bhagavatar,
Palace Vidvan, Mysore, has been appointed 
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. Rajigopala 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 is a matter of deep congratulation.that the 
Academy was able to secure the services of 
Gayakasikhamani Muthiah Bhagavatar to 
seive 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

to come and join the institution in large 
numbers; '

''%■* *
The Syama Sasfri Day1:—The Music 

Academy, Madra^ celebrated on the 14th 
November at ‘'Garik Mandit ’ the Day df Sri 
Syama Sastri . the great • Composer and 
musician in '"'She presence of a distinguished 
gathering of ladies, Sartgita Vidvans and 
gentlemen. 'T i

Mr. Syama Sastri the great grandson of 
the famous composer, spoke about the life- 
h isto ry 'o f 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 audience' 
that those interested in the composition of 
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 ‘GaDa 
Mandir’, when diplomas and certificates were 
distributed 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 o f 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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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 line^fty holding Annual 
Music Conferences, model music performances 
by leading and learned artistes, arranging for 
competitions in Vocal and Instrumental 
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 
period 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

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 monthly value of Rs. 10 each 
which contributed, in- a great measure, to the 
success of the institution. Dewan Bahadur
T. Ran^achariar, C. I. 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 October 
1931, by the Hon’ble Dewan Bahadur, 
S. Kumaraswamy Reddiar, Minister of 
Education.

The College worked till June 1932, under 
the able guidance of Vidvan Tiger Varada­
chariar whose devotion to duty and whose 
methods of teaching 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 Vidvans 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 Sikhatriani, 
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 fea'ture 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 Iyer, Prin­
cipal Raja Sir Annamalai College of 
Music, Mr. T. V. Subba Rao, Editor of the 
Journal of the Music Academy and Miss. 
Bbavani Swaminatban M.A., L.T.,
Lecturer in Music, Queen Mary’s College, 
conducted the Examinations* which com­
menced from the 20th June, ’32. An ex­

amination was held in the Theory of 
Music and practical examinations were 
held in ’ 'lyiocal ^fusic and in the art 
of teaching music. -We take this oppor­
tunity of thanking^tlje examinerswh'o under­
took to conduct Thesi^examinations during 
midsummer. „ Out of eleven students sent for 
the examiriatibri / six students were declared 
eligible for the award of Diplomas and three 
have been recommended for the award of 
certificates.

The students 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. Rajagop.ala 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.

* F or 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 
as our Principal. Mr. Muthiah Bhagavatar 
with his able assistaifl^lr. 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 person 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 each student 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 Iyer, Mr. E. Krishna Iyer 
and Mr. K. S. Viswanatha Sastri who have

from lime 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 fixed only 
at Rs. 50/- or Rs. 6/- per mensem, to meet the 
needs of even the poorer classes. The Acidemy 
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 ?

MfitT. 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 
IS years of age and a third for amateur ladies 
of 18 and above. In 1930, two competitions 
for amateur ladies in Violin and Veena 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 were 
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 Mandir ’, Messrs- Vidvan 
Tiger Varadachariar, T- V- Subba Rao

* Vide Supra.
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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, recommended 
to the Executive Committee, Mrs. S. Naga- 
swamy Iyer 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 Committee 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 :

M edals:—Mrs. S. Nagaswami Aiyar, Sri­
mati R. Brahadambal.

Diplomas :—

1st class: Mr. M. Rajagopala Sarma, Mr. 
A. Kasturi Iyengar, Srimati R. Brahadambal, 
and Srimati T, S. Gnanambal.

Ilnd class. Srimati T- S. Setu Bai.
I llrd  class: Mr. K. Ramanujacharlu.

Certificates :—Miss SAmuel'Jeevaratnam, 
T. V. Rukmirit Ammal and Srimati P. S. 
Sundari Anj.mal.

Chairman’s Remarks
Mr. M. A. Candfeth congratulated the Aca­

demy on the good progress it had made 
particularly in respect of .the Teachers’ 
College.of Music, which reflected great credit 
on the management. In South India, as an 
educationist, he had .always felt, he said, that 
owing to thepeculiac way in which the system” 
of education had befen built up, they had riot 
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 drill 
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.
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HISTORY OF TANJORE NAYAK 
RULERS.

By Mu. K. SlTARAMAYYA, M.A., 
Supdt., Tanjore Palace Library.

This is a historical work based upon 
the printed publications thereon 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. 
—(P.S.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.”—so says 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 Annual report of the Madras 
Corporation Broadcasting service for the year 
ending 31st March 1932 is before us and we 
are glad to note the steady expanse in its 
activities.

A look at the appendix tells 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 
(ladiek--or gentlemen) that took part in the 
concerts, the number of discourses given 
therein (Tamil 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 loudspeaking equipments in other places. 
In addition to the loud speaker on the beach, 
which is extremely 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 have
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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 over and over again, giving, 
as it .were, an exact reading of the musical 
proclivities of the unnumbered aspirants 
that crowd at the Corporation 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 Sankarabharanat 
Harikambhoji, Bhairavi, Khamas, Kambhoji, 
Hamsadhvani, Jenjooti, Surati, Pantuvarali, 
and Atana, the last two having been dealt. 
with the same number of times. Similarly, 
picking out the ragas that have had- the 
honour of being rendered but once, we find in 
this group,Dilipaka,DrupadKannada,Deepika, 
Dvijavanti, Dhenuka, Gundakriya, Ganamur- 
ti, Ganavaridhi, Hamsanandi, Haimavati, 
Latangi, Manavati, Manjari, Malavi, Nagas- 
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 
gramophone has been allowed to confer 
what may be called a gramophone status '

on maify .'musician and musical piece 
With a little fore-sight and wise control 
the Radio can be 'made, with taste and 
descrimination, to^jaerve better. Already 
the wireless and the-' microphone have come 
to be looked up'on as the oddest engines 
man ever set up to shake the foun 
dations of musical art and assail the house of 
professionalism. These fears are not un­
founded. But we will ndt 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 predominating 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 to Rev. 
Charles W. Ranson for having taken thd ini­
tiative in arranging for lectures on popular 
subjects such as Sanitation, Town plannings. 
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.



[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, tthe great-grand­
son of Pjallavi Doraiswami Iyer and disciple of Maha Vaidyanatha Iyer.—Ed.]
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COMPOSITIONS WITH NOTATIONS.
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The Late JALATARANGAM,

The Music world of the South India— 
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 
70-th year. He learnt his music at the feet 
of his brother, the illustrious Veiikoba Rao 
of Violin and Mridangam fame,-who was a 
co-pupil of the illustrious Narayanaswamy 
Appa. Mr. Rama Rao was an authority in 
ragas as he was an expert in determining the

T.R. RAMA RAO of Tanjore.

Sruti of each Raga note according to the 22 
sruti system. His discussions on music ques­
tions were illuminating. He was a staunch 
defender of the Carnatic style of music as 
against the , Hindustani or North Indian. 
His loss could not be easily replaced in these 
days when music 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

Wednesday 22nd June, 1932.
Time : 11 A

1. How will you: create raga gnana and 
svara gnpna 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 Nada, 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 taga, Nagasvarali, when the 
fundamental has 240 vibrations.

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

M. to 2 P.M.

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

(b) Wri te what you know of the chapu tala.

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

8. Write down in Carnatic notation 
(a) the pallavi of “Anupamagunambudhi" 
and (f>) the ariupallavi of “Majanaki”.

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

10. Describe briefly th e ; career of Sri 
Purandara Das and Venkatamakhi and the 
services rendered by them to the cause of 
Music.
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VII I B3a», SSHifca, ba «5i.rjai3»* BrfBo 

3)&>.

VIII (a) w;66s£ ?6er"o«30̂  S>j»oa,

(b) aSr'sr'ril ga»6)J_ w?s>s5<bbj)-*>6?<5£>
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Mr. Emakulam  Krishna Iyer 
>, Kottangudi Srin ivasa Iyer

Flute
Violin
Mridangam . 

Veena -

Vocal 
Violin 
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TH E TEACHERS’ COLLEGE OF MUSIC

representations from authorities in charge of the various Educational Institutions in A 
the country and in realisation of a long cherished ideal, The Music Academy, Madras, N 

I opened a Training College of Music for Teachers, on the Vijaya Dasami Day 1931. i

The College is called The Teachers’ College of Music, Madras, and is v 
I located at "Gana Mandir." 10, Thambu Chetty Street, G. T., Madras. t

Instruction is imparted to pupils not only in the theory and practice of Indian v 
I Music, but also in the correct and approved methods of teaching music. The trained V 

pupils will be competent to teach at least the School Final Class. The appointment fi 
i of Gayaka Sikhamani L. Muthiah Bhagavatar, as Principal ensures that the S 
' instruction will at once be classic and modern. V
I The training class is for the duration of one year of three terms and for the 8

present is confined to Vocal Music only. The working hours of the College are V 
between 11 a ,m . & 4 p .m . C

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. U

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

Persons of both sexes are eligible for admission. \
Only those candidates whose proficiency in music is up to the Intermediate w 

Standard of the Madras University, are ordinarily admitted. Preference is however V 
• given to those who are already employed as music teachers.

Applications for admission shall be in the prescribed form. D

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, 
Madras.

MUSIC ACADEMY, MADRAS

a t  * G ana M a n d ir’ 10, T h am bu  C h e tty  S t., G.T

PRINCIPAL: GAYAKA SIKHAMANI L. MUTHIAH 
BHAGAVATAR.

In response to numerous requests from the public in general, upon the insistent

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.


