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INTRODUCTORY NOTE

Ta1s book has been written at the request of the Editors
of The Heritage of India Series; and although it has
grown beyond the possible limits of that Series and is now
published by itself, it still remains, as it was originally
planned, a brief introduction to a large and intricate
subject. We believe that Indian Music possesses so much
value for the life of the people of India that, in this great
day of national aspiration and progress, it ought to be
known and understood by every man and woman who has
India’s good at heart, so that it may become cultivated in
every city and village throughout the land. The purpose
of this book, then, is to provide sufficient information to
make insight possible; so that the educated Indian, and
also the European, may be stirred to such a living interest
in Indian music, both vocal and instrumental, as to start
musical societies and schools, and to seek for the wider

and more detailed information which this book does not
attempt to give.

V. 8. DoRNARAL.

J. N. FArQUHAR.
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AUTHOR’S PREFACE
TO FIRST EDITION

No one feels more than the author the deficiencies of
this book and the inadequacy of its presentation of a great
and living culture. My only real qualification is my love
for India, and & keen interest in both the practice and
theory of Indian music. This little work is sent out into
the world in the hope that it may help to make known the
great value of Indian music and that it may play some
part, however small, in the improvement and spread of this
culture throughout India.

My deepest obligations are due to Mr. A. H. Fox Strang-
ways, whose Music of Hindostan is the best of the few
books which seek to give something like an adequate
account of the subject. India can never be too grateful
to this musical scholar for the limitless labour, love and
imagination he has lavished on Indian music. I have
drawn very freely from: his book, not only accepting many
of his ideas as to the development of music, both within
and without India, but also borrowing a few of his brief
definitions and some expository passages of greater length.
T owe him a further debt for the large amount of personal
help he has given me. He read my manuscript from
beginning to end more than once, explained a number of
musical difficulties, and, above all, provided the material
for the account of the Indian scale, and allowed me to
consult him freely while I worked up the material into
Chapter I11.
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I also wish to acknowledge with deep gratitude the
, large help I have received from a number of friends in
India. The following have done so much for me that it is
a pleasure to mention their services. Pandit N. V. Bhat-
khande, M.A., LL.D., author of a number of musical trea-
tises in Mardthi and Hindi, read the draft of the manuscript
and suggested many corrections. M. R.Ry.C.R. Srinivisa
Aiyengar, B.A., L.T., of the Sanskrit College, Mylapore,
gave much assistance with regard to the Siman chant and
ancient books on Indian music; Sahabzada Syed Sadat
Ali Khan Bahddur, Home Secretary of Rampur State,
who is an accomplished musician, gave many hours of
valuable time to satisfy my desire for a better practical
knowledge of the music of the north; the Rev. L. I.
Stephen of Erode taught me much of what I know, both
of theory and practice, in South Indian music; while
Takhur M, Nawab Ali Khan of Lucknow rendered valu-

able help. Thanks are also due to the editors of the Heri-

tage of India series for their kind assistance, and especially
to Dr. J. N. Farquhar, who has read through all the proofs
with the greatest care and made many suggestions of great
value.

To every other one who, whether in conversation or by
letter, has given me information or led me to clearer bnsight
I would express my sincere gratitude and thanks.

I wish also to make acknowledgment to the editors of
‘Outward Bound'® for their permission to make use of the
raga pictures; to the authorities of the Indian Museum,
Calcutta, for allowing me the use of valuable negatives
for some of the pictures of musical instruments; to the
India Office, London, for permission to photograph and
reproduce the riga pictures; and to the proprietors of the
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Times of India for kindly letting me have the use of a num-
ber of half-tone blocks of pictures of musical instruments.

T also desire to express my thanks to M. Fredalis of
Baroda for kind permission to use the half-tone block of
the Sarangi player, facing p. 110.

May my small book lead many to seek further light on
this most interesting part of the wonderful Heritage of
India.

I would earnestly ask that readers will not fail to notify
me of matters which are open to criticism, or which shounld
be corrected in a subsequent edition.

H. A. PorLEY.
Y.MC.A., Madras.
Apnil, 1921.

PREFACE TO SECOND EDITION

In this second edition a number of corrections have
become necessary for many reasons. First, music is not
a static art, but is constantly developing, and it has been
neoessary to mention some of these developments. Second
research into the origins of Indian musie, which has been’
e_onducte.d by many scholars during the past twenty years
gince this book was first published, has revealed many
new aspects and also a number of new facts have been
brqugh? to light. For instance, the pages dealing with
;hr;l :.n?e{:t gramas have had to be largely rewritten in the
i:ff o .treah know:ladge. For a good deal of this fresh
E;rim;taon I am indebted to Prof, P. Sambamoorthy
i ‘:l:; Musical Faculty of the University of Ma.dras:
ol te-n many b-'.?oks and articles on various aspects

musie since this book was first, published. Tam
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also greatly indebted to him for his very careful reading of
the whole hook and for many suggestions for revision in
the light of newer knowledge.

I should also express my gratitude to Pandit S. N.
Ratanjankar, Principal of the National Academy of
Hindustani Music, Lucknow, for help and suggestions.

I also wish to express my thanks to Messrs. Macmillan
& Co. for permission to reproduce the picture ‘Tan Sen
singing before Akbar’ and for the loan of the block for the
same, The picture originally appeared in the book,
‘Easy Stories from Indian History’ by E. Marsden.

I am grateful to many correspondents who, after reading
the first edition of this book, sent me corrections and
additional information, which I have incorporated in this
edition.

It is regretted that the pagination in the Glossary is
_slightly defective in a number of items.

I should like also to express my great debt fio the
authorities of the Y.M.C.A. Publishing House for the
care that they have taken in bringing out the book nnd in
preparing the various blocks which were required. )

H. A. PorrEY.

Coonoor :
October, 1950.
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I ever
I know not how thou singest, my master ! ]
{isten in silent amazement.

he"

The light of thy music illumines the WOrll; 1 'rf'he-i
from sky to sky. b

h of thy music runs e
Lmiyb;:::am of thy music breaks through all stony._
0 )

obstacles and rushes on. ]

My heart longs to join in thy song, but .vti::ﬁ'
truggles for a voice. I would speak, but sp ;
s

. Ahgg
breaks not into song, and I cry out ba[?ied-ndlts;
thou hast made my heart captive in the e 1

meshes of thy music, my master !

TAGORE, GITANJALI. |

OOH JA. PTE R. I
INTRODUCTION

North and South India differ largely in a multitude of
things. The north is the land of the fighting races and has
the large towns and cities of India with their keen intellec-
tual and commercial life. The south is the land of peaceful
villages, nestling among green fields and gardens, inhabited
by a conservative and peace-loving people who are
contented with a little. The south was far away from
the battlefields of Empire until the time of the British;
and so has passed through a more peaceful evolution and
has clung more closely to the old ways., When the
Muhammadan invasions overwhelmed the cities of the
north, the sages and seers fled to the forests of the south,
where they were safe from harm and were welcomed by
the cultured Dravidians, '

erences are reflected in the music of the north
and of tl.ae south, though we must not commit the mistake
of thinking of these as distinct types of music. There is
one Indian music, though there are many ways of working
1L out; and these all group themselves under the northern
and southern schools, Distinguished as the northern
or Hindusthani school and the southern or Karnatio school,

in the ancient

India which speaks again and aggj
gain as
north to sout The atmosphere of i i
uth. .-osphere of mystical devotio
?sltii!oof Submission to what is looked upon as the divine wtllll[
legm:;]d n all religions hearts; the one treasure-store of
and story supplies both north and south with

he travels f rom



2 THE MUSIC OF INDIA

heroes and sages; and agriculbure and trade, the village
and the home, and all the arts, are filled with the same
spirit and use practically the same methods throughout
India.

It will be seen as we study this subject that, in the
same way, there is an underlying unity in the music of
India, revealing itself in qualities which mark it off from
the music of the West and which exhibit its common heart.

The two schools tend today to coalesce into one unified
system, a tendency which is fostered by the al-India
music conferences which meet from time to time, and also
by the very considerable borrowing which is taking place
in each system from the other. The Radio, also, helps to
bring to all-India a knowledge of both systems. ‘

1t may be well to give at the outset brief definitions off
a few fundamental terms which must be used in our exposi=
tion from the very beginning. Fuller explanations of
these will be found in the body of the work, and a Glossary
of all the musical worcds and phrases which occur in the
book will be found among the Appendices.
The sseven notes of the gamut.

An interval smaller than the semi-tone.
The fundamental variety of each of the seves

SvARA -
RUTI i
SuppEA SyARa

no'tes,
VigRiT .« A variety of the Svara.
RicA The melody-types which are the bases of
Indian musical compositions, '
Tiza .. Time measure,
Griya .. An ancient mode or scale.
JATI .. .» The old name for melody-types.

The wide differences between Indian and Western musit
on the one hand, and the variant terminology which
distinguishes northern from southern musical theory i
India on the other, create so many minor difficulties evef
in simple matters, that it has been thought well to use i
this book a modified notation, based on the Indian ton
sol-fa, so that all musical items may be exhibited in oné
way and the reader may not have to carry several schem@
in his head. Its relations and detailed use are set forth ¥
the following tables:—

B
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I. TaBLE oF NOTE SIGNATURES AND NOMENCLATURE

1 2 S 1
e Bon;_j‘tones Notation
The Svara of the used in The South
Nomenclature Western this unaml:-s.om
scale. book.
Tara Shadja = (] s Tira Shadj
adja,
sﬁdﬂha Ki £in B N Kikali Ni.
Komall Ni .. Bp n {K“*éi‘ﬂ' .
Shatéréfti Dha.
Suddha Dha & D { Chatuhsruti Dha
: Dha Suddha Ni.
Komal .- Ab d Suddha Dha.,
Phﬂemm . p Pafichama,
Tivra2 v . ;ﬁ m Prati Ma,
“‘ddh“_ dhas Ga += E ?}I iuddlm Ma.
uddhia fitara Ga.
Komal Ga ’ Eb g Siidhé.mm: Ga.
Shatéruti Ri.
Suddha Ri e D R Chatuhsruti Ri.
EomalRi .. Dy ¢ 5 N e
F uddha Ri,
Shadje i C A S Shadja.

My southern friends wiil i :
notice that the nortl

:ﬂ:ﬁ::;t?lfel::n;:nclatuﬁlhas been adopted. Tt is t-rur:e tlﬁgi

: ames of the notes, as well as the i
0 back L:o a;tlllcwnt musical facts, hut they ha,vee vf:;r\'-' llliﬁﬂa’
anomufg‘ﬂgto .mgf;rtlﬁngry mt}sician today and are not clear
e ] 2 CIr coming into general use throughout
Plﬂdm. -5, e ni :great?m, however, is based on a clear
atmudanpt.s and present no difficulty to the southern
e LIS, ot prm o o
Weee of l ) al, the European Major scale
& exception of Ma, all the other notes ar]t-ngelt: It(o

i from the southern

of _'Ev}e)-sl- and the others
sk : e the only

I attempt to retain hoth Systems, while from a[f 1113?:11(] r

3 - ]

te.  As most of the

* *sharp ?,



4 THE MUSIC OF INDIA

writer’s time has been spent in the south, and his first love :
for the genial south is always his best love it is not likely |
that he has been biased in coming to this decision.
In our second table the smaller intervals of the Indian
octave are exhibited. Here a difficulty appears in the
southern system, namely, the merging of the notes as
shown in the bracketed pairs of the table. We have!
decided to ask our southern friends to read Shatéruti Ri in’
those cases where it should occur, even though the symbol}
¢ is usef]l and so on for all merged notes, ;
Tiwwra means ‘sharp’ and is shown by capital Wlth
superscript plus, in the case of Ni and Ga. In the case of
Ni and Ga it is a sharp of one éruti only. In Ma it is a
semitonal blmrp, and is shown by a small Tetter. _
Tivratara is a double sharp, a microtone higher tha
Tivra, and is indicated by a small letter with plus sign.
Komal is a semitonal flat and is indicated by a smae
letiter. ,
Atikomal is a microtonal double flat, one éruti lower
than Komal. It is indicated by a supewcnpt minus sign |
on the small letter. y
The three voice registers are indicated as follows:—

T........Tara or higher register, shown thus S.
2 SIS Madhya or middle register, shown thus S.
.Mandra or lower register, shown thus S B

The letters T, O, M, are placed at the beginning of
clef to show the register used, ;

In the staff notation, when it is desired to show &
microtonal sharpening or flattening, the sharp or flat sig !
is placed over the note, as may be seen in the table of
&rutis below. It should be noted that there are othefl
systems of nomenclature current in India besides
two mentioned. For instance, one current in Poona calls
the Suddha notes of our system Tivra and the Tivra notest
Tivratara. It is not suggested that the notation hered
adopted is free from difficulties, but after very careful
thought it is the best that we have been able to devise for}
the purpose of this book. Whether it will be found'
worthy of wider use it is for others to decide.

18.
17,

186,
15.

14,
13.

vlzo
11,

IT.

Sruti Name.

SHADJA TARA

Tivra Ni
SUDDHA NI

Komal Ni

Atikomal Ni
SUDDHA DHA

Tridruti Dha

Komal Dha

Atikomal Dha
PANCHAMA

Tivratara Ma
Tivra Ma ..

Ekasruti Ma
DHA MA

Tivra Ga . .
SUDDHA Ga
Komal Ga

Atikomal Ga
SUDDHA RI

Madhya Ri

AﬁkmnaAl Ri

See Appendix T for Tablo

INTRODUCTION

Western
Note Sign
S 8
B
Py O N+
2 B N
e 7505 n
b
oo Bb B
ap A D
b
HE 1 )
s Ab d
b
L Ab d=
. P
B
. Fi mt
.. Fg m
#
F M+
B M
i
E Gt
E G
F Eb ¢
b
-+ Eb g
v LY R
b
w D R~
«s Db r
b
Db r—
¥ 0 S

{

TABLE OF SRUTIS

Karnatic
Name

Shadja Tara.

Kikali Ni.
Keidiki Ni.

“Shatéruti Dha.

Chatuhgruti Dha.
Suddha Ni.

Suddhs Dha,

Panchama,

Prati Ma,

Suddha Ma,

Antara Ga.
Sadhirana Ga,
Shatéruti Ri.

{ Chatuh&ruti Ri,
{ Suddha Ga, l

Suddha Ri,

Shadja madhya,

of Karnatic Srutis,
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For time-measure the following notation is adopted,
being similar to the European tonic sol-fa system. ‘The
complete bar is indicated by long upright lines, the division
within the bar by short upright lines, and the smaller
divisions within these by double and single dots, The
dash indicates a continuation of the previous note.
Thus,

;S:R:G:M|S:R.G\S:——

The time signature will be shown at the beginning of
each piece. The beat is called Ghata or Tala; the
Vibhiga and a section of so many vibhagas an Avarta. The
Avarta will be shown by two long upright lines together.

CHAPTER II
LEGEND AND HISTORY

The beginnings of Indian music are lost in the beautiful
and fanciful legends of gods and goddlesses who were sup-
posed to be its authors and patrons. The goddess Sarasvati
is always represented as the goddess of art and learning, |
and she is usually pictured as seated on a white lotus with
a vina, lute, in one hand, playing it with another, a book in
the third hand and a necklace of pearls in the fourth.

The technical word for music throughout India is the
word sangita, which originally includled dancing and the

rama as well as vocal and instrumental music. The god

: ol? ;:f- mm to ha.vodlzgen the creator of this three-
: mystic ce symboli hmi

motion of the univergf il Ay

In Hindu mythology the various departments of life
and learning are usually associated with different rishis and
80 to one of these is fraced the first instruction that men
received in the art of music. Bharata, rishi is said to have
ta}t:ght. the art to the heavenly dancers—the Apsarasas—
who afterwards performed before Siva. The rishi Narada
who Wwanders about in earth and heaver, singing and pla-ving,
on his vipd, taught music to men. Among the inhabitants
of Indra’s h::::l; we find bands of musicians. The

arvas e singers, the Apsarasas the dancers,
and the Kinnaras centaur.like performers on musical

Instrum
vty ents, From the name Gandharva has come the

a Veda for the art of music

Amon]gn the early legends_ of India there are many con-

thmge Adbhmfléé The following is an interesting one from
& A 2 Liamayana about Narada rishi, which combines

eriticism with appreciation. ,

Once upon a time th ishi
e Ame the great rishi Narada thought withi imse
that he had mastered the whole art and science ogf m::ii-}.lm’]?'l;j:m"g
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his pride the all-knowing Vishnu took him to visit the abode of the
gods. They entered a spacious building, in which were numerous |
men and women weeping over their broken limbs, Vishnu s:to%ed

and enquired of them the reason for their lamentation. 5
answered that they were the rdgas and the rdgipis, created by |
Mahédeva; but that as a pishi of the name of Narada, ignorant of |
the true knowledge of music and unskilled in performance, hed sung
them recklessly, their features were distorted and their limbs biroken; -
and that, unless Mahiédeva or some other skilful person would sing
them properly, there was no hope of their ever being restored f:0 their
former state of body. Nirada, ashamed, kneeled down before

Vishnu and asked to be forgiven.

The Vedic Index shows a very wide variety of musical
instruments in use in Vedic times. Instruments of per-|
cussion are represented by the dundubhi, an ordinary’
drum; the adambara, another kind of drum; bhamidun-
dubhi, an earthdrum made by digging a hole in the ground
and covering it with hide; vanaspati, a wooden drumj;
dghati, a eymbal used to accompany dancing. Stringe
instruments are represented by the kinda-vipd, a kind of
lute; karkari, another lute; vana, a lute of 100 stringsy
and the wind, the present instrument of that name in
India. This one instrument alone is sufficient evidence
of the development to which the art had attained even in
those early days. There are also a number of wind instru-'
ments of the flute variety, such as the {@nava, a wooden
flute; the nidi, a reed flute; bakura, whose exact shape
is unknown. ‘By the time of the Yajur Veda several
kinds of professional musicians appear to have arisenj
for lute-players, drummers, flute-players and conch-blowers
are mentioned in the list of callings.’

That vocal music had already got beyond the primitive
stage may be concluded from the somewhat complicated
method of chanting the Sama Veda, which probably go
back to the Indo-Iranian age. These hymns of the Rik
and Sama Vedas are the earliest examples we hawve of
words set to music, unless we except the Zendavestay
which may have been chanted. The Sama Veda was sung
according to very strict rules, and present-day Simagahs—
temple singers of the Siman—claim that the oral traclition
which they have received goes back to those ancient timesss
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A discussion upon the musical character of the Saman
chant will be found in the next chapter. The Chhan-
ma and the Brihadaranyaka Upanishads (e. 600 B.C.)

yth mention the singing of the S@ma Veda and the latter
also refers to a number of musical instruments.

One of the earliest references to music is found in the

ra i Panini, who was probably alive when
m::nthe Great was in Taxila (326 B.C.). In his
comments upon the root Nrit—to dance—he mentions
two persons named Silalin and Kriaévin as the authors of
two sets of s@tras on dancing.

A reference to a musical performance, which if it could
be accepted as historical would go back further still, is
found in the Pali Pifaka (e. 300 B.C.) in which it is said
that two disciples of Gautama Buddha (c. 480 B.C.)
M dramatic performance, which of course would

The earliest reference to musical theory seems to be in
the J (e. 400 B.C.) which mentions the three
voice registers and the seven notes of the gamut. Tt is
interesting to find that just before this time, Pythagoras
Iél Gl‘ﬂew_ ece (510 B.C.) worked out the musical system of the

qu];,tfhe Ramayana (400 B.C.-A.D. 200) mention is fre-
juently n‘l;i\de of the singing of ballads, which argues very
considera ; development of the art of music. The poem
composed by I;.he sage Valmiki is said to have been sune
-mhohmr o thﬂaénsut{:a by Rama and Lakshmana. The
X Ramayana t?:fml‘: makes use of musical
il _ 0 & bees reminded him of the
3::61 c:)ff mths %Zi Instruments, and the thunder {?f' 1-}::
ds ting of the mpi:'daﬁga. He talks of the
of 3 the twanging and creaking
vroc:;age music ist:l%;slﬂite}:; bgl:ﬁz lzf;v%mg?d inst-rumentsl :::i
. : OW moanin
thm?n:e;:iﬁn;&de to say that -he will play upon the lute
o ent-arinbowth with the sticks of his arrows’. Laksh-
na, € the Inner apartments of Sugriva’s harem
e of the vipg ;md,
by the faultless

g of the elephants,
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singing of accomplished vocalists. Réavana was a great
master of music and was said to have appeased Siva by
his sublime chanting of Vedic hymns. i
The Ramayana also mentions the jdiis, which seem to
have done duty for the rdgas in ancient times. They
seem to have been seven in number and may perhaps
have begun on each of the seven notes of the gamut.
Among the musical instruments mentioned the following'
are the most important: bheri, dundubhi, myidangae, pataha,
ghata, panava, ddambara, and’ dindima among the drums;
muddula (brass trumpet) among wind instruments; a’
vind played either with the bow or with a plectrum, the
vind being the name used for all stringed instruments.1 =
The Mahabhiarata (500 B.C.~A.D. 200) speaks of the
seven Svaras and also of the Gindhdra Grama, the ancien
third mode which is discussed in the next chapter. The
theory of consonance is also alluded to. .
The Mahajanaka Jataka (c. 200 B.C'.) mentions the four
great sounds (parama mahd $abda) which were conferred
as an honour by the Hindu kings on great personages.
In these the drum is associated with various kinds of horn,
gong and cymbals. These were sounded in front of a
chariot which was occupied, but behind one which wag
empty. The car used to go slowly round the palace and
up what was called ‘the kettle-drum road’.’ At such &
time they sounded hundreds of instruments so that ‘ib
was like the noise of the sea’. The Jataka also records
how Brahmadatta presented a mountain hermit with &
drum, telling him that if he beat on one side his enemies
would run away and if upon the other they would becomé
his firm friends.
In the Tamil books Putaninitru and Pattupittu (c. AT
100-200) the drum is referred to as occupying a position
of very great honour. It had a special seat called m
sukattil, and a special elephant, and was treated almost
as a deity. It is described as adorned with a garlang
like the rainbow’. One of the poets tells us, marvelling
at the mercy of the king, “how he sat unwittingly npon

1 See Music in Ancient India, by O, Tirnmalaiya Naidu. .

LEGEND AND HISTORY 1

the dram couch and yet was not punished’. Three kinds
of drum are mentioned in these books: the battle drum,
the judgment drum, and the sacrificial drum. The battle
drum was regarded with the same veneration that regiments
used to bestow upon the regimental flag in the armies
of Europe and the capture of the drum meant the defeat
of the army. One poem likens the beating of the drum
to the sound of a mountain torrent. Another thus
celebrates the virtues of the drummer:

For my grandsire’s grandsire, hi ire’ i

Beat the drum.  ¥or my father, his father 4 the awae.

So he for me. From duties of his elan he has not swerved.
Pour forth for him one other cup of palm tree’s purest wine.l

The early Tamil literature makes much mention of
music. The Paripidal (c. A.D. 100-200) gives the names
ot some of the svaras and mentions the fact of there being
seven P_ilai. (ancient Dravidian modes). The yal (wmib)
is tha peenlmr instrument of the ancient Tamil land.2 No
mmmm gf it exists today. It was evidently something
the vind but not the same instrument, as the poet
Mﬁnikkavﬁc_ha.]_mr (e. A.D. 500~700) mentions both in such
a way as to mdlqat.a two different instruments. Some of its
;&ﬁetaes are said to have had over 1,000 strings. The
thwe _I«gdg':n;h{Aﬂ.D. 300), a Buddhist drama, mentions
il dranmd vl e flute player, and the vind as well as the
. aafte 0 has specimens of early Tamil songs. This
55 amca] some of the earliest expositions of thoe Indian
musi ©, giving the seven notes of the gamut and also

i’t'(;;m::?rqm;)s J:aiex;ﬁ :f tholsnmc period, gives quite a
» nf m 158 : 7 idi i
mentions two kinds of riigas ;egzrimll).mwdmn ol

o B twenty-two
& Tamil names of the seven

1P : .
* BET. e Vet maa,

1 :
Pope’s translation,
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svaras with the equivalent Sanskrit sol-fa initials (Sa Ri
Ga ete.); the seven Dravidian modes called Palai; foun
kinds of Yal and the names of 29 Pans, some of which are
still found among the primary rdgas of southern India)
All this as well as frequent references to the science of
music and to musical performances, both vocal and instru-
mental, in the Tamil books of this and succeeding peri
makes it clear that mwusical culture had reached a high
level among the Dravidian peoples of South India in the
early centuries of our era.
The later centuries of the Buddhist period (A.D. 300-500)
were more fertile in architecture, sculpture and painting.
than in music. The dramas of Kaliddsa (c. A.D. 400)\
make frequent references to music and evidently ¢
rajahs of that time had regular musicians attached
their courts. In the Mdalavikagnimitra a song in four-time
is mentioned as a greati feat performed at a contest between
two musicians. The development of the drama aften
Kaliddasa meant the development of music as well, as a
Indian drama is operatic. ‘The temple and the stage we
the great schools of Indian music.’ i
This was the time when in Europe Pope Sylvester (A.D4¢
330) and St. Ambrose (A.D. 374-397) began to elaborate’
western musieal theory.
The oldest detailed exposition of Indian musical theory!
which has survived the ravages of ants and the fury off
men is found in a treatise called Nitya Sastra or the
science of dancing, said to have been composed by thel
sage Bharata. The date of this book is usually accepteds
as the early part of the third century.l It is stateds
elsewhere that previous to this Bharata had composed they

survived. There are nine chapters of the Natya Sasira
(chs. 28-36) which deal with music proper. These contain
a detailed exposition of the svaras, Srutis, graimas, marchs
handas, jatis. While the prineiples of his theory are still¥
active in Indian music, the details of his system belo
to the past and are not easily intelligible to the present

1 Prof, Sambamoorthy dates it in the second century B.C.
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meration. A translation of a portion of this chapter
appeared in Mr. Clement’s Iniroduction to Indian Music,
aﬂ s | there is a complete French translation by Jean Grosset.
The latter, however, is not quite an accurate guide, as it
has taken the word svara—used by Bharata for the interval
and only secondarily for the note above the interval—to
refer to the note below the interval. This involves the
‘correction of all his translations of note names.
~ An inscription found at Kudumiyamilai in the Pudu-
kottai State of the Madras Presidency, which seems to
belong to the seventh century, has many references to
music. If mentions seven jatis and a fow of the drufis as
well as the seven svaras. The words ‘mitara’ and ‘kakali’
are found describing respectively the sharp $rutis of Ga
and Ni, which is one of the peculiarities of the Southern
nomenclature today. Tt is suggested that the inseription
i8 a piece for the Samagah to sing and that the peculiar
marks on many of the note signs may be intended to
indicate points of Siman singing.1

The seventh and eighth centuries of our era in South
India witnessed a religious revival associated with the
bhalti movement and connected with the theistic al

: 4 nd
popular sects of Vishnu and Siva. This revival was spread

and wide by means of songs composed hy th I-l d:a

of the movement and S0 resulted in a or t'}crl e
of musical activity among the peo lg o W?]Opmm}t
the spread of musical education. The oy ) 204 in
sthich these S e . e old melodies to
! . sSung are now lost, though Travan-
me of them in the ancient

reignty over the whole of southhlnliﬁg?d e dapis

ign 3 _ It was als
of an ancient Tamil culture which r?;aﬁcletlo ftl}:g

12 . : E
See Epigraphia Indica, vol, xxi, pp. 226-37,
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Sanskrit culture of the sacred cities of North India. It
is, therefore, no wonder that we should find here a flour
ishing school of music whose traditions have persisted -
until this day. It is interesting to note that it was ahout -
this time that Gregory the Great was developing musie in
Europe for religious purposes. it
Sangita Makaranda, said to be by Narada, but not:
Narada Rishi as his name is mentioned in the book,:
was probably composed between the eighth and elewm
centuries. He gives a similar account of the Gandhara
Grama to that of Sangita Raindkara. Musical sounds are
divided into five classes according to the agency of produe-
tion, as nails, wind, ete. The 18 Jatis of Bharata are given
and he enumerates 93 ragas. sé.rﬁga,deva seems to have
borrowed a good deal from this book. It has been pub-
lished in Gaekwad’s Oriental Series, Baroda, within recent:
€ars. -
The Ndarada Sikshd, wrongly connected with the names
of the great rishi, was probably composed between thes
tenth and twelfth century. It shows considerable develop=
ment upon the Natya Sastra in its rdga system and in
a number of matters agrees with the Kudumiyamalai
inscription where that disagrees with the next important
treatise, the Sangita-Rainakara. Some scholars think
that the Narada Siksha comes much later than the twelfth
century.
The first North Indian musician whom we can definitely
locate both in time and place is Jayadeva, who lived at th
end of the twelfth century. He was born at Kenduld nea
Bolpur, where lived Rabindranath Tagore, the poet laureat®
of Bengal and modern India. Kenduld still celebrates
annual fair at which the best musical pieces are regu
performed. Jayadeva wrote and sang the Gita Govin
a series of songs descriptive of the amours of Krishna,
80 belongs to the number of India’s lyrical songsters
nected with the bhakti revival. Though each song has
name of the rdga and #@la to which it was sung these are
intelligible to day to Indian musicians. At that time €
songs were known as Prabandhas. The Gita Govinda
charming lyrical composition, as may be realized to som&

LEGEND AND HISTORY 15

degree in an English translation of it by Sir Edwin Arnold

nder the name of The Indian Song of Songs. In these
gongs Radha pours forth her yearning, her sorrow and
her joy and Krishna assures her of his love.

We come now to the greatest of ancient Indian musical
‘anthorities and one who still inspires reverence in the minds
of India’s musicians. He was called Sé’trﬁgadeva and lived
in the former half of the thirteenth century (A.D. 1210-
1247), at the court of the Yadava dynasty of Devagiri in the
Dececan. At that time the Maratha Empire extended to the
river Kaveri in the south, and it is probable that Sirﬁga.-
deva had come into contact with the music of the south
as well as with that of the north. His work, the Sasngita-
Rainakara shows many signs of this contact. It is
possible that he is endeavouring to give the common
theory which underlies both systems. The result is that
a great deal of controversy has arisen as to the exact
system t}eacnbefl in the book and even as to the rendering
of the ragas which he describes. No scholar has been able
to give a thoroughly satisfactory account of these Th
work deals with the whole range of musical fi ' a
eomposition and gives a very detailed account 1? i g,nd
musical theory. It also menti bie of G
e B ﬁ}fi ‘L?] nulz;ﬂier of musieal
N MW Ta j :hor, but none of their
W) ofmg;xl-;e bodaj_'. The _fu__ndamenta,l scale ($uddha

It gadeva is Mukhari, th 7

3086 Sudldhs venlo ole , the moc_iern Kenakangi,
“MTWQ ST it arnatic music today.
Sangita Samayasira by Pir?;ﬁl it bes T,

with ragas and gamalkas egieo(;g.' 1%'2[;:()111 o
+ 2 A i 2 ] Y 9.?:! I'J .
1000) which gives the ﬁl_‘ST- definition of '.?ﬁq;,
tha and included ip
be found on page 39

Mat: :
to other succeeding musical S:hz?fg ‘&-lso supplied material

t of the northern school. Tt
Many of
iﬂl t-r_>‘e‘xt-e.nd the practice r_\;'
ad musicians attached to their

the emperors did
. a at d
Inusic and most of tvﬁ:fn h(
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court, From this time dates the introduction of P
models into Indian musie, and we also find the di
tiation of the northern and southern schools beco
more marked. Amir Khusru was a famous singer at
court; of Sultan Alli-ud-din (A.D. 1295-1316). He was
only a poet and musician, but also a soldier and states
and was a minister of two of the sultans. The ga&
mode of singing—a judicious mixture of Persian and In
models—was introduced by him, and several of our mo
ragas are said to have been originated by him. The S
a modification of the »ind, was probably first introd
by him. There is a story told of a contest between A
Khusru and Gopal Naik, a musician from the court @
Vijayanagar. While Gopal was singing a beautiful com
position, Khusrn hid under the throne of the king
afterwards imitated all the beauties of Gopal's melo
and even surpassed them. Muhammadan historians
that, when the Moghuls completed the conquest of 4
Deccan, they took back with them to the north many:
the most famous southern musicians, in the same
that they took toll of the Indian architects and sculp
for their new buildings.

The Ragatarasigini, composed by Lochanakavi, probal
belongs to this period. The major portion of this
is devoted to the discussion of a number of songs b
poet named Vidyapati, who flourished in the fifte
century at the court of Raja Siva Singh of Tirhut.
anthor also describes the current musical theories of his
and groups the rdgas wnder twelve fhdts or fundame
modes.

The development of the bhakti revival in North In
and Bengal under Chaitanya (A.D. 1485-1533) was acc
panied by a great deal of musical activity, and it was
this time that the popular musical performances, kno¥
as Sankirtan and Nagarkirtan were first started.

lover of music and did much for its development.
his reign rdgaes were considerably modified under fo
influence and, thongh some of these modifications

gressed the established practice, they were on the whole



Tan Sen singing before Akbar
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f music and helped to give to norbhe_rq
:;mid::;?%i' ict}-s more pleasing pha-mct_erisbica Durbiri
or chamber music was introduced in the time of Akbar, a-nc}
from that time developed side by side with the musie o
the drama. o
th%tﬁd!;lse ggg':mi was a great Hindn S.eLiIIl- arlr!_ musician
who lived at Brindaban, the centre Oi_tho _Kylshllm cult
on the banks of the Jumna, in Akbar's reign. He was
considered one of the greatest musicians of his time. Ta_n
Sen, the celebrated singer of Akbar’s court, was one of his
pupils. Many interesting stories are told of Tan Sen,/
whose name is still fragrant throughout India and “like
whom there has been no singer for a thousand yaars ’,
One of these tells how the Emperor after one of his per-
formances asked him if there was anyone in the world
who could sing like him. Tan Sen replied that there was
one who far surpassed him. At once the Emperor was all
anxiety to hear this other singer and when told that he
would notheven obey the command of the Emperor to come
o court, he asked to be taken to him. It was necessary
for the Emperor to 20 in disguise as the humble instrument-
carrier of his singer, They came to the hermitage of
Haridas Swami on the banks of the Jumna, and Tan Sen
asked him to sing but he refused. Then Tan Sen practised
a little trick and himself Sang a piece before his old master,
making a slight mistake in doing so. The master at once
called his attention to it and showed him how to sine it
w s and then went on in a wonderful burst of sr;:ng,
i nperor listened enraptured. Afterwards, as
Tﬂ.l:{' g;:ll‘; ‘%g back to the Palace, the Emperor sajd to
= e Y ¢annot you sing like that?’ <y have to
sing commands,’ said Tap Sen,
voice.’

1 _ one of the greatest of
Alchar’s ministers, was also a great patron of music ang is

disciples of Tan Sen divided themselyes ;
81'0!;13&, the Rababiyars anq the Biﬁ.z? e T v

“@rs. The former
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used the new instrument invented by Tin Sen, the ralid

while the latter used the bin, as the vina is called
north. Two descendants of these are living toda

Rampur, a small state which has been famous for m; '

centuries for its excellent musicians. The represen
of the Binkérs is Muhammad Wazir Khiin, whose pa
ancestor was Nabi Khan Biikir at the court of
Emperor, Muhammad Shah; and Muhammad Ali K
is the representative of the R&habn ars.

The heroic Mirdbai (c. 1500), wife of a prince off i}

Udaipur clan and famous poetess and musician, and 1
Dis (1584), the singer and composer of the

Réimiyana, are representatives of musical culture in Nior

India,
Pundarika Vitthal was probably another musici
Akbar’s reign, He lived at Burhanpur in Khandhesh.

may have been asked to go over to Delhi when Al

took Khandhesh in 1599. Pundarike wrote four wi
Shadragachandrodaya, Ragamdld, Ragamanjari,
Nartananirpaya: these have recently been discovere
the State Library of Bikanir. 1t appears that the
of Upper India was getting into confusion, and Pun
seems to have been asked by the Raja "Burhiink
bring things into order. me‘an ka was a southern pai
as he himself states, calling himself ‘Karnatika
belonging to the south; and so he had come to kno
the northern and southern systems. He adopts
$uddha scale of the south and describes many norf
yagas. In describing his r@gas he seems to make
only fourteen drufis in the octave, and uses only
frets for his vind.

Vidyaranya (cir. 1350) in Sazigita Sara is the first music

scholar 1o speak of Janaka and Janya raga. which
became the fundamental classification of the soul
system, and to give some examples of both these classe

Rama Amiitya, a southern musician, gives us the
detailed exposition of the southern system in the Sva
Kalanidhi, written about the year AD. 1550. This
contains the first collection of Indian rigas which

adequately deseribed. All of them belong to the Karna

2B
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watem and have shadja as their tonic. It seems that, in
46 south at least, rdgas have now been worked out from a
mn tonic, indicating that instrumental music had

~ Follos this comes the Ry Jambucﬂ.-’m one of the most
immt works on Indian musie, written in A.D. 1609 by

omanatha, a Telugu Brahman of the East Coast, pr "l“‘hl‘v'
of Ra tmdry He was evidently a practical musician
as well as a scholar and poet. The book is written in
‘masterly couplets in the Aryd metre, It starts with the

theory of musical sounds and goes on to deseribe the
different vipds in existence and how to use them. The
‘names and positions of the twenty-two &rutis are given.
nitha belongs to the southern school and classifies

mto primary and derivative (Janaka and Janya),
s done  in modern south Indian music. He also gives a
o - of melodies developed from the rdgas. A transla-

of this work was appearing in the Indian Music

.Jmm it met with ]:n untimely death.
important work of the southern school, which
was written about the same time, is the C‘fmf:-‘rdfmd-a
_dmm whose author was Pan(ht. Venkatamakhi, son
i Iﬂmda. Dikshit and pupil of Tinappichirya, who is

id ._’i.o mtg l:us guruparampard (scholastic succession)

acl adeva himself. This work ¢ he
’ﬂf‘ﬂe Present-day southern system et

g and also of its
_ ﬁ%ﬁmm The rdgas are arranged under sevent y-

Yy ragas, called Melakartas, with a large
'ﬂ’ﬂw ragas attached to each.

hrel_‘ ve ﬂtones only in deseribing the rigas,

mjﬁ g ool Smigita Darpana, or ‘the mirror
mEE . iﬁu!dp'?m work written by Diamodara
mlﬁhp- who o have been b}o:m in Mithila, about
P Shitelio bty mperor. Hn- book
e w i o as the Sangita Ratnil
'-i-m, e ."_ m the author has freely copied mostJ of {111{1{‘
z .. .. Q# S m;mma He has addeq a

ied from some
unknown
pictorial descriptions of the different

ﬂlllll er
This author makes
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There were many good musicians at the court of Sh
Jahian (1628-66), among them being Jagannatha,
received the title Kavirija; and Lial Khan who was
descendant of Tan Sen. We are told that on one occasi
Jagannitha and another musician named Dirang
received from the Emperor their weight in silver, whick
amounted to about Rs.4,500, 1

During the reign of Aurangzeb music went out  of
favour in the royal court. A story is told of how the court
musicians desiring to draw the Emperor’s attention
their distressful condition came past his balcony carryi
a gaily dressed corpse upon a bier and chanting mo
funeral songs. Upon the Emperor enquiring what
matter was, they told him that music had died from ne
and that they were taking its corpse to the burial grou
He replied at once, ‘Very well, make the grave dee
that neither voice nor echo may issue from it’.

The Sangita Parijata, one of the most important wor
of the northemn school, was written by Ahobala Pa
in the seventeenth century. It was translated
Persian in the year 1724, Ahobala seems to have b
access to both the Rdgaiarangini and the Ragavibodi
The $uddha scale of the Parijate is the same as that
the Tarangini. Ahobala recognizes twenty-nine §
altogether in the octawve, but he rarely uses more th
twelve to describe hisi rdgas. He gives altogether |
different rdgas. The Parijata is the first work to deson
the twelve svaras in terms of the length of the string of
vipd, so that we are ahble to reproduce today the
that he used.

The next author of importance is Bhavabhatta,
was attached to the court of a raja named Anupasin
His ancestors came from the province of Abhira in Malyeé
and his father was Janiardanabhatta, a musician at
court of Shah Jahan. Tt is possible that he was the gr
musician of that name ‘who obtained the title of * Kayiraj
from the Shah. The family may have belonged 0S8
southern stock, as he shows considerable acquaintance W
the southern system of music. He classifies all the
under twenty thats (primary rdgas) and his suddha
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is Kanakingi, the $uddha scale of the south. He seems
to have attempted to arrange the northern rdgas according
to the southern system.

About this time Purandara Dasa (1484-1564) wrote many
peantiful songs in Kanarese, and also a number of musical
exercises, which are used today by the pupil at the begin-
ning of his musical studies.

According to Sir S. M. Tagore, Muhammad Shah (1719)
was the last Emperor to have famous musicians at his
court. Among them were Adaringa and Sidaranga, two

at Binkirs. During this period the singer Shod
perfected the Tappda style of Hindusthani singing. New
types of song and music were also introduced, many of
which were pleasing combinations of the Hindu and
Persian styles. .

In the early British period Indian music was generally
eonfined to the courts of the leading Indian princes, as
most Europeans regarded it as primitive and unscientific.
There were, however, scholars like Sir William Jones
and Sir W. Ousley and amateurs like Captain Day and
Captain Willard who made a considerable study of it.

In South India, the Maratha king of Tanjore, Tulajaji

(1763-1787) encouraged musicians by gifts and grants

of land, so that they came to his court from the whole of
India, and Tanjore became one of the most important
musical centres in India. A previous Tulajiji of Tanjore
vgi"l}s_thg author of an important treatise entitled Sangite
Baramrilam (1735).
maT]dmR %\'frg-ﬂrat-v—;lm.pfn', written in 1813 by Muham-
ol ezza, a nobleman of Patna, is a critical work on
ﬂyateml;.n fml{:ﬂo: _He pronounces the various northern
S (; fe -iS%Il:l(‘fi-thI‘l to he_out- of date and has no use
4 giv@-s figrt---m'gn,?-a.-gmrm. ha_srs upon which they build.
St grolu 8; new ‘s_\-'st.{_»m of his own which brings together
s the hml; ?‘ﬂtglfl:-s which have similar features. This work
X m-o-e lell- ority to take _the Bilaval seale (similar to
81;&1:] l]:il_a]()r mode) as its suddha scale. This is the
that he yrc: o t_-he north today. The author tells us
€ the book after consulting the best artists
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available in his day. Tt is said that his rdga lal:shanas))
(definitions) are still in use by Hindusthani musicians.

About this time Mahéraja Pratdp Singh of Jaipur)
(1779-1804) called together a conference of musical experts|
and artists in Jaipur in order to arrange for '
work on Hindusthani music. The book whi
was called Sangita Sdra or ‘Essence of Music’. Th
literary talent available does not seem to have been of
very high order, but it preserves for future reference th
opinions of & body of musicians upon current thought and 8
practice. Here also the $uddha scale is Bilival, which by !
then seems to have been recognized as the regular Flindus-
thani $uddha scale. )

Sangite.  Ragakalpadruma written by Krishniinanda |
Vyisa and published in Caleutta in 1842 collects together )
all the masterpieces then available of Hindi composition. |

It should be remembered that all these authors nse
some form or other of the Sanskrit sol-fa notation which 9
is the basis of the notation adopted in this book. (See.!
Introduction.) ;

While the northern system was thus trying to find a new'
basis of classification, the south was going ahead in rausical
composition. Tanjore was for many years one of the most #
important musical centres of India. It was here that |
Tyagayya or Tyagaraja, the great singer and poet (. 1759= 4
1847) composed and sang his songs, and gathered around |
himself a band of disciples who have continued his tradition
till the present day. His charming kritis and Kirtanas are.
still sung all over the south. He was a creative musical
genius and his compositions mark a definite advance in
south Indian musical development. One who remembers
him describes him as ‘a tall lean man with a brown com-
plexion.” He was revered as a perfectly sincere and selfless
man. His father was Rama Braihman, who was also a
musical composer of some repute. The rishi Nirada is saidl}
to have appeared to Tydgaraja and to have presented him
with a rare musical treatise entitled Svardrnava. His |
teacher was Sonti Venkataramanayya. Music and religion
were woven together in his’life, and his songs were the
outpourings of a real devotion. They were said to have |
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heen composed on Ekddadi days, when he fasted all ‘da.y
long. Tyagaraja introduced Sangatis—peculiar variations
upon & particular melody—into his music. Hach variation,
while retaining the important features of the original
melody, becomes more and more elaborate. Originality
was the distinguishing mark of all his compositions,

Govinda Marar was another well-known southern
musician of this period. He lived in Travancore, a State
with a long and honourable musical tradition, Govinda
Marar was known as Shatkala Govinda, because he could
sing a piece in sextuple time. A story is related of his
meeting with Tydgardja. A number of musicians including
himself were seated with the master when a pallavi (chorus)
in the 7iga pantuvarili was sung by all Gm’.ipda.,
using his own peeuliar famb@ir which had seven strings,
sang it in shatkala (sextuple) accelerated time. Tyagaraja
was so astonished that he gave him the name of Govinda-
swimi and asked one of his pupils to sing a song in his
honour which began, ‘There are many great men in the
world and T respect them all.’

Muttuswimi Dikshita (1776-1835) and Syé.ma Sastri
(1762-1827) were hoth contemporaries of Tydgaraja. The
former belonged to the Tinnevelly District and invented a
new system of Indian notation which makes use of the
different vowel syllables to indicate the various wikpits of
€ach svara. Ettiydpuram Subrdma Dikshita, his great
Erandson, has also written in Telugu a very important
Wwork on the southern system, which endeavours to apply
the principles of éﬁ.lﬁgadeva: to modern musie.

Many of the rajahs and princes of Cochin and Travancore
Were good musicians, among whom the most brilliant was
Swathi Tirunal Mahardja (Kulasekhara Perumal), whose
“Cmpositions are in six languages: Sanskrit, Tamil, Telugu,
Mala nm, Hindusthani, Marathi.

.10 Bengal, in the latter half of the nineteenth century,
RIr 8. M. Tagore produced a number of important works
Of music. His Universal History of Music is a work of
considerable value, The Bengal pandits, including Tagore,

adopted the old Hindusthani riga-ragigi-putra classification

for theiy rigas,




24 THE MUSIC OF INDIA

Dr. Rabindraiath Tagore was a relative of Sir 8. M,
Tagore and exerdsed the most potent influence upon musi¢
in Bengal. He Ift the beaten tracks of Bengali music and
has made new jaths for his melodies. His songs have
rare musical and poetical qualities and are known all over
Bengal. One o his songs (Jenagana) has become the!
national anthemof ‘Free India’. -

The Indian raahs and princes still have in their service:
many famous misicians, but nnfortunately many of them
depend almost eatirely upon tradition in the rendering of
ragas and melolies. There seems to be no generally
accepted system for Hindusthani music, though efforts
are being made oday by many scholars to work one out.;
The southern syitem, as readers will have guessed, is far
more carvefully srstematized, and perhaps errs on the side;
of rigidity.

During the las few decades the scientific study of musie;
in India has made great advances, Musical schools and!
associations hawe sprung up all over India; and today)
we find them inexistence in such widely separated places!
as Bombay, Poma, Bangalore, Lahore, Gwalior, Barodas,)
Lucknow, Tanjoe, Mysore, Trivandrum, Calcutta, Madras.|
The Gandharva Maha Vidyilaya, as the Bombay school is
called, was first established in Lahore by Pandit Vishou!
Digambar Palustar in 1901 and then in Bombay in 19683
It has its fine leadquarters in Sandhurst Road and is:
supported by Mahardjas and Government officials. The!
staff' consists of forty teachers, both men and women,
twenty-nine of whom belong to the Bombay Branch; and
its income is alout Rs.30,000 a year. Both vocal and
instrumental music are taught, either individually or in’
classes. The scheol in Calcutta, under the name of Sangit
Sangha is a moe recent institution, and experiments are
being made alongthe lines of the combination of the Indian
and European systems.

The most noteworthy recent development has been the
series of All-Inda Music Conferences, inaugurated in the
year 1916 by His Highness the Mahéraja of Baroda, which
led to the estabishment of an All-India Music Academy
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in the year 1919. The conference has usually been held
annually since 1918, and has done a great deal of useful
work in stimulating interest in and promoting the study of
Indian music and in the systematization of Hindusthani
rigas. Tt has made possible the discussion of musical
problems by a gathering of artists and experts drawn from
the whole of India, a free interchange of thought and
opinion by musicians of all races and climes in India, the
attempt to find an adequate notation to express the beauties
and refinements of Indian rdgas and imelodies, and finally
the establishment of the All-India Acaclemy of Music. The
Academy is under the patronage of many of the leading
Indian princes and has the support of men like Vidvan
N. V. Bhatkhande, who are giving themselves to the deve-
lopment of Indian music. It aims at providing facilities
for collective and individual research, and for the collecting
and preserving of the best classical compositions, and
hopes to bring about a uniform method of arranging the
rigas and gystematizing the melodies for the whole of
India. The Academy of Music hopes, in co-operation
with its sister organizations, to promote the development
of a living musical culture, having its roots in the soil of
India and expressing itself in nobler and more beautiful
forms, so as to enrich the lives of both rich and poor.

. An Indian Music Academy was established in Madras
i the year 1928 and has since beeri organizing Annual
Music Conference in Madras and conducting research, with
ihe aid of music scholars, into the various rdgas in use in
Karnatic music. The Madras University has also intro-
duced Indian music as a subject into the University and
has appointed a Professor of Indian Music, Prof. P. Samba-
Inoorthy, and has established a Department of Indian
Music in the University, which is both a teaching and a
research department.

Che Bhatkhande University of Hindusthani Music has
Jeen established in Lucknow in memory of the late Vidvan
2 .\'; Bhatkhande, as a development of the Morris College
of Hn};lu.-:tlumi Music started there in 1921. Pandit S. N.

Atanjankar is now the Principal of this College.
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Tt has recently been decided to establish an all-India
College of Indian Music in Madras and plans are now in I

progress for opening this Institution,

Courses and diplomas in Indian Music are now available
in many universibies in India, viz. Madras, Annamalai, |
Travancore, Andhra, Banaras, Allahabad, Lucknow, !

Punjab, Nagpur.

CHAPTER III
THE DEVELOPMENT OF THE SCALE

The history of the Indian scale is really & series of close
inferences; for the materials do not exist for definite and
incontrovertible conclusions. This chapter aims at giving
a general view of the development: of the scale, based on
scattered data, gathered together in a fairly extensive
reading of the various works which have appeared in India
and elsewhere on the subject. It is not always possible to
give references or to adduce the evidence for the con-
clusions arrived at, but the more curious reader should
turn to one of the books mentioned in the Bibliography.

The principal data available for this study consist of
brief references in ancient Indian literature, the tradition
of the Saman chant, the theory of the Grima scales and
the musical facts implied in the various »dgas used in the
past or current today.

The scale of the Aryan peoples is based on the tetrachord
.(C{f(ff?ffwt‘ﬂf'ﬂ]. The tetrachord is the fourth with its
miervening notes. This may give the following tetra-
gl;ordsJ in the Indian scale: SRGM, SrGM, SrgM, and

on,
deTJ_le process “‘hBl‘(—‘b:Y the tetrachord was first produced
% pends upon certain universal musical facts. The
: usical ear in search of a note does two things. It creeps

.G down, one step ab a time; and it makes a bold plunge

“?Lj tile learest consonant note (semwddi) from the note
o :ﬁ 'hELS been sounded (v@di). The voice has a tendency
=% rﬁ(-_end b_v‘_leapr-i and to descend by steps. Music
om_{!,}?izes “.f.e. {u}]omng consonant intervals: the third, the
TRl ‘t-he 1iith, and the octave. In making a leap to the
thing ‘onsonant note, the choice really lies between the
nd the fourth, as the fifth is too far away. The

! See table on p. 5 for explanation.
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fourth is the more audible and many nations have chosen
this in preference to the third. The fourth then becomes
the upward limit of the tetrachord. When it comes to
creeping up or down by what may be called ‘next-door®
notes, the chosen interval may be one of many or quite
undefined. Most commonly the major tone or the Sleﬂ'litf)ﬂ*
were the intervals chosen, though intervals of lesst than a
semitone were also taken in India, as we shall see from the
Saman chant and from such a 7dga as Todi (northern).
Consonance is called Saswddifve in India. Bharata
divides svaras into four kinds, and this has remained the
accepted division ever since. First there is the wvidi, or.
sounding note, or sonant. Then the smmvadi, the notes
consonant with the v@di. Svaras between which there i8f
an interval of nine or thirteen &rutis are samwiidi with
each other. Swvaras at an interval of two §rutis from the
vidi are called wivddi, or ‘dissonant’ in relation to it.
The others are called anuwvddi, or ‘assonant’, i.e. neutrald
in relation to the vidi.
The éruti or microtonal interval is a division of thes
semitone, but not necessarily an equal division. This
division of the semitone is found also in ancient Greek
music. Tt is an interesting fact that we find in Greeks
music the counterpart of many things in Indian music, and
we have a good deal of information about the development:
of Greek music; so we may look to get help from that
source in our study of Indian music. The ancient Greek
scale divided the octave into twenty-four small intervals,
while the traditional Indian practice is to recognize twentys
two in the octave. Rao Sahib Abraham Panditer, &
South Indian musical scholar who made a very close
study of ancient Dravidian musie, believed that the ancient
Tamil books of the second and third century of our era
support the view that in South India the octave 'was a
divided into twenty-four equal intervals. Further inves
gation is being carried out in this matter, though, as
been already mentioned, a Tamil lexicon of the third
fourth century only gives twenty-two madtras for the
octave, i.e. twenty-two $rutis. The §ruti is really a kind oF
half.way house to the semitone. More than two Srufis
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are not usually sung in succession, though there are of
course people who will sing the whole twenty-two of them
in succession. Still that is acoustics and not music.
Qo also the tetrachord might theoretically consist of as
many notes as there are Srufis within the fourth, but
practically it is difficult to sing or play more than four
notes.

The Siman chant is the earliest example of the Indian
tetrachord which has remained until our time. In this
the tetrachord is conceived of as a downward series
of notes from the highest. Most of the early Indian
modes, called Mirchhanas, were also conceived as extending
downwards. The Greeks too thought of the tetrachord
in the same way.

The Saman chant pivoted on two notes called the udatia
—*raised —the higher one, and the anuditfa—"not raised’,
the lower one. In course of time the interval between
these was established as a fourth. Then, later, the notes
of this tetrachord received distinct mames. The highest
was  prathama— first’—then dvitiya, tritiya, chaturtha,
down the scale. These names are found first in the
Rikpratisakhye (c. 400 B.C.). Later, a note called svarita is
also mentioned, and this seems to be a graced udatia,
thus indicating a note higher than the prathamae. Later
still we find this note definitely established and called
krushta— high’ (Taittiriya-pratisakhya c. A.D. 400). About
the same time two other notes lower than the chaturtha
appear. These are called mandra—‘1low’, and alisvarya—
extremity’. This last was an extra note and was usually
sung only in the cadence of the Saman chant. So we find
the whole series of the seven notes, or svaras as they were
called, of the octave.

We must, however, remember that there is a South
Indian tradition that the raga Abhogi (S R ¢ M D) re-
Presents the ancient Saman chant. That is pentatonic,
and there can be little doubt that the Saman scale was
Pentatonic before it became heptatonic. We find that

I‘ e 1111.-11ta10ni0 was the more primitive scale among all
J{‘r_il) es,
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Tt is the custom of Saman singers today to call the
higher tetrachord uchcha—'high’, and the lower nicha
‘low’; but it seems probable that, while these terms may
have originally only referred to a difference of position,)
later they came to mean a different style of singing.

“The voice is prior to the instrument. This is prima fa
so probable that it can hardly be said to need proof.
is implied in the statement of Aristoxenus, that the natw
laws of harmony cannot be deduced from instrumen
At any rate it is true that songs procede scales. Tt is
impossible to think that a mother waited to sing a lullaby
until a scale had been worked out in which to sing i
When people sing simple songs, they often know nothing
about the intervals used in them, but they sing them
all the same. We cannot say how people began to nd
them out. In out-of-the-way places singers use very
fow notes. Children use fewer than adults, country
people fewer than townspeople, and flat-land dwelle: 'S
fewer than mountaineers. It was a long time hefo
the fifth was used and longer still before the octave can
into use., The songs of primitive people were made up
of a few musical intervals. Then, as instruments we
joined to the voice, they got accustomed to the third, &
minor tone and the semitone. Then they began to
diatonic series suchas SR G M,or Sr G M, and so0 ©
Or they might proceed by a leap of two semitones, and then
make the fourth, as in S r ¢ M ; or else the leap might
come after the first semitone, as in S r G M. Then the§s
might find a third way by using intervals of less than &
semitone, as in S r— ¢ M. So the interval of the fourtk
became filled up partly by experiment and partly by
theory.

The typical ancient Indian instruments were the d
(dundubhi), the flute (murali), and the vind. The vi
was nsed mainly as accompaniment, and the flute by its
as when Krishna charmed the gopis of Brindiban. As all
music was largely improvization, the accompaniment coult
not be a strict following of the singer, though it is wond:
ful to see the way singer and player will keep close to ont
another all the time, even though neither has any piece 0%
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written nmsic: before him. Then, also, the instrument
helped to register the notes and to define them. It was
through the instrument that the importance of the major
third, which has been called the Magna Carta of music,
was realized. Further, through the instrument, the
musician began to base his melody on the lower notes, as
they are the louder and clearer on the instrument ; whereas,
when thei® was no instrument, he started from the higher
notes and came downwards, Tt was also noted that the
third obt#ined from the voice is slightly sharper than the
third obtéined from an instrument, eight $rutis as against
geven érulis. Bharata calls this difference of one $ruti a
pramdna iruli,— indicative interval®, because all the other
intervale can he deduced from it, a fact which the Greeks
also noted- So by the co-operation of voice and instrument
the seale was worked cut;/and in one sense the instrument
may be called ‘the originator of the scale, because it
determined it.1

It mus!, hq\vever, be remembered that a song or piece
played onan instrument is a live thing and does not submit
to mathematical precision. There is, it is true, only one
form for each scale, and every singer and musician tries
to get it sight, though no one invaxiably manages to do so.
The very fact of putting passion (ruse) into music means
that a paticular note will be taken rather sharper at one
time than at another. The law is there, of course, to be
obeyed as perfectly as possible. In South India the use
of the tern $rui for such a possible sharpening or flattening
of particilar notes recognizes the truth of this variability.
Music aftr all is an art and not a. mere mechanism. No-
body cansing like a machine, even if he tries, any more
than 4 mn cam walk in a perfectly straight line or breathe
as the cleek ticks,
t-hghﬁ corelation of the notes of the Siman chant with
oo ﬂ}l‘t(.‘r-' of the secular or _mstn:meptal scale is another
o P in tle process of tl_ns interrelationship of voice and

Strumert.  We find evidemce of this correlation as early

1 Foran ao ] ;
Tridi.. 1 acwount of the development of the scale, see South
dian Music, Beok IV, pp. 90=39 (Prof. Sambamoorthy).
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as the Rikpratisikhya in the statement that “the
(liturgical scale) is the svara (instrumental).” As we
seen, the Siman scale was conceived as a downward
and the instrumental scale as an npward series.
names used for the instrumental scale in the ancient b
are those in use today all over India. The clue to
interrelation of the tyo scales is found in the identificati
of prathama and gandhdra, With this we get the &
scales as follows, each forming a sapiaka or ‘cluster @
seven’. 1

SAMAN. SEOULAR.
Nishiidha
Dhaivata
Pafichama
Krushta Madhyama
Prathama Gandhira
Dvitiya Rishabha
Tritiya Shadja
Chaturtha (Nishadha)
Mandra (Dhaivata)
Atisvaryn (Pafichama)

The external relations of India in the early cent
of the Christian era are too obscure at present for us t@
be able to say whether the musical systems of Greece,
Arabia and Persia have any definite relationship with that
of India. It is certain that there was considerable inte
communication and commercial intercourse between In
and each of these countries; and recent researches h
shown the extent of Persian influence in India during
Maurya Empire (c. 300 B.C.). The musical systems ol
these countries show so much resemblance in certais
essential features that it seems clear there must have b
some connexion between them. The likeness is much
than it is with the music of Japan or China. It is wel
known that Gandhiira (the district of Kandahir) was i
those early days & cemtre of Greco-Indian culture, as the
Gandhiran sculptures testify, and Taxila (near Rawalpindd
was the seat of a very important Buddhist universitys
Though Buddhism has never been associated with a speci&
development of musical culture, the fact that a scal
considerable importance in those days was called Gandh
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and that one of the important notes of the gamut is known
as Gandhira is of some significance. The two earliest
Greek scales, the Mizolydic and the Doric, show affinity
with early Indian scales. All these things point to an inter-
change of ideas between the musical people of the two
countries.

We have now come to see how the gamut of seven notes
within the octave, including some smaller divisions, came
to be accepted. These seven are called the saptaka, or
“cluster of seven,” and are known as the seven svaras. The
first exposition of these various intervals is found in a
Tamil work, Tivdkaram (¢. A.D. 200-300), of which mention
has already been made. The scale was divided into
twenty-two mdtras, which are similar to the $rutis of the
northern pandits. The Tamil books also give them the
name alaku. According to this worlke these twenty-two
Srutis were distributed as follows:

Sa Ri Ga Ma Pa Dha Ni
4 4 3 2 4 3 2 =22

It is also rather interesting to fincl that the different
Intervals are described in relation to one another. Sa to
Ga is recognized as a third, Sa to Ma as a fourth, Sa to
Pa as a fifth, and Sa to Dha as a sixth: the fourth being
called a ‘friendly’ interval, the fifth a ‘related’ interval,
and the third and sixth ‘enemy intervals.” The Natya
in‘l‘“"ﬂ (. A.D. 300) shows a clear perception of the various
5 ervahi ¢ octave, fifth, fourth, tone, minor tone and semi-
. ne. Each of these intervals is reckoned as having a
ertain number of §rudis as follows:—

g.".‘m’e .. 22 érutisie. 1200 cents.
F]'“'h .. 13 1 " 702 ”»
Ullrl h e 9 ” " 498 ”
Tone s Bifln 204
Mimortone. .. 8 ', 5 188
Semitone .. 2 . . 12 .,

The srut;
numbers are really - % L.
of conrse g ly only approximations but the cents are

Thus the y oy ;
s the Indian scale divides the octave into twenty-

WO Sruts
3“7"“’ 5. As we have seen, the Greeks divided it into
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twenty-four small intervals. The three scales were a8
follows :—

Ni Sa Ri Ga Ma Pa Dha Ni '
2 4 4 3 2 4 51 = 22 Indian

(Tamil).
2o 4 ey 2 4 4 3 = 22 Indian i}
(Bhara
2 SERE R - T M 4 4 4 = 24 Greek.

interval from 2, 4, 4 to 2, 4, 3 in the early centuries of our
era. The probable reason for this confusion is that these
$ruti numbers are more or less approximate to the actual
vibration numbers. Thus the first three intervals may be
either,

90 204 204 498 or,
112 204 182 498

Neither the Greeks nor the Hindus in those days had any
means of getting at the actual numbers, so that the $rufp
numbers in both countries may cover considerable vari
tions.

The seven svaras of the saplaka current today throughs
out the whole of India are, in the order of ascent from thé
note which has now become the Indian tonic: Shadj
Rishabha, Gandhbara, Madhyama, Pafichama, Dhaiva
Nishadha. Their sol-fa initials, also current in e
vernacular in India, are Sa, Ri, Ga, Ma, Pa, Dha,
It is rather an interesting thing that the ancient T
names were quite different, viz. Kuwral, Tuttam, Kaikk
Ulai, Ili, Vilari, Taram.

As far as one can gather, the following are the
meanings of these Tamil names: kural, open tone; kaikk
unreciprocated passion; ulai, place, side; éli, contem
abuse; wilari, tenderness, compassion; taram (Sanskrif
high. R
%[t is clear that the Sanskrit names current now belong
to some later period after the development sketched abo
bhad taken place. Thus shadje means ‘born of six’
indicates that this note, which has now become the toni

3B
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was the last to arise in a downward series. Madhyama
means ‘middle’ and suggests that when, at a much earlier

eriod, this name was given, that note was the central note
of the scale. The note Gandhara may be so called because
it was the starting point of the Gandhira scale. Pasichama
means ‘fifth’, i.e. from Sa, and implies & time when Sa had
become the starting point of the scale. The other names do
not imply any clear origin,

Hindu musical mythology refers each note to the tone of
some animal. The ery of an animal tends to be always on
the same note; and these names were intended no douht to
indicate in the first instance absolute pitch, and were later
transferred to relative pitches. Shadje is said to be the
sound produced by the peacock at its highest rapture.
Rishabha is said to represent the sound made by the cow in
calling her calf. Gandhira is the bleat of- the goat.
Madhyama is the cry of the heron. It is also called the
tonic of nature, being identified with the sound of falling
water, the roar of the forest and the buzz of great cities.
Paiichama is the note of the kokila or Indian nightingale.
Dhaivata is the neigh of the horse, and Nishddha the
trumpeting of the elephant : the latter indicating clearly the
lower note Ni, which was originally the starting point of the
scale. Lower Nishddha is the /first note of the Saman
scale, and so the elephant has been called S@maja or ‘born
of the Saman.’

. The next matter to which we have to devote attention
18 the history of the gramas, or ancient scales. The first
references to these are found in the Mahdbhdrata (A.D. 200)
and the Harivamsa (A.D, 400). The former speaks of the
SWeet note Giandhéra’, probably referring to the scale of
that name, since it is hardly likely that a single note
Would be called sweet. The Harivamsa speaks enthu-
slaSt"llh.'{LU.\_' of music ‘in the gr@mardge which goes down
© Gindhara’, and of ‘the women of Bhima's race who
Si-rformcd, in the Gandhira gramardga, the descent of
re§= Ganges, so as to delight mind and ear,’ In these two
i “rences the term used is gramaraga, and we may perhaps

“ume that it was the same as the Gandhari jati of the

Wya Sdstra. The early Tamil works referring to music
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(Tiwakaram and Silappadigaram) do mnot mention the
gramas. There is, however, something which seems to
correspond to them, the palai, of which there are four
formed, as are the derivative gramas, by interchanging the
Sruti values of two notes.

Indian music is traditionally based on the three gram
and, though their history is involved in & mass of somew
contradictory details, through which one cannot alway
see light, it is necessary to try and understand the ¢
nection between them and the rdgas of today.
Natya Sdstra gives particulars of two of these, the
grama and the Ma-grama and refers to the Ga-grii
(Adhy. 28 glok. 41-45.) They are really fundaments
scales starting from the notes Sa, Ga, and Ma, respectivelys
The formation of the Sa-grama and the Ma-grama is fairly
clear.

The $ruti values of the intervals of the Sa-grama were
as follows:—1 '

Sa Ri Ga Ma Pa Dha Ni

- TR T SR 4 3 2

The Ma-grima is formed by reducing the $ruti value off
the interval between Ma and Pa to 3 $rufis and addi
this to the interval from Pa to Dha, making the latter
4 $rutis instead of 3 $rutis. Thus Ma-grama becomes

Sa Ri Ga Ma Pa Dha Ni

ANy 12 4 3 4 2

Thus the difference between this and the Sa-grama is ir
the fifth which now has 12 $rufis instead of 13 Srutis.
This shows that the Indian musicians appreciated th
interval known as the ‘Comma of Didymus’ namely
81/80, i.e. 22 cents. \
The Ga-grama takes one §ruti from Ri and one from Ma
and these are added to the §rufis of Ga. So it becomes: |
Sa Ri Ga Ma Pa Dha Ni d

3 24 3 8 N3 4

The Sa-grama is practically equivalent to the Khara
priya Raga, i.e. Kaphi Réga, of the present system of r
1 See 8. I. Music, pp. 3949,
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while the Ma-grima is only a variant of this. The Ga-
grama is the Hanumatodi Raga of the southern system,
a typical minor riga with the sharpened fourth instead of
the fifth. It is interesting to see that the Saman scale is
also practically approximate to Kharaharapriya and the
Saman chant is one of the oldest modes in India.

Prof. P. Sambamoorthy points out that the application
of the process of modal shift of tonic to the various notes
of the Sa-grama would give the following fundamental
rigas of the southern system: Hanumatodi, Mechakalyani,
Harikambhoji, Natabhairavi and Sankardbharanam. /As
he says, such a modal shift of tonic would be very natural,
as the strings of the harp were tuned to the different notes,
and by starting on a different string a new raga would be
formed on account of the different series of intervals.

It is not possible to know now what happened to the
grimas, as they do not play any part in modern Indian
music, either in the north or south. It is stated in some
of the treatises that the Ga-grima went to Indraloka
(heaven) and the reason for that statement may be that
it was too high for the human voice, as it was sung always
in the higher register. It is said that it started from the
note Dha of Sa-grama and the reason for this may be that
ltt was necessary to retain 13 Srutis from the tonic to the

ourth.

These gramas were included in the local jatis, as they
were called, being originally no doubt the different ways of
singing practised in various parts of the country. These
Jatis were regarded as formations from either the Sa-grama
or the Ma-grama, each starting on one note of the octave,
thus forming seven jatis for each grima. The early Tamil
musical works also adopt the same method of forming
frt"f“ pilai, as they are called, there being seven for each
Main modal group. Then the very important step of
:hu_t-mg the tonic and reducing all the scales to one common
Onic was taken, perhaps as a result of the development
;'t istrumental musie, as in this way they were -trans-
Ormed into simple instrumental scales. Perhaps the term
r%ma raga, which we have already come across, was first
8iven to the jatis so reduced to the common tonic. This
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tonie, which may have been Ni, eventually became Sa, s 1
then gradually the term grama dropped out, as it k
no real relation to actual facts, and they were called simph
rdgas. N
One of these ragas is then regarded as the fundamental
scale, or scale of $uddha or ‘pure’ notes; and all the othep
notes used in the other rdgas are thought of as wikrits:
‘variations.” Tt is inderesting to find that the Sudd
seale of the north is quite different from that of the son
In the north it is Bildval, all the vikrits, except that
Ma, being flats of the Suddha notes. 'Tn the south it
Mukhari (or Kanakangi), in which all the vikrits
sharps of the $uddha motes. Thus the former is wh
Europe calls a major scale, and the latter a minor &
What is the explanation of these two Suddha scales, ‘5!
different from each other? Tt may be that the southery
$uddha scale—the minor one—is developed from  thi
ancient Ga-grama and the northern one from the anc
Sa-gréma. It is very probable that the Ga-grama w
anterior to the Sa-grama, though treatises make out
Sa-grima to have been the original one. One is led to
idea because there is spen to be far closer corresponden
between the Ga-grima and the Saman scale than betw
that and the Sa-grama; and also because, if the Ga-gram
was really developed from the other two, it is difficult §
understand why it should have perished and the other tw
remained. Then, further, southern music sticks eloser t
the ancient model thamn northern musie, which has b
largely modified by contact with that of Persia snd Ara
In view of this suggestion it may he of interest to pl
down the éruti values of these two $uddha scales, so t.
they may be compared with the two gramas.

Bilaval
Sa Ri Ga Ma Pa Dha Ni Sa
4 3 2 i 3 45002
Kanakargi

Sa Ri Ga Ma Pa Dha Ni Sa
AR T SO g
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1t is easy to see how the latter could be developed from
the Ga-grama. The fourth of the (Ra-grima as given
above has ten Srutis, which would naturally be reduced to
nine so as to bring it into tune. Then the Pé} must he k.elit
in tune so as to be played on the open string of the vina,
and so it must be a fifth of thirtéen srufis from Sa. The
other changes are very slight and do nofi alter the character
of the scale. So it is possible that we see _t:oday the
ancient grimas in the two suddha scales of India, i Tl}us
the scale in India is the result of a regular and scientific
development of both yocal and instrumental musie. *
The scale as it exists today is one wilth great possibilities
in regard to musical formations, and it has a very wide
range in the microtonal variations included in it. The
Indian musician is always trying to ornament his notes,
because grace plays in the Indian system the part of
harmony in the European. These ornaments are made by
slight “and indefinite variations, which may be quite
different from what we have called the $rufis, which are
defined microtenal intervals used to bring notes into tune
with one another. It may not be generally known bh‘&tr
European singers and violin players @im at such definite
microtonal differences under special circumstances, and
whenever the accompanying harmonies do not preclude
their doing so; but, unfortunately for them, these same
harmonies have so limited their scope for indefinite grace
notes, that their exuberance can find no better means for
expressing itself than the tremolo ; whereas, wi!;.h no harmony
Yo hamper his musie, the Indian can reveal it in as many
graces as he desires. The Indian scale, with all its Srutis
and possibilities, resides in the bosom of the Indian musi-
tian, ‘who is'dear to the gods’; and it only comes out in
his songs, the intonation of which changes from day to day
and from mood to mood.



CHAPTER 1V

RAGA—THE BASIS OF MELODY

Raga is the basis of melody in Indian music and a suh
stitute for the western scale. ‘It is the attempt of am
artistic nation to reduce to law and order the melodies
that come and go on the lips of the people” In Ra
Vibodha, it is defined as ‘an arrangement of sounds whi
possesses varpa, furnishes gratification to the senses and
is constituted by musical notes.’? The term ‘varna’
refers to the act of singing, and is_of four kinds, viz.
Sthayt-repetition of the same sound, Arohi-ascent, Avarohis
descent, Susichari-ascent and descent mixed., Mr. Strang-
ways defines rdga as ‘an arbitrary series of notes chara
terized, as far as possible as individuals, by proximity
or remoteness from the note which marks the fessifura
(general level of the melody), by a special order in which
they are usually taken, by the frequency or the reverse
with which they occur, by grace or the absence of it,
by relation to a tonic usually reinforced by a drone.’ A
simplified form of this might run: ‘Rdgas are different
series of notes within the octave, which form the basis of
all Indian melodies, and are differentiated from each other
by the prominence of certain fixed notes and by the
sequence of particular notes.” We may perhaps find in the
term ‘melody-type’ the best way to transcribe raga im
English.

According to ancient musical theory, there are three
important notes in the rdga. These are the Graha, the
AmSa, and the Nyisa. The Graha is the starting no
the Arhéa the predominant, and the Nydsa the endi
note. The ams$a is also called the vadi. Very lit
importance is attached to the graha today, and it is quite;
possible that they were, in the Ratndkara, the technical

1 Originally given by Matanga, p. 15.
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terms for the terminal notes of the tetraf:berd and not
of the rdga. The amsa, however, is nﬂ-lmporta:n_t and
is called the jiva or ‘soul of the rdga’. The position of
the ariéa has much to do with the general character of the
riga. Occasionally it varies between two notes, The
améa is not so distinetly differentiated in the music of the
south, and this may point to a further development there.

All the characteristics of the rdga are embodied in its
Miirchhand or That, which are the names now given in
the south and the north respectively to the rdga basis
expressed in mnotes. The amga, and also the peculiar
sequences and grace notés of the raga, are shown in this,
which includes both ascent and descent. Tt includes all
the essential facts about the rdge, which the musician
should know before composing any melody in it.

Rigas have probably originated from four main sources:
(1) Local tribal songs; (2) Poetical creations; (3) Devotional
songs; (4) Compositions of scientific musicians. Many of
these sources may be traced in their names. Bhairavi
means ‘an ascetic’; Hindol is ‘a swing'; Kanada refers
to the Carnatic; Multini means ‘belonging to the city of
Multin’; and Megh means “the rainy season’, and so on.

We can see the same processes of formation going on
today. Dr. Rabindranath Tagore creates new melodies
from the old folk songs of Bengal. Someone finds an old
Portuguese melody and puts it into an Indian setting and
calls it Portuguese Tappd, as it is modelled on the well-
known Hindusthani T'appi form of melody. A famous
musician takes an old rdga and introduces some unconven-
tional variation, and the result becomes a new rdga named
after him., Miyan Tan Sen, for example, introduced Ga
and both varieties of Ni into the rdga Malldr, which omits
them as a rule; and the vesult is the rdga Miyan-ki-Mallar.
There are quite & number of varieties of the raga Mallar
by different musicians. Then others combined two or
More 7dgas into a new one, Amir Khusru took Hindol
40d a Persian melody, Mokam, and formed Yaman.
Another takes Saranga, Sindhu and Mokam, and the result
3 & new riga Ushag. Or, a northern musician comes across
4 good southern raga, and introduces it in its southern form
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into the northern music, as Mr. Kirloskar, the Poong
dramatist, did with the southern rigas Kanbodhi an
Arabli. Southern musicians do the ‘same with the nor
thern rdgas, sometimes prefixing the term Desika
Hindusthan, as Hindusthan Bihag, Deéika Kiamj ang
so on, This is a living process which we nay wate
today all over India. '
The question of the systematic classification of th
rigas presents considerable difficulty. For tle last 3
years the south has had a more or less uniform syste
which has crystallized into the present form. North
musicians, however, have had as many systemrs as mus
cians. Bharata gives only fourteen melody-base, which he
calls Jatis and Marchhanas, developed from either the S8
or the Ma-grima. These were deyeloped by siifting the
tonic or starting note to each mnote of the eale, thuf
forming seven for each mode. This same practie has beet
followed in the early Tamil books. Then Sirngadeve
enumerated 264 rdgas under the two grimas. 18
Rigmili of Pundarika adopts the northern method of
classifying rdgas into six principal rdgas, with wives, Of
secondary rdgas, and children, or derivative rigas. ThE
two latter are called ragini and putra. A censiderablé
number of new rigas were added by him. The Ragh
Vibodha adopts the southern system and recognizes
twenty-three primary rdgas with a large mmber
secondary rdgas. The primary ragas of this work are
Mukhdar: (ie. Kanakdngi) Revagupta, Sdamavedli, Tods
Nadaramakriyé, Bhairave, Vasanta, Vasani-biairave
Malavagaula, Ritigaula, Abhirandta, Hamira Sudd a
varali, S’tuld.’mnfmﬂkriyti, 8ri, Kalyani, Kambodh
Mallir, Samantha, Karndtagaula, Defakshi, Suddhanig
Sdranga. Somanitha carefully described each raga ang
many of them are found in the same form tolay. The
Sangita-Darpapa builds up a most fanciful theay on th
northern model, and this has nominally remained
principal theory of the north until today. Blavabhat
attempted a rearrangement of the northern rigas m a some
what similar system to that of the south, adoptig twenty
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primary rdgas. Then Muhammad Rezza suggested a new
arrangement of the northern system on the principle that
there should be some real affinity between the riga, ragint
and puira, a principle which seems self-evident, but which
has not been really adopted by the north; for if is almost
impossible to get from the northern musician & reftsom}ble
account of the basis of the present-day classification,
Meanwhile, in the south, Venkatamalkhi provided a .:Ecmnd
system based on scientific principles which has continued

to this day. The Carnatic system will be first described.

[. Tae Carxamio SysTEM

All 7dgas ave first divided into two main classes, primary
or Janaka ragas, and secondary or Janya rigas. The ﬁrs,t
class are also called the Melakartas or ‘Lords of Melody’.
They number seventy-two and are formed by variations
of the seven notes of the gamut in regular order, ascending
and descending. They are also known as the Sampirpa
rigas, as they contain all the notes of the gamut and are
not transilient anywhere. These seventy-two are again
divided into two classes by the use of the sharpened fourth
(i.e. Tivra or Prati Ma), The first thirty-six use the
Suddha Ma (regular fourth), and the last thirty-six the
Prati Ma (sharpened fourth). ;

The first riga is the scale of suddha notes and is called
Kanalingi. It is the ancient Mukhdri and runs as
follows:

=c= : =
- - —
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_It is & most strange scale to western ears and is not common
in south India today. Judging by the Ramr?kafa and
the Svaramela-Kalanidhi, it was very popular in _the
Sixteenth century. It corresponds with the ancient
reck chromatic scale. [ A
-‘h(-_‘- most common -rf}ga in the south ‘roday is Maya-
Milavagaula—the Bhairava raga of the north,
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This raga is very popular, and most southern musicians
begin to learn music with this. It has quite a pleasi
sound, in spite, or perhaps, because of the intervals of th
semi-tones between the second and third, and betwe
the sixth and seventh. Tt has been suggested that tk
raga Mayamalavagaula may have developed from the rdga
Mukhari (Kanakangi) by a modal shift of tonic one semi:
tone higher, just as the modern Greek scale has do
The most important primary rdgas are found in &
first thirty-six, with a few exceptions. The latter group
of thirty-six correspond in every particular, except
the use of Prati Ma, with the ragas of the first group, o
by one. Each riga starts now from the one tonic, shadja,
thus giving rise to the idea that the graimas have entirely
disappeared ; but it is still possible to see them survivi
in many of the peculiarities of the rdgas.
It has been argued recently that the Janaka Raygas ot
Melakartas are not truly r@gas but merely orderly grow
of svaras or scales, from which in due course ragas, with
their disfinctive saficharas, may be formed. It iz alsol
said that Venkatamakhi himself did not invent the 1am
of the 72 Melakartas, though he did specify the Melala
themselves. It is said that the names he gave to the
are not in all cases the same as the modern names, whi
date from the book ‘ Sangrahachidamani’, which probab
belongs to the eighteenth century. This latter work is
one Govinda, about whom nothing further is known. S
of the Melakartas, such as those following, are certain
ragas by means of which distinctive melodies have be
composed.

CArNATIC PriMARY RiAGAs

N.B.—The Ariéa note has a double line underneath,
The name in brackets is that of the corresponding nor
rage. The number at the side is that of the rags in the reg
southern scheme. There is also added the time when the
should be used and the passion or mood assoviated with it.
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8. Hanwmatodi (Bhairawt). Morning, sad.

15. Mayamalavagaula (Bhairava), Dawn, reverence.
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The Arabs have a mode similar to this called Hyaz.

16. Chakravakam (Anandabhairava). Any time, love.
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20. Nadabhairavi (Sindhubhairavt). Night, sad.
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22. Kharaharapriya (Kaphi). Noon, passion.
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This is the Dorian mode, Similar to the Sama gina scale.
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28.  Harikambodhi (Jhinghoti). Night, imploring, pra
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This is the Hypo-Lydian plagal mode.
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This is the western major mode, with a slight sharpening of
sixth.

36. Chalandta. Night, boldness.
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45. Subhapantuvarali (T6di). Evening, adoration.
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This probably arose from an ancient enharmonic scale basis.

53. Gamanapriya (Marva). Evening, passion.
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65. Mechakalyani (Kalyan), Evening, merriment.
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This is the Lydian authentic mode with tha eddition of P

All the rdgas given above are primary rdgas, called
janaka ragas or melakartas. From these are formed the
secondary or janye rigas. Though it is theoretically
possible to form a very large number of these secondary
rigas by varying combinations of the notes of the octaye,
there are only about 400 or 500 in general use in the south
today. A few more are found very occasionally, but
altogether the total of those used will not come to more
than 800. The secondary rdgas are formed by combining
in various ways five or more of the notes used in the
primary rdge under which they are grouped. With the
exception of a few ragas, it is the general rule to use in the
secondary rdge only those $rutis which are used in the
primary raga. Musical experts look askance at the intro-
duction of unauthorized accidentals.

The following are the ways in which these secondary
ragas are formed :—

1. By the omission of certain notes in the ascent or
descent or in both, thus forming a transilient series.
Ragas which only use five notes in both ascent and descent
are called Audava ragas, i.e. Pentatonic, Those nsing six
only are known as Shadava, ie. Hexatonic. Among the
Audava rigas are found some of the most beautiful of
Indian rdgas and some of the most widely used. These
HI’E‘ called Varja ragas.
~ The following are a few of the most important of these
‘ransilient ragas:—

(The

1

name of the corresponding northern rdga is put in brackets.)
,1”"1" nydsi. Primary, Hanumalodi (variety of Bhairavt),

p hisisa very charming and plaintive r@ga, used especially

I(: Songs of pleading. Its characteristic phrase is P n S
' Bb ¢). Tts améais Ni. The omitted note Dha 1s often
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used as a grace note, when descending from the Sa, after
the characteristic phrase.

Madhyamavati. Primary, Kharaharapriya. (Saranga)
This is a very beautiful pentatonic raga, used in songs of
meditation. Its characteristic phrase is R M n (p ¥ Bb
with both Ri and Ma as améa notes. :

Mohana. Primary, Harikimbodhi (Bhipdli).
common and pppular raga, used for joyful songs.
strictly pentatonic. It is also the scale of the fco
bagpipes, and is one of the primitive scales of both Arabia
and China. The well-known hymn ‘There is a happy
land’ is written in this rd@ga, and the tune seems to ha
come from South India, Its characteristic phrase i§
G P D (g ¢ A) and its arméa note is Ga.

Arabhi. Primary, Sankarabharana. (Arabhi). A ra
pentatonic in astent and septatonic in descent. It ils
quently used in devotional songs. It was introduced
the north in its southern form and with the same name
the dramatist Kirloskar. TIts special phrase is R M
(D P A) with the ath$a on Ma. ’

Hamsadhvani. Primary, Saakardbharana. (

This fascinating pentatonic rdga is also used a great; deal
in devotional songs and in love songs too. Its characteristie
phrase is G P N (® 6 B), with Pa as its amsa. -

Suddhanita. Primary, Chalanita.

This is a pentatonic 7dga. It is a rdaga of power and
majesty and is popular with expert musicians. Tt has a ma
distinct and fasenating flavour. The leap phrase, S G M
(¢ £ ¥), has a grest deal to do with this. Itsamsa is (Ga.

Todi. Primary, Hanumatodi (Bhairavi).

This is one of the most common of the southern rdgas.
The Pa is omitted altogether in the ascent, but is o
lightly touched it the descent. The leap from Ma to Db
and its minor tenes make it a very attractive rdga. I
is a raga of mapsty. The amsa is usually Dha, but is
sometimes shiftel to Ma. Its characteristic phrase is
g Md (8b ¥ ab). i

Devamanohari, Primary, Kharaharapriya. (Sdranga)s
This is a Shadava raga with the Ga omitted in both asicent
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and descent. The descent, however, varies from the
ascent. The phrase SnD n P (c b A Bb. ¢), with a slide
from the Ni to the Pa, ocours frequently in the descent.
Ri is its am$a.

Kambodhi,  Primary, Harikimbodhi. (Khamadj or
Jhinjhoti). This raga is }lexatonic in the ascenf only.
Its peculiar phrase is P D S n (e A G Bb), and it uses both
varieties of Ni, the accidental being found specially in
connection with the phrase S N P D §. It is a very
common rdge and is used in devotional songs of praise.

Hindolam. Primary, Natabhairavi. (Mdlkos). This
is quite different from the northern Hindol which, however,
has the same swinging rythm. The northern Hindol comes
in the Gamanapriyi Mela and so uses the sharpened fourth.
This rdga is used for love songs of a joyful character. ‘The
swing phrases are easily noted. TIts amsa is Ma.

2. The other way of forming the secondary rdgas from
the primary is by peculiar combinations or Sawcharas,
making use of all the notes of the octave in varying order,
in ascent or in descent or in both. The following are some
of the most important of these,

Punndgavarali. Primary, Hanwmatodi,

This raga usually starts on Ni and it has Sa for ifs amsa.
It is specially used for songs of sorrow, and has a rather
low tessitura. Its characteristic phrase s S ¢ M d
{c ¥b ¥ ab).

Nadonamakriya. Primary, Mayamalavagaula. (Kalas-
gada). This is very popular, especially for religious folk-
songs and also for earnest songs of devotion. Its char-
{"-CE\(}ristic phraseis S r M g M (o ok ¥ E ¥) and its amsa
18 Ma,

Anandabhairavi. ~ Primary, Natabhairavi (Ananda-

c_!.irm:i). This is a morning 7dga especially used for
Ieligious songs, Tt has two peculiar phrases, one in the
first tetrachord and one in the second. Thefirstis SgR g
(CEb » ¥b) and the second P Sn d P (a ¢ 32 ab a).
The latter is a very beautiful leap phrase. In this rage
the Ni is often sharpened in the phrase S n S, so that it
almost becomes Suddha Ni, By is used instéad of Bb, and

.!
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it also makes use of a sharpened Ga in the phrase M. ¢ M
which is practically Suddha Ga (Efr). Its améais Ga.

Bilghari. Primary, Sa-ﬂkaréb?mmzm.

A very sweet rdga associated with morning songs of joy
It may be sung up to noon. It is a south Indian raga ang
is not found in the north, This rdga is very commonly
used for wedding melodies. Captain Day notes one in hig
book which is still popular. Tt has two leaps, one from the
third o the fifth and the other from the sixth to the octaye
both in the ascent. Its characteristic phrase is D SNI
(a o 3 A) and it has Pa as its amsa. :

Howirkalyani.  Primary,  Mechakalyani.  (Elamir
kalyayi). This rdga is one of those using the sharpeneg
fourth. It belongs to the latter thirty-six. It uses the
Suddha Ma also sometimes. There are a number of 7d; r
whichdo the same. This rdga is one of the joyful wedding
ragas of India in both north and south. : j

Sriviga. Primary, Kharaharapriya. ,

The northern Sri is quite different, and belongs fio the
Kamavardhant or Ramapriya Mela, having the sharpen_ d
fourth. The southern Sri is & most fascinating rdgea with
a flavour of haunting sadness, and is used in songs of
sorrov. The ascent is pentatonic and there are threg
special phrases: SR M Pn (co ¥ e #), SR
(ocpic), PnDPnsS (¢Bacso). 1

Thete are of course many other popular and besutifi
ridgas, but space does not allow us to add any more heré
Tt is an interesting fact that one of the most popular of the
southen primary rdgas is Saﬂkarébha-maa, which s the
westemn major mode. This and the Harikambodhi Meld
are tle two most common primary modes in the south
judging from the number of secondary rdgas connected
with them. This does not correspond with a very ge
opinioca in western countries, that Indian music is
in the minor modes. Among the most popular #
in the Sankarabharana Mela are the sweet Kannadii with
its preity lilts ; Navaroj always sung in the middle regis
the sveet and plaintive Niladmbari; the bright and m

4B
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Suranandini; the proud Adand with its peculiar phrase
PD ND (¢ A BA); Begadd, the rdga of argument,
nsing both éuddha Ni and komal Ni; the pleasant Bihag,
beloved both in north and south: the stately Darbari, and
very many more. The next most popular melas are
Nalfabhairavi and Kharaharapriyd, both of which are in
the minor mode, having two flats each. These two ragas
and their secondaries are often used in religious songs.

Mayamalavagaula and Hanwmatodi are the other pri-
mary rdgas, having a large number of secondary rdgas
connected with them, Both of them have a characteristic
flavour and are very popular. The former group supplies
many of the melodies for the folk-songs of the people, sung
by the bullock-cart driver, the boatman and the labourer.

One must emphasize the point that these rdgas are not
the melodies themselves but the groundwork from which
the melodies are afterwards formed. A thousand different
melodies may be composed upon the same riga.

Many of the rdgas have characteristic grace notes
attached to them. In Bikdg Ri is only used as grace, and
in Begadd Ni is always played with the grace note Sa. In
Hamirkalyani Ga has its grace note, and so on. These
grace notes are essential constituents of the rdgas and not
simply accidentals as in western music.

(ARNATIC SECONDARY RAGAS
The characteristic phrase is shown at the right-hand side.
Dhanyisi, Primary, Hanumatodi. (Variety of Bhai-
ravi). Morning, pleading.
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Bhapdla. Primary, Hanumatods. darly morning,

Praise,

5 ===
g

B r g Pdis B 4l Pl g .8l 8 P




52 THE MUSIC OF INDIA

Madhyamivati. Primary, Kharaharapriys. (Saraige)
Noon, calm. i
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Mohana. Primary, Harikambodhi. (Bhapals). Noon
sweetness,
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Arabhi. Primary, Saﬁkar&'bkamgm.

Morning, mystery.
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Hamsadhvani. Frimary, Saﬁkar&bhaqua.

enireaty, expostulatior.
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Suddhanata. Primary; Chalanata, Night, power a
majesty.
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Todi. Primary, Hanwmatodi. (Bhairavi). Morning,

sad.

E===s b
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Devamanchari. Primary, Kharahorapriya. (Variety of
Saranga). Night.
__-»-—-L‘__:.E_."._Eﬂﬁ_" e ——— & =
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Kambodhi. Primary, Har:‘k&:qibodki. (Khamaj or
Jhinjhotz). Evening and night, praise.
e———— e ie o — st
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Hindolam.  Primary, Natabhairavi. (Malkos).
Evening, gay.
e ————
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Punnagavardli. Primary,  Honumatodi. Night,

melancholy.
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Nadanamakriya. Primary, Mayamalavagaula,

U‘falaizgadd). Evening, calm.
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Anandabhairavi.

Primary, Natebhairavi
devotion. / G 5
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Bilghari. Primary, Sankardbharena. Morning, joy.
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Hamwkalyans.  Primary,

Mechakalyani. M=
kalyani). Evening, merriment. i ik
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Sriraga. Primary, Kharaharapriya. Evening, sadness
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II. HiNpusTHANI RAGAS

The general remarks made in the section above on the’
Carnatic rdgas apply as a rule to the rdgas of the north E
also. The nomenclature is usually quite different, excep Y
in the cases of those rdgas which have been a;;fowedl v
borrowed from the other system. Not only so, but it is no
easy to attempt any description of the Hindusthani sys '
as most scholars have their own way of classifying the
ragas. 'The basis which is adopted by the majority of®
t.ha'northe.m musicians is known as the Raga-ragini- y ra.
basis, It is a somewhat fanciful system the details of vzvjhj' -
depend very largely upon the choice of each individual.
There are supposed to be six principal rigas, each one
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of which has a number of rdginis, or wives, attached to
it, these tWo having a number of puiras, or sons. There
does not seem to be any definite qualities which determine
the particular ragas which must belong to each one of these
groups, OF which form the principle of attachment to a
particular raga. The result is that there are almost as
many systems of classification as there are musicians,
The tendency among scholars and practical musicians
today is to put aside altogether this old system, and to
adopt a more rational one based on somewhat similar lines
to that of the sonthern system.

Many different lists of the six principal rdgas are given.
Among them the following are the most important:—

Pundarika. Bhairava, Hindol, Dedakar, Sri, Nata,
Nattandrayana.

Muhammad Rezza. Bhairava, Malakaunéa, Hindol, Sri,
Megh, Nata.

Rajah S. M. Tagore. Sti, Vasanta, Bhairava, Paii-
chama, Megh, Nattanarayana.

Sir . Jones. Bhairava, Malava, Sri, Hindol, Dipak,
Megh.

Tt will be noticed that every list contains the two
names, Bhairava and &ri, Bhairava is the Mayamalava-

gaula of the south and &1 is the Ramapriya riga, Nearly
all the other lists, with only a few exceptions, also contain
these two names. Among the other names. Megh and
Nardyana are varieties of Sankarabharana. Vasanta
corresponds to Gamanapriya, having the sharpened fourth,
and Hindol is also a member of this mela. The name
thit is the northern term for melakartq, or primary raga.

Trom time to time various scholars have tried to intro-
duce system and order into the classification of the northern
school. _Bhavabhatta was one of the first to undertake this,
and he proposed to select twenty main thits as primary
rdgas. They were: 1. Todi, 2. Gauds, 3. Vardti, 4. Kedara,
5. Suddhanata, 6. Malavakaisika, 7. Sti, 8, Hamir, 9. Ahiri,
10. Kalyani, 11. Dedakshi, 12. Defakar, 13. Saranga,
14. Karnata, 15, Kamoda, 16. Hijhaja, 17. Nadaramakriya,
18, Hindol, 19. Mukhari, 20. Soma. No other musician,
however, has adopted this basis.
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In recent years the late Pandit N, V. Bhatkhande of
Bombay has put forward a classification which seems to,
be based on reasonable principles, and is on the way to
acceptance by a large number of musicians and schola
The following are the general lines of his proposals;:—

The names in brackets are those of corresponding southern

I. Bilaval group (Saﬁ}aardbkara@a). \
Those having the first tetrachord of the western majorp
mode, with Suddha or Tivra Dha in the second half. N
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Included in this group are the following :—

Bihig, Kakubh, Desakir, Durga.

1L Yaman or Kalyani group (Kalyani).

Similar to the Bilaval group, with the exception of the
substitution of Tivra Ma for Suddha Ma. ;
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Included under this group come :—
Hamir, Kedara, Kamoda, Syama,
ITL.  Khamaj group (Harikambodh). ;
This is a modification of the Bilival group by the!
change of Suddha Ni to Komal Ni.
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The principal rigas under this are :—

Jhinjhoti, Tilanga, ‘Khambavati, Tilak-kimoda, Jayas!
jayavanti.

Some of these rdgas use both varieties of Ni. [

IV.  Bhairava group (Mayamalavagaula). 3

This has the first tetrachord of Bhairava, with either
Komal or Suddha Dha, and either Komal or Suddha Ni.

S r GMPdorDnor N §
o pbE ® @ ab Alr Bb BT ¢
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 following are included in this group:— &
]rgll:itir?sva, Kgﬁ.la.ﬁgadﬁ-, Meghrafijani, -Saufash!ﬂs Jogiya,
Ramkali, Bibhas, Abheri-bhairava, Lalita, Saveri, Ananda-
bhairava, Gunakri, Hijhaja. .
7. Parvi group. (Kamavardhant).
'\I‘his is differentiated from the Bhairava group by the
use of Ma Tivra instead of Ma suddhﬂu.

Sr Gm&PdNS
o obh B Ft & Ab B O©

following are included under this group:—

g:;?Jetﬁéri, %‘aﬁki, Pﬁriyﬁ.-dh&nﬁ.éri_, Mailavi, G.g.u.n. y

Sri raga is first mentioned by Hridaya Prakis (1667);
and Hridaya Nardyana Dev, Rajah of Gadades, is said to
be its originator. ) o

. Marvi group. (Gamanapriya). . ;

gi[m rﬁljfi‘arenge bgjtwegn this aﬂd the preceding group is

only in the use of Suddha and Tivra Dha for Komal Dha.

St GmPDornanNS
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The following belong to this group:— {

Hindol, Piiriya, Pafichami, DeSakar, Gaur-pafichama.

VII. Kaphi group. (Kharaharapriyd). : )

These a]lphage the first tetrachord of Kaphi, with Ni
Komal in the second half.

S RgMUPDnS
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The following are included in this:— i)

Pilii, Dhanaéri, Vagiévari, Siha, Bhimpaldsi, Saranga.

VIII. Asavari group. (Natabhairavi). N

This group only differs from the Kaphi group in the use
of Dha Komal for Suddha Dha.

S RgMPdn S
C »p gb ¥ @ ab Bb ©

The principal rigas under this are:—
Géndhari, Jaunpuri, Desi.
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IX. Bhairavi grouwp. (Hanwmatodi).
This is another modification of the Kiphi group, formed
by using Komal Ri and Komal Dha instead of the Suddha
varieties, '
S r g M P dn S
c nbEb » @ Ab B @

It may be noted that all the alterable notes here arg
Komal. )
The secondary ragas attached to it are Bhiipala, Jangald,
Mukhari, Asdvari, Dhanaéri, Malkos. The last is one o
the most popular of north Indian rdgas. |
X. Todi group. (Subhapantuvardli).
This is a mixed group formed by rdgas having the first
part of the tetrachord of Bhairavi and the second part of
Piirvi and using the sharpened fourth. It also makes use of
a sharpened seventh, somewhat sharper than Suddha Ni.

S r g m P d N or N+ S-
‘c Db Eb ¥ @ Ab B B ©

In this group microtonal variations are frequently nsed
The Ri will be Atikomal, and the Dha and Ma -will bi
less than the full sharpened semitones. So that the trui
signature should be 8 r-¢-m P d-N+S. The principa
ragas connected with it are Gurjari, Multani.

It will be noted that Mr. Bhatkhande has chosen te
the southern melakartas (primary ragas) for his prima
ragas, and he then classifies all the other northern 7
under these. As will be seen from the lists of 7dg
which follow with their notation, some of them use vari
under the groups. Each group reveals a distinet characte
istic, and we can see the musical affinities which bring
ragas in each group together. Tt is possible that th
sysbem may express the musical facts better even than
strictly logical system of the south.

It is possible further to subdivide each one off the
groups by means of such factors as the following. Tho
which have no Ma in either ascent or descent: shada
rigas; those having both Suddha and Tivra Ma, and. so 0B
In this way a really useful classification of Hindustham
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ragas may be arrived at. Until some such scheme '55
accepted, it will be very difficult to find a common bq.ms
for the northern and southern musical systems. Ina short
account like this it is not possible to pursue further this
classification of rdgas.

HINDUSTHANI RAGAS

The name in brackets is the corresponding Carnatic raga.

I. Bilaval. (Sankarabharana).
mode. Morning, joy.

SRGMPDOINS

Bihgg. Bilaval group.
tenderness.

s —————————————

S GMmPNSS NDP M GRS

Western major

(Bihag). Night, love,

Durga. Bilaval group. (Suddhasiveri). Morning.

——]
%ﬁ

ol

SRMPDSSDPMRS

1. Yaman. (Mechakalyini). Evening, merriment.

B —

=S=——_-————

< =

S RGm PDN S \
Kedara. Yaman group. (Kedara). Evening, gay-

e —

:‘-:&_::.WW‘—‘L’" e

e

SMm PDaNS S NDPmMGRS

I
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Lalita, Bhairava group. (Saryakanta). Night,

|

tenderness,

Kamoda. Yaman group, ‘Evening.

S rG MmadN S

V. Purvi. (Kamavardhani.) Evening, mystery.

1L Rhamzj. (Harikambodki or RKhama).
time, love. ' !
“bﬂ?g - .2;‘ -_x‘r_'l E_ -
S r G Mm PdnN S

IHQH : = ; =3
SGMPDI:ISSIIDPMGRS

In the United Provinces both varieties of Dha are nsed.

M is only a passing note.
Sriraga. Parvigroup. Sunset, mystery and contem-

plation.
= e =———

St mPdNSSNAEaPmGGITS

love.
e T

— °=E'=3

SRGMPDNS-SHDPMGRS

Tilanga. Khamaj group. Night, quiet.

T g
= ———
s e

SGMPNSSoPMGS

Gawri. Puryi group. Afternoon, laughter.

S
TN

SrmPNSSNIEdPDGTS

1V. Bhaireva. (Mdy&mdlawgau}a). Dawn, revereﬁ._
Aftern'oon, love and

= e
r M P d N S !
it / VL. Marva. (Gamanapriya.)
| Passion, '
Jogiyd. Bhairava group. (Sdwveri.) Dawn, adoratip;’l. By
e — !- h—%‘”—”ﬂ* e
T Sr Gm D NS
G is occasionally the ams$a of this rdga,

E=7 e
SrMPDSSNDPMG T S
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|

Hindol. Marva group. Evening, calm and

== —— — —

—_— —=rr
- =

S Gm DN S

. . Some say that the améa note is Dha. There are man
varieties of Hindol in use.

VIL. Kaphi. (Kharaharapriya.) Morning, passion.

— —— —
| - =

SRgMPDInS3

Dhanaéri. Kaphi group. Afternoon, calm.

S ¢MPnSSnoDPMZSESRS

This is very common in Western India. The Vadi note

Pa,
Bhimpalasi. Kaphi group. Afternoon, quiet.
= e =_—‘. = -——

S g¢MPnsS S5nDPMGZSgRS
In this the Vadi note is Ma.

Saranga. Kaphi group. (Maedhyamavati). No o1
contemplation and illusion. f

SRMPDaNSS
VIII. Asavari. (Nafabhairavi). Evening, tendern
T -&Uu,.':—nu-—'.a —

SRMPdAdSSadPMgRS
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Gandhari. Asavari group. (Gandharava). Evening,
SRMPdnNSS ndPMSERS

(Hanumatods).

S
SrgMPdns
The Amsa varies between M and d.
Malkos. Bhairavi group.

IX. Bhairavi. Morning, sad.

(Also called Mala-

kaunéa). Night, laughter.
== et e e
———o= — ‘MG =

Sg¢gMdnS8SndMg SocS gMd n™ S
This is one of the popular northern rigas.
X. Todi., (Subhapantuvarali.) Morning, adoration.

B

N Sor8 r-~g-m+P d N'S§

S r g miPhd
Todi group. Evening, calm.

Multans.

SG mPNGSSNAPmMmGEgr Sorg-m+r d-

_Another important matter is the time of day at which
iffevent yagas should be sung. Bach rdge is connected
With a special mood or passion, and it is therefore fitting
i"é“’el' each should also have a spec‘ial time a.'ppmpria,te to
e In some cases the character of the rdga itself explains

8. In other cases it may be that we must seek the
“Xplanation in historical facts connected with each rdga,
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or in the division of the day into auspicious and inanspicie
periods, which still determines so greatly the life of
Hindu household.

The musical character of the different rdgas also su
certain explanations, which haye been wvery ca
worked out by Mr. Bhatkhande for Hindusthani rdge
The four determinant musical factors for the time thee
according to him are the following: the position of &
améa, the presence or absence of Tiwa Ma, of Kom
and Tivra $rutis, and the omission of certain svaras.

The day is divided into the following periods:—

1. Sandhiprakds, both morning and evening,
conjunction of dark and light, i.e. sunrise and sunse
bhetween 4—7, both a.m. and p.m. f

2. Before and after Sandhiprakdé, from 10-4 &b
7-10, both a.m. and p.m. ‘4

This gives altogether six periods in the twenty-fou
hours. He works out the following principles:—

1. Ragas having Ri Komal and Ga Twra are Sandh
prakaé ragas, i.e. the Bhairava, Pirvi and Mervi groupss)

2. Rdgas having Ri Suddha, Dha Suddha, and €
Suddha come after the Sandhiprakds, i.e. the Bila
Kalydani and Khamdj groups. !

3. Rdgas having Ga Komal and Ni Komal_col
before Sandhiprakié, i.e. the Kaphi, Bhairavi ancl Asiva
groups, .

The question as to whether the rdga should comed
the first or the second half of the day is decided. by ¥
factors, the position of the améa, and the use of 7'
Ma,

4. Rdgas having their amse in the first tetracho
(Parvanga) come between noon and midnight. They
called Parva ragas. .

5. Rdagas having their wnda in the second tetra
(Uttardiga) come between midnight and noon. Th
called Uttara ragas. il

Ma and Pa are not counted as in either tetrachord, |

6. Ma Tivra also gives an indication of the til
of the riga. For this reason it is called Adhvadarsak,
‘showing the way’. It comes in the evening Sanditi grol
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and continues into the next group. It does not, however,
pccur in the morning groups, unless attended by a dominant
Komal Ma in & few of the early morning rdgas, e.g. Hindol.
The only ragas sung during the day and taking Ma Tivra
are Todi, Gaur-saranga, Multini; and there is some doubt
about these. Skilful musicians sometimes introduce M @
Tivra as a passing note into other night rdgas, without in
any way offending musical suseeptibilities.

" 7. An additional indication of time is found in the
transilient rdgas. Evening rdigas do mot as a rule omit
Ga and Ni altogether, and morning rdgas do not omit Ri
and Dha.

In the south, the time theory is largely a matter of
tradition, and while many of these principles apply, the
subject has not been carefully worked out.

Many interesting anecdotes are related which bear on
this time theory. It is said that once the celebrated Tan
Sen was ordered by the Emperor to sing a night rdga at
noon. As he sang, darkness came down on the place
where he stood, and spread around as far as the sound
reached,

There are other fanciful aspects of the raga system
which have to be taken into account. It must always be
remembered that in Indian melodies the mood or flavour is
of primal importance; and so many things, which appear
to the West to be merely fanciful, are important factors
for the music of the East.

The root meaning of rdga is ‘passion’, and from very
ancient times each rdga has been associated with particular
passions and emotions, Rajah Sir 8. M. Tagore thus
describes the passions to be associated with the six principal
agas he enumerates:—

1. Sririga is to be sung in the dewy season, and
Mepresents love. 2. Vasantd is the rdga of the spring, and
18 allied with the emotion of joy. 3. Bhairava is the raga
Of asceticism and reverence. 4. Padichamd is the rdga of
the calm night. 5. Megh is the rdga of the rainy season
nd is allied with the emotion of exuberant joy, such as the
2oming of the rainy season means to so many in India.

- Naitanariyana is the riga of battle and fierce courage.

5
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Here is another interesting description, from the
of an accomplished southern musician, of the emo
associated with the different rdgas. ‘All the permuta
and combinations are performed on the basis of the n
of which the rdga is primarily composed and any dewviatio
are looked upon as discordant and are serupulously guard
against. Todi and Bhairavi represent majesty and imp
one like the march of a stately king, decked in all his
glory and spreading the pomp and circumstance of
lofty position, a grand and sublime spectacle. Asaweri
Punnagavarali are wrapped in melancholy, like one pl
the cause of a sovereign unjustly deposed from his th
and power. Girvani and Vasanid come serene and
dued, like a sage sitting in a lonely forest or on a moun
calmly contemplating the beauty of the universe. Mo
and Pirvakalyani appear like a coy maiden hiding
love, as a rose does its blooming petals beneath its b
of green, but withal conscious of its beauty and attra
ness. Huseni seems fascinating in its sadness, -1k
maiden estranged from her lover or spurned hy
cursing the woeful hour which parted her from his comp:
or eloquently pleading the justice of her cause. Biha
comes arguing and resentful and remonstrating. Ni
namakriyd, calm and thoughtful, appears like Socrab
or Plato preaching the sublime truths of philosophy to
disciples. Nilambari and Yadukulokdmbodhi come
missive and imploring, melting the soul into str¢ams
tender devotion, like a true bhakia full of prayers
tears in the presence of God. Thus each rdga comes
goes with its store of smiles or tears, of passion or pa
its noble and lofty impulses, and leaves its mark on %
mind of the hearer.’ 1

Tt is noted that the sadder rdgas have an average ¢
three flats as against an average of two flats for thos€
which picture the more joyous emotions. R

Indian r@gas are also supposed to be able to reprodug
the conditions and emotions associated with themn,
Dipak rage is supposed to produce flames in actuality; ans

1 Lakshmana Pillay, TM.J,, pp. 71, 72.
5B
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a story is told of a famous musician named Naik Gopal
who, when ordered to sing this by the Emperor Akbar,
went and stood in the Jumna up to his neck and then
started the song. The water became gradually hotter until
it was boiling, and he went on singing until flames burst
out of his body and he was consumed to ashes. The Megh
mallér raga is supposed to be able to produce rain. It is
said that a dancing-girl in Bengal, in a time of drought,
once drew from the clouds with this 7@ga a timely refreshing
shower which saved the rice crop. Sir W. Ousley, who
relates many of these anecdotes, says that he was told
by Bengal people that this power of reproducing the actual
conditions of the rdge is now only possessed by some
musicians in western India, and by people in western
India that such musicians can only be found in Bengal.
There are many interesting anecdotes told with refer-
ence to rdgas. One of these relates a story of a southern
musician named Todi Sitdramayya,—so called on account
of his fondness for the rdga Todi,—who was a musician at
the court of the Maharaja Sarabhoji of Tanjore in the last
century, The musician got into serious money difficulties,
and was forced by the moneylender to whom he went to
mortgage his favourite rdga Todi for the loan he obtained,
under the condition that until the money was repaid he
should not sing it before any one. When it came to his
turn to sing before the Maharaja, Sarabhoji missed his
favourite raga and asked his musician to sing it. He
explained why he could not do so; and then the Maharaja
laughed heartily at the cuteness of the moneylender and
paid up the loan, besides rewarding the moneylender for
s keen appreciation of the value of music. Another
story is told of a prince, who was not possessed of sufficient
Musical knowledge to recognize the different rdgas, when
they were played or sung, and so arranged with a princess,
Who was well versed in music, to help him by means of a
*Pecial prompting apparatus. This consisted of a set of
Strings, hardly visible at a distance, suspended from above,
ectly opposite the principal organs of the prince’s face.
lenever a rdga was sung before him, the princess, who
Was sitting in an upper chamber where she could
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manipulate the strings, would pull the appropriatie strit
opposite the organ representing the rdga sung. Thus |
Kambodhi the ear (kadw) string was pulled, for .Mulkh
the nose (makkuw) string, for Kdnadad the eye (ka
string, and so on. So the prince was able to show off
skill in naming the particular rdgas. One day, howey
the princess in her excitement pulled the strings so hs
that the whole apparatus fell down, and the prince,
could no longer name the rdgas, had to retire asha
from the Durbar,

In connection with the science of rdga, Indian
has developed the art of rdga pictures. Mr. Percy B
formerly of the School of Art, Calentta, defines a rdga
‘a work of art in which the tune, the song, the pic
the colours, the season, the hour and the virtues are
blended together as to produce a composite production te
which the west can furnish no parallel.” It may I
described as a musical movement, which is not o
represented by sound, but also by a picture. R
S. M, Tagore thus describes the pictorial representatio
of his six principal rdgas. Sriraga is represented
divine being wandering through a beautiful grove with |
love, gathering fragrant flowers as they pass along:.
by doves sport on the grassy sward. Vasania raga, or th
raga of spring, is represented as a young man of golden hu
standing in a mango grove, dressed in yellow garm
and having his ears ornamented with mango blosson
some of which he also holds in his hands. ‘His lotus
eyes are rolling round and are of the colour of the
sun, He is loved by the females." Bhairava is sho
the great Mahadeva (Siva) seated as a sage on a moun
top. Gangd falls upon his matted locks. His he
adorned with the cresent moon, In the centre of
forehead is the third eye from which issued the flame
which reduced Kama, the Indian Cupid, to ashes. {erp
twine round his body, which gleams with sacred a
smeared all over it. He holds a trident in one hand
a gkull in the other. Before him stands the saered
Pagsichama raga is pictured as a very young co
fondling one another on a grassy sward in the midst off
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forest. The raga itself is vepresented by a young man
who has large red eyes and wears red clothes, Megh is
the riga of the clouds and the rainy season., Clouds
stretch across the sky, and lightning flashes pierce them.
Seated upon a royal elephant, with his bride at his side, is
the splendid young king who represents this raga. He is
dressed in blue garments, or is shown as blue in colour,
like the mighty Indra, ‘He has a grave voice and violet
eves.’ Nattanarayane is the rdga of battle. A warrior
king rides on a galloping steed over the field of battle,
with lance and bow and shield. Dead bodies of the slain
lie round about. Blood streams from his body.

Some time ago Principal Percy Brown read a paper
on this subject which he called ‘Visualized Music’. He
described it as a combination of the two arts, music and
painting. He mentioned a miniature painting which was
called ‘the fifth delineation of the melody Megh Mallir
Saranga, played in four-time at the time of the spring
rains.’ There are a large number of such paintings, all
having some reference to a prescribed tune, performed
under conditions defined by some specified season. Many
of these may be seen in the Art Gallery of the Indian
Museum, Caleutta; and the India Office, London, has a
fine collection. The art seems to have come originally
from north-west India. It is not known, however, how it
originated; or whether it belongs to India or came from
Persia, The Indian tendency is to visualize abstract
things, and so it is quite possible that it was Indian in origin.
Principal Brown mentions that experiments have heen
made at Manchester University by Professor Dalbe as to
the connection between music and colour. There is a
school in London where music is tanght in association with
colour, each scale having its own peculiar colour scheme,
It is evident, therefore, that this connection is not merely
Sentimental. Principal Percy Brown in the lecture referred
0 gives the following description of some of these rdga
Pictures, ‘Todi rdgini is one of the brides of Vasania
"ga. The melody of this rdga is so fascinating that
€very living creature within hearing is attracted by it.
As the riga has to be performed at midday, the picture
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shows a nymph standing in an open landscape in
brilliant noonday sun, clothed in a snow-white s
perfumed with the camphor of Kashmir. In her han
she holds the v»ind, and all the deer in the neighbo
pastures stand entranced as she plays. The musician
he plays, is supposed to conjure up before his audience t
scene of the picture, the charm of the nymph, the he
of her costume, the languorous scent of the blogson
mingled with the faint odour of camphor, and the rustli
sound of the animals as they advance enthralled. One
reminded of the stories of Chopin playing before the bg
in such a way that they saw all the scenes which we
his mind as he played. The Sdrazige melody pictures
glare of the desert, and the heat-waves rising and fallin
with the mirage of the cool refreshing stream in
distance, and the thirsty black buck galloping towards t
oasis, or sobbing out its wrath on the burning sand
realizes the hopelessness of the search. Padchamdi
shown by a picture of a shower in the hot weather and
band of musicians who express their appreciation of
rain. 'The thunder-clouds hover overhead and the lightn
strikes through the sky. Peacocks spread out their tails
and call in joy, and frogs sit around and croak, The go
Krishna of dark blue colour stalks around, The leaf bu
of the trees show new red shoots; the cattle hold up t
heads refreshed, the herdsman standing by. Waterfo
gather round the parched pool, and overhead a hord
white herons fly across.” This subject of *Visu:
music’ is quite an untrodden path, and it is hoped
others will follow where Professor Brown points.
collection of all the riga pictures in existence would be
very good beginning, Mr. Fox Strangways notes that t
Chippewa Indians of North America also draw pictures of
their tunes, by the help of which they may be sung.
Kedara raga, the picture of which faces this page
represented as a group of musicians playing and sing
in the moonlight. The lotus buds are all closed. TTh
is gaiety and sadness combined in the picture. Tt is
dewy season, and it is believed that while the riga mean!

Picture of Kedara raga

From Johnsgon Collection, India Office, London
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gaiety today, it means also sadness in the future. The
ascetic in the group typifies the illusoriness of the present.

Megh rdga, in the frontispiece, is represented by a group
of musicians playing outside a fine house in the daytime
during the rainy season. It is a rdga of hope and new
life. The clouds hang overhead, and already some drops
of rain have fallen. The animals in the fields rejoice.
The background of the picture is deep blue, with a rich
band of brown, This riga is said to be helpful for patients
suffering from tuberculosis.



CHAPTER V

TJHJA OR TIME-MEASURE

Nostosr time in India, more obviously than elsewh
is a development from the prosody and metres of pee
The insistent demands of language and the idiosyne
of highly characteristic verse haunt the music, lik
‘presence which is not to be put by." ‘The time-relati
of music are affected both by the structure of the langu
and by the method of versification which ultima
derives from it,” says one student of Indian music fros
the west. Until the nineteenth century, there was p
tically no prose in India and everything was learnt thro:
the medium of verse chanted to regular rules. Both
Sanskrit and in the vernaculars all syllables are classifi
according to their time-lengths, the unit of time being
matra. Very short syllables of less than a mdatra also ot
Great stress has always been laid by Indian grammari
upon giving the ‘exact value’ to syllables in verse; and
there is no accent at all in Indian verse the time-l
is all important. This may account for the great devel
ment of time-measures in Indian music. The diffi
time-measures for verse are most carefully laid down
have to be strictly adhered to. When grammar, ph
sophy, history and geography are learnt in verse, one
 the sense of duration and rhythm highly developed, a
is this sense of duration that is the central thing in Tx
time. Any one who studies Indian prosody can easily
the great difficulty, to say the least, of obtaining a ple:
able result by combining Indian verse with western tu
One of the most difficult things for the foreigner to
away from in an Indian vernacular is the stressin
syllables, The division into words is not at all impoy
in Indian verse, and so music does not take particular m
of this. Tn India words are more often set to mu
rather than musie to words. So it is easy to see
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importance of time-measure in Indian musie. ! The
westerner often finds these time-measures far more difficult
to master than the melodies, strange though those often
are. The varieties of time-measure may be somewhat
imperfectly realized by listening to the rhythmical beats of
the drum in some distant village on 3 quiet moonlight
night, when all other gounds are stilled and one can get
the full benefit of this one sound. Sometimes one hears
beats arranged in bars like this:

2 A | bl e b l 2.1.L|2,1.1. |
or again,

152 l | | i3 | 1.2.1 1.:2: |
or again,

2. 3. l 2. 3. 1 2. 3. \ 2.3.’ 2. 3. l
or again,

i B I 7.1.2.‘ 7.1.2.‘ e l

Such an exercise will not only help ons to appreciate the
thythmic soul of India and the intricacy of Indian time,
but will also help to pass the hours when one is forced to
lie awake, ;

Though the nomenclature varies, as might be expected,
the theory of fala (as time-measure is @alled) in the north
and south is more uniform than that »f riga. As usual,
a fanciful origin must be found for i@a. Tt is said that
Bharata discovered the thirty-two kids of #ala in the*
song of the lark. Raja 8. M. Tagore says that the word
tly vefers to the beating of time by the clapping of hands.
Sometimes it is also done by means of small hand-cymbals,
which are called tila or kaitdle or kardl (hand-cymbals).
It may be that, as has been suggested, the main difficulty
for westerners in realizing and enjoying the nice distinctions
of Indian rhythm is that they have not acquired the habit
of resolving mentally every unit irto its constituent
elements, so that they could sing thm at a moment’s
Aotice,
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Mr. Fox Strangways, elaborating the difference betyw
Indian and European time.measures, says:

‘Indian rhythm moves in avartas (bars) broken up into vibl
(beats), each of which contains one or more tilas. We can o
say of ours that it moves in sections broken up into bars, eac
which contains one or more beats. In what does the differeng
between the two systems consist'? Tt may be answered that th irg
derived from song, ours from the dance or the march : that hoth ar
based on the numbers two and three, but that they add and
multiply in order to form combinations of these. But the a
which goes deepest is that their music is in modes of time (as we s
that it was in modes of tune), and that ours changes that mode at ¥
principally by means of harmony. In order that rhythm, an &
culation of the infinite variety of sounds, may be upon some
plan, the plan must have some recognizable unit of measure
India takes the short note and gives it, for a particular rhyrthn
certain value as,opposed to the long; Burope takes the stressed n
end gives it in a particular rhythm a certain frequency, as against
unstressed, and graduates its force. We find the unity of the rhy
in the recurrent bar (which is always in double or triple time, j
our two melodic modes are either major or minor), and have to 1
elsewhere for the variety; they find variety in the vibhaga, wh
constitution is extremely various, and must look elsewhere for
large spaces of time; they find unity in the avarta, and we
variety in the sections.” ‘Indian rhythms have their raisorn
in the contrast of long and short duration, and to identify thege w
much or little stress is to vulgarize the rhythms, Stress pulses
demands regularity; duration is complementary and revels
irregularity. In order to get the true sense of duration we have 68
get rid of stress.’ 1

The value which Indian music attaches to time may be
judged from a description of a certain musician as
excellent timist,” and from the name of sextuple Govin
Marar given to a musician of Travancore, on account of
great skill in singing in sextuple accelerated time.
can hardly imagine such terms being used in the west.

Musical time is based upon the akshara or syllable
Six main note-lengths are recognized, each made up
different number of aksharas. They are:

Anudruta 1 Akshara } Mitra
Druta LYy 2 £l SN N
Laghu by SR
Guru TN et e ¥ T
Pluta TCRED b % 3 T
Kakapada .. 186 o 4 ¥

1 Music of Hindusthan, pp. 217, 218

TALA OR TIME-MEASURE 75

avarta, or section, contains from 2 to 4 bars or
vilgln;gaS, each of which is constituted by a number of
angas (members), consisting of one or more of these tﬁe
units. The virama or f];-eatt'm used for lengthening the
nd laghu by any fraction.
dr‘]%;eﬁ ﬁ.va.xg'ta. mj;:st ybegin the time-measure correctly,
and all the various time elaborations must be worked out
i avarta. |
m{‘iﬁi al:‘S'isrxri,gﬁm-Ra1!1@:11’«:{1;?‘«; gives 120 examples of different
time-measures, formed by the combination of these time-
units, the bar varying in length from one to nineteen
notes. Most of these are very unlike any of the talas
employed today, and so there is nothing gained by dis-
cussing them. We shall therefore take up the time system
as it is today in both northern and southern music.
Here again there is a good deal of difference between the
north and the south. Many of the times are th(.a same,
but the names and the method of classification are different.
As with rdga, so here also, the south has a very much
more systematic classification than the north. According
to Carnatic music, there are seven talas, each of which
has five jatis or classes. The five jatis are cla:am‘fiead]l
according to the number of aksharas in the princip
anga. These are said to correspond to the five castes,
and their origin is traced to the five faces of Isvara.
Nataraja (ina.} is supposed to have worked these out in
his wonderful dance, while Brahma Pla.yed the ha:nd-
cymbals and Vishnu the myidanga. This would certainly
have heen a band worth going far to see and hear. The
ve jatis are named after the number of aksharas in the
Principal beat, viz. frisra for three, chaftu.sm for fqu:,
khanda for five, misra for seven and sankirpa for nine.
t is interesting to see that, with the exception of the
Second, all the other numbers are odd, the times being
Mostly combinations of two and an odd number. f].‘he
Same thing is found in Hindusthani tala. The other angas
of the Avarta have either one or two aksharas. The
fr;llrm‘illg is a table of the #ilas as they are arranged in the
Carnatic system. Tt will be noticed that they are not
“Tanged in the order of the number in the principal beat
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but in the usual Indian method of arrang
reason given is that columns 1
column 3, and 1 and 4 make ¢
a further reason in the fact that the fo

the more common.

olumn 5.
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ing them, and t}
and 2 when added up ma

There is pro
ur akshara time

NAME Ohia 'I‘ri52ra Migra I{ha‘:u_iu
tusra,

1. Eka tala + 3 7 5
2. Riipaka téla 2.4 2.3 2.9 25
3. Jhampa tdla 4.1.2 3.1.2, Y5 i 5.1.2
4. Triputa tala 422 3.2.2, 7.2.2, 6.2.2
5. Mathya téla 4.2.4 3.2.3. 7.2.7. 5.2.5
6. Dhruva tala 4.2.44 18233, | 7.2.77. | 6.25.5. |
7. Atatila 4422, |3.3.22, | 7.7.2.2. | 5529,

The table shows that in eka tila
in each vibhiga, in riipaka there
triputa and mathya there are three,
four. The name eka tila by
chatusra jiti, and the name
refers to the chatusra jati.
has the simple name,

the simple name,

chatusra jati of triputa ta
talas of southern music,

The dvarta, as we have seen,

one of them has no beat at all.

there is only cme a

are two, in jhamg
and in the last t3
itself is usually given to &
ripaka tila without prefix al
In jhampa tila the misra
and in triputa tala the trisra jats,
mathya and dhruve tila it is the chatusra Jati which tak
but in afa tila the khanda jati has |
These are all underlined in the table, so that they may |
clearly seen. The name adi tla is usually given to
la, as this is one of the coramo

is made up of a numb
of vibhigas. One of these takes the principal beat a8
The former is called
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sgm in the north and mukiay in the south. The beat
'ijeforc the sam is called the khdli, because it is the custom
to show it by an empty wave of the hand. These beats
are very important and the musicians have to keep them
in mind, otherwise the time will go astray.

In Hindusthani music the time-measures are arranged
somewhat differently. We have first eka tala of the
chatusra variety, and none of the other jatis are used. In
rapaka tila, only the chatusra (2. 4) and trisra (2. 3) jatis
are found. There is also another kind of rapaka tila
which has three angas, thus 3, 2. 2. Jhampa tdla in the
north runs 2. 3, 2. 3.—a kind of doubled riipaka. There is
also another kind of jhampa which is 3. 3. 2. 2. In
triputa tala we find the frisra and chatusra jatis. The
former is 3. 2. 2 and is called tevrd. The latter is called
fitala, tintal, or tritala—three-beat—and also kavdli in
Bengal. There is also another kind of fitdla which is
4. 4. 4, 4 with the sam on the third beat. Mathya tala is
represented by its ehatusra jati, which is called mﬂaph&katd
tila or surphdkatd, meaning ‘zigzag’. Sometimes it runs
2. 4. 4 instead of 4. 2, 4. Dhruva tdla is represented by
its chatusra jati which is called afa-chautila and has two
forms: 4. 2. 4, 4 and 2. 4. 4. 4, the sam being on the first
maira, The word ala-chautdle means ‘crooked four-beat
time.” This time is used a great deal in khyals, Afa
tila has three jatis in the north, viz. chautila 4. 4. 2. 2,
Jhan pa tala 3. 3. 2. 2, and dhamar tdla 5. 5. 4.

There are also a number of times which correspond to
none of the regular southern times. These include the
foll owing:—

Farodast, 2, 2. 4. 4 or 2, 2, 2. 3. 4, )

Dhima tala, also called in the north adi tala, 4. 4. 4. 4,
With the sam on the first beat. .

Didrd, alse called pashto—a syncopated tdla especially
Used with the dadra class of song. It runs 3. 3, with the
“@m on the first note.

Jhumra, 8, 4. 3. 4, It has the sam on the first beat.
This is a very popular time-measure.

Most of these irregular times were introduced by the
Muhammadans.
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There is also an irregular southern time called chdp
tala. 1t has two varieties, either trisra or migra, viz. 1, §
2.3 or 3. 4. Chapu tala is used a great deal in folk-song
It is, as may easily be seen, a syncopated time.

South Indian time experts reckon that there are
gether 108 different varieties of tila possible by mea:
various ingenious combinations. Most of them, it n
hardly be said, are not in use, though occasionally sc
expert technician accomplishes a tour de force away
the beaten track of time-measures; as when Subramanays
sang a pallavi in the Simhanandana tala, which is or
the most complicated. The bar signature of this
runs as follows: 8, 8.4, 12. 4.8, 2, 2.8.8. 4. 12 4. 1
4. 4. 16. or 128 aksharas. This musician, as may
surmised, was a prodigy among South Indian time exp

As in western musie, so in India, it is possible to inclu
in the akshara two, three, or even more shorter not
These are called kalat in South India. Their inclusion
not alter the time, but renders the singing or playing ¢
the piece more difficult. It means that the longer notes m
be broken up into shorter ones, and so on, till the abili
the performer is exhausted. A singer of Travancore
known as Shatkila Govinda Marir, because he co i
sing anything in sextuple time. In all this manipulati
of time-measure, the main elements of the time must B
retained throughout and the rdga must be adhered to,

The clapping of the hands is much used in India f
indicate time. There are different signs used for
different beats, so as to make quite clear what kinda of i
is used. The first note of a beat is indicated by a claj
This may be followed either by the counting of the o
aksharas with the fingers or by a wave. If the beat
laghu, that is one of more than two aksharas, then the o J:
units are shown by counting with the separate fingers:
the palm of the other hand. If the beat is a druta of B
aksharas only, then the extra unit is shown by a ‘wave ¢

the hand. For example, 4

Adi tala runs

% Al iy e

e
1 2 3 4]5 6|7 8
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Riapaka tala
o e OO 1
3 D

% means i clap, 1 counting with fingers, and ~ a wave.

This is one of the easiest ways to learn I_r:ldia,n time,
and one can soon get into the way of singing to it.

There are three different speeds in Indian time. They are
slow—vilamba kala, medium—madhya kale, _qmek—druta
Lald. These will correspond roughly to Adagio, Moderato,
and Allegro. The names used in the north for t'-hese‘ are
bilampet, joru, and durt. Dan is used for very quick time.

DruMMING

As we have seen in the sketch of the History of Indian
music, the drum is one of the most important of Indian
musical instruments, and so it demands special treatment
in accordance with ancient practice. The ordinary Indian
drummer earns far more than the school teacher with twice

his education. He also spends it more quickly. The
following quotation from an English author will help to
make clear the place of drumming in Indian music :—

The drum is used not, as with us, to assert the accent at special
Moments, or iI:) reinforcs; a crisis, but to articulate the metre of the
singer’s melody, or to add variety to it by means of & cross metre,
There are four main elements in drumming : the quality, the in-
tensity, the piteh of the sounds, and the time intervals between
them, We do not, on the whole, use percussion much, When we
do, we value it, perhaps, chiefly for the graduated intensity .wztl}
which it points the thythm. We look a little askance at varieties o
quality ; we recognize the drums, the cyn{ba.ls, and the triangle ],1 bl{t.
We are not quite sure how far the t.ambouxme,cgstanetvs, and I?er 0z's

Annel-headed drumsticks are legitimate music. Of the pl_tci_z we
only demand that it should not clash with other sounds, 1tisin no
Way & vital constituent of the harmony, which is almogt invariably
“Omplete without it, The timeintervals of the drum notes reinforce
88 & whole those of the other instruments; they seldom cross the_m,
10 only produce a certain amount of confusion when they do, which

“Wever may be a useful resource upon occasion, ey >

I Indian music the graduated intensity of the sound is very little
"tgarded, ejther in singing or playing or in drumming, because their
Yhole scheme is not accentual but quantitative. It is true that the

'8t of the bar is often louder than the rest, but not always; but this
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is not in order that it may, as with us, stand out against ot
accents; but because two quantitative schemes are apt to col
there, and two sounds are louder then one. The time interys
with them all important, and show great variety; it is seldam
more than a few Ears, out of hundreds, are drummed in exar
same way. And the drumming is practically continuous; it
oceasionally silenced for special contrast. The pitch agaiil
important, for it is invariably the keynote, and frequently the
is the singer's only accompaniment. = Lastly, a maximum of
is got into the quality; and this not mainly by the variety
instruments, For though there are scores of shapes for d
tambourines, cymbals, triangles and so forth, they are not
assembled together, because concerted music is the excepti
the rule. The variety is got out of the drum, or the pair of d
themselves. They are played with the full hand and the
rarely with sticks; there are half a dozen strokes for the right
and three or four for the left. Of these Lady Wilson’s drummer 88
‘The beat with the left hand is like the seam of my coat, thait
be there; the other notes with the right hand are like the emb
Imay put according to ray own fancy over the seam.” These ‘i
are differentiated not by pitch, but by quality, They are
articulated by great infricacy of time-interval. For neit
these two things has our music any real analogues; and the B
do not overstate the case in their saying, *Yantrapatir Mri
‘the drum is the lord of instruments *.1

so here we shall only take up the discussion of the pract
of drumming on the mridanga or the tabla. These
are the same in principle and are the drums used thron he
India for the accompaniment of vocal musie, |
The mridanga and tabla are both played in the sg
way, the only difference being that, in the case of the
the two heads are on two small drums and not on the.
drum. The right hand note of the drum is the keyr
the Shadja—and the left hand note a lower Pa. |
tuning is very important, as the slighest difference v
evident and will spoil the melody, the drum being
principal accompaniment for the singer. i
The right hand plays the first beat of each vi bhag:
the ball of the finger-tips. The base of the hand is P
on the drumhead, and the rest of the hand is cary
that the finger-tips strike easily. The left hand shoy

1 Music of Hindusthan, pp. 225, 226.
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end of the bar and strikes, sometmes with the whole
, and sometimes with the lover palm and fingers.

Sometimes it moves across the parchnent, giving a strange
gound ‘like a galosh leaving the mul,” curious but by no
means unattractive. The drummerconstantly varies the
method of beating the aksharas ir the bar. The total
number must be constant and the left-hand strike must
always come in at the exact moment but outside these the
drummer has the possibility of infinte variety, and expert
drummers use it to the utmost. Th: singer depends upon
the drummer to keep him to the tim. He may go off into
all kinds of extempore pieces and flurishes, leaving, as it
scems, for the moment all semblaice of time, but tbe
thought is always there and again Iy will come back to it.
Mrs. Mann says,

‘The Indian drummer is a great artist, He will g:}ay a rhythm
concerto all alone and Ynla.y us into an oy with it. v

“The drummer will play it in bars of 10,13, 16, or 20 beats, with
divisions within each flung out wih s marvellous hypnotizing
swing. Suggestions of such rhythm beata out by & ragged urchin
on the end of an empty kerosene oilear first aroused me to the
beauty and power of Indian music.’

The Indian drummer can obtiin the most fascinating
thythm from a mud pot, and sone of them are great
experts at this pot-drumming.

The drummer is most particular ajout the ending of the

ming. This must always be on the Sam. The
Singer also ends here, and after gong off into a kind of
recitative, he will watch for the drummer and come back
80 as to end on the Sam. In the suth, the treatment is
Somewhat different, and the Mukayis often on the second
at, The principal notes of ths 7iga, that is the Vadi
and Sarhvadi notes, are usually plaed on the Sam beat.
I8 also indicates to the audisne where they should
*Pplaud, The Khali is the waveof-the-hand-beat and
€lps the singer to determine the fan. It shows him when
the Sam is coming, as the drumneris silent on this beat.
¢ Khali always comes just lefee the Sam, so that,

OWever lost the singer may be m iis improvisation; the

hali shows him the way back toth Sam.

6
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Drummers have a curious system of mnemonics, %
tell them how the drum accompaniment should be
ont. These are composed of syllables, each of
indicates one particular kind of beat and also the n
of the tila as a whole. The actual syllables used
different parts of India but the fdlowing are sorae
them:—

NORTHERN

Tritila 4.4.4.4,

1 2 ¥
Ta Dhin Dhin ta ' Ta Dhin Dhin ta 'TiTIn‘I‘int-a I

3
T& Dhin Dhin ta I
Rapaka 3.2.2,

+ 2 3

Dhin Dha Trik ' Dhin Dhin I Dhi Trik |

Jhampa 2.3.2.3.

+ 2 0 3

Dhin na l Dhin Dhin na | Tin na | Dhin dhin na I
Chautdla 4.4.2.2,

+ 0 2 0 3
Dha dha IDhin ta ’Kit. dha | Dhin ta |Kjt tak |gadigi
+ indicates the sam and 0 the Lhdli beat, '

In these mnemonics, or béls, as they are called, #
following are to be played by the right hand: Dhin,
Ta, Trik, Tin, it, ki. The following by the left }
Dha, Ta. The following are played by both hant
together: Dha, Dhin. el

The SOUTHERN arrangement is somewhat different af
runs thus: |
Aditala 4,2.2,

1 N2 3

(1) TA ti Nam Tom I

Ta—by the left hand with four fingers. .

ti—by the right hand with four fingerson the middle of dirul

Nam—by the left with all T8, '

Tdm—by both hands with all fingers st once.
6B
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0 2
(2) ;sdimi Takitta Tam ie. 224
Ta—by right hand first finger on the border of drum,
di—by the left middle 2
mi—by the right middle finger on the middle of drum.
ki—as mi.
tta—as ta.
Tam—by both hands simultaneously.

+ 0 2 3
(3) Takitte tikitta Tonkitte Namkitta
Ta—by the left hand with all fingers and right with forefinger
on the border.
ki—by right with middle finger.
tta—by right with forefinger on border,
ti—by left with four fingers.
Tém—by both hands with all fingers,
Nam—as Tom.

Ripaka 2.4.2.4.

0 1 0 ~

Talanga Tém Talangu Tay
Ta—by left hand,
lan—by right with second finger on border.
gu—by middle finger.
Tém—by both hands with all fingers,
Tay—as Tom.

Quite a number of these curious and interesting mne-

Monics will be found in Mr. Fox Strangways’ book, The
Husic of Hindosthan, pp. 228, 245.



CHAPTER VI

MUSICAL COMPOSITIONS

W= have been discussing the principles of Indian
and the elements which go to make up musical
positions. We have now to see how these element
combined into melodies. We have already seen,
chapters on Rdga and 7'ala, some of the things whih
these melodies a distinetive character, and now we ha
go into this more carefully. We shall notice that in &
to this matter also there is a very considerable differe
between the north and the south. The general prin
are the same, but all the forms and the names vary.

In the first place, we note that in Indian music gene

‘the primal unity of the Indian system is, ag in the western
in the tonic note or drone; and the sense of contrast is suppli
marily by the améa, and the notes which are related to |
samwvads, vivadi, and anuvadi. This very contrast of the a
the tonic, giving as it does the peculiar character to that 70
imparts unity to the melody, which thus proceeds not from 1108

but from freedom.’® i

Gamaka or Grace

This freedom is further emphasized by Grace, wh
Indian music is essential, not accidental. Indian
being without harmony, has to give a far bigger

ace than does European music. It is the rule,
than the exception, for the passage from one
another to be made indirectly, and the note with i
makes one musical utterance.

Grace in Indian music is called gamaka. Th
said to be altogether nineteen different varieties of
in existence, but some of these are hardly ever us
the more common gamakas are about ten in numbe

1 Music of Hindosthan, pp. 280, 281,
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These strange and fascinating graces or gamaka have

a great deal to do with the haunting beauty of Indian
music. We hear the vind or sitdr player beginning with a
chake, called in different parts of India, Orikai, Varek,
Mind, or Sphuritam, and as we listen we find that it is not
the ordinary shake of western music. It may begin in
that way, but it becomes a wonderful shake produced by
rapidly pulling the string between the frets, giving two
notes whose interval may be as much as four semitones.
We hear this ‘deflect’, as it has been called, again and again
as the music proceeds, and it comes, with a sense of delight-
fal contrast, into a melody which threatens to become
monotonous. Then we hear the player trying to get the
high notes and, not content with striking the note, he slides
up the string to it or to the note above it, just gi\n‘ng us the
remembrance of all the notes that lie between, so slightly
as not to detract from the prominence of the note wanted,
just as the breeze from some rose garden comes touched
with the scent of the roses. We hear this effect frequently
as the player often uses this gamaka of the Jaru (Ghasit,
As, Sakih) as it is known. Then, as the melody begins,
we shall hear the regular trill or Kampitam (Kampa),
on a note here and there, and then prolonged on some
important note, perhaps the amsa of the raga. Right from
the beginning we shall have found that some notes are
never sounded without an appogiatura or leaning note, the
Hampiiam, as the Indians call it. A note that never
tomes in the melody itself will suddenly appear as an
appogiatura note, or we shall hear again and again that
slight sharpening and flattening of the notes which helps
to fill up the blank caused by the loss of harmony. We
Note that the Hampitam is part of the music, and belongs
to the note, and we learn to expect it every time that note
tomes, Then we hear something that is not a mere trill,
or yet a shake. Rapidly, one after the other, rising to a
Crescendo, we hear two notes being played, so quickly that
they almost seem to mingle with one another, and yet the
Interval that separates them may be less than a semitone
9 more, As it goes on, it seems almost to reach a frenzy,
2amzamma as it is called, and then out of it will come
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a beautiful phrase of the melody. As the melody devel
instead of leaping directly to a note a few sem
above, the musician will get there by a curious

sl
which recurs again and again, something like Sa Ri

T

or two notes recurring in a swing, as Sa Ga Sa Ga,
third note being held just a little longer than the
Just as the melody seems about to become monoton
repetition, the whole thing is changed by this An
as it is called. Then comes another contrast. Thi
the melody is struck clearly by staccato notes, called £
Pat or Thonk. Then this also is changed, and the
strike flat on the sitar or vina string, and give us the
notes almost like the rhythmical sound of the drum b
on the mridanga. Then, suddenly, the singer or pls
will go right up the scale, touching all the notes, and X
us see through what strange intervals it runs, m
them unknown to western music. This is the 4
or ascent; and the descent is called the Avarokana,
of these being classed amongst the gamaka. As
are sung, we shall notice again the graced notes,
being called in the north Marchhand, though that
is now given in the south to the Arokana and Aw
of the rdga. Raja 8. M. Tagore says of these grace
“The Miurchhana is the extending of a note to
in the ascending as well as the descending seale,
any intermediate break in the disposition of the
the interval’, and he calls it, ‘the essential orname
rage, without which it is as flowers without frag
Again and again throughout the piece we hear
different graces, all coming just where they can pre
the greatest effect, and not only depriving us of the ck
of calling the music monotonous, but producing contra
effects which add a strange beauty to it. Sometimes
slide will pass over some of the intermediate notes, 8
then they will tell usit is a Linam and not a Jaru. BE¥
grace belongs to the melody, and fits into its place withi
any sense of being unwanted or useless. As the
approaches its climax, we hear the Jhard and the Bolj
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the melody being played slowly and _cIe_aLrIy_as a ground-
work, and upon it endless arpeggio variations in a-ccelemh?d
time, occurring rapidly after every note, all pt?rfeptly in
tune and fitting into the rdge framework, and brmgqug 9ut
the prominent notes and phrases, like an a.ﬂegrg variation
of one of Beethoven’s Sonatas, with the underlying melody
making itself heard all the time. Then by Jdru and
Linam, by Avarchana and Arehana, the melody comes to
a close with the beat of the Sam on the clrum.,
‘While we of the West seldom contemplate melody
without attaching harmonic implications to it, the Indian
musician supplies not harmony but gamaka. For him the
passage from one note to the next becomes an adventure
in subtle portamento, gliding and vacillating variants in
microtonality. Gamakas are as integral a part of Indian
melodic expression as the lips are to the face. Without
them a melody cannot smile. Ornaments are never
imposed upon a tune; they grow there as the spontane-
ous expression of emotion, an indication of spiritual
emphasis,’l
The following is a list of the principal Gamaka :—
Daiu, Appogiatura: notes touched very lightly and
followed by a higher note. 8 [
Sphuritam, rapid arpeggio : rapid repetition of notes in
DAITS.

K (impitwm, tremolo: trill on a note.

Ahatam : succession of staccato notes in ascent.

Pratyahatam : succession of staccato notes in descent.

Tripucham : rapid arpeggio in threes. .

Andolam: a swing, a turn of mnotes going to a
higher note. } ]

Miurehhand : the essential notes of a riga in ascent
and descent.

Jaru : slar,

Orikai : deflect.

Jhara ; very rapid arpeggio.

1

. The Graces of Indian Music’ by Dennis Steoll in the Asiatic
Review, 194,
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Boljhara : very rapid arpeggio.
Pat or Thonk : staccato notes.
Paran : drom mnemonics.

Among musical compositions the simplest is the 4I
or Alipana, as the northern and southern names respes
tively go. In this the notes of the raga are sung in a loc
kind of rhythm, regulated simply by convenience. It
improvized along traditional lines, and is meant to nofi
to the audience the nature of the rdga which the melol
will develop, and also to help the singer or player him
to get into its swing. This naturally brings out the 3
and sarhvidi notes and also the particular phrases
gamakas which belong to that rdga. Sometimes thes
Alaps arve called Miirchhani. Aldp singing is one of #
tests of the ability of a singer. It will often occupy abo
an hour, while the actual song or melody_will only last:
a quarter of an hour. ‘Without the Alap, the listex
would spend his time for some part of the song in ignorai
of its tonal centres, and the melody would be for him @
aimless running up and downhill; while the performe
without this little preliminary practice, would very
play a note or two which was out of the raga and so ug
the unity altogether.’ A ]

In Hindusthani music the Alap is divided into thi
parts. There is first the Rdg Alap, which shows
principal constituents of the raga, that is its graha, n
vadi, samvadi, ete., the important notes and the no
be lightly touched as well as the gamaka. Then, th
the Riipaka Aldp which shows the division of the
into Astdi, Antard, Safichari and Abhog, but wi
words and without tdla. Then thirdly, comes the 4
tika Alap, requiring both words and tala, but still allo
a very great deal of freedom to the singer. Accordi
the Rainakara, one must begin by taking the vadi ¢
using only three notes above that and the notes of
mandra sthayi below. Afterwards one can go into
second tetrachord and develop that. If the vadiisi
second tetrachord, then he should begin by taking
samvadi or else the vadi in the mandra sthayi 1%

L
il
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threefold Aldp is now going into disuse. The Alapana
is not developed in quite the same way in the south asitis
in the north. It does not form such an important part of
the performance, nor does it divide itself into thesq parts.
It is simply an extemporzied introduction. The different
varna or sangatis take the place of this variegated Alap.
Following the Alipana comes the song which may take very
many forms. Then again, at the end, the music may go
off into the timeless Alapana, until it closes according to
the will of the singer. i

Throughout the melody the peculiarities of the raga
must appear, and unrecognized variations are not allowed,
except in those cases where the Alap has already given
notice of them. The melody is broken up into avartas,
or time sections, the number of which is usually even; and
the first avarta of each movement begins in a similar
fashion.

Musical pieces in the time of the Ratnakara (1210-1247)
were called Prabandhas, which name included all songs.
The Gite Govinda is written in Prabandhas, the tunes of
which have now been lost.

There are various kinds of melodies in use both in the
north and the south. The two most important are known
respectively as Kirtana and Kriti in the south, anld Dhrupad
and Khyal in the north. Captain Willard writes of the
peculiarities of these melodies as follows:

“The melodies are short, lengthened by repetitions end variations.
They all partake of the nature of what by us is called a Rondo, the
piece being invariably concluded with the first strain, and sometimes
with the finst bar, or at least with the first note of the bar. A bar, or
& measure, or a certain number of measures are fl“equentlly repeated
with slight variations almost ad libitwm, There is a8 much liberty
allowed with respect to pauses, which may be lengthened at pleasure,
provided the time is not disturbed.’

These melodies consist of a number of parts. In the
south these are called Pallavi, Anupallavi and Charanam;
and in the north, Astai, Antard, Safichari and Abhog.
The Pallavi or the Ast@i contains the main subject of
the melody focussed on the amsa. The Anupallavi or
the Antard contains the second subject focussed on the
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samvadi, and usually includes notes of the higher tetra
chord. The Charanam cr Sajichari contains phrases f
both the former, with or without modifications.

melody finally returns to the Pallavi or the Astai, and elose
on it or on its first phrase. Sometimes the Chararam m
South Indian music is formed from the Pallavi and Anu
pallavi together. The Pallavi is sometimes transla
“chorus’, and it does play the part of a chorus to the Kirtant
Sometimes the Anupallavi is omitted, and the song onlj
contains Pallavi and Chararam. In northern music Wi
have also what is called the Abhog, which is really a
and often includes the name of the composer. Though
Kirtana and Krili are in many ways similar there are
important differences between them. The Kirlana is used

for sacred and devotional music and the sahitya or wording
is very important. In the Krili the sdhitye may be eithel
sacred or secular and the main emphasis is on the musical
elaboration. Both Tdle and Sangati, the latter a spe
musical variation of the theme and the rdga, are of pr
importance. Not only so, but in Kritis any number of
variations or Sangatis are allowed. Sometimes there wi
be as many as twelve different varieties of the same Pallayi

Tydgaraja greatly improved the Kriti. He was ver
fond of this style and most of his songs are Kritis. B
some of them he is said to have exhausted every possibl
manner of combining the different notes of the
These alankira (ornaments) usually occur either at
beginning or at the end of an avarta, .

Varna is a musical exercise with Pallavi, Anupallavi ant
Charanam, composed to illustrate a particular raga. Th
words attached to it are of no particular importance
it is often sung in solfa syllables. Tt contains a num
of sangatis, elaborations of phrases in the raga.

The same is true to a certain extent of the Dhrupad
the Khyal, The former aire almost entirely without o
ment, while the latter are allowed to use all kinds,
freely make use of them. The Dhrupad is a solemn
gious song, while the Khyil is a light melodic air. :

The Dhrupad is usually in slow time and in selectet
tilas such as Aditala, Riipaka tala, Chautala, and Dhim
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tila. Dhrupad singing was introduced by Rajah Man
Singh of Gwalior (e. 1470). It is very exacting, demanding
a voice of the large compass of about three octaves. “The
man who has the strength of five buffaloes, let that man
sing Dhrupad,” runs an old saying. Tan Sen was a great
Dhrupad singer, and Rampur is the home today of some
of his celebrated descendants, who are experts at this
style of singing,

The Sadras 18 a kind of fast Dhrupad, sung in Jhampa
tala.

The Khyal was introduced later than the Dhrupad, in
order to find a place for the graces which are not allowed
in the former, It was introduced by Amir Khusrii and
Sultan Husain, and developed by Sadarariga in the time of
Sultan-Alau-d-din (1296-1316). It is usually a love song
and is supposed to be sung by a woman. 1{hyal singers and
Dhrupad singers are usually different. The latter consider
the Khyal style to be too unclassical for them to use at all.
The Khyil singer belongs to the class called Kavval singers.

The Hori are songs descriptive of the Holi festival in
December-January, and are sung by Dhrupad singers.
They also have Astai, Antard, Sanchiri and Abhog. They
are usually sung in Dhamar t&la (5.5.4), but Khyal singers
also sing them in Dipachandi tila (3.4.3.4).

The Thumri is a love gsong in Hindusthani musie, The
musicis lively and is well adapted to pantomime or dancing.
It mixes up different 7dgas and so is somewhat looked
down upon by high-class musicians, and it also makes use
of common rdgas called Dhuns. Some of these tunes are
very fasecinating; indeed it was one of these simple little
melodies that kept a whole company of musical experts
enraptured at Delhi during one of the sessions of the
All-India Music Conference.

The Tappa is the typical Muhammadan song. It has

cen taken up in the south also, where it is called Hindus-
thani Tappa. It gives full opportunity for the exhibition
of all the graces so essential to Indian music. The melody
18 50 rich in these as almost to be overloaded with them.
Ai] these songs have a very marked rhythim and are usually
M madhya kala. Tappa songs consist as a rule of two
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movements only, Astdi and Antara. Tt issaid to be sin
to an ancient style of singing mentioned in the Ralna
and called Vesaragiti. The Tappa style of singing _
first introduced by the famous singer, Shouri of Luicknow
(c. 1810). It is usually set to a love song, and iis wve
common in Hindi and Punjabi.

The Ghazal and the Dadrd are two other Hindus
melodies. They consist as a rule of Antara only, sung &
to a simple melody in syncopated time, which is known
Pashto (see page 76). The Ghazals are usually love lyri
The Christian Church has made a large use of Hindus
Ghazals in its hymnology. .

The Marsiya are songs describing the battle in whie
the grandsons of the Prophet were killed. They are
in the mornings during the days of the Moharram festiy
The #dgas used in them are mixed, and the words
chanted in a kind of recitative.

Sargam or Svaravarta or Svaramdlika are sol-fa pe
or complete songs in sol-fa, in which the Indian
initials take the place of words. The word Sargam
from the first four sol-fa initials combined, viz. Sa Ri
Ma, omitting the vowels of Ri Ma. This solmization is
common throughout India in both northern and sou
musie, and is considered quite a thing to be culf
even by the best musicians. Tt is also a common
to hear children, who know nothing about musie, s
these syllables to different notes of the scale. Even
greatest musicians make use of this device in their so
It is found frequently in Tyagaraja. It isespecially used:
bring out the distinctive phrases of the raga.

The Tarane or Tillina is a similar melody, making
of drom or tila syllables instead of the sol-fa sylle
They use such syllables as taka taka tadingini
tillalai lai 16, tinana ninana, ete. The Tillala song; ¢
is called, is very often heard from the bullock-cart dr¥
as he slowly wends his way along the dusty road. S0
times these drum or téla mnemonics occur just as &
of chorus. These songs are exceedingly popular and !
be compared with the song Tarardboomdeay and it

Group of Adi-dravidas with horns and drums
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There is algg,a.ldn'd olf song ealled 7'rivata, which consists
of nonsense words extemporized by the singer. It is a
song beloved of boatmmen and dhooly bearers, as they
take the sahib to his clestination. Every alternate line is
some improvization telling of the sahib’s supposed genero-
sity, followed by a line of meaningless jingle. Or the whole
thing may be a meaninigless collection of mere words.

The Chaturanga (four sections) is a song consisting of
Khyil, Tarana, Sargam and Trivata.

The Ragamalika or Ragmala consists of a series of rdgas
all linked together into one composition. Only a few
phrases from each raga will be given. The whole must
not simply be a string of melodies, but must have a unity.
The word means ‘a garland of ragas’ and aptly describes
the composition. One southern example of this form runs
as follows. First of all, in six different verses come melo-
dies in the ragas 8ri, drabhi, Gauri, Nata, Gauda, Mohana,
one for each verse. ‘Then follows one verse of six lines
which combines thepa all, one in each line, After this
comes another eight rdgas in eight separate verses, and
then another verse of eight lines, which takes them up in
the inverse order in the different lines,

The Bhajana is a favourite form of religious musical
recital, in which a choir sings after a leader, accompanied
by an orchestra. The subject of a Bhajana may be a
story from the Ramayana or the Mahabharata, or it may
consist of songs taken at random from the devotional
poets.

The Harikatha or Kalakshepa is somewhat similar
to this, except that often there is no choir at all, and the
singer is just accompanied by a small orchestra, while he
expounds his subject in song. This is the favourite method
of religious exposition in India, and has been very largely
adopted by Christian evangelists in South India during
recent years. The subject of the Harikathd is a story
from the sacred bocks and the singer-preacher is known
as Bhagavathar.

In Bengal the Kirtan is somewhat similar to this, with
Peculiarities all its own. The Kirtan in Bengal is a kind
of dramatic sonata, which was first introduced at the time
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of Chaitanya in connection with the Bhakti revival,
theme develops from phase to phase and from emoti
emotion, and is generally based on a distinct part of ¢
Krishna legend. It gives plenty of scope for origing
and improvization. The »aga also changes with
emotion, and both music and melody are fluid and
rigidly bound to definite modes. There is usually a ¢
to help the leader, and a small orchestra. In the Marat
country, the name Kirlan is usually given to a Bhaji
performance.

Abhangas and Ovis are songs peculiar to Marithi.
former are simple religious songs in any raga, and
cultivated by Tukaram and the other bhalkti leaders of
Maritha land. N. V. Tilak, a Christian poet, often ca
the poet-laureate of western India, has composed many of
these on patriotic and Christian subjects, which are very
popular both among Christians and others, The Ovis is &
style of song used for Jong epics. i

Povada are Marathi, and Karkhas Rajput war-songs
These fighting races of Western and Central India ha
made much of this war music. They are about the on
peoples in India who have any distinctive war-songs.

Javadis are songs sung by Kanarese singers and consisti
only of Charanam.

In addition to all the regular musical forms mentio
above, there are also a number of folk-songs set in o
modes which have come down from time immemorial
most of them having a very fascinating lilt and rhythm. T
Bengal these are called Baul songs. In Sonth India they
are known as Sindhu songs, such as Kavadi Sindhu, *
songs of the pilgrims carrying their little decorated yokes™
to the great temples; Nondi Sindhu, the halting Sindhu
with its hopping-like rhythm; Tenmangu, the songs of
the harvesters and the cartmen. Many of these are in
some kind of syncopated time, which seems to come so
natural to the Indian villager.

The Ndjakas (dramas) of India provide a feast for
music-lover, These are usually operatic throughout,
the managers make it their study to get hold of the best
airs that exist. One can hear Indian music in some of its
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pest phases in these dramas. The music is mostly popular
and does not reach the high classical standard. of the
great singers; but since that is so often a.ssogl.iuted \_nth a
rigid adherence to certain forms and technicalities, diffieult
of appreciation by the common man and b'y the foreigner,
it is possible to find in this dramatic music a charm and
o sweetness unaffected by technicalities, hard for the
minitiated to appreciate. Among the most popular of
these song-dramas are the stories of King Harischandra,
King Nala, Savitri, the various episodes in the life of Rama
and Sitd, and stories of the saints of the bhakti revival.
The large towns have many dramatic companies which
give regular performances, and strolling troupes of varying
ability wander through the countryside and perform in the
villages from time to time, so that every villager in India
knows these dramas almost as well or even better than the
townsman. As a matter of fact, it is a custom in many
villages for the people themselves to get up their own
dramas, in which certain people, usually from the lower
classes, provide the actors by ancient right and custom. It
is therefore quite common to find some of the best singers
in these classes.

Prof. P. Sambamoorthy of Madras says that the Sangita-
nitakam is a kind of opera or musical drama. He gives as
examples of this form of composition the Gita-Govinda,
Krishna-lili-tarangini in Sanskrit; the Prahlida-bhakti-
vijayam, Nowka-charitram, and Sitd-rama-vijayam of
Tyigarija in Telugu; and Rama-nitakam and Nandanar-
charitram in Tamil.

The Sankirlan and the Nagarkirtan are popular musical

rformances, nsually of a religious character. They have

een most highly developed in Bengal. The meaning of
Sankirtan is “united praise’, and it denotes a large choir
Who sit on the floor and sing to the accompaniment of in-
Struments.  Nagarkirtan is used of a procession of devotees
Who go through the streets of a city, singing and dancing
musical accompaniments, and carrying many banners.

The Drome. All Indian music is played or sung to a
drone. This takes the place of harmony in providing the
background for the melody. Without the drone, the singer
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would feel as ‘a ship without a rudder.’” The drone
solidates the melody as well as provides the backgrou
When other instruments are quiet it keeps on the s
go that the singer can pick up the music again, withoube
chance of pitching on the wrong note. There are, of zou
songs without the drone, like that of the cartman on
lonely journey, the boatman on the backwater, the mot
to her child; but in all public musical entertainmen
drone of some kind is essential. The drone may be sup
by the drum only, the keynote and the Pafichama o
two heads respectively giving all that is absolutely ne
sary. Asa rule, however, it is the custom to have an
instrument for the drone. The best instrument fior |
purpose is the Tambiir. This gives the tonic, the fifth 2
sometimes the fourth, and makes a most charming
- ground for the melody. The custom has come in recen
to use the harmonitm for the drone. This is undoubte
convenient, but the noise is not by any means attriacti
nor likely to add to the appreciation of Indian musie
ears trained to quality as well as to pitch. There is
a special wind instrument called the Drone which is u
for this purpose with flutes and reeds. The vina,
sarangi, dilruba and many other stringed instrumentss
their own drone-strings, which are struck more or |
regularly as the melody is being played. The drone, asn
be supposed, goes on throughout the whole perforn
without cessation, but strange to relate does not tend
monotony, as one might think. It helps to bring ou
variety of the melody built above it. The sarangi and’
sitar have, in addition, a number of sympathetic sitrin
from sixteen to twenty-two, placed below the main
and never played on, which give out a very atiract
humming sound all the time the instrument is playe
provide a kind of re-inforced drone to the whole music.
Only a few of the melodies of India are described af
India is the land of melody. In such a great contin
s0 many races it is only natural to find some more naus
than others. Stopping one evening in a Bengal village
heard on every side of us different kinds of music.
was nothing discordant and it all blended together i

MUSICAL COMPOSITIONS 97
N .

pleasing harmony. Our boat had drawn up by a small

landing stage, while the boatmen went to their food. Out
in the stream were other boats, their occupants singing love
lyrics or devotional songs, as they rested for a time after
their meal. In one boat was a musical party with tambiir
and drum, As we strolled round the village, we heard
from house after house the sounds of melody. Here a
woman was singing to her baby. There a man was chanting
the story of some ancient hero. In another house we
heard the esrdj, the Bengali sarangi, being played. In
another a Muhammada? was playing the harmonium and
singing to the music. “The voices were sweet and com-
posed, and the melodies were as a rule simple melodies
that the village people loved. I can remember another
evening in the Marathd country on the hill top of Matheran
near Bombay, going out into the glorious moonlight to
listen to the song of two women as they ground their corn.
One of them would sing a line telling of some deed of
Krishna, and then there would be silence, broken only by
the sound of the two grinding-stones rolling one on top of
the other. Then the other would take up the song and
carry on the story. Then silence again, or rather the
musical silence of the grinding, which was as the drone-note
to the melody. Then again the song went on and on,
until suddenly théy discovered we were listening, and the
melody stopped for that night, and all that we heard was
the dull grinding sound, which still seemed to carry with it
memories of that song of haunting sweetness, sung by the
limpid voices of those women. I can remember another
Night on the back-waters of Travancore in the extreme
sonth-west of India. I was in a boat such as was used in
the olden days by the chiefs of that land. The boat had
}"Ft‘l‘.! lent by the Metropolitan of the ancient Syrian
(.Jhr:sti:m Church and was manned by twelve stalwart
Towers, All night long they sang their ancient songs,
Strange melodies, sometimes with nonsense words, some-
times about, trees and hills and forests, sometimes about the
*n"__lr_.rn Mary, for they were Catholics, and all with some
E‘}‘lmfr suggestive of the oarsman’s pull, which seemed
"‘:"')’ time to help forward the boat. The ending was

i
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—

something like this, Tiya Tiya—Teya Teya,
emphasis on the first syllable of each beat, mark
pull of the oar. I slept off and on as we passed unde
lovely palms through the moonlight, puzzling my lra
to how they found breath for steady rowing and cox
singing. I remember another evening sitting in &
alow far away from all towns, with a little village
by. The day had been hot and dusty and it w
Hindu festival. Just close by was a little village sl
the god Subramaniya, the warlike son of Siva.
dinner was over I heard the sound of singing coming :
this temple, and going out, found two young men fron
village learning the old devotional songs from a te
musician. He would sing a line, and then they wouild ta
it up after him. They were simple melodies set to bean
words of devotion, but in that quiet village they m:
feel the beating heart of India. )
Another time while T was staying for a few days in 8
realm of His Highness the Nawab of Rampur, descent
of a celebrated musical house, I heard some of the cla
music of northern India played and sung by its fan
musicians. Here are still descendants of the celibr
Tan Sen, the most wonderful singer of the days of
Muhammadan Empire, and his musical tradition iig
in the court. His Highness the Nawab himself -wa
expert singer of Dhrupads, composed by the great
Tan Sen, and Sahabzada Sadat Ali Khin Bahad
Home Secretary of the State, had found time to
the cultivation of music. He himself was one of the
few expert players on the old rabib, the instrument pla
by Tén Sen, and the precursor of the modern Sur-¢ring
With its wide bowl and metalled finger-board and its 8
for all the peculiar slides and shakes of Hindusthani mu
it sent forth under the hands of its skilled player’
deep full sounds, and now the sweet high-toned miets
sounds of a metal string. Then came a famous Dhr
singer. He started with an Alap, bringing out, ons 8
the other, with fine full voice, the central notes and \pht
of the raga. It was the Hindol rdga with the shaipe
Ma and with a glorious slide from the Ga to the Sal.
7B
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sang & solemn song, each note full and clear, with none of
the lilts and graces which we are wont to associate with
Indian singing, and occasionally using the full ascent and
descent of the scale to show all its peculiarities, as well as
the power and fulness of the singer’s voice. There was no
nasal tone here, but all from the chest. Some years back
1 heard a woman weeping for her husband, who had died
the day before, She was an Adi-drivida woman, one of the
lowest classes in the southern peninsula, but she sang out
her grief in sad and haunting recitative, the music set to
words of poignant sorrow.

‘What shall T look at so as to forget ¢ No longer do I see him.
He has gone and left me. What was it mine enemy said ? Now
begins the burning, My very blood has dried up.’

As she sang she beat her breasts, pacing up and down
in front of the poor little hut of thatch and mud in the
centre of the village, which was her home. Then away
to the north in the great wheat-plains of"the Punjab,
as the women harvest the crops of wheat which go to feed
the millions of India, singers and dhol drummers are
hired, so that the women may keep pace with the music
and get through their task in the quickest possible time.
All day long the songs go on: primitive Punjabi folk-tunes,
and in some Christian villages the Psalms as set to these
old tunes by the early missionaries. A

So wherever one goes in India one finds music inter-
woven with life and playing its part in the culture and
business of every day.



CHAPTER VII

THE musical instrunments of India present a won
variety. “As might be expected they are meant mostl
individual use, and there is very little suggestion _
orchestra. The Indian Princes maintain a number of
musicians, but it is rare to hear orchestral music in In
It is, however, becoming more commeon today for Indig
orchestras to perform Indian music, and one may someti
hear orchestral pieces at the concerts of the Gand
Mahdvidyilaya in Bombay and in Baroda and
places. In order to see all the different musical i
ments of India onme has to journey to many di
places. There is a good collection at the Gand
Mahavidyilaya in Bombay; but the Indian Mus
Calcutta, has probably the finest collection, both ane
and modern instruments. One does not however, as a
find them in a band or concert party, as one does in
West, though Baroda has attempted to do this unde
guidance of Mr. Fredilis, the Principal of the Music Sch
and an accomplished western musician. The gre
variety is found in stringed instruments and in instrun
of percussion. Probably India excels most other count
in these two. The following quotation from the mo
mental work by Captain Day on The Musical Instru
of Southern India and Deccan will give a good idea of
condition of things when he wrote over fifty years ago :—

“Most of the early musical instruments remain still in use. S
the time of the Muhammadan invasion, about a thousand years 8
some Arabjan and Persian instruments have been adopted, and hi
become almost naturalized ; but their use has never become unjver
and is mostly confined to the North of India or to Musss
musicians,

“The people of India have always been conservative in their
and in nothing do we find this more evident than in their music ang
musical instruments. Descriptions of them are found in many of th
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it treatises, and show that the forms of the instruments
o]ll"Sf: fx]:: hsva: altered hardly at all during thie last two thousand
1f::.m- old paintings and sculptures, such as those o_f Ajanta, prove
i'h.ia even more conclusively, There are many musical mst-ll'gmsnta
to be found among the sculptures existing upon various o t cave-
temples and ancient Buddhist topes and stupas in different parts
of India. i : | : el

‘Those ab Amrivati and Safichi are especially interesting. F
tlu-:[,\-’l\lnuivat.l sculptures, which were visited by the trave]leéaoﬂxgueul;
Theang, and called by him Dhananacheka, about the year 8 o 5
ern, we find several representations of.mtmeal instruments. De
ceuliar interest shows & group of eighteen women plrLylngdupon
ﬁ;-ums, a shell trumpet or éasikha, one much lilke a Surngt, an ttv;n
instruments, apparently guandins, of a shape very similar {;]oth 2
Assyrian harps. But there is another instrument represent Dt
would seem to have been especially popular, but which is nasx‘ver arl?:it.
with in India now, nor can descriptions of it be found in the Sav e
treatises upon instruments. This again figures m_Amy;:&an :.nd
Egyptian seulptures and paintings. It is somewhat like ad arp,
much like an African instrument called Senchio, still used in some
sarts of that continent,

"I'-'{'l;;f peculiar harp is again found amongst the seulptures b:t
Safichi; where also is seen an instrument resembling the Roman tibae
pares, But the tibae pares are there shown without the eapxs‘hn]?;
or cheek bandage, and it is known that this instrament was g{m
used by the Greeks, It is werthy of note that a form of the tibae
pares is gtill common in northern India, where it congists of a pair
of flutes. At Safichi too is found a figure of a man blowing a kind
of trumpet—the &ringa—of much the same shape as that now
eI od in Bengal.

g‘}l?: materials%f which musical instruments, are made are for t1:1:1:;
most part those that are found readiest to hand in the coun Br,dv
Bamboo or some similar cane and large gourds; are much employ e
These gourds are used for many purposes, ancl the best are train
in their growth to the shape for which they are roquired. i

‘In the manufacture of certain instruments eart.her{w_rar? ta
employed ; the common country blackwood is largely used; in tm. i
whatever is found by the instrument makers, that from its t:g- u_rtah
shape, or the ease with which it can be workt_zd, can _be ada};d wit
the least possible trouble to themselves, is readily seiz F]:Qn,
whether its acoustical properties are suitable or not, puﬂtyfn higl:ga
heing sacrificed to appearance. Wkhe natural consequence o t-! is
that many instruments are badly put together in the paga,
faults in their construction are glossed over by’ outward & ulst-i“ll)eni }ela.
ton, and from want of proper material, the t.a!}na_, wh.u;h shnl et 3
first congideration, is frequently sadly deficient in volume an
Quality 3 )

R\ ians still use an instrument called quanin, much h_ka
that ‘}}:ﬁePsﬁgme found in India—a kind of dulcimer atrl;mg with
£ut or wire strings, and played upon by plectra fastened to the fingers
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of the performers. That is a development of the Kattydyana-vip

gatafarwi (hundred stringed) vind, as it was formerly callad.
Persian guandim, the prototype of the mediaeval psaltery, afte
became the santir, which has strings of wire instead of gut,
played with two sticks; and in the west it actually took the f
the dulcimer. Hence the origin of the complicated pianoforte o
present day can thus be traced to the Aryans. And so withn

others. The violin, the flute, the oboe, the guitar, all have

Eastern origin. One of the earliest of stringed instruments
called “Pinaka,” and had one string twanged by the fing
invention is ascribed to the god Siva., Tho violin bow is ol
the Hindus to have been invented by Ravana, King of
(Ceylon), who according to tradition lived more than five ithi
years ago.

‘The earliest instrument played with a bow was called Rabana
or Rabanastrana. What this instrument was like is rather clo
but at the present time there exists in Ceylon a primitive inst
played with a bow, called * Vinavah”, which has two st
different kinds; one made of a species of flax, and the other of I

hair, which is the material also of the string of the bow, which w

bells attached to it is used as a fiddle stick. The hollow part

instrument is half a cocoanut shell polished, covered with a dr

skin of a lizard and perforated below.'

The Vinavah is mentioned in the classical books as

the name suggests an instrument made of bamboo.
rarely met with except in the hands of strolling musi
who support themselves by means of it. Whether
the primitive rabarasira or not it is impossible ‘to
but it seems extremely probable that, if not absol
identical, it bears at least a very strong resemblance fi
Another very ancient instrument which resembled
Rabanastra was called Amyrita. |

Numbers of instruments still in use in India have not al
the smallest particular their ancient forms. The Ving, the
or Tambiiri-vind, and the Kinnari still remain just as they
scribed in the ancient books, even down to the very details @
carving with which they are adorned, so conservative are the p
who use them of all connected witl#the art they hold to be so

The peculiar shape of instruments of the viola and violin.
appears to have a prototype among Indian instruments; and
can be seen in the Rabab, which is made with distinct upper; |
and middle bouts, and in a lesser degree in the Sarangl, Saroda,

Chikira, The rebec, once popular in Europe, was & form, of 8

rabéab, brought to Spain by the Moors, who in turn had de

1 or Rivanistram,

Diltuba

Group of stringed instruments (northern)

Bip \
Sarangi Peacock sitar

Some angient instruments
Svaramandala Brahma vini
Kural Bastran



An prehestral sarangt

Playing various sivinged instruments
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from Persia and Arabia. Here again the Aryan origin is evident,
the rabab being, according to old Sanskrit works, a form of vina.
And it is still popular in the North of India and Afghanistan.

The use of instruments of percussion of definite sonorousness,
such as the harmonica, does not seem to have entered into Indian
music at any time until quite of late years. But this is rather an
open question, for the harmonicon of cups, called Jalataranging,
is by some aseribed to a very remote origin.

Wind instruments, although perhaps of earlier invention than
those with strings, are nevertheless looked upon as of secon
importance. Possibly this may have some reagson in the fact that
Brahmans are not allowed by their religious laws to use them, ex-
cepting the flute blown by the nostrils, and one or two others of the
horn and trumpet kind. And so men of low castes are employed as
players of wind instruments, But all unite in ascribing to wind
instruments a very high antiquity. The conch shell, still used in the
daily temple ritual in almost every place in India, is said to have been
first used by the god Krishna, and it is mentioned in the great epic
of the Ramdyona, where it is called Devadatta.? We also find it
under the name of Goéringa, both in the Ramayanae and the Maha-
bharate.

The horn (éringa) is also said to be of clivine origin, and it is
mentioned in the earliest writings. But the flute (murali) is still
held to be peculiarly sacred, for this flute was the companion of the
god Krishnpa in all his wanderings; and in Indian mythology, this
flute is looked upon with much the same veneration that the lyre was
by the Greeks, and even by Brahmans it is still occasionally played
and blown by the nostrils. In all sculptures and pictures, the god
Krishna is represented as standing cross-legged playing the flute.

Reed instruments, although doubtless of very remote origin,
appear to have been invented at a later period than instruments of
the flute species, and their use is usually confined to either low caste
Hindus or Mohammadans., For the Indian reed instruments are
mostly harsh and wild, far too powerful and shrill to be used in
toncert with the delicate vina or sweet tambir, and so their use is
t'hin-:fl_\‘ confined to out-of-door performances;, where their sound is
better heard and where they become fit adjuncts to the band.
Instruments with double reeds appear to have been originally
brought from India, and the double reed is found in the primitive
oboes used there as well as in Persia, Arakia and Egypt. There
f8ems to be no trace of the single beating reed ever having been
known in India, but the single free reed is fiound in the bagpipe of
the country, Indeed the bagpipe would itself seem to have an
“astern origing and, although its use in Southern India and the

ecean is chiefly confined to a dronebass, yet in the Punjab and

fghanistan pipes are sometimes found containing both drone and
CI!Etrycm-_ I have heard them played with a dexterity that would do
redit to a Highland piper. The Pusiji, now used almost entirely

1 i.e., god-given,
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by snake-charmers, is said to have once been blown by the nosty
and called Nésajantra.—(Captain Day, pp. 09-104).

Captain Day’s remarks on instrument-making are
applicable today as they were when he wrote sixtiy
ago. There is a constantly increasing demand for m
instruments, and a class of instrument-makers is aris
The centres of this industry dre found in Calcutta, M
and Tanjore; and many of the makers are noted for
skill, and the resonant qualities of instruments are
looked to very much more. The public is also takki
with zest the question of musical education, and
becoming frequent in the better-class families to &
for their'daughters to learn some Indian instrument,
this, with the revived interest in musiec, will mean, as
£oes on, a development of skill in the proper constru
of instruments such as Captain Day desired. The Ch
Road, Calcutta, is the centre of instrument-malki
Bengal,
Captain Day in his book mentions the bells whiich #

& common feature of feai‘g::.l dances in India, th
hardly to be classed as musical instruments, They &
usually tied round the ankles of the dancers. y 8
also used on festival occasions for the bulls, )0l
runner in India has a few attached to his little spear, o
these may be heard for a very long distance as the runt
comes along to the village.

I, STRINGED INSTRUMENTS

instruments in India is found among the strings. Th
and the most honourable instruments are also
among them. The Vind occupies the first place a
them all, and has done so from time immemorial,
also the instrument par excellence for rendering
music; and no one who has not heard the ‘masters
vind has any right to give a final judgment on
music. In northern India the vina is often called
the name vina being given to the tambir. In this :
however, the name vina is consistently used for the classied
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in India are noted
instrument of that name. Three places in e
]{?; l;lt]ls manufacture. They are Tanjore and MysoreT 'oz
South India, and Miraj in Western India. Thl:h a.q:;gw]
:uid Mysore makes differ in tﬁe woodb;lsi;t(‘)c;l;l eNearly.

j jackwood and Mysore blackwood. N

S?D'i‘oaxﬁj;lrseesvilgis are elaborately ormamented by ivory
cal;}]itg?;mtrument consists of a large pea-s_haped o?logzl'
hollowed out of one piece of wood, either ]ackm; 1
blackwood. The flat top of this bowl is about one too ‘l't
diameter. The bridge is placed on the bowl, and near 1f
are a number of small sound-holes, The construction o
the bridge is peculiar.

. orts a slab of wood, one inch by two and a
lml? 1::]:?3;”1 zmre:ggl cement is poured upon th}s :rr;g :txl-)il:;:, (;;'
metal ing underneath the second, third and fo iyl
laid above and manipulated until the strings produt;? o bone
free from all buzz or twang; a wet cloth is then app edl,.l ;rd et
cold water poured over the upper surface, sofae ::J s e
cement. Under the first string a similar piece o nb-:i e e
of superior yuality, either polished steel or bell-me e lf Py
same way, This process is considered very unpocl s
carelessness affects the tone of the instrument and givi

unpleasant twang.’—(Captain Day.)

i i i in bridge

The side-string bridge is secured to the main
and the belly ofgthe instrument, and is made Bntl?d{h:)f
metal. It consists of an arc of brass, with a prcl?:(;: ogf
rim upon the side nearest the attachment. Thl.;d ytihe
the instrument is made of the same klnd oflwo ?s
belly, and is hollowed out thin. A projecting ledge (t:t 1:110:5
separates the body from the stem. The neck is ;1(,1 gm_
to the body also with ivory, and is nsually im}*]v At
ward into some weird figure. This also is ho! ow.urd e
the body just beyond the neck is fixed a hoHolv;v gour o
the under side, which forms a kind of rest for the Ema’l‘hj
1s useful also to increase the volume of the Bo!mt;-um n:
gourd is easily detachable. The frets of the ins l de
are made of brass or silver, and are secured tol two le gf;a
fimning along each side of the stem of th}:: ms’crum};:;;h

hese ledges are made of some wax-like substance wf ;h
an be softened by gentle heat, so that the position of the
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frets can be changecl, if desired. There are altoget
twenty-four frets, so that each string contains two co
plete octaves. Many Indian scholars are of opinion th
the ancient books give no ground for thinking that
the old classical music¢ians used more than twelve freti
the octave on the vind. The tuning-pegs to the main
are fixed, two on each side of the neck, and the strings
over the ivory bridge between the neck and the
The three pegs for the side strings are fixed in the
the stem just above the gourd. !

The vind has seven strings, four of which pass o
the frets and constitute the main playing strings, and %
other three are placed at the side of the finger-boa
and are used to play a kind of drone accompaniment to#
melody and to mark the time. 3

The two thinnest strings, which are on the side near
the player, are of steel, and the other two main strings
of brass or silver. The three side strings are of sté
Each string has a distinct name, which are, beginning fr¢
the thinnest, Sarani, Pafichama, Mandaram, Anumé
daram. The three side strings are called Pakka-Sars:
Pakka-Panchamam and Hechu-Sarni. o

There are various ways of tuning the instrume
The following are said to be those generally accepHd
beginning from the playing strings:—

Main Strings. Side Strings.

(@) SaPaSaSa(CG(CQ) Pa Sa Pa (G C Gy)

(6) Pa Sa Pa Pa (G C (3, G;) SaPaSa(CG, Q)

(¢) Ma 8a Pa Sa (F © G,.C,) Sa Sa Pa (C1CQ)

One at Rampur I noted was tuned thus:

(d) Ma Sa Pa Ga (F O G, E;) Sa Sa Pa or Ni or Sa (C1 %
or B or C) P

(¢) Captain Day noted one at Miraj tuned thus; Tt only had &8
side strings. f

Ma Sa Pa Sa (F C G, Cy), Sa Sa (C C,)
(¢) and (d) are the common ways of tuning in upper India.

The first two strings are always the ones played u -
most, though expert players will use all of them easily< 8

Vina (Southern) |

Ektar

Stringed instruments



Katyhyana-vina,
Ka‘ityiymm-viqﬁ

Some uncommon instruments
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The frets of the vina are placed in clifferent positions
on different instruments. The practice in South India
today is to use the intervals of just intonation. Mr. Ellis
mentions testing a vind many years ago in the south and
finding the intervals those of equal temperament. Captain
Day mentions an old Tanjore vina whose frets were placed
at intervals, which were found to be slightly flatter than
the notes of the tempered scale.

The vind may be held either in a horizontal position
across the player’s knees or else slanting against the
shoulder. Different players have different styles. The
pictures in this chapter give specimens of each style. It
is played by the right hand, the left hind passing round
the stem and stopping the strings.

The vind is played either with the finger nails or with a
plectrum. The finest players use their finger nails; but
many amateurs, who do not wish to grow the nails long,
have taken to the plectrum. In South India it is quite
common to find amateurs playing the vind, and it is
becoming increasingly the thing for girls to learn it. In
the north, however, it is uvsually only professionals who
play it, The instruments for amateurs in the north are
the sitir and the esrdj, or dilruba. The main strings of
the vini are played with the first three fingers, the fourth
Iinger being used for the side strings, just striking them
at intervals, in time with the tdla used. The main strings
are stopped between the frets, but the side strings are
always open. The vini lends itself to all the different
Eraces which give so much beaunty to Indian musie, and in
the hands of really capable performers it produces most
wonderful and charming effects. It is an ideal instrument
for an Indian girl to learn. It is hoped that more and
More the unsuitable harmonium, with its strident tones,
Will give place to this beautiful Indian instrument, an
nstrument affording not only delight to player and hearers,
but also real culture. _

There are different kinds of vini called after the shape
Of the head, such as the Peacock vind, Rudra vina.

. There is also a vind called Rasa vind, which has a gourd
" place of the wooden bowl.
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The ¥dazh is an ancient Dravidia instrument somexl;
likea harp. Tt is not used today b pictures of it are fo
in Tirumayam, Pudukottah Stats, probably of the
century A.D, There are many résrences to it in
literature. It may have been simibr to the Assyrian h
There is also a similar kind of harpiound in the Ama,
sculptures of the 3rd century A.D. This instrument w
displaced by the vina in the middleages.

The Sitdr is perhaps the most ommon instrumen
North India. It is not yet found much in the sou
there is little doubt that, as Indim music is cult
more and more, this simple and bhantiful instrumen
come very largely into use all over the south. Tt
suited either for the amateur or the professional. Tt
difficult for the amateur to learn to play simple me
upon it, and at the same time it lends itself to all the
arts of the professional, whereby ¢ can show his &
the charm of the music, The primiples of the sitar
the same as those of the vina, but there are consi
differences in construction. It is s much smaller insf
ment and is more easily carried shout, Like the
it has a belly made of jack or some other resonant
but there is no curved neck and no gourd. The

of the instrument is about two feet long, and carrie

bridge is placed on the bowl, but isnot double as 1
vina. The strings pass over this, end then over an
ledge beyond the frets, and again through holes in a |
near the pegs. These ledges are uzally made of i
All the strings are over the fingerboard. The tm
pegs are placed, four on the face of the instrument

end and three at the side, at varyirg distances from
end. The number of strings is usudlly seven. Th

are curved and are made of metal, nsually brass, and
are fixed by means of wire springs tied round the b

the instrument. They are movable at the will of
player. Tt is therefore easy to alter the tune of the
or the size of any particular intermls. The frets
from sixteen to eighteen in number for about an oe
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o S hat

on each string, The Kamatic sitar is somewha
Tilgegegﬂf Tt has a much thinner and shorter I;eek Ba‘t;'lli 12
ihaped something l}lke 1::. tambf:]r. thﬂﬂJ); tiz; fri;?:th Tv(';de a.fd
hass Over frets, which are abou n i
nin S it S s e
much nearer together than ; B ad i

strings go round a small ivory bead
ir:; gg%he ﬁngergboa,rd, whence they pass Ipbhqgelge 323:111:
the strings to the tuning-pegs. The Bl?ji}:hznusual o
strings pass straight up the finger-hoard in oyl ey,
All the strings except the seventh, which is of br. 1" o
steel, The frets are of wood with an upper edge o i
and are fixed to the finger-board. Uaua]ly-.there si:'e a,f 2
fourteen frets, which are placed i the intervals o

iatonic scale, _
dl}noﬁi ordinary sitar the strings are made of steel and

i i nd seventh are of steel
brass. The first, third, fifth, sixthand s
ﬂ-Irl?lsgt-he other two of brass. Many sitars have a n;lx?nber
of sympathetic strings placed bencath the Otll.'ller 8 %ﬁé
which are never played, but give & continual hum as
other strings are played. ! it il

The tuning of the strings in the erdinary si |

as foflows, beginning from the shortest string attached to
the side peg:i—

Sa Sa Pa Pa Sa Sa Ma (c-cﬂll,a;cp)th A
The last string is the one ususlly played on, thoug
Expe:t ;liyers W’%ﬂ. use the last three. This ﬂtl'mbg ﬁ?aﬂsﬂﬂ
through a small bead at its attachment o the belly, so

&s to aid in tuning to the exact piteh required.
The Karnatic sitar runs thus:
SaPaSaPaSaSaSa (0GCc@GCCO

“aced upon the forefinger of the r nd, L
‘lﬂt‘ str::cl_:)k near the be%ly. They sre stopped byhlzfeiﬂmg
down the fingers of the left hand upon thLe'm right a 11::1‘;0
the frets, and not just before the frets as is done unh e
Vind. As a rule, only one string is stopped, t-.he others
being used as open strings for the accornpanying drone
Sound,
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There is a beautiful sitir in the Gandharva Mahil;
laya in Bombay, which has an ostrich egg for the
beautifully mounted on gold. Some sitiirs have p
shaped heads and are called Peacock sitars, The
sitar has an extra string for the éruti or tonic, The si
is also called sundari—the beantiful. [/

The sitir lends itself well to the performance of
music, and is becoming more popular among the
generally.

- The invention of the sitir is commonly credited to &
famous singer Amir Khusru of the court of Sultan Ala
in the fourteenth century. It is probably of |
origin.

The Dilruba is very much like a sitar, but s
and instead of a bowl, it has a belly, covered with
parchment. In shape it is something like the sirangi,
like that instrument it is played with a bow made of
hair. It has frets similar to the sitar, nineteen in num
which are movable. It has only the four main strings
not the extra three. The dilruba js made, as a rule
twenty-two sympathetic strings under the main
The arrangement of the tuning-pegs is like that of t
main pegs of the sitr, two being vertically on the £z
two on the side. The instrument is about three feet
and the width of the belly will be about six inches.
bow is about 1§ feet long. )

The tuning of the four strings is usually Sa Pa Sal
(01, @4, € ¥), the last being the principal string, Th
two are brass and the last two steel. In this instra
also, the peacock shape occurs for the belly., The di
isnot a very common instrument. It is nsed in the P
and in the United Provinces, but as a rule one sees t
sarangi much more frequently. )

The Surbahar is another instrument of the sita
It has a similar shape to the sitir, but the frets
movable, and it has a finer tone and wider range.
played with two strokes, one with the plain finger &
the other a sort of mandoline tila stroke with ple
on the forefinger and little finger. Mr. Fox Strang
gives it the title ‘dignified’. This instrument is found

A North Indian Sirangi Player
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in Bengal. It lends iteelf ¥ Well to the graces of Indian

music. il !
The Sarangi is the Indian¥iolin. It_ is shaped, h'owever,
something like a small . The instrument is made

from one block of wood Dollowed out, and it has a
p;lr(;jlment.covered bell 3 It ; is sma]]er than the Sité-.l',
being as a rule about two feb in height. The sarangi may
have either three or four sfings, three being gut and one
brass. The brass string is #¢ lowest in pitch. The bridge
is fixed in the middle of theelly, with a support under the
parchment. The instrumes 18 played usually with a bow,

but sometimes a plectrum 8 used. \The four tuning-pegs
are fixed at each side of ¢ head, which is hollow. The

tuning of the four strings is28 follows, in accordance with
the raga: Sa Pa Sa, Ga orM2 (¢ ¢ ¢, E or ¥),

The sarangi, like the wstern violin, has its devotees
both among experts and al® 8mong the bgggar fraternity.
It is found throughout the 10rth. The strings are stopped
by pressing the finger again® their side, and not by placing
the finger upon them, Th# renders it possible to produce

all the peculiar gamake f Indian music without any
difficulty. The sound is pellow and somewhat resembles

that of the viola. It is a wrY fine instrument, and expert
Players can get a tremedous lot from it. Even the
beggar manages to produe Quite a delightful noise with
it. Tt provides a very god accompaniment for singing,
and has more fulness of to*® than the sitdr and also very
considerable possibilities ofdevelopment. It seems hardly
Possible, however, that it wil rival the violin in the power
and beauty of its tone or in'ts range, but it will always be a
200d member of an Indiap ©rchestra, and, like the viola,
Vill come in very useful @ & contrast. In the south
already the violin has com¢ t© stay, and there is not much
likelihood of the sarang displacing it now, It may,
‘OWever, come to the sorth 88 a member of an Indian
Orchestra, The sirangi ugtelly has, like the other instru-
Hents already mentioned, a "umber of sympathetic strings,
'om fifteen to twenty-twe Under the four main strings.
1_he Gandharva Mahavidf#laya has a fine orchestral
Sarangt which stands seves féet high, and which is meant
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to be used in the conces given there, though hitherto
has been mostly ornametal. (See facing p. 101.) }

The Sdroda or Sarraat is a sarangl played wi

plectrum instead of theiow. It has a powerful to:
is usually much larger tan the sarangi.

The Esrdj is the Bemal variety of the sirangi.
a little smaller than tk latter, and uses all wire sii
instead of gut. The tumg is SaSaPaMa (cc e ¥
Ma string being the dief string. This is the comn
instrument that one finis today in the houses of cul
people in Bengal. It s played with a bow liki
sarangl. ’ ’

The Sarindd is anothr variety of the sarangi, pe
to Bengal. The bottorof the instrument is oval ing
of rectangular, and th: upper half of the body i
open. It is played in he same way as the sarangi
usually has an elaborat: tailpiece. It has only two tk
strings of gut and not fur as in the sarangi. Tt is| w
chiefly by jogis and fakss,

The Chikdra is a curiasly shaped variety of the 83
The body consists of along hollow piece of wood
which, near the lower md, a parchment covered hoX
fixed. The bridgeis plaed upon this. It has three stril
of gut or horsehair andfive sympathetic strings of
The tuning of the three hirmer, which are the main stx
is usually Sa Ma Pa (c:a) or else the same as the st
and that of the sympatktic strings is Pa Dha Ni !
(¢ A B ol DY), j

The Tambir is perlips the most common st1ing
instrument in India. It is found everywhere ani
varieties are numberless It is made both for the P
and for the rich. One ges it in the hands of the po¥
stricken beggar, and in the houses of wealthy pri
In shape it is something like the vind, without the ¢
gourd and without the daborate headpiece. The
usually a large one abou ten inches wide, and in
kinds it is made of wooi from the jack tree and hol
out. The cheaper kind have a gourd in place ¢
wooden bowl. The briige is placed on the bowl
centre and is made either of wood or of ivory. The S
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s through holes in a ledge placed near the pegs. The
E_?;ing-peg% of the first and second strings are fixed at the
side of the neck, and those of the third and fourth strings
at right-angles to the head. The strings are all of metal,
three being steel and the lowest one of brass. Ll_ttle
picces of silk are placed between the bridge and the strings
in order to increase the buzzing effect. The strings also
have beads near their attachment in order to render perfect
tuning easier. The instrument is always played on the
open strings by the fingers, without any plectra. The
strings are never stopped. The tuning of the tambur is
as follows: Pa Sa Sa Sa (¢ ¢ ¢ ¢;). The instrument is
held upright with the left hand, and played by gently
pulling the four strings, one after the other, from the highest
to the lowest, with the fingers of the right hand. It
provides a full and resonant droning accompaniment to the
melody sung or played, and there is no other instrument
which gives so effective a drone as this does. The effect
is quite pleasing and the sound made up of the octave and
fifth fits in very naturally with the music. In some songs
it is tuned to the fourth instead of the fifth, i.e. Ma instead
of Pa. s,

The best tambiir are made at Lucknow and Rampir
in the north, at Miraj in the Deccan and at Tanjore in the
south; and many of them are most elaborately or}:l&mented
with ivory. No Indian orchestra is complete without the
tambiir. A

T her]; is a variety of the tambir called the Brahmd vind.
This is made like a large box and has no g_ou._rd or boyvl.
Tt is about three and & half feet long and six inches wide
and stande nine inches high. There is & raised ledge
in the middle, over which the strings run; and it has a fifth
string at the side tuned to the ll)ligher Sa (o1). Itis used
for the same purpose as the tambur. \ :

SDmetimestlayers use the tambiir in quite peculiar
Ways. T once heard a musician play on it by stopping the
strings with a small bamboo and using it more like the
Vina. The full resonance of the tambir and the buzzing
sound gave the melody @ very pleasing effect. 1 also
heard a performer play an instrument like the tambir

8
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by stopping it with a cocoanut. The name given to th
instrument by the people is Gottwvadyam. The

gotiu is said to mean ‘movable fret.” It is found in g

places in South India. It is now played with a

stick.

The Surséta is another variety of the tambiir foun
the north. It has no gourd or bowl and is really a ho
trunk of bamboo. It is about three feet long and has'
strings tuned similarly to the tambir. -

The Kinnari is one of the primitive Indian instruments
It is supposed to have been invented by Kinnara, on
the musicians of Indra’s heaven, after whom a el
musicians has been named. The instrument toda
beggar’s instrument only. It is strange that the B
also mentions a stringed instrument called the Kinnor,
it is possible that these may have had some connection wil
each other. We find the Kinnari represented on mar
old Indian sculptures and paintings. _

It is made from a piece of bamboo or blackwood, abe
two and a half feet long, fixed upon three gourds.
are twelve frets made of bone or metal and fixed upo
finger-board by some resinous substance. The stri
into a tall perpendicular peg near the last of the

The tailpiece of the instrument is often made to re
sent the tail of a kite. There are two or three strings,
of which passes over the frets, the others being the d
strings. The drone strings are tuned to the tonic an

fourth or fifth. The musical capacity of the Kin

not great, and its sound is very weak and rather tw.

with two cocoanuts as resonators and cowrie shells as

The Yektar or Ektar is another very primitive inst:
having, as its name implies (E% = one, tdr = string)
one string. It is much used by beggars throughout Indi
It has an open string without any frets. It is made from
piece of bamboo, to the under side of which a large g

,...

! There is a Chinese instrument called * Kin’, which has five ©

torp open etrings over a bridge, This may possibly be related

to the Indian Kinnari,
8B
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or hollow eylinder of wood is attached in the same direction
as the bamboo, one end being closed by a piece of parch-
ment. The string passes through a hole in the centre of
the parchment. It is about three or four feet long. This
instrument is the beggar’s band and gives a twanging
accompaniment to his songs. It is seen mostly in North
India. yV

An officer in the Indian army told me of a similar
instrument with only one string that he had come across at
Manipur on the Assam frontier, which was played with a
bow. It was called Penna. The name reminds one of
the ancient Pinaka, the stringed instrument. of Siva.
Many of these instruments are of thfa x_no@m .varle’f-y,_a_nd
lend support to the idea that the violin in its primitive
forms is indigenous to India, and certainly the Sarangs
and its different varieties show considerable development
towards & finer instrument. : ;

The Rabab is a fine Muhammadan instrument, with a
wide shallow bowl made of wood covered W‘.lth' Ea.rchment.
1t is something like a flattened and shortened sitar, but has
no frets. It has four strings, one or two of brass and two
of gut, with sympathetic metal strings at the side.
Sometimes the two upper strings are doubled. All the
six strings may be of gut. The instrument is played with
a bow of horsehair. /

The strings are tuned in one of the following ways:—
Sa Pa Ma Sa (0! ¢ ¥ ¢) or Sa Sa Pa Pa Ma Sa (ctole
G ¥ c) or Sa Sa Pa Sa Ga (0 0@, 03 E). Sometllmes it
has a few catgut frets placed at diatonic intervals! The
instrument is found in the Punjab and in Afghanistan, but
one rarely sees it today. One of the few expert players
still in India is in the Rampiir State. The great Tan Sen
played this instrument. It is a handsome instrument and
has a very pleasing tone, somewhat fuller than that of the
Sarangi. Tt lends itself to the graces better than the sitar,
a8 it has no frets. k ! )

An officer living in the N.W.F. Province writes that in
that Province the Rabab is usually played with a plectrum
or the fingers and never with the bow. Many of them
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also have frets, but: never more than four. The Rabg
usually made from mulberry wood and the best instrume
come from Kabul, '
The Sir-Sririgara is the modern descendant of the
It was first made by Syed Kalb Ali Khan Bahadur,
Nawab of Rampur. Tt is a little longer than the
and the finger-board below the strings is made of
80 that the fingerss can easily slide over it. It
double belly of wood, instead of parchment, as j
rabab, and is played in the same way as the latter,
are eight strings tuned as follows—Sa Sa Pa S
Sa Ri Pa (0 ¢ 6y 0, E; €D G). The tuning of the se
and eighth strings varies according to the rdga.
two or three only are used for playing on, and the o
are used as the side strings of the vipd. It often ha
number of sympathetic strings placed underneath, 1y
to the intervals of the rdga which is being played.
tone is rich and mellow. '

Maptakokila-ving, mentioned by sé.rﬁgadeva, i
svaramandala. The svaramandala is generally ma
jackwood and is thres feet in length, one and a half fe
breadth and seven inches in height, and it stands on i

one, with a mizrab and a shell, the other with two
like a xylophome. In the former method, it is plas
with two plectrums worn upon the first and second fing
of the performer’s right hand, while the little finger
the accompaniment. In the left hand is held a
which is moved to and fro upon the strings, by which m
all Indian musical embellishments can be rendered with
great taste and fineness. In the latter method, it is playee
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with two felt-covered sticks and the sound is decidedly
Ta t L] 0-, 1 |
hk’%tfi??nﬁr?mﬁﬁ is the forefather off the modern piano,
which is nothing more than an enlarged st-'_arﬁmhandala_ arl.;l
which the strings are struck by mechanica m:n;nﬁl(i
This instrument, which M. Fredalis calls ‘a grl?nrds e
instrument, whose sweet tones touch the very cho
the heart,” is now forgotten and unusied except in a_veg
few places. Its modern representative is the Qaniin in
Arramin, the Indian duleimer, which is 'of Peralag.eg;gea
and has only thirty-seven strings, containing thre;:l ered.
Some of them are of brass and some of steel. The tl%:
are tuned differently for each rdga, so as to rep;‘od:dce it
proper intervals of that rdga, and are always p ayrf Wler
lectra. Instead of the shell in the lefi: hand, the pe orr.:lh
fuday has a small iron ring, with which he produces hje
various graces. Ome hearer likenecl the tone of this
instrument to that of an old clavichord. AR
The Taush or Mayiri is the peacock fiddle. It is v I{
similar to the sitir and is realll{yl ii kind of;o (illruba,.

i mes from the peacock-like: resonator.
ta%‘el?el?;lg?&n Museum, Calcutta, has an mteregtl'ng collec-
tion of primitive stringed instruments eonta.mmgf ::hany
others in addition to those given above. None ese
primitive instruments are in use today, but they ag
interesting as showing how the present-day Bw i
instruments developed. The first instrument was the bo
with its twanging string, said to be still used on certaber l.l:fl_
occasions by the Nairs of Travancore. Then a num 2 :r
strings of different lengths were fastened to the same b
It was then found that by stretching these strings over a
hollow body the sound was increased. We find a Bur;:]neise
instrument with the strings stretchecl over a hollow TI y
shaped like a boat. One of these specimens ’hzu-:. " “:,
fourteen catgut strings merely tied round the bow, so tha
it would be most difficult to retune them. A later mst-ruli
ment has developed the tuning-peg, fitting into a sma
hole in the bow. Dr. Stoll in an article in The Aryan Path

! From an article by M. Fredalis in Times of India, Bumlbay.
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says that the bow and therefore the fiddle is indigenoy
ocia and that the harp was evolved from the bow by tal
sednfon tergqt lengths of bow-string. Another type ig
Beted ﬁn the ks and Ananda lahars from the T
e a,nil t,:.hn;l:;(;?tnge—liiki rﬁonator is held under the
; : and holds T i '
lﬁf:,sg:.m of tlég rlgg:nt hang| twang tt!:]t]:matnﬁ ;legxhtt: wt
number of thin hamhboo whi the
3 be tightened or slackened, anrgd:},g;v istesioth .
ckan::?iﬂ fr?Amehota Nagpur and is called Nandin or
Tanjo;eaudshm development is the 7hanthona
I s a;gs around s:ick t1"’1‘;1:&1 in the hollow w
3 3y wWo i
pie{?a Efm];ma shows another kindu:fngsﬁeng:t;:r ':il}i ol
i amboo. The strings are narrow strips of ¥
refull] eg sh;%d off in such a way that the two eﬁ?:la .
o i ben €y are tightened by pushing a small
s B;gth them, @ are struck with a plect;
et ] In the middle of the flattened side
; there is a rect&ngtg]ar hole covered with a m

supported on frets, The Ky -

pn';z:tzm wents of this ;:1;?:1 18 one of the
Bimﬂ:rl}uwf;ﬂ? {sttﬂaj‘ il Jew’s harp and is P
in South Tn dia_s used occasionally in concert 1

WiNDp INSTRUMENTS
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of all these was probably the buffalo horn, a specimen
of which may be seen in the Indian Mnseum, Calcutta,
and which is still in use in South India. It was not long
before the brass horn came into use. Two parts of India,
Madras and Nepal, are noted for their brass horns. Prac-
tically all those in the Indian Museum came from one or
other of these provinces. The name in the north is
Sringa, Komiki, Kalahdy ; and in the south Kombu, which
is the Tamil word for ‘horn’. These horns are used for
signals, processions and festivals. In the south it is
often made of several brass pieces, fitting; into one another
for the sake of portability. It usunally has a curved
shape, and is about four to six feet in length. It curves
in two contrary ways, something like the old curved

coach horn. In the south it is only played by the lower

classes, probably reminiscent of the time when it was

always made of horn. It is quite possible to get a large

number of notes from it and shrill wavering cadences.

I have rarely heard a melody played upon it. A speciality
of Nepal are the snake-shaped horns, with a serpent’s or
tiger’s head as an orifice.

The Conch Shell or Sankhu is also a very ancient wind
instrument and is held very sacred. It is the precursor
of the trumpet. One hears of it in all the ancient litera-
ture of India, as being used both for warlike and for sacred
purposes. Today it is used a great deal by beggars and
in the temples to make a sound which has only occasionally
some of the merits of music. It hardly, however, comes
under the head of musical instruments. In the temple
ritual it either gives an opening fanfare, or plays a sort of
rhythmical accompaniment.

The Reed Flute, Vanda of the ancient books, or Bansuri,
is one of the commonest instruments in the musical tradi-
tions of India. It is also called the Murali or Fillagori.
It is always associated with Krishna, and he is usually
represented standing on one leg and playing it. This was
the instrument with which Krishna charmed the gopis
of Brindaban. It has various names and forms, and
more or less resembles the English flute. It is made from
bamboo hollowed out, or from a hollow piece of metal
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and has the usual sound-holes. The plapr blows dg
the stem and stops the holes as he desres. The ]
another variety, is hored cylindrically ad is a re
pastoral instrument,

Mr. Fox Strangways gives a number of flste scales
he found in different parts of India. Manyof the in;
were most curious aind there was only me scale
approached the western scale in its interals. Soj
the intervals are quarter tones and some wmite stran
our regular tones. One scale ran as follow:— j

bb
(3DﬂFGA.BO

The flutist produces the correct notes by making slig]
adjustments in the breath used.

The flute is still used to some extent bot by shephen
and by professional musicians, but it has lazely given way
to the reed instruments. |

The Algosa is a kind of flageolet and has the sey
notes of the gamaut.

The Ka-sharati is a. flute used in the Kiisi Hills, a
the Basiili one used in Nepal for weddings ad dances.

The Nagasara or Nigasuram is the comnin reed inste
ment of India. It is found from north tosouth, 3
wedding procession is complete without it This i
ment is from two to two and a half feet long and is co
in shape, enlarging downwards, It may Ik made
of wood or of wood covered with metal. In the n
wood is commonly used, and in the south fie best i
ments are covered with silver. It is piercd with

holes, seven of which are used in fingering, the remai
regulating the pitch. Expert players can produce an
intervals by partially covering the availabs holes, 'Ti
better instruments, particularly those of silve, have a ve

fine tone and, heard in the open air, are wry attra
The nagasara performers are often exceedindy e
are able to produce all the various graces forwhich Ind 1
music is famous. The melody is clear, inteweaved with
countless variations. A good ndgasara plagr is in gres

request and makes a very good living,
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inkairna is a kind of small nagasara. Itis similar
inzﬁzp{‘ﬁim’:h: same number of holes. It is a very
shrill instrument. b, : | 2 o)
The Drone or Oftu or Posigi is an instrument sk xmuept
wuch like the ndgasara and about the same size, n;} Pt
?l at the conical arrangement is a little }.a,rger. . 0 yko .
ﬁ(l:te is produced which is called the Sruti, tha;t ﬁ: ;;};zwezr
drone to the melody. The instrument h
gi?lfcfles so that the performer can vary the pltt_:gholf. 311:
note. It’is usually played in com‘tt))mta};m,on with eithe
Agn inkairna or with both. B,
““%mﬁibff n;:kam Sruti Upanga or Bhajana Sruti is
nother inatm.m’ ent used almost exclusiyely for tl}e drkrig?é
T s i b, e b 4 2 5 5
3| is inflated e m - D
th:u;}g::llz l:hﬁﬂm usually two, :;.re ujﬂ cat:;x?horl;i gbe;:llg
i to infla e 5
smaller than the other. One is use f i
laying the drone note. There is usually
;?:c:t);‘fpm or silk tied round the tongue, in order the
otter to control the sound. . _ i ' :
bLTtﬁ; Puiiji, or Jinjivi or T'ombi, or M agadi is t’}ll‘i ;ngi:‘&ly
s ook ot o battie s ol
; i are form : I
:i?tiggﬁltﬁrglﬁierted two cane pipes, the interior e.nds (iJ:'
which are cut so as to form reedg. One of };;Jeegll:les
pierced with finger holes so that it can be play : P’lehnt;
the other being sounded on the tonic as a drom s
Puiiji is constructed-in the scale %f _JmarE;;_n-rg:uws;';lﬁ
Han 7) and is played in the Ndgavarali raga,
iati?;;’;:;:g io be peculiarly ﬁleamlng ;c;ﬁ sﬁrpl;a::?l.wing i
An instrument something like the Pufiji, but s e
y mi i eds inserted into a gt_mrd, i8 8
:;li‘?sgi:;ﬁh{eﬁflg The pitch is determined by the _lei:lgtl}
of the reed. This instrument is}rlnag: on tﬁ&pt;mb?f? inod
the . Tt is found among the Assam tribes, an
i1-1(isosffi‘11nthat. a somewhat similar instrument is found in
China,
i ipe i t, made on the
The Nallatarang is & pipe instrurnent, .
Pl'inc?p]e aof the o?gan with nineteen pipes. It is played
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with a bellows, and each pipe is opened by a small I
attached to a primitive keyboard. e

There are a number of trumpets found in India, T}
most important of these are the following:—

The Kuma is a straight trumpet of brass, and i
sidered very sacred, even Brihmans being permit
play it.

The Taturi or Turaki is a curved trumpet of
like a bugle with one turn. Both this and the Kuing
used in religious processions. A trumpet similar to &
called Vianga, is used in the temple at Mathurai. '

The Sandi is a trumpet made from Sisavi wood.
about one foot long and has seven holes. The
blows straight down the stem.

Sandi is also the name of a reed flute similar
clarionet,

The Karana is a bigger sandi. The former is used
the two upper registers and the latter for the lower one

The Nafari is a small straight trumpet. |

The Kural is the panpipe of the shepherds. It con
of a number of hollow reeds or bamboos of different le
Its range is éxtremely limited and the scales use
different kinds of intervals. It is interesting to lis
its shrill tones, with their strange intervals, in the (I
of night as the shepherd watches the flocks. I once
one playing the following notes:—

B b f
Pd-PPP,GMPd-PP {GDGGG,EFGDGG.]-."' N

INSTRUMENTS OF PERCUSSION

Among these, drums take the first rank. As we h
already seen, the drum is one of the most importent
India’s musical instruments. It provides the tort
which all the other instruments must be tuned. It
royal instrument having the right of royal honours.
types of drum used in India are almost innumerable;,
it is impossible to give a description of many of thiem 18
this book. We can only pick out the most importani
describe these. In the Indian Museum, Calcutta, th

Trumpet

Buffalo horn
Snake-shaped horn
Kombu
Horn with tiger’s head

Some wind instruments

Trumpet



Pot-drum

Tomtom

Group of drums
Nagiira
Tabla Pair

Damaru
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are altogether 287 different varieties of Indian drums
exhibited.

The Mryidanga or Mardala is the most common and
probably the most ancient of Indian drums. It is said to
have been invented by Brahma to serve as an accompani-
ment to the dance of Siva, in honour of his victory over
Tripurasura; and Ganesa, the son of Siva, is said to have
been the first one to play upon it. 'The word mridanga
or mardala means ‘made of clay’, and probably therefore
its body was originally of mud. Large earthen pots are
used even today by Indian drummers. They are struck
upon the bottom and sometimes a piece of parchment is
stretched across the mouth. It is quite a pleasing instru-
ment. There is, however, today no ¢lay in the composi-
tion of the ordinary mridasiga. The 7iridanga is a barrel-
shaped drum about two feet long, with a girth of about
three feet in the centre. The two ends have a diameter
of about nine inches each. Slight variations from these
dimensions may occur in different mpidasiga. The shape
of the mridange reminds one of two bottomless flower
pots joined at the rims, The shell of the drum is now
made of wood, and is slightly larger at one end than at
the other. The two heads are covered with parchment,
which is tightened or loosened by leather braces enclosing
small cylindrical blocks of wood, which are either pushed
nearer to or further from the head which is being tuned.
As the strain on the braces is increased or decreased, so
the parchment head is stretched or locsened, and the pitch
raised or lowered as desired. On one of these two heads
is worked a mixture of manganese clust, boiled rice and
tamarind juice, in order to increase the pitch of the note.
This appears as a black circle, slightly raised in the centre
about one-eighth of an inch. It is a permanent fixture
on the drum, and the bare parchment is only left for a
very small width around it. The note of the head is Sa
and it is played with the fingers of the right hand, which
Strike it either at the edge or in the centre. The other
Side of the mridanga is left bare, but on every occasion
When it is used, a mixture of boiled rice, water and ashes
'S put in the centre. This helps to give the dull sound



124 THE MUSIC OF INDIA

Paiichama. Tt must be carefully swagh i
after it is used. This head is la};'ed wit?ldtl?f l:f:;e
m{g:r gé’lv.t?aman ii’;lhmf:;lﬁdg contributed to the
§ cutta, savs the i i
i %lllla m_ﬁdaﬂga:y Owing concerning the ov
‘The experimental examination whi
out shows that the drumhead of ‘:l?ilschinzt.m:nt
four clearly audible overtones besides the fundamental
to which in a well-made instrument they . sta
practically perfect harmonic relation. The five t
in fact, form a harmonic series exactly in the s
way as the first five harmonies of a stringed instrun
T.]na_ren!srka.ble result is due to the peculiar sys
distribution loading firmly adherent to the centre
drun_:hea.d which is adopted in this insgtrument
modifies its modes of vibration and bri
in five groups into harmonic relationship. . ..
'I_‘he_ observations prove beyond question that ¢
g;f:l;ga as m?t ftll-lo“imtlh instrument stands on a le
to’ll'all:ysicld}sferm.’ m other percussion instruments
e Tabla is found in the n
where it takes the place of the m?:%gnga:fl ciennmt.mdogf
one drum with two heads, it is two drums, the two

respectively’,
copper and the other of wood, or '
Both of them have tuning blocksboa.tgdm}?gmzz ?ifka
mridanga, or they may have iron screws which ¥
iron t-hrea.ds._ Both heads of the tabla have upon
permanent mixture. On the left hand drum it is wi
on slightly to one side and for about two inchesin di
On the other head it is the same as upon the right
the mridanga. The smaller fablg is sometimes
Bahya, though this is really a small wooden kettle
similar shape. Both the mridanga and tabld are esse
concert drums and lend themselves to all kinds of ¢
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finesse. The mridanga is used mostly in the south of India,
though it is also found in the north. The tabld is rarvely
found further south than Bangalore,

The Pakhawdj is a drum slightly larger than the mridanga
but similar in shape, which is used in the north of India.

The Nagara, or Bheri or Nakkara is a large kettle drum,
used very largely for warlike and religious ceremonies.
It is called Dundubhi in the ancient literature. The shell
is made of copper, brass or sheet-iron rivetted together.
The heads are made of skin and are stretched upon hoops
of metal. The head may be anything from two to three
feet in diameter. 1t is beaten with two curved sticks.

The Mahanagdra or Nahabet is a very large drum of
this sort used by wandering theatrical troupes, or by the
great Muhammadan nobles in their ceremonies. It is
sometimes five feet in diameter.

The Karadsamila is another form of this drum uvsed in
Lingdyat temples. It is slightly larger and the shell is
conical, with the apex flattened. The head of this drum is
braced by leather thongs round the shell. The skin is
often put on when wet and then shrunk into its place.

The Dhol is the wedding drum of India. Itis cylindrical
in shape and about twenty inches long and twelve inches
in diameter. It is made of wood bored out of the solid.
The heads are made of gkin and are stretched by hoops,
fastened to the shell and strained by interlaced thongs
of leather bound round the shell. A band of leather
passes round the shell in the middle and serves to tighten
up the instrument to the desired pitch. A mixture of
boiled rice and wood ash is often applied to the ends of
the dhol to give more resonance. This drum is played
tither by hand or with sticks. Sometirnes both are used.
If by hand, it is struck by the palm. The sound is a hollow
bang with very little music in it, and there is no possibility
of drumming finesse, as there is with the myidanga. The
kol is often used in temples at ceremonies and festivals.

The Dholki, Dholak and Dak are smaller and larger
kinds of dhol respectively. The former is used by the

ekkan women.



126 THE MUSIC OF INDIA

The Damaru, Nidukkuw, or Budbudaka is a peculiar
shaped like an hour-glass. A small stick or a pie
lead or a pea is attached to a string, which is wound
the middle. It is held in the right hand, so th
squeeze of the fingers tightens the braces and s
the tone a little within a sixth. The stick or p
lead or pea strikes on the drumheads alternately, a
holder turns the drum this way and that. This drun
said to have been used by Siva. Today, however,
the possession of beggars and snake-charmers and
ilk.

The Udukkw is a similar drum but is beaten wi:
fingers. fi
The Edaka or Dudi is a metal drum of this same
and size used in Coorg. One end of it is beaten
drum-stick and one by hand. In Malabar a drum of
sort is made from a gourd. When four or five of
are beaten together at a religious service the no;
prodigious. They have practically no musical value

The Karadivadya is a large-sized variety of the
kind of drum, which is beaten with a padded drum sti

The Udupe is a goblet-shaped drum used by the Ling
of Mysore in their religious ceremonies.

In addition to these, there are the various To
both large and small, used throughout India, parti
for proclamations of Government orders and sales
on, They are beaten with small wooden sticks.

The Pancha-mukha Vadyam or Kudamura is a pob
with five mouths and was described in an article
Hindu of October 26th, 1941, by Sri T. G. Aravam:
It is used at Tirutturaipundi in the Tanjore District
is an earthen jar about two feet nine inches high
two feet three inches wide at its broadest part.
main mouth is eight inches across and the four subsi
ones each five inches in diameter, The mouths are ¢o
with deerskin stretched across and the musician plays
them with both hands. The music from each mo
differs, but the general character of the sounds is W
similar to that of the mridanga. Specimens are also fot
at Tiruvarur and Tirnvanaikéval, both in the Ta

&
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District. There is one specimen in the Madras Museum.
Farthen pots similar to this have been found at Rajgir in
Bihar and are believed to be earlier than the third century
B.C. At Rajgir they are associated with pots and objects
believed to be reminiscent of serpent worship. A similar
pot is also shown in the Budh Glaya sculptures and ab
Patna, both of which are associated with the cobra.

Various kinds of tambourines are used. There is the
circular Thambatti of South India, the large Damphu of
Nepal, and the little Khafijeri of Madras, the latter very
much like the western tambourine. There are also some
known by the very appropriate name of Dindims.

Various kinds of cymbals are also in use. There are
the simple kind made of brass, copper or bronze, called
Kaitdla or Jalra or Maiijiva. One of them is held tightly
in the left hand and the other loosely in the right. The
time is expressed with many modulations of tone and
varieties of beat. They are by no means easy to play,
and experts produce with them most intricate and delicate
movements, all in perfect harmony with the time of the
musie. )

There are also large cymbals called Jharigha which are
used cially in temples. '

Th:?geis a piculia,r kind of metal cymbal used in Bundel-
kand, Tt is called Chintla and consists of two flat pieces
of iron two feet long with pointed ends, held together at
the other end by a ring of iron having a few smaller rings
attached toit. 'The two pointed ends are beaten together,
and the rings are also struck on to the iron in time with
the beats. 3

Various kinds of castanets are used throughout India.

The Kustar or Chittika consist of two pieces of hard
wood about six inches in length, flat on one side and
rounded on the other. Clusters of bells on small pieces of
metal are placed at the ends, and these make a musical
jingle when the Kustar is shaken. A ring is usually
inserted at the back of each for the finger to pass through,

¢y are held in the one hand, and the flat Burfa:oes are
beaten together by alternately closing smd opening the
ngers.
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The Kartal are large Kustar with two pairs of
and holes in the wood for the fingers to pass throu
to grip the instrument. )

hakra are circular wooden castanets made with g
concave surfaces. They are also called Khattali.

Another strange form of percussion instrument whiei
lingers in Burma is the Bastran. It is a kind of bo
melodeon, with twenty-five bamboos of different
for the note-keys.

The Jalatarang and Kastarany may come in
point. The former consists of a number of cups conta
varying quantities of water. It is played by dipping
fingers in the water and rubbing them around the rims
the cups. It gives eighteen notes in two octaves.
Kastarang is a similar instrument, but no water is
in the cups which are of different sizes instead.
may also be beaten with sticks.

There is an instrument in the Indian Museum, Cal
called Saptaghantika, i.e. seven bells (No. 191). The
are produced by small hammers striking the bells. 1
hammers are connected with keys similar to those of
western piano, which are pressed to move the hammen

CHAPTER VIII
INDIAN AND WESTERN MIUSIC

(apraIN DAy, whose example might well be followed by
other military men in India, says:—

‘Almost every traveller in India comes away with the idea that the
music of the country consists of mere noise and nasal drawling of the
most repulsive km.z often accompanied by contortions and gestures
of the most ludierous description, But in certelinly two-thirds of
such cases, the singing and dancing witnessed has been of the com-
monest, and the performers of the most abandoned and depraved of
the city; and the traveller has therefore received a false impression,
which may abide through life, or impede the progress of a more
correct appreciation of the real value of Indian music. But it is
hardly fair that an art so little really understood, even among the
natives of India themselves, should be judged by such a eriterion and
then put aside as worthless, because solitary individuals have been
deceived by ies of outcast charlatans whose nbject is mere gain.
For that Indian music is an art, and a very intricate and difficult one
too, can hardly be denied. But to appreciate it one must first put
away all thought of European music and then judge of it by an
Indian standard, and impartially upon ite own merits; of the in-
genuity of the performer, the peculiar rhythm of the music, the
extraordinary scales used, the recitatives, the amount of imitation,
the wonderful execution and memory of the performer, and his skill
in employing small intervals as grace. Then when we hear old slokas
and ghazals, songs written hundreds of years ago, sung with the same
sweet dreamy cadences, the same wild melody, to the same soft
beats of little hands, and the same soft tinkle of the silver cymbals,
we shall perhaps in to feel that music of this kind can be as
welcome and tasteful to ears accustomed to it /s the music of the
West, with its exaggerated sonorousness, is to ‘us; and so our con-
tempt will gradually give way to wonder, and upon acquaintance
Possibly to love. For the musie, let us remember, daily gives
Pleasure to as many thousands es its more cultivated European
Sister gives to hundreds. There is hardly any festivity in India in
which some part is not assigned to music, and for religious ceremonies
118 use is universal.’

. In judging of Indian music one must enquire whether

't contains those musical qualities which ensure an artistic

Appreciation from the cultured. When discussing this
9
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matter with an acquaintance once, he said to me, ©

ought to be something in all good music which any ¢

ear and mind can artistically appreciate.’ He
course referring to the best examples of either west
eastern music and to cultured minds on both sides
world. The question naturally arises here as to
it is possible for any one to appreciate the music
other side without some special education of the m
faculty. We know how difficult it is for people who
had no musical education at all to appreciate ¢
nusic in the west, and we know too that all classes o
educated to appreciate it. It is a fact that many m
artists of the west have revealed a very keen appreci
of Indian music, and some of them have learnt to 1
with real distinction. Some may think that this
rare occurrence, and not a possibility for everyone
has a soul for music. This book should at any rate
the fact that Indian music, whether fully develop
not, is at least founded on sound musical principles,
that it does contain possibilities of appreciation by al
musical people,

There are many reasons which prevent people
giving that appreciation to the music of the other f
which it merits. There are some to whom the mus
the other is simply a noise more or less disagreealb
perhaps “the least disagreeable of noises.” There art
who like Aurangzeb would have Indian music bur
deep that ‘neither voice nor echo shall issue from
grave'. Various causes may conduce to this lack of
ciation. A writer in the Madras Mail some tim
gave expression to one of these. He wrote:

‘I owe that Indian music, though it interests me, does not
to me in the least. I have tried again and again to catcly
comprehensive idea and grasp a beginning or an ending, to d
whether the music is pathetic or sublime, erotic or religious
have never yet succeeded.’

He goes on to say with impartial fairness:

‘The conclusion to be drawn is not that the art is inferior or
it does not exist, It is the ears of our musical understanding
are deaf to those sounds, which have so powerful an effect upo
neighbours,’

aB
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ere are also those who are repelled by the grotesque

o, vich o fe e

i usic even by some of the ists, bt f
11;1?11()?&::1'&% which ig altogether t;onﬁned to Indian ::rt.lsts.
[ remember a story which will illustrate this pm(:lli verays
well, and which incidentally shows that cultured In beamme
well find them grotesque. A foolish shepherd ; ca
suddenly rich, and one day a musician came an 83:‘1;%
before him, shaking his head, eyes _and hands in time mue
the music as he did so, and making the most groft:sc_;n
faces. The shepherd, not having seen that kind qd hi g
before, thought that he had fits and took him inside an
had him branded. The musician was glad to get away.
Still he went on with his art, and one day, when imgmg
before a king, the king was so pleased that he weuxllkl awag}
to get him a valuable present. The musician th ! tnghjs
his former experience ran off. Then the king Se‘nnf ) .
house and asked what was the matter, a-1_1d was 'Jll‘h orl?e
of the treatment he had formerly received. the fmg
replied, ‘ A fool may acquire riches, but does noF ere tgﬁ\:
become sensible.” Another story on the same theme e
of a musician singing before a shepherd,’ with sﬁnth
strange gestures. The shepherd wept coplouslyha i Bc;
time. The musician, being unable to understand the ca
of his weeping, stopped and asked him why he was v;f:}n;lﬁgé
The shepherd said, ‘Last night one of my Sheephink i
same disease and swelled up and died. When It tbjnk
vou too will die in four watches, it make's me sad t? s
of one so young suffering from such a dire disease. ot
story shows that it is not only the European who ﬁ'an ook
upon these things with a sense of humour. To a o.w’3 e
kind of thing to prevent our appreciation of the music ]; 4
lose the substance because of its covering. One mag;’e oge
that it will not be long before in India itself thesl;e g::;g 1(18 5
contortions will be condemned as bad form by the
pe%)]]:ﬁ as Captain Day says, there are many who 0011&8111111;
Indian musie without having made any anmDBh atte (rlr;gs
to understand or appreciate it. They take all ¢ 'exrdl o
of it from the indifferent barber’s band, or the wandering
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troupe with its noisy instruments. They are encas
in their prejudice, which forms a tough skin and pre
them from feeling any sense of the beauty and charm
music. One can only hope that some day they will
up to the fact that prejudice is farthest remove
discrimination, and that it has resulted not only i
loss but also in a loss to all, inasmuch as it has ham
real appreciation of things Eastern. Strange tho:
may appear, there are many Indians who feel just th
about western music. An Indian gentleman in
remarked to me that western music to him was like
howling of a jackal in a desert.” One is glad to know
there are today an increasing number of both weste
and easterners who are learning to appreciate the
and the art of the music of the other.
It would be well now to gather together some of
important distinctions between Indian and western m
1. The dominant factor in Indian music is me
or_monody, “while that of western music is h
or polyphony. the one case notes are rela
definite notes of a niga, and in the other case to
ing chords. Indian melody is produced by the
lated succession of concordant notes, while wi
ony arises from the agreeable concord of
related notes. As a result of this differentiation
music has developed solely along the lines of m
while the greatest development of western music has
place in the region of harmony. Does the fact
western music has developed a second dimension,
speak, make it more advanced than Indian music?
we call Indian music thereby inferior or primitive ?
usic has taken one line of development, that of
Iand, in order to add to its charm and variety, has de
every phase of it, including time-measure, in ways
have never occurred to the western mind. These
wo lines of development, and perhaps one has trave
far along its line, as the other upon its line, There has b
far more development in Indian music, than even
Indian musicians were: aware of; as until recently
Was no opportunity for the different lines of develop
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: ith cach other, owing
to converge O tgiste:ni&?faxe Tbsence of the habit o}E
to the enormoty, " o\ of facilities for mﬁmwm?ﬁ?
wide travel, « things are rapidly changing, mlln g
tion. Howev#ment all-India organization, w; gyl
we have a pe er together the scattered lines of develop=

: -3
unduubntgdgj{ Eg ‘hem to bear upon Indian music as a whole: 7.
ment & Tl

ical associations have been
- ,;;t.ly b mlglu?c-lovers have Ltm.d Ac]){qég:;
com their work.
tunity o got 0T ?nndjudginp;mthq= progress that has .
must be Temefy Go music. Another thing that has:
been feet this progress has heen the abseﬁri 4o
groatly hampﬁddu.niversal system of notation. 'Td g st
sn. adenpey o, and it will be possible soon to o £ e
s {b :{ng it of western and Indinn systems of m
relative p lity .
on & basis PLERE 50 lody is cast in one definite
dian melody 18 !
2 N"‘F;l'rmd both time and tune are wrm;ghzd m:g
o bhrongho'; whole. Variations are not allow o
one homogene®y “Ach orcists with the raga.

alter that o ausic is obtained partly by time-varisAors
alance

: to
¢ tern music mood is used
race. ‘In wes A : cdlar
and partly byy'ala.noe of the whole piece.” The 1:;11‘& g
artioulate the oy ¢ gifferent rigas, the rdga pictures A0G
tilmes foi.mgl,aoeiat-ed with them all fit into this i
the emotaons : |
the Indian me"ﬁf’ and perhaps most important of E}Eii:mf'.‘a:

& Then-as;e salient notes are fixed by long as&-%:c]lmt R
Indian musie i* nd any alteration of such saliency ld’ idual]
and tradition, n a melody. The relation of the (;:;l ; ol
ki Posmhkt-‘wf'her is settled by a.ncmntl_tr];it notes are
notes to one = the other hand, the salient ! e
western musi® mentary impulse of the harmony 2; the
made by the #7355 The cluster of notes rather than
fu&lpﬁrﬁ:ﬁ;‘& which has special value.
ndivi ic the notes are members ofba f&:‘;ﬁ; :l::)dgi Ao

‘In '[ndi.an_n.‘li and the newness is created by S oros o thé
plied by traditiech in western music they create new fo

and graces, whi? 1

music proceeds. o %4 s
|}

4 g DA chie AP Ty

¢
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‘In Indian music the notes stand out from each other as cly
a8 do the faces of our friends in our ming.’

4. Further, in Indian composition the melody is de

dent upon the relation to certain fixed notes which y
according to the rdga. Tt gets no store hy any pr
through notes which suggest h

parts of the melodic structure, 3

6. The use of microtones in Indian music j
eneral absence of the fempered scale gives a very dis
avour to it. To those whose ears have always b
uned to certain fixed intervals, this occurrence of q

different; intervals, some of them most strange to west
ears, alters the whole feeling of the musio, Mrs. M
says, ‘Western musice is musie without microtones,

dian music is music without harmony.’ o
7. We have already noticed the difference in ti

measures and this is accountable to & very consi
extent for the Strangeness of Indian m
Varieties of duration do not

come naturally to ears w
are habituated to varietiles of aceent,1

8. Another difference that has a great deal to do.
iati of music, is the matter

mphasis upon certain external qualities. Western m
i has_egmaﬁglemzemgr@at_smph@_is upon tone
ereas Indian music sses these by on the of

gives all attention $o execution and acor
e melody is not determin 0
Pleasure, but by adherence to certain fixed standards;
the quality of tone in which the melody is sung or pla;
have the importance that it does in the v
e

N 1 Se page 73,

INDIAN AND WESTERN MUSIC 135

“The Indian singer is first a lpusigla_g] iﬁi eﬂest:;nﬁzc:
oice-producer. He is not singing im"[eﬁnite L, ek
Eut. extemporizing according to som« Lof his song.  Thi
Imost unconsciously models the for® o b st Al
6 ounts for the frequent occurrence ¢ven 1 o
a;'cl'ff:'m.ult. sol-fa passages which hawe no m-'th o
‘Os-h;,;,ever. A short time ago, while tmlk][lnsgi? i
musical friend about a (:er?gﬂ ?1;%&; i fri’en.d, et
voice. y g :
igihzlg eryThgeO;fea.totbjng is for i}:m 22 ;lﬁl;g cﬂrea:‘cﬂzt:.?g
skilfully. e tone does not matter - [ : i
;}fsijggm .g!?ueﬁn, Madras, somewhat;i;fnfiﬁsrmwgggha’é
in discussing the singing of an Imdi¢ Indja'a;ny iy
o ed training in Europe, said thai 1a ke
récelvoss ag.rded with contempt, X0 trouble g b
% aki %il:hrgrgvoice or manner attractive. .He foi:ah ;wp
to‘ ! t ashamed if their gesturae® g '1“7}112!61::{1;9 St
b, &l?edm;nd their bass notes unnatuft&ma r§ e i
?l?;e rs g?: funetion to display their pE‘I‘fE;(O Ay {s hafpeares
iut-:ica.ciea of times and tunes, forms and *
traditions.’ s g 4at
A commentator adds, ‘In Europe Fet-llsfg:n?r 1311; It’;dj{;.
the sweetness of the voice, of the l;?d e Lk
they listen only for the tune—the me ooin wailis’) Talihi
It must, however, be added ‘that b ey
music-lovers are coming to realize the bty
and are placing very much greater enﬂ;- o B
One thing which often depniesses'tller Tt s intareiting
the harsh nasal tone of the Indpa.n simg | - 56t G awar
to find that, while many Indians aﬁfe;g; Bt
from it, the nasal tone still has its d“?er' i tmditiommn, -
Says that it is a degraded form of a ¥ t]{e i o
the effect that the yogi could c_;bt_mnhe deslzre st
Sin;qing without breathing, and it is the- A e
this power which is responsible for :ﬁe
habit of singing at the back of the n RS L
Sir Rabindranath Tagore goes dows r;msic N aed
causes of the difference between the MU
est:

jic jarred upon me. I
“At first, T must admit your Western mﬁ::e}:vg?an ,11::'1 tation of
heard Madanie Albani sing a song in which #
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the nightingale. Tt wasso childishly imitative of the mere exti
of nature that I could take little pleasure in it.’ i
‘And what food for musieal inspiration would a Hindu find in th
song of the nightingale?® asked the questioner, ‘He would f
the soul-state of the listener; he would make music in the same
that Esats wrote his ode. It seems to me that Indian
concerss itself more with human experience as interpreted
religion, than with experience in an everyday sense. For us, my
has atove all a transcendental significance. It disengages &
iritusl from the happenings of life; it sings of the relationshi
human soul with the soul of things beyond. The world by
i8 like Buropean music; a flowing concourse of vast harmony,
posed of concord and discord and many disconnected fragr
And tke night world is our Indian music; one pure, deep and
raga. They both stir us, yet the two are contradictory in s
But that cannot be helped. At the very root nature is divid
two, dsy and night, unity and variety, finite and infinite. We
of India live in the realm of night: we are overpowered by the
of the One and Infinite, Our music draws the listener away
the limits of everyday human joys and sorrows, and takes us
lonely region of renunciation which lies at the root, of the
while European music leads us a variegated da throug
endless rise and fall of human grief and joy.

On the same subject Mr. Fox Strangways says:

‘ One shows a rejection of what is transient, a soberness in
endurance in sorrow, a search after the spiritual ideals of life. f
other shows a vivid insight, an eager quest after wayside beauty
the_ dexterous touch that turns it to account. The one seems to
“Life is puzzling, its claims are many, but we will hammer
solution, not by turning away from ugliness, but by compelli
serve the ends of beauty.” The other, **Life is simple and b
close at hand at every moment, wherever we go; the mistake
ourselves if we do not train our eyes and ears and hearts to find |
(F.S., pp. 339, 340).

Mrs. Mann says in the same strain:

‘While western music of the wonders of God's e
eastern music hints at the inner beauty of the Divine in man
the world. Indian music requires of its hearers something
mooglb]of divine discontent, of yearning for the infinite
possible.”

Another writer remarks:

*An Indian banquet, with its vast variety of dishes of every
and savour, is bewildering to the European who enjoys eating
thing at a time, with his whole gastric soul concentrated O
Bimilarly the European’s multiplicity of sounds in music bev
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i to what
T o o S 2 T

Here is another statement of Dr. Erik- Chisholm, which
recently appeared in the Hindu, Madras : e

‘1 consider myself exceptionally.fomﬁqa? mMusvliﬁ
been invited into the homes of various t;n ?s\,mca‘l 2
and Parsis as their guest to hear concer : ? e
instrumental music performed by some of in finest

musicians. hearing the music of Hindusthan, one is

first ne is
be?vrillder?d by the strangeness of the sounds. The inter

vals, scales, idiom, instruments, vocal t.znem arfh éliEo;trer;i}
mon tl;'[eir'enltmt %ﬂg:l%ae(:l on melody and
ic is different. Musical ar
:"tl:;stl}?xrf acrllil mainly improvisional, appears at first contact
rimitive. Vo
A ;tl)'ztp on reflection, one must agree that it is reqsm'ggls:
to sui)poae that any nation, however bac&:fw:nk;a e
achjeve some degree of proficiency in an s:-rté lhave Pbeen
working at it long enough ; and the Hindus iz
working on their rdgas and talas, _theu' _swclsm, S u{;
anyonya layas, and all the rest of their musical techmq
st 3,000 years. 1
fofri:l:e;usic ‘of thjt; Hindu, the Chinese, the Java;t:sz,c :ho(;'
Balinese and others of the East 18 a8 mntureda. I:n i
the artistic sense, as anything to be found among
Wﬁw&;r:}ﬁat;c;n:}e dealing with comylgga‘ly _ma.tu_ue Ifém;-:gr
teristic art products of different mwhza-t:.lot_:: - '&t.ot-o Y
the fool in his ignorance would ¢laim superxor} y 1;:;01]8 Sa
the artistic achievements of any one group Ot na

those of the others.’

it i t impossible for
gay, further, that it 18 not
iln?:r?e‘}::;l:n]gs a.l:‘l ear and heart _for mus.ma:ngegllg !:.1:
learn to appreciate the charm of Indian music an koo
méasure to und it; and that this attitude 1st la:r A
productive of joy to oneself and to others, tl;an tzt. <
f insular prejudice, which refuses to think

g ttitude o ’ 2
:E:;mtcl):;e ils any possibility of finding something worth
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appreciating in the music of India. i '
training would probably be required meff;egm
appreciate all the niceties of the classical style, it

& point of studying the principl i
2 Ples and hist
> Th? expericnos of the west will bo:yul(‘) f
elsl? to Tht;snl::l;o progress in India,
ince this book was first written the Radi
play its part in the cultural life of India. C.Ii{1 ?: *-m

world,

from every part of India. An one now i i
'Ilt:ﬁir;: something of the heau’t.iesy&nd waluectf.-‘,f!’1 Illjgti?;: -
 also means that different parts of India can lea
music of the other parts and it is likely that, in cours
ttj;lme, Indian music will become more unified thm'
lse country. Standards of taste and diserimination w
a % ]l;e ((izreated by this new medium., '
! . deeper spirit of nationalism igion she
itself in music as much, if not more, t‘.g:g i;el;gﬁglrlt

grammar of music, to the proper theory of ra

znd not simply to churn out ofp&eir mi?ds anay%ziflgnd

dgﬁiaeged ﬁéo them to‘be musie, in accordance with noti

i om street-singers or from tradition. The sei
practice of Indian musie, if it is to advance, ne

great deal of original research, as well as very :‘.h 0
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education. Such research and cultivation of Indian music
means the giving up of time and energy now spent on
money-making to musical culture. It needs also the daring
which, while based on a thorough knowledge of the science
as it exists today, refuses to be handicapped by traditions
which belong to yesterday.

There are various practical ways in which enthusiasts
can help in the progress and development of Indian musie.
The first thing to do is to study and practise it for oneself.
There are books today, both in English ancl the vernaculars,
which will help in this. Then it is good to make a habit
of training the children in Indian music, and to see that they
can play at least one Indian instrument. Every oultured
family in the west aims at this, and in the large towns of
India at any rate it is becoming quite possible today.

It is possible also to render aid to the different musical
societies which are growing up. Princes and wealthy men
can liberally help the All-India Music Conference, the
Music Academy, Madras, and other similar bodies.

We can also help in a great extension of musical
knowledge among the people generally. There was in the
last half of the nineteenth century a great growth of
musical knowledge in England, largely through voluntary
associations, which grew up all over the country. The
different musical festivals which were organized also
contributed much to this; and there seenis no reason why,
in association with some of the annual festivals of India,
there should not be organized musical festivals, which
would attract artists and choirs from all over the country.

The ancient Greeks are said to have made a point of
teaching their children music, because they believed that
it made them more unselfish, and helped them to see better
the beauty of order and the usefulness of rule, Lord
Lamington, Governor of Bombay, at the opening of the
Gandharva Mahavidyalaya, said:

‘Music has in the t played a part in the education of the
People of India. I believe that it may do much more in the future,

if it is made an object of reverential study, and thrown open to far
Ereéater numbers than at present, and if it it allowed to take its
Proper place as an elevating influence.’
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Further, it is desirable that all Indian Universities |
establish Departments of Indian Music, as the
University and the Hyderabad University have
with competent Indian professors at their head.
P. Sambamoorthy of the Madras University is doing a
deal for the development of musical education and re
and has written a number of valuable books on v:
aspects of Indian Music.

‘ Every citizen of India must feel it his duty to lea
and understand something of the great legacy that k
been bequeathed to us by our musical ancestors,” sa
Prof. P. Sambamocrthy. '

In musie, as in all other things in India, co-ope

-and real comradeship between East and West is 1
if the greatest possible progress is to be made.

The morning will surely come, the darkness !
vanish, and thy voice pour down in golden s
breaking through the sky.

forth in flowers in all my forest groves.

RaBINDRANATE TAGOR)

' ~—9) Oriental Music, by L.

APPENDIX I

BIBLIOGRAPHY OF INDIAN MUSIC
(Works in English only)
Oriental Collections, by Sir W. Qusley.
Anecdotes of Indian Music, by Sir W. Ousley.
Musical Modes of Hindus, by Sir W. Jones.

4 The Indian Musical Insiruments, by Col. P.
French.

g0 b0, LT

T,

— 5§ A Treatise on the Music of Hindustan, by Capt.
Willard.

—8) Musical Scales of Various Nations, by Alex. J. Ellis.
‘“% Grammar of Music, by J. D. Paterson.
8. Sanghit, by Francis Gladwin.

O. Stafford. Rose & Co.,
Bombay. -
~~10) Ethnological Study of Music, .
~—(1) A Study of Rhythm in Primitive Music,
8. Tryon. ]

12. Universal History of Music,
Mus. Doe., Caleutta.

i i scal kniowledge with a valuable
interesting compendium of musica :
"h:;;t;r on the Music of India. (Out of print.)

¥ 1 iled by Raj
13. Hindu Music, compiled R
By various authors. Calcutta, 1876.
Mukerji, pp. Viii, 308.

A collection of essays by
aspects of Indian music.

by Charles 8. Tryon.
by Charles

by Rajah 8. M. Tagore,

ah 8. M. Tagore.
Babu Punchanan

well-known Oriental scholars on different

(Out of print.)
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14. The Siz Principal Rdgas, by Rajah 8. M.
Cﬁ.lcutta, 1877. Calecutta Central Press Co., Ltd.,

xu.

Gives a general introduction to Indian musical theory,
detailed descriptions of the gix rigas. With six fine plates
senting the riga pictures. (Out of print.)

15. The Music and Musical Instruments of
India and the Deccan, by Captain C. R. Day,
1891, pp. xvi, 173. 17 coloured plates. Novello,

A good general introduction to southern music, with

description of musical instruments and some fine coloured
Very valuable book.

16. Oriental Music in Staff Notation, by A. H.
swamy Mudaliar, Madras, 1892, pp. 36, 106,

It deals entirely with Karnatic music. The introduction
mentary, giving information concerning the principles of |
Indian music. The longer part of the book is taken up

examples from the great masters of the south, written in
notation, and also a few folk-songs.

17. Indian Music, by Bhavinrio A. Pingle, of Kath

wad, Byculla, 1898, pp. xviii, 341. Second edition.
A good aceount of the music of North India with a fow exampl
‘A mine of information on many details of performance.’
(Out of p

18. A Short Account of the Hindu System of
by A. C. Wilson (Lady), Lahore, 1904, pp. 48.
Singh & Sons, Lahore.

An elementary account of Hindusthani music. Has a go0

19. Indian Music, by Ananda Coomaraswamy, 1
G. Schirmer, New Work and London. Reprinted !
The Musical Quarterly, April 1917, pp. 9. '

20. Indian Music, by Shahinda (Begum Fy
Rahamin) with preface by F. Gilbert Webb, 1914. Wi
Marchant & Co., London, pp. 96.

A general account of Hindusthani musie, with descriptions of 8
number of Hindusthani ragas and with a number of riga pictures.
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inect indu Music, by E.
. Notes on the inles o:f/Hm y
St?;diot. With a collection of nine :c:f:m?lc'chesé Flrg;; -tshsa
Madras Jowrnal of Literature and Science for 8
pp- 28. .
A very slight account of southern music.

i i ; n essay
. Indian Music, by A. K. Coomaraswamy, &
onzihe Dance of Siva, by the same author, pp. 72-81, 5
plates.
An interesting description.

acture in India, by T. N. Mt}kharji,

Figs “it;zdja;ﬂnaﬁ?{seum, Calcutta. Spi%%mﬂgal coxagﬂe;isggr

lasgow International Exhibition, 1888, cutta, 1888.

gia;eﬂtendent of Government Printing, Pp- 451. Musical
I'nstruments of India, Pp. 76-96.

o4, First Steps in Hindu Musie, by H. P. 5§rishna,
Rao .Mynore, 1906. Weekes & Co., London, pp. 92. _

A ; elementary work with a small collection of South Indian
melod?gin staff notation.

5. Essays on National Idealism, by A. K. Coomara-
swamy, Colombo, 1909, :
About twenty pages on Indian Music.

indi i G. 8. Khare,
g Thoughts on Hindi Music, by
Pozof:l‘a fgﬁﬁg Arygu Bhushan Press, Poona, pp. 16.

A + read before the Literary and Philosophical Club, Poona.
; :& Elai‘gl?t diseussion on the srutis.

i Deval, Poona,
indu Musical S , by K. B. Deval, :
19?3!.. %f iBhushan Press, Poona, pp. Viil, 49. With
an Tntroduction by Mr. E. Clements. '
Deals only with the theory of the twentyy-two srutis.

heori i i ic, by C. Ganga-
: nd Practice of Hindu Music, by
dhi?' giadr:s,a pp. 40. Methodist Publishing House,

Madras.
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A very elementary and superficial account of Karnatic m

Specially meant for ingtruction in playing the vina.

29. Introduction to the Study of Indian Mus
E. Clements, London, 1913. I}.{) g
lpp. e ngmans, Green

A technical discussion of the Grames and Srutis, With a gl o'

Contains translation from Natya Ststra and Sarngit- ;

30. Some Indian Conceptions of Music, by Mrs
Mann, 101119, m, 41, Prossedings. of ‘the 1}

g A P oceedings of the A
Gives an account of the Karnatic system,

3l. The Indian Music Journal, Editor, H, P, Krisk

Rao, Mysore. Bi-monthly. Tw 012
e T ¥ o0 volumes only, 1912

Contains much valuable and interesting information and a tre
"

lation of portions of the Ragavibodha,

32. Contribution to the Study of Ancient Hi
by Rao Sahib P. R. Bha.ndar]fm{ Indore, I%;gdu
Indian Press, Mazgaon, Bombay. Reprinted fr

Indian Antiquary, Vol. xli. July, August and Novem

1912,

A discussion on the érutis. Also contains Iyan
. 2 g . + thy L
inseription on Indian music, probably of the wv;tlgucgntmy

33. The Music of Hindostan, by A. H. F
‘ Clarendon Press, Oxford, 1914, pp? 364, i

Deals primarily with Hindusthani i taml‘l
valuable information on Kmsﬁcl ::uu:cc, bmn‘lmnt
scientific treatise on the subject by an e in weatu?-n i
8 keen student of Indian musie, who splendid opportunit

hearing and studying the best Indian music. Contains a g0

glossary and index.,

34. The Hindu Scale, by A. H. Fox Strangw
Sammelbande dere Internationalen in Musik-Gesol?a
1907-08, pp. 449-516, Briitkopf & Hartel, Leipzig.

Treats of the underlying prim-iples of Indian melodies am!

connection between Greek and Indian musie

BIBLIOGRAPHY 145

35. The Psychology of Music, by H. P. Krishna Rao,
Mysore, 1916, Wesleyan Mission Press, Mysore, pp. 71.
Re.1-4-0.

An interesting description of the emotions associated with musical
noteamdmelodies.

36. Theory of Indian Music as expounded by Soma- ¥
witha, by K. B. Deval, Poona, 1016. Arya Bhushan
Press, Poona, pp. 64.

An introduction to the musical scale of India and an explana-
i of mmany verses from the

tion, accordmgH:;.t the author’s view,
Ragavibodha. His explanation is not accepted by other scholars
and musicians,

37. Report of First Indian M usical Conference, Held
at Baroda in 1916. Published at Baroda, 1917. Baroda
Printing Works, pp. 63.

Containg summaries of papers and discussions,

38. Indian Music, by Mrs. R. M. Dunkelberger,
Rentichintala. Article in Gospel Witness, Guntur.
February, 1917,

A general account of Indian Music.

39. Guide to the Musical Instruments wn the Indian
Museum, Calcutta, by Dr. A. M. Meerwarth, 1917.
Government Printing, Calcutta, pp. 33. As. 8.

An account of the very fine collection of Indian musical instru-
mentg in the Indian Museum, Calcutta, with pictures of many of
them.

40. Hindu Music, by C. Tirumalayya Naidu, M.R.A.S.,
Madras, 1896, pp. 37. Vijayanti Press, Madras.

An English introduction under this title in a book by the above
author entitled Gana Vidya Sanjivini.

_ 41. A Short Historical Survey of the Music of Upper
India, by N. V. Bhatkhande, B.A., B.L, Bombay, 1917.
Published by Karkhoro Maneckji Minocher-Honjj of
Bombay Samachar, pp. 52. Reprint of a paper read at
the All-India Music Conference at Baroda, 1916.

10
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42. Karunamgpita Sigaram, by Rao Sahib Abraha
Pandither, Tanjore, 1918, pp.y200, Laa{vley AEIe -l i
Printing Press, Tanjore. 3

A technical and abstruse account of the development

Indian Rigas, with special ; !
R &ncien’t T&mjﬁlpeﬁw;:k;.‘eferenm to the author’s peculiar ¢

43. Indian Music.
Caleutta,

Contains a number of articles on T dian ic, 1 ding v
RS il Musie, inclu one |
k_sedF;g‘sS;z:@gwaya, a.nd one by Professor Percy ’Brown on * Fi

f-

Young Men of India, May 191!

1

44. Travancore Music and Musicians b, :

) i ; by T. Laks]
Plllay, Triv; , 1918, Included in collection of
published by the author, pPp. 93-133. !

A historical essay of some interest,

Held at Delhi, December 1918, By the 1
1919, pp. 60 with four appendjces:? and mgﬁgr;%f:;

A very valuable account .
bF thn wooas. ount of the proceedings and good s

46.  The Melodies of Amir Khusru, by Thakur N

Ali Khan, p. 48. Pa
Mokl Ghitoniies o ks, Dedand Al

47. Thana Sangraha, by Pandit Rathan A
Principal, College of Musie, Lucknow. Re. ltjankar, E'

, An exposition of Hindusthani Musie, with speci 1 o to thé
singing and development of ‘Thanas’ or vm&ﬁzc;: oz;ei‘;:;r;&e % 1

48. The Ragas of Karnatic Music, by N. 8. Ramachans
dran, University of Madras. Rs. 3.
An aceount of some of th inei & i qsi0
and their musical elabomtio(::.i]rmmpal ragas of Bouth Tndisg 2 B
I0OB
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49. The Music of Orient and Occident, by Mrs. Cousins.
Rs. 2. Indian Music Publishing House, Madras.

50. Key to Hindu Music, by Chitti Babu Naidu. Rs. 5.
Indian Music Publishing House, Madras.

51. Hindusthant Music, by G. H. Ranade, B.Sec.
Rs. 2/8.

An outline of its Physies and Aesthetics. Published under the
auspices of the University of Bombay.

52. Principles of Layam, by K. Ramachandran.
Indian Music Publishing House, Madras.

53. South Indian Music, by Prof. P. Sambamoorthy,
B.A., B.L. BooksI,II, ITI,IV. Indian Music Publishing
House, Madras.

Thorough historical and technical account of South Indian
Music.. Books III and IV are of special value.

54, The Seventy-two Melakarta Janya Raga Scheme with
chart. By Prof. P. Sambamoorthy, B.A., B.L.

An aecount of the South Indian Réaga Scheme.

55. Syama Sastri and other Famous Figures of South
Indign Music, by Prof. P. Sambamoorthy, B.A., B.L.
Indian Music Publishing House, M&draf..

T i e

As12,

56. The Flute, by Prof. P. Sambamoorthy, B.A., B.L.
Indian Music Publishing House, Madras.

The account of the origin, development and technical features
of the South Indian flute.

57. Indian Melodies in Staff Notation. Book 1. By
Prof. P, Sambamoorthy, B.A., B.L. Indian Music Pub-
lishing House, Madras.

A fow well-known South Indian melodies in the Staff Notation,

58. South Indian Musical Instruments, by Prof. P,
Sambamoorthy, B.A., B.L. Madras Museum Bulletin.

An secount of the musical instruments in the Government
Museum, Madras.
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59. The Mela Raga Mdalika of Maha Vaidy
Stvar. Edited by Pandit S. Subramania Sastri.
Adyar Library, Madras. Rs.2.

Exposition of the southern gystem of ragas as found in'q'I ‘
Sangraha Chudamani. ]

607 Sangit Bhava, by Maharana Vijayadeviji of D
pur. D, B. Taraporevala Sons & Co., Bombay.
Vols. T and II.

An account of the theoretical basis of Indian Music and especia
of Hindusthani Musie, and of a number of Hindusthani ragas.

61. Svaramela Kalanidhi. Edited by M. S. Ramaswan
Aiyar, with Introduction, Text and Translation, 1932.

s
(62) Ragavibodha. Edited by M. §. Ramaswami
with Introduction, Text and Translation, 1933.
Printing Works, Triplicane, Madras.

63. Indian Melodies in Staff Notation, by Profs

Sambamoorthy. Book I. A. H. Stockwell, London,
Music Publishing House, Madras, Re.l.

Includes ten melodies from well-known composers,

64. Problems of Hindustani Music, by Hemendra L&
Roy. Calcutta. Rs.2-8. 1

65. Journal of Music Academy, Madras, 1928-46.

Contains many articles of great interest on Indian Musie S
South Indian rigas.

66. A Short Survey into the Music of North and £
India. By S. R. Kuppuswami. Coimbatore, 1949,

A plea for the synthesis of the two systems.
67. Karunamyita Sagaram. Book II. B

il
Pandither. Published by Dr. A. 8. Pandyan, K. M.
Tanjore, 1949. Rs.15.

Account of the Music of South India.

68. Chaturdandi Prakasika of Venkatamalkhin.
Sanskrit Text with Supplement, 1949. Rs.5.
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i ion by Pandit S. Subramanya
part II. Tamil Translation by :
Qastri. Music Academy, Madras, 1949. Rs3

1 cales. By
—Tntroduction to the Study of .Mus:.oal S
Alg?x.l ﬁahbmwral%& By the India Society, London,

. 279. ‘ : : :
PPA discussion of the tm_lsical gystems of the Chinese, Hindus,
(irecks and Western musicians.

i Se.
70. Hindusthani Music. By G. I'II% Ranade, B
Aryabhushan Press, Poona, 1939, pP- ik oo
A survey of the evolution of Indian Music and an acco
various forms,

71. Sakoda Ydzh. By P. V. K. Nataraja Pillai.

m, Coimbatore, 1947. ;

P‘z:c?;n?:f ancianb’and modern musicél instruments, especially
the Yazh and Vina.

72. The Mathematical Basis of Raga Prastara. By K.
Ramachandran, 1948. Re.l.

73. Sangitakalpadrum.
Bhagavathar. 1948.

Published by Sri

Trivandrum. ] B
i from Sanskrit works on “

8 Qof&aﬁégmh;a&mxda, Bangita Samaya Hara, ete.

3 by the Philharmonic

: Arya-

R. S.

Pt. I. By Dr. L. Muthiah

Swati Tirundl Academy of Musie,

as of Hindustan,
sﬁéwi?ewggmm Tadia, Poona, 1918, pp. 41, 44.
bhushan Press, Poona. ) i
garigamas of 70 ragas collected and arranged in a: 21;1: t&eo?-!;
b taff notation. With an Introduction O S
DE‘ tInﬁmnha F% by Mr. E. C. Clements, 1.C.B. A very
o L ]
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| TABLE OF $RUTIS ACCORDING TO KARNATIC MUS I
(From South Indian Music, Book IV, by Prof. P. Sambamoo 3
Symbol Vibrations

per second, cents, Rﬁg&.
mA}{, NaLb 240 0
: .o 2528

: .o 666 _
su & t.lRl T 270 ;Osz
Saghdbn Ga T 284.4 264
Antara g‘, Oa | vsile 288 316
Chyuta Ga g 300 386

dha Ma e 30375 408 Andhaig

S
rati SR T
Chyuta Ma s 3375 500 K i
Panchama ]l;, géé'a '%g Vﬂrgff]
E.ka.&. “t:i Dha < 4d 37 :
Dvisruti Dha d 382 gfi Sdveri,
Trifruti Dha SIN 400 8
Getheuina | 4 B8
il n 426.6 996
Kol Jukd 432" 1018
Chyuta Ni r o 450 1088
Tara SHADJA . 8 4556 1110

A kB 480 1200

APPENDIX III

GLOSSARY OF INDIAN MUSICAL TERMS

The numbers are those of the pages in this book

The term southern or northern placed after a meaning indicates
that the word is used in that sense only in the south or north

respectively,
Abhanga
Abhog ..
Adambara
Adhvadarsak
Aditala ..

Marathi devotional song, 93.
Closing section of a Hindusthani song, 88.
An aneient drum, 10,
Name given to Ma, 63.
Three-beat time, southern, 76, 77.
Syllable unit of time-measure, 74.
Third gection of Aliphana, 87,
CGiraces and ornaments of melody.
Improvized introduction to a melody, 87,
A flute, 120.
A musical instrurent, 102.
Prominent note of a raga. Also called
Vadi, 40.
An ancient bow instrument, 117.
A gamaka, the swing, 86.
The tetrachord, 75.
Second section of northern melody, 88.
Sharp of Ga, southern, 13.
A member of the Saman chant, a falling
tone, 27.
Smallest time-measure. One akshara, 74,
Fourth string of vind, 106.
Second section of a Karnatic melody, 88,
Secondary consonance, 26.
Heavenly dancers, 7.
Syaramandala, dulcimer, 116.
Axt ancient Sanskrit metre,
Complete ascent of the gamut, 86.
A glide, northern, 85.
First section of Hindusthani melody, 88.
Four-beat time, southern, 76.
Crooked four-beat time, northern, 77.
Double flat, 4.
Disjunet motion, thirds, fourths and fifths
in Siman chant.
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«« Aformofm
92

.+ Bide strings of v
106. e

O

Sixth note of Szman scale, 27, 30,

e
Complete desce

nt of gamut, 8¢
- Complete section of time:n:a:g:;re 6, 75
’ r L

Small drum, 123,

Southern form of tambiir, 113,

A flute, 118,

Burmese melodion, 126,

- Nepili flute, 119,

Bm}gﬁh folk music, 93,
A singer-preacher, 92,

usical entertainment, A bang

Drone instrument, 120,

Nagéra drum, 123

Slow speed Gdagm northe

P ] hern T
Nart.hern name of vina 10. » 79,
Dn:m.gtroke sy}jableé’ 82, 4,

A musical

Variety of tamb

Passage in :
ar, 1 133‘:1’938‘10, 86.

Small drum like hour-glass, 124.
Circular wooden castanets, 126,

A syncopated time

ha in south, 3, 5.

A form of melodic composition, 91,

Fourth note of Saman

scale, 27, 31,

A Jati in time INeasur
me.-y e, 76.
Same as Chartala, 77, 82, 80,

A musical §

Curious iron eym
C&s’b_anets, 125.

t liko Sararigr, 102, 11
and similar inst;

bals of Central India, 1
Ancient name fi . £ ,
“fallen *, or certain &rutis, Iite;

=+ A Hindusthani melody, 9.

A synco
A large
Tambourine, 125,

A small drum, 124,

A four-beat time,
Form of Ki

ted time,
ol, a drum, 124

northern, 77,

: northern, 77
Sixth note of the octave, 3. 5. 30, 5.

114

A four-beat time, northern, 77, 89.

..
..
e
"o

o
.

.
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A drum, 124.

A drum, 124,

A small dhol, 124.

A northern form of song, 88, 80.
iourg:;at time, southern, J’Uﬁ.

northern popular song, 90.

A stringed instrument, 109.
Tambourine, 124,

A fo;r-baat ﬁ;nﬁe-meu%gra, northern, 90.
Quick speed, allegro, 79.

A reed instrument, 94, 120,

A time beat of two aksharas, 74.

A kind of drum, 124.

A very quick speed, Allegretto, 79.

A melody in the same, northern.
Allegro time, northern, 79.

Ancient name for the nagira drum, 8, 28,

123.
Second note of Saman scale, 27, 30,

Small metal drum, 124,
A single beat time-measure, 76, 77,
Stringed instrument, Bengal, 110,

Four-beat time-measure, northern, 77.
A flute, 118.

Primitive bow instruoment, 117.
Giraces and ornaments, 83, 133.
Third note of the octave, 3, 5, 30, 33.
An ancient scale starting on Ga, 34, 35.
An ancient raga.
Class of heavenly musicians, 7.
Science of music.
The slide, T5.
Time beat, 6.
Form of northern melody, 91.
An old song on Krishna, a famous postical
composition on Krishna's lilas, 14.
Primitive bamboo instrument, 117.
Variety of Tambar, 114.
The proper starting note for a riga, 39.
An ancient scale, 2, 33.
A time beat of eight aksharas, 74,

A ga.mxﬂm Appogiatura, 85.
Religious musical entertainment, 92,
Song of Holi festival, northern, 90,

Ancient Tamil name for Pa, 32,
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Jalatarang .. A musieal instrument on ra i . A sacred-trumpet, 121.
Jara .. 2 sthmcymmge?"p”mg'l 3 ?{:m n % Andmt'!amilnamoégrﬂt,sz-
jﬂmka raga . g;ﬁmnlraga, southern, 18, 43. Kural L2 Pmpipe,wluzthem, 122.
Jm ’:fw . vative l';iﬁa, ;ooutharn, 18, 43. Kustar - . (Castanets, 127.
. Iﬂrso " l .
Jaru .. va A shdﬂ‘:y;?. Laghethen .. A time-length of four aksharas, 74.
Jai .. ik ﬁnt;i:gﬁ mof rhga, 2, 10, 42. Linam «« .. A slide, 86,
. class of time.measures, 76.
Javadi .. .+ A Kanarese song, 93. o Madhya Medium speed, 'rflod.el'&tO, 79.
Jhampa vy LA ?:me-beat time, southern, 76. %ﬁadle ke r?mw S5
S A four-beat time, rthn.m’ ; i ourth note of the y By D0
Jhara .. Rapid arpeggio, s:,o s Madkyouss Name of ancient grima, 34, s 158
Jingivs ., Snake charmer's pipe, 121. Magadi .. ... Snake-charmers’ reed instruxient,
Fork  ney Medium speed, northern, 79. Mahdnagara .. A very large nagara drurf, 122
Raikibilai A Mandaran 1y g;w{zdstrms_:::m_&mé
Pt . neient Tamil name e ) o lower voice register, &.
Kaisili .. .. A gharp of Ni, sout.h;-fl,gaa: 53 ¥ Mol Fifth note of the Siman geale, 27, 30.
ﬁmﬂﬂa B .. Hand cmm;s’ glﬁ' 123, Mandragati G, I”“;J:“’i“;:oﬂ of octave.
M‘ e H]ghaa 8 ) th 3 M 3 i CS"_m i e
Kakapada .. Time-beat o;psimiﬁm %4,5 i g?:ﬁiﬁ;: Hindusthani songs for the Mubarram, 92.
Iéﬁ = .. Musical speed, 79. T Mawa o 3 Uni:i :,sf t.nnu-n;.;:sum. 12, 1122.3
oy .. A minute divisi akshara 3 ‘Mardalas. . . Mridanga, southern name, . &
gmm Mikes oy R " Mathya - 1 e e e 116 gt
: .. Musical and religious performance . » g A peacock di .
Eﬁmp{g}ﬁmpa .. The tremolo, 31;81 v 9% };:h% .. A primary rélsga. gouthern, 18, 42.
aradi Large 1 ghake, 85.
Karadsuia i m?figg.‘“ﬂm drum, 126, ;{'::gi B b %";i‘:‘ cipal time-beat of Avarta, southern, 7.
Karana . . .. ‘Trumpet, 121, Mideglis The seven-member jiti of time-measure,
Karkhé . . .. Rajput war song, 93. ) southern, 76. 79, 123
Kaudl’ . Castanets, 72, 127. ! Mridanga A concert , southern, 9, 9, s
g:uamﬁg A fute, 117, ! Mural) s A fiute, 28, 103, .
.. Musical insti t ' Miirchhand " Amncient name for modes, =7
Katyayana vina A vina with%?;ﬁ:i! 00 1%21‘3 M felody-form for riga, southern, 86.
Kdavadi sindhu Southern folk song, 93. A note, northern,
Rose - Tintal. , P Marsing: - Jew’s harp, 117.
Khali . Silent beat of northern time-measure, 77 Miy A flute, 119.
Khanda . Jati of time-measure, southern, 76.
Khanjeri Form of tambourine, 126, s Nafari .. Small trumpet, 122.
Khattald, . Castanets, 127. Nagarg »s Large kettle drum, 124. o
Khyal . Northern form of song, 88, 90 Nagarkirtan A musical and religious performance, €0
Kinnara. . Class of heavenly mvmielana. 7. N A clarionet, 120. A
Kinnari Primitive stringed instrument, 102, 11 Nahabet A large nagdrs, 130,
Ktrxmtam : £ iorm u:lf musical perforspance, northeri, Nalkara ?\m;;;:s i.nl:t‘rwmﬂéntr bl
Komal . A 321—., .:m il v, 35, 65 f-t-ﬁ?;n ) _g Primitive bamboo instrument, 117.
Kombu. . Horn, 118. Nataka .. Dramatic performance, 83.
g;{zyh .. Horn, 119, Nitya Masic aud Hsncing, W o an chant, 28
.. A southern form of melody, 22, 88 Nicha g Lower voice gister Sam 08
Krushta Higheet note of Shman soalo, 27, 9€ Nidha Final section of Saman chant.
Kudamuyra A grum,nf%.or moale, 87, 408 .\':'du k’;’; Small drum, 125.
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Ninkairna

Nishadr
Nondi Sindhu
Nos_bug e

Nyasa

Odava
Ofttu
Orikai
Ovis

Pakhawaj
Pakka-sarani
Palar ..
Pallavi ..
Pan A
Pafchama

Panchamukha Vadyam A drum, 126,
Paran .. i

Rishabha

THE MUSIC OF INDIA

Small , 120.
.. Seventh note of octave, 3, 30, 33.
.. Southern folk song, 93.
Z Drone instrument, 121.
Proper final note for raga, 39.

Pentatonic riga, 47.
.. A drone instrument, 121.
.. The sghake, 85.
.. Maratha song, 94,

.. Large mridanga, northern, 124,

.. BSide strings of vina, 106.
Ancient Dravidian mode, 12, 34.
Fués; qsegct.ion of southern melody. Ch
Ancient Tamil melody, 12,
Fifth note of octave, 3, 30, 33.

Dnsism-like stroke on a stringed instru
.. Particular kind of drum-beat.
.. A Gamaka, staccato, 86. !
Primitive two-stringed instrument, 114
Primitive single stringed instrument,
Time-measure of twelve aksharas, T4,
The drone instroment, 121.
Marathi war song, 93.
Ancient name of musical composition,
Drone note of S8aman chant, 27.
Introductory portion of Biman chant,
First note of gﬁmﬂn scale, 27, 30.
Second section of Saman chant, 27.
Sharpened Ma, southern, 35.
Snake charmer’s instrument, 103, 121.
Secondary raga, northern, 41.
First tetrachord of octave, 64.

Same as svaramandala, Persian, 100,711

A stringed instrument, 102, 114, 116,
Aneient musical instrument of Riva

A melody-type, 2, 10, 39. )
First section of Aliphana, northern, 87
Secondary raga, northern, 42. -
Same as ragamalika, 93. | 8
Musical composition of many ragas, 93,
A variety of vina, 107. 3
Second note of octave, 3, 30, 33.

Riypaka .-
Ripaka Aldp

Sadhdrana
Sadras - -
Sahitya . -

Sandhipmkﬁi

Sangath . .
Sankhw ..
Saenkirna

Sankirtan
Saptaka
Sdarani
Sarangt . -

Sarasvatt

Sargam .«
Sarinda . .
Saroda -«
Sarrawat

Satar: [sel o
Sata-taniri-vi
Shadave
Shadja -

Shagkdla. -
Shatsrutt

Simhanandana
Sindhu ..
Sitar
Sphuritam
Sringa

Sruti

Sruti Upanga
Sthayi

GLOSSARY 157

aat ti hern, 76.
o-beab time measare, sout! i
?l'zrea-beat time mesisure, nort.hfax, 17.81
Second gection of Alaphans, no ern, 87.

Name of first sharp of Ga, southern, 3, Bl
‘A Hindusthani melody, 90,

rds of a song:. :
ghri?iri;a.lbe(:m of a time section, northern, 71

I ancient Sama Veda, 217.
%ﬁwcfémmg alll the notes of the octave

in both ascent and descent, 43.
Perfoct consonance, 25, 26.
Theory of comzanm_m, 26.
trumpet, 122.
%Mrd mg:t.iun of n;:rb};er:t;meelogg, 88,
Ascent and descent of 0ctave, o¥. b
Morning and evening twilight, Nangi given
to ragas to be sung at that time, H4.
Variations of thmﬁb 22, 89.
ch shell, 101, 119.
(Si::en‘:nmr:ber j’al:i of time-measure,
aouthm.f’?ﬁ. B
ical performance, 24,
%i:?swg: notes of thgﬁgamut, 30.
i i f vina, 106. ; Mixe i
Fﬂ?x?gxelﬁ ?n;tnment, Indian violin, 102,
110,
s
Goddess of music and arts,
Name of particular kind of vini.
“A song in sol-fa syllables, 91.
A variety of Sarsngl, 111.
A form of Sﬁra:‘fgi, 102, 112,
Kind of Sarangi, 111.
ame as sitér. .
i viné with 100 Zt.-nng57 , 101, 116.
tonie T .
%iisx?nxe o%%.?::a octave, 3, 30, 33.
The name of an ancient grama, 34.
ime, 'T4. |
gfﬁplgiﬁe to gharps of Ri and Dha,
thern, 3, 5. !
Azgtiﬁtrimta gonthern time-measure, 78.
Southern folk rmelody, 93.
A stringed instrument, 15, 107 sq.
The shake, 85.
18.
]Ii-lg;na}‘:nonic interval ornote, 2, 5, 18, 26, 29,
a17.
Drone instrument, 121.
A voice register.
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INatural diatonic scale and notes, 2, 36,
$lame as Jaru, slide, 85. oy
A three-beat time measure, northern, 77,
.. 'The sitar, 109,
.. Same as Jaru, slide, 85.
.. 4 stringed instrument, Bengal, 111,
.. The ndgasara, northern, i
-. 4\ three-beat time measure, northern, 7
.. A stringed instrument, 116.
.. A variety of tambur, 113. ]
.= IDiatonie interval or note, 2, 30, 32,
.« Portion of song in sol-fa syllables, 92,
-~ 4 stringed instrument like dulcimer, 11
.+ A portion of song in sol-fa syllables, 9
oo 1A gortion of song in sol-fa syllables, 9
-. 1 4 falling accent in Saman chant, 27, 30,

Pair of small drums, 79, 123.
»+ Time-measure, 2, 73.
.. A stringed instrument, 102, 112,
.+ A Hindusthani melody, 20, 89.
Eligher voice register, 4.
.+, Amncient Tamil name for Ni, 32.
.. Form of song, 101,
.. Trampet, 121.
FPeacock Dilruba, 117.
Southern folk melody, 94.
.. Tambourine, 126,
.. Primitive bamboo instrument, 117,
.+ Melody-type, northern, 40.
Dirum phrases.
.. A gamalka, staccato, 86.
..« Hindusthani love song, 90.
.. Form of song, 92.
.. Same as Titala, 77.
.. Three-beat time, northern, 77.
Fr ‘é sharpened note, 4. |
-+ Blight further sharpening of Tivratara, &
.. A double sharp, 4, ke
.. Snake charmer’s instrument, 121.
.. A drum, 128, )
.. Three-beat time, southern 76,
Three-akshara Jati of southern
measure, 76.
Same as Titdla, 77.
.. Third note of Baman scale, 27, 30.
.. A form of song, 92,
.» A trumpet, 122.
Ancient Tamil name for Ri, 32.
Primitive bamboo instrament, 115.

|i'

ral (¥ azh)
Yektar ..

Zamzammd
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igher notes ofsaman%h&nt, 28.
Raised tone of Saman, 27.
Second section of Samzlé5 in chant.
Hour-glass drum, %
Goblet shaped drum, 126. .
Ancient Tamil name for Ma, 32.
Fourth section of Siman _c!mnt. 4
aga with ammée in Uthardnga, 64.
Higher tetrachord of octave, 64.

Principal note of a rigs, amsa, 25, 26.
A trum pﬁo,g 122.
A flute L
Shake. A Gamaka, 85.
Omitted notes in a Taga. )
Transilient scale, musmél 1?7::50&199, 47.
in time-measure, 6, 710, L)
WQ?t;?gr?m—c}‘ hrornatic variation of
diatonic note, 2.
Slow speed, adagio, southern, 79.
Ancient Tamil name fior Dha, 32, i
Ancient one-stringed instrument of Ceylon,
Alstnngegg" 4 instrumenit, 7, 8, 10,11, 18, 28,
103 sq.
Rest in time-measure, 75.
‘Ancient style of singing, 91.
A dissonant note, 26.

jent Tamil instrument, 11.
ﬁnsrllee-stringed instrumment, 115.

Very rapid arpeggio, 85.



APPENDIX IV

EXAMPLES OF INDIAN MUSIC

The following points should be noted in regard to the notati
below: g

A superseript small letter indicates an Appogiatura note: a
D.C. indicates a repeat from the beginning.
Fine indicates that after the repeat the melody ends at that p

$ means that a phrase is repeated beginning at the place
thus.

In regard to time-signature, the Avarta is shown by two
strokes, thus ||

The bar is shown by one stroke, thus |

The beats in the bar, by short strokes, are shown thus |
The divisions of the beat are shown by two dots, thus :
For explanation of other signs see Introduction.

In some of the melodies the raga outline, or chhiiyé as it is
is given with a time-bar.

I SEman CrANTS
Sung by Sundara Ragavachar, Triplicane, Madras.

No. 1. Invocation to Indra.

i-va de-pa-va--ha  I--$i na-mas- ya

EXAMPLES OF INDIAN MUSIC 161

Q- -va- - - ha

Another.

1T
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IT Ten Lyrr ow THE UNIVERsk
From Dr. Rabindranath Tagore (with Bengali words)

Mixed riga Chidpu and Eka tiia
Astar

5 m—
e Ly —
 —— | —

— —
IG::G :ﬁ:-lﬁa:ms:—h[iﬁ'.ﬁ :M:P:-[Ial :B:n:-[]nD:P:mP:-]P-.D:n:Sz-! f
Big-wabi- narabe - ~biswajan- mohichche- « -« e = u vu.

[P:D:n:8:- fu:D:P:D:-Ul’:D:S:nD:PJD:u:D:P: [{PD:nn:PP:-:G|Ms-2-2
Sthale jale nabhatale bane upabane, Nadinade giriguha pariba- e,

IPN:N:N:S:- | NS:P:P:P:-|PDIPM:ps. | M:G:-t-:- R :G :PiMy
GR | Sa_V:D.!_\ID:P:-ﬂ

Nitya jige sarag san-git madhu - rima,

Nitya nrityaras bhasigima,
Sadichar:

Eka talg

I?N:N:N:-]N:DN:P:PHBP:M::PM:G:-] =MG:R:GG|
Ashire naba ananda utsab naba, Atigambhir

g
[-:MG:R:GG ]—:-:-:’(;PHM:G::G:RR]@:S:—:- ]

Atigambhir
IIB

nil amburedamarn bije,
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N:NN:D:NS|S§:5:8:-]
isankari  Kare garjjan nirjharini saghane,
Jenare pralayankar o

[N:§:S:-|-1-1-:NS || StRR:G:GR:|R:S¢-:-NS|

{5 a_ale e
J-385:5:R:S |N:SN:D:ND|| P:DP:M:PM|G:MG:R:G[IRG:MP:MG:RR|R:-:82-]

i i al Uthe raba bhairab tane.
Hera kshubdha bhayal bigal niral piyal :)?:;ne.

[&:-R:RS:-|N:-N:8S:- [w8:-8:5N¢- [D-DiND:-[P:PD:Ps-MG-3-2- ||
Unmadini sodamini rangabhare nritya kare ambarta - le.

[ISR:SR:GR:-NIS:-:-:- [ SR:GM:PD:N|S:-i-:- |SN:DP:MG:R|S:-1-2-|
Dikedike katabipi, nabanaba katabhasha jhar jhar rasadhara

i i ced as though it had
= 1 consonant in above is pronounce ]
Nzﬁ:‘hoi fg:uu.d following it. Thus jhar jhar is pronounced jhara

A h to allow me to take
i th Tagore was good enoug ow me
Dréﬁvsnbmng from his own singing, for which I am very
grateful,
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THE LYRE OF THE UNIVERSE
(TRANSLATION OF THE BENGALI)

With the music of the lyre of the universe humanity is
charmed. Whether on land or water or under the sky.
the forest or the glade, in the river and streams, in th
mountain and cave and in the ocean, sweet music’s charm
is always awake. It is always dancing playfulness; in th
rainy month there is new joy and festivals new; in the
blue sky the drum of Siva is played as if the destructive
goddess is dancing. The rivulets roar loudly and the
groves of lonely mighty trees are awed and frightened;
sound rises with a terrible noise; the breeze sings ,
mallir raga on a dark night; mad lightnings dance with
coyness under the heavens; on every side there are new
words, new languages, rippling streams of water.

III Puxsipl TUNES
1. Psalm 24

e i |4 S S £ S . S o o

[8:5:8:G-1G| Mz-:M: Pi-2-| S:- 102D -t P Ma-:M:G-3R| S:S:8:Ga-2 G M- Ps
Rabb Khudiwand Badshab hai, oh jalil di Badshah hai, Rabb h
Khudiwand Badshah hai

Aniara i

e e e e e e e e

[ M- sMaN:-oN N:-:N2S2-25)5:-:818:: RS-0 3P
Uchche karo, sir, darwazo, uchche ho sab daro;

IN:N:Si:R lS:-m:{‘.'l-:'I}:D |8:-:n:D:-:P| Mi-2-3 ’-.ﬁl]

Jin jalil da Biadshih awe, sir tad uchehe karo,

N.B.—The Indian notation under the staff in the first line of m
song cannot come directly under the corresponding notes wn €0
staff on account of lack of space.
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2. Psalm 86

A wand ih dpne
Ai Kbudd ABPEE ba.:fde niin wikha

iai di, Kariihga
Terl hi sachiai in pariwl

" )
|nu:nn:nn'.SIDD:P!I=PP=PH

Mera dil ik pase kar Tan main rakkhan terd gar

oL
pIP1-+1GIGoRSe-14-S18: RSN D:PPP D
Tu-si gi-o sand , g30 sanitusi Rabb di

pIPeD:8:518:8-sRIR:R:S:-IN:-1D:PID:R:S :N|D:P:P-P|Di-3-
ain Rabb di

Sachchedn di toli wich dil nal gawip Sand sundwan m
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EXAMPLES OF INDIAN MUSIC 167
No. 2
1V Hixpusreani MELoprs. Bilaval Tintal
(From Collection of Mr. N. V. Bhatkhande) %-—I === @E____
g SRGMPDa-NS |S:G:P:M|G:R|G:R|
Maisari raga Salphakata tala | The above is the raga and its characteristic phrase.
= -" _..:z;-m;;:
SrGmPDnNS |$:-]G.G|P:-|
The above §s the rdga and its characteristic phrase.
§ Astai Fine
~ ¥ : g S ey e ' W 5:“5:'0
1S:-1G.G10P:-)-t-|- | Pe-| P 6.5/ GG GloSz-|--+-] uMshsmmgmmﬁﬁ._gxmms;nm:npln M:GR|GP:n Nl
No. 3
e Tritala
S Ea R ———— Vamankalyani 1383
|- -P|S|S.r:8.r]r:-|P.P|G.G:B .GIS-| |- - e A
;n GmPDo NS [/S:R:Gem(P:D:N:S|S:N:D:P|m:G:R:S]
Antard D.C
IP.P 5 515.5/5.7:5.5/5.§:P.PIG.G|G.n:P[5.5:P.PIP.GIP.G:S 1

T .
Hmvzmmmm:?:m:G]N’:—:P:Dml-zm(i:{i.-ﬂ
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IPS:8:R:R|G:G:m:Gm|p; tP:NS|N:DN:m:p||

[2D:-1D:8)-18:8:-|N8: .8

IS:R™:G:m|P:D:N:§|N:D:P:m|G:R 15
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V CarnaTio MELODIES.

1. Song of Tayumainavar.
With Tamil words and rough English alliterative franslation.

Nadanamakriyi raga Eka tala

SrMGMPANSSNAPMGrs [S:ir:M:-|
§ Fine

W
ISirMe- | MsM:Me- | M:M:GeM | Get2-
Ponnai mi-tarai bhii-mi-yai nidi-den . .....
Gold or land, yea or plea-sures. I seek no more.

~ NS
(G:M:d:- | P:M:GM:PM: | GM:PM:GM:Gr | Sttt

Yennai ni-di-ya yen uyir né-tha-ne - - - - - - - == - -~
Sealed for Thee is my life, Seeker of my soul

-

~H

fP:d:S:- | 8:3:8- | S:SiNed | Pe-

Unnai ni-duvan un-naru] ti-ve-li
Boldly Thee do I seols and Thy boundless grace

D.C.

F e Ty f"‘\-a-—\f"—"""'-..
j6:M:ds- | PMIGM:PM | GM:PM:GM:Gr | St
Tannai na-duvan tannan tan-ni-ya-nd - - - - - - -

Holding Thee all-supreme, hungry I seek for Thee.
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2. An old melody.
Bilghari raga Aditala
L o o — e 1 'I !'
SRGPDSSNDPMGRS |S:-R|GIP|
8 Pagllagvi Fine
I=SSEerticaaicsresoneaea

IS:-R|GIP|D:S|N|D|P:DP|MG|RS|RS:ND/S|-]

Anupallavi

i

|S:-R| G| P|M:G|P|D]R:5|N|DJP:M|G|R]

Charanam I. D. G
ND|

Ch. II.
e i e
E S-—iEE=oEsemEmEe—s
T s R
e e s e

15:-RIGGIG.RG|P:-P{PP.PP|P.-P|DP:5/S|S8]S:-GRISNIND]

Il
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D.C.

wﬁkﬁ:Pinvni15m5=uu|mnau

From Oriental Music in Staff Notation.
Sindhura@makriyad raga Desadi m_la
S

’-\ -
@zﬂl_mwﬂ_idmpiqmnﬁ?ﬁ]51ﬂlS:ﬁl—lﬂllPd:NdINlPId:Pl-lﬂl@a
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No.4 A Melody of Tydgardja.

From (riental Music in Stajf Notation.
P 5§ adhyamaval raga. Riapaka tala
IN:NIPIAINS:G|- /G| G EMPIMIMP MMIGIER G
I-M(PONGINIPIdPI-IMISIGR ey == s -
Anupallavi, ' i SRMPuS33oPMRS |P:H|R:S:n:P

F}E:N}-':ElN:E|-;§N|§:--1-Nn-malpmppmv|-r§p~1=$‘i-|
NIS:G|-[M| GG 75y

Yo,
|p=ma;ﬁ:ﬁ:’5f’!k:—lR:R:R:S]nm:—ki MP:-M:Pn:P|P:-|-s-2-2-]
Charanam,
D e R s = 51

‘.‘ _—
— - - «PM:RS aD - R:R R:S[SR:MR/RM:PHi:M:Pn|PM:RM | Pa:PM:R:RY
PiPzPI-MJdP:PM{MIG]M:MGjGISﬁG:GI-:MP]dN:NPI_,w , IP:MIR:PHRS 2P|

-~
PM MG:S|NPId:|N|-|S|G:G)-|p|

T A 5 o
£ nuaP|Ri-/R:R:R: MRIRM :PM:Pn:SR
o — o bl G LUESN, e HP:MIR%PMﬁS:"PIR' JR:R:R:S|SR R] I
"‘NHSIN=3|’INI§=GI-:M[}G:Glmﬁsm:N!pIlegﬁgim
]

e DR T
== A j MR:Sn|Sn:PM:R:R||
SISN:Pd|dPMP:MM)|G| N
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No. 5

From Oriental Music in Staff Notaiion.

ine

IP:MIRPHRS 0P|R:-| R:R:R:S|Sen Re-SiS2IS-Ag-t-+]

Anandabhairavi raga. Trisra Eka tala

3

Anupallavi

——

ol ol N | P
RR:R:-R[S:RM[R:-SiS:-njn:- |

f_"‘\_- "_"“l\ el
nS:R:Sn:P|n:-|S:-:-

[£RsgM g:-| Mg MD:PHL gR:Sn] SEREM M| D Mg:RM| gRigeS:-|

Anupallavi

A
|

ls=ﬁﬁliiﬁ=ﬁ=sln:SRIS-:RS:n:Sn];;gis:-:-:-u?:?slpn Sn:PHIRE

|2¢:M.DP:PM|gM g:RG: M|
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EXAMPLES OF INDIAN MUSIC

|€M.PD:PM.¢:RM|gR:¢.8¢:¢S|S¢:RS:-pln Sp:on 8:-8]
Sg:RgmgM|
D.C.

No. 6 SouTHERN FOLK SONG
From Orfental Musio in Staff Notation.

Anandakalippu. Chapu tidla

l

— e e e —

A — Y, S A L G . S S S 0 O — ey

et __n-m t—arl-— S O B, N W S & W— i . f—
T e e Amer e e N S S— T —— § — 1 —

)
&
&
%

@
;;;
é

£ — WL — —

o — e S— — T O E S— kB L M T U T w—

o | et 1 S W S § e M 2 B Ay S B D L S B § e ) B B —
A e S WO WS SRS S ESE O W R g R RN L R _

Iﬁ-:‘ﬁ:-:m-:!d:-[ﬂ:-:!:—:u:—@:-ﬁ:-:r:—lgﬁwﬁw-!’l

iz

_— —
| Pedz-iNz-iNdi-| Padi-sPe- M- GiMi-3Gi-10r3- | S:r-:Gi-sMs-||

i)



GENERAL INDEX

(See Glossary for Index to Technical Terms)

Adbhuta Ramayana, 8 Christian musie, 92, 93, 94
Ahobala Pandit, 20 Clarionet, 120
Akbar, 16, 17, 67 Conch sghell, 119
Alexander the Great, 9 Consonance, 28
Alla-ud-din, 16, 91 Cymbals, 127
All-India Music Conference, 24,

139 Damodara Miéra, 19
Amir Khusru, 16, 41, 91, 110 Day, Cap. C. R., 50, 100 aq., 10’
Amrivati sculptures, 101 129
Assonance, 27 Dissonance, 27
Aurangzeb, 20 Dorian mode, 32, 45

Dravidian culture, 1
Dravidian modes, 11
Dravidian musie, 11
Drama, 12, 94

Drone, 95, 121

Drum mnemonics, 82, 33
Drumming, 79 sq.
Drum, 8, 10, 122 gq,.
Dulcimer, 116

Bengal songs, 96, 97

Bhakti, 13, 16, 93

Bharata, 7, 12, 15, 28, 42
Bhatkhande, N.V., 25, 56, 58, 166
Bhavabhatta, 20, 42, 55

Binkar, 17

Brahmadatta, 10

Brihaddaranyaka Upanishad, 9

Brown, P., 68

Carnatic school of musie, 1, 150 Folk songs, 94, 175
Carnatic scale, 3, 5, 15, 37 Flute, 119, 120

Carnatic raga system, 43 sq.

Carnatic primary rigas, 43 sq. Ga-grama, 35, 36, 37, 38
Carnatic secondary rigas, 51 sq.  Gandharva Maha Vidyalaya, 2
Carnatic time-measures, 75, 76 100, 110

Castanets, 127 Gita Govinda, 14
Chaitanya, 16, 94 Gopal Naik, 16, 67
Chhandogya Upanishad, 9 CGovinda Méarar, 23
Chaturdandi Prakdasika, 19 Grace, 38, 84, 85, 134

Chippewa Indians, 70 Greek music, 9, 29 sq., 44
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Haridas Swami, 17
Harivaméa, 35

Hexatonic ragas, 47
Hindusthani ragas, 54 sq.
Hindusthani school of musie, 1
Hindusthani time-measures, 77
Holi, 91

Horns, 119

Hypo-Dorian mode, 45
Hypo-Lydian mode, 46

Indian Music Journal, 19, 144
Instrument-making, 104
Intervals, 32, 33

Jayadeva, 14
Jones, Sir W., 55

Kailidasa, 12

Kanarese songs, 04

Kirloskar, 42

Krishnananda Vydsa, 22

Kudumiyamamalai inscription,
13, 144

Lochanakavi, 16
Lydian mode, 46

Ma-grima, 36, 37, 38, 42, 43
Mahabharata, 10, 35, 93, 103
Mahdjanaka Jétaka, 10
Malavikagnimitra, 12
Marathi songs, 94

Merging, notes of, 4
Microtones, 28, 39, 134
Mirabat, 18

Mohurrum, 92

Mood of raga, 65 sq.
Muhammad Rezza, 21, 43, 55
Musical Schools, 24
Muttuswami Dikshitar, 23

Mythology, musical, 356

Nagmat-e-Asaphi, 21
Narada rishi, 7, 8, 22
Narada Siksha, 14
Nartananirnaya, 18

Nasal tone, 135

Natya Sastra, 12, 14, 35, 144
Note-signature, table, 3
Notation, 3, 133

Ousley, Sir W., 67

Pali Pijaka, 9

Panini, 9

Pentatonic ragas, 29, 47 sq.

Paripadal, 11

Pattupagiu, 10

Persian music, 32

Percussion, Instruments of, 122,
&g,

Piano, 118

Pipe instrument, 121

Prabhandha, 14, 89

Pundarika Vitthal, 18, 42, 55

Purandara Vitthala, 21

Pugandandiu, 10

Pythagoras, 9

Rababiyars, 17

Ragamala, 18, 93
Ragamanjari, 18

Raga pictures, 68, 69
Ragatarasnging, 16, 19, 20
Ragavibhodha, 18, 19, 40, 42
Raja Man Singh, 17, 91
Rajput songs, 94

Rama, 9

Rama Amiitya, 18
Ramayana, 9, 10, 18, 93, 103
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Révana, 9, 10, 102
Rikpratiéakhya, 9, 32
Reed instruments, 1.21

Sa-grama, 35, 36, 37, 38, 42

Saman Chant, 9, 29, 30, 160,
161

Saman secale, 32

S&man singing, 13, 20

Sama Veda, 8

Safichi seulptures, 101

Sangita, 7

Sangita Darpana, 11), 42

Sangita Parijata, 20

Sangita Ragakalpadruma, 22

Sangita Ratndkara, 15, 19, 43,
75, 89, 116

Sangita Sara, 22

Sangita Saramritam, 21

Sangit Sangha, 24

Sarabhoji Mahardja, 67

Sarngadeva, 14, 19, 34, 42

Secular scale, 30

Shadragachandrodaya, 18

Shake, 85

Silappadigaram, 11, 36

Siva, 7, 8, 88, 75

Six principal régas, 54, 65

Slide, 85

Solmisation, 92, 133

Somandatha, 18, 42,

Speed, 70

Stringed instrumenit, 104 sg.

Subrama Dikshitar, 23

Svaramela Kalanidhi, 18, 42
Svaranava, 22
Syams 8§Strﬂn 22

Tagore, Dr. R., 23, 40, 134, 156
Tagore, Raja 8. M., 20, 23, 55,
65, 68, 73

Tamil Svara names, 34

Tan Sen, 16, 17, 41, 65, 115

Tetrachord, 27

Time theory of ragas, 64, 66
Time-measure, 72 sq.
Time-units, 74

Tivakaram, 11, 36
Transilient ragas, 47 sq.
Travancore music, 13, 23
Trumpets, 122

Tulajaji, 20

Tyigarsja, 22, 90

Unity of Indian musie, 2
Vedic Index, 8
Venkatamalkhi, 19
Vidyapati, 16

Village melodies, 97
Vishnu, 8

Visualised music, 69

Voice registers, 4

Voice production, 134, 135
Wind instruments, 118 sq.
Yajur Veda, 8

Zendavesta, 8

INDEX TO RAGAS

Abhiranita, 42
Abheri, 57
Abhogi, 20

Adénpa, 51
Ahiri, 65
Anandabhairavi, 45, 48, 54, 174
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Arabhi, 42, 48, 52
Asavari, 57, 58, 62, 66

Bhiipal, 51, 58

Bhiipali, 48, 52

Bhairava, 42, 44, 45, 55, 56, 58,
80, 65, 66, 68

Bhairavi, 37, 41, 45, 47, 54, 57, 63

' Bhimpaldsi, 57, 62

Bibhas, 57

Bihag, 51, 56, 59

Bihigada, 51, 66

Bilahari, 50, 54, 169

Bilaval, 3, 21, 36, 38, 46, 56, 59

Chakravaham, 45
Chalanita, 46
Chefichurutti, 60

Darbdri, 51

Deéakar, 55, 56, 67
Desakshi, 42, 55

Deéi, 57

Desdika Khamaj, 42
Devamanohari, 48, 53
Dhaniéri, 57, 58, 62
Dhanyasi, 47, 51
Dipak, 55, 67

Durga, 56, 59

Gamanapriya, 46, 55, 57, 61
Gandhari, 57, 63

Gauda, 55

Gauri, 57, 61
Gaur-pafichamai, 57
Girvani, 66

Gurjari, 58

Gunakri, 57

Hamira, 42, 55, 56
Hamirkalyani, 50, 51, 654
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Hamsadhvani, 48, 52
Hanumatodi, 45, 51, 58, 63
Harikambodhi, 46, 50, 58, 60
Hijhija, 55, 57

Hindol, 41, 49, 53, 55, 57, 62, 65 |

Hindolam, 49, 53
Hindusthan Bihag, 42
Huseni, 66

Jangals, 58

Jaunpuri, 57
Jayajayavanti, 56

Jetadri, 57

Jhinjhoti, 46, 49, 53, 56, 60
Jogiya, 57, 60

Kalkubh, 56

Kalangada, 49, 53, 57

Kaly#ini, 42, 47, 55, 56

Kamavardhani, 50, 57, 61

Kéambodhi or Kambhoji, 42,49,
53, 68

Kamoda, 55, 56, 60

Kanakangi, 15, 20, 37, 38, 42,43

Kanada, 41, 50

Kaphi, 45, 57, 62

Karnita, 55

Karnatagaula, 42

Kedara, 655, 56, 59, 70

Khamayj, 49, 53, 56, 60

Khambavati, 56

Kharaharapriya, 45, 51, 57, 62

Lalita, 57, 61

Madhyamavati, 48, 52, 62, 172
Malakaunsga or Malakaunéi, 55,63
Malavagaula, 42

Milavakaisika, 55

Malavi, 49, 57

INDEX TO RAGAS

Malkos, 53, 58, 63

Mallar, 41, 42

Malsari, 166

Marva, 46, 57, 61

Mayamalavagaula, 44, 45, il, 56,
a0

Mechakalyani, 47, 59

Megh, 41, 55, 65, 69, T1

Megh Mallar, 67, 69

Meghranjani, 57

Miyan-ki-Mallar, 41

Mohana, 48, 52, 66

Mulkhari, 15, 38, 42, 43, 44, 55, 68

Multani, 41, 58, 63, 65

NM&kﬁyi, 49: 53,. 86, 169
Nadaramalkriys, 42, 55

Nata, 55

Natabhairavi, 45, 51, 57, 62
Nattanarayans, 55, 66, 69
Navaroj, 50

Nilambari, 50, 66

Pagichama, 55, 57, 65, 69, 70
Pantuvarali, 23
Pilu, 57
Portuguese Tappa, 41
Punnagavarili, 49, 53, 66
Périya, 57

8 fidri, 57

Pirvakelyani, 66

Ramapriy, 50
Ramkali, 57
Revagupta, 42
Ritigauls, 42

Samatha, 42

Samavarali, 42

Sankarabharans, 46, o0, 56, 58

Saranga, 42, 48, 5b, 57, 82, 70

Saurashti, 57

Saveri, 517, 60

Sindhu bhairavi, 45

Sindhuramakriya, 170

Soma, 55

Srivign, 42, 50, 51, 55, 57,61,
65, 68 !

$ubhapantuvarali, 46, 58, 63

Suddhanata, 42, 48, 52, 55

fuddharfmakriya, 42

Suddhavarali, 42

Siiha, 67

Suranandini, 50

Stiryakanta, 61

Syama, 56

Tanki, 57

Tilanga, 56, 80

Tilak-kamoda, 56

Todi, 28, 42, 46, 48, 53, b5, 58,
683, 65, 66, 67, 69

Ushaqg, 41

Vagiévari, 57

Varati, 55

Vasanta, 42, b5, 65, 686, 68
Vasanba-bhairava, 42

Yadukulakdmbodhi, 66
Yaman, 41, 56, 59
Yamankalyani, 167
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Aditala, 76, 77, 78, 82, 88, 170  Jhaptala, 77

Ata, 76 Jhumra, 77
Ata-chautéla, 77
Kavili, 77
Chapn 78, 153, 176
Chautéla, 82, 90 Mathys, 76
Dadra, 77 Pashto, 77, 92
Deéadi, 170
Dhamar, 77, 90 Ripaka, 76, 77, 79, 82, 83, 80,
Dhima, 76, 90 172
Dhruva, 76
Dipachandi, 91 Sirahanandana, 78
i Siilaphakaté, 77, 168
Ekatala, 76, 77, 153, 169 Surphakata, 77
Farodast, 77 Tevra, 77
Tintal, or Tritala, 77, 82, 167
Jhampa, 76, 77, 81 Triputa, 76 \
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