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INTRODUCTORY NOTE 

THis 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 a.nd village throughout the land. The purpose 
of this book, then, is to provide sufficient information to 
make insight possible; so tho.t tho oducatod Indian, and 
aJso 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 det ailed information which this book does not 
attempt to give. 

V. s. DOBNAKAL. 

J . N. FARQUHAR, 
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AUTBJPR'S PREFACE 

TO FIBST EDITION 

No one feels more J;han the author the deficiencies of 
this book and the inadlaquacy of its presentation of a great 
and living culture. My only real qualification is my love 
for India, and a keen, interest in both the practice and 
theory of Indian musi(J. This little work is sent out into 
the world in the hope t ,ha.t 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 obligatio:ns are due to Mr. A. H. Fox Strang. 
ways, whose Music oj' Hindosutni 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 sohola1, for the limitless labour, love and 
imagination he has la1vished 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, bu,t also borrowing a few of his brief 
definitions and some e~rpository passages of greater length. 
I owe him a further de1bt for the large amount of personal 
help he has given me. He read my manuscript from 
beginning to end more1 than once, explained a number of 
musical difficulties, anJd, above all, provided the material 
for the account of thi~ Indian scale, and allowed me to 
consult him freely while I worked up the material into 
Chapter ill. 
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I also wish to acknowledge with deep gratitude the 
le.rge help I have received from a number of friends in 
India. The following have done so much for me tha,t 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 Marathi and Hindi, read the draft of the manuscript 
and suggested.many corrections. M. R. Ry. C.R. Srtoivasa 
Aiyengar, B.A., L.T., of the Sanskrit College, Mylapore, 
gave much a.ssistance with regard to the Sa.man chamt and 
ancient books on Indian music; Sahabzada Syed Sadat 
Ali Khan Bahiidur, Home Secretary of Riimpur State, 
who is an accomplished musician, gave many ho1nrs 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 
TakhUI· 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 esp1~cially 
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 i.m.sight 
I would express my sincere gratitude and thanks. 

I wish al.so 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 Mu:seum, 
Calcutta, for allowing me the use of valuable nega,tives 
for some of the pictures of musical instruments; to the 
India Office, London, for permission to photograph and 
reproduce the raga pictures; and to the proprietors of the 
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Timu of India for kindly letting me have the use of a num­
ber of half-tone blocks of pictures of musical instruments. 

I al.so desire to express my thanks to M. Fredalis of 
Baroda. for kind permission to use the half-tone block of 
the Siira.ngi player, facing p. ll0. 

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 a.re open to critici.sm, or which should 
be corrected in a subsequent edition. 

H. A. POPLEY. 
Y .M.O.A., Madr<UJ. 

April, 1921. 

PREFACE TO SECOND EDITION 

In this second edition a number of corrections have 
become necessary for many reasons. First, mu:sic is not 
a. static art, but is constantly developing, and it ha.a been 
necess~ to mention some of these developments. Second, 
research mto the origins of Indian music, which has been 
°?nduc~ by many scholars dming the past twenty years 
Sl.nce this book was first published, has revealed many 
new aspects and al.so a number of new facts have been 
:rough~ to light. For instance, the pages dealing with 
lihe ancient gramas have had to be largely rewritten in the 
. ght of ~esh knowledge. For a good deal of this fresh 
information I am indebted to Prof p S b h 
H d · • am amoort y 

ea of the Musical Faculty of the University of Madras' 
who has written man b ks d . ' 
of Indi . . y oo an art1cles on various aspectfl 

an mUSlo SJnce this book waa first published. tam 
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also grea.tly indebted to him for his very careful reading of 
the whole book and for many suggestions for reviJ:iion in 
the light of newer knowledge. 

I should also express my gratitude to Pandit S. N. 
R atanjankar, Principal of the National Academy of 
ffindustani Musio, Lucknow, for help and suggest iolls. 

I also wish to express my thanks to Messrs. Mac:mill.a.n 
& Co. for permission to reproduce the picture ' Ta,n 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 ffistory' by E. Marsden. 

I am grateful to many correspondents who, after l"eading 
the first edition of this book, sent me correctionis and 
additional information , which I have incorporated iin this 
edition. 

It is regretted t hat the pagination in the GloBE1ary is 
_ slightly defective in a number of items. 

I should like also to express my great debt 1bo the 
authorities of the Y.M.C.A. Publishing H ouse for t he 
care that they have taken in bringing out the book 1a,nd in 
preparing the various blocks which were required. 

H. A. PoPt:.EY. 

Ooonoor: 
October, 1950. 
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Palatals 

D. 
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Llnguals d ~ 
~ ~h cJ 4h Denta ls I). sh 
t th d 

Labials 
dh n 8 

p ph b bh m 
y r 

V b Anusvara m 
Vlsarga );i 
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• 6 t my master! I ever t bow thou smt>es ' I know no 
·1 t amazem ent . listen in s1 en . 

sic illumines the world . The 
The light of thy mu i runs from sky to sky. The 

life breath of thy mus c . b ks through all stony 
f thy music rea holy stream o 

obstacles and rushes on. 

. ·n in thy song , but vainly 
My heart longs to JOl Id speak but speech 

ice I wou ' Ah struggles for a vo . d I cry out baffled. ' 
breaks not into song, an tive in the e ndless 
thou hast made my heart cap ' 

• c my m aster • meshes of thy mus1 ' 

TAGORE, GITANJALI. 

.CHAPTER I 

INTRODUCTION 

North and South India differ largely in a multitude of 
thin!!S. The north is the land of the fighting races and has 
the hi.rge towns and cities of India wi~h their keen intellec­
tual and commercial life. The south is the land of peaceful 
villaaes nestlina among green fields and gardens, inhabited 

"'' 

0 

1· 1 h bv a conservative and peace- oVJ.ng peop e w o 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 
::'IIuhru:nmadan 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. 

These differences are reflected in the music of the north 
and of the 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 workino­
it out.; and these all group themselves under the northe~ 
and southern schools. Distinguished as the northern 
or Hindusthani school and the southern or K arnatic school, 
'Loth are yet based on the principles stated in the ancient 
Sanskrit treatises on music. 

T_ho stu_dent of India. will find in the same way one 
India which speaks again and again as he travels from 
north to south. The atmosphere of mvstical devotion 
~c~ of snbtnbsioo to -what is looked upon as the divine will 
~~ found in all religious hearts; the ono treasure-store of 
egend ancl story supplies both north and south with 
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heroos and sages; and agriculture and trade, the villa.ge 
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 wo study this subject that, in tho 
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 W est aud which o::iliibit its common heart. 

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

It may be well to give at the outset brief definitions of 
a few fundamental terms ,vhich must be used in our exposi­
tion from the very l,eginning. Fuller explanations of 
these will be found in the body of the work, and a Glossary 
of all the musical words and phrases which occur in the 
book will be found among the Appendices. 

SVARA 
Snun 
SODDHA SVARA 

V~lT 
R.i.OA 

T.i.LA .• 
0RilIA 
Ji.TI . . 

Tho oeven not.es of the gamut. 
An inter\"al smaller than the semi-tone. 
The fundamental variety of each of the seven 

notes. 
A variety of the Svara. 
The melody-types which are the 

Indian musieal composition.s. 
Time, measure. 
An ancient modo or scale. 
The old name for melody-types. 

The wide differences between Indian and Western music 
on the one hand, and the variant termiuology which 
distinguishes northern from southern musical theory in 
India on the other, create so many minor difficulties evon 
in simple matters, that, jt bas been thought well to use in 
this book a modified n1otation, based on the Indian tonic 
sol-fa, so that all musical items may be exhibited in on~ 
way and the reader may not have to carry several scbemco 
in his head. Its relations and detailed use are set forth ill 
the following tables:-

lB 

I. TABLE 

l 

The Svur,1 
N omouc hture. 

~ii.r:> Sha.,ljG 
Suddh, N1 

Komall Ni 

Suddha Dhu 

Kom"l Dllll 
P-uichnma 
Tivra2 MA 
Ruddha 1\1,i. 
:§uddha On 

Koma.I Ga 

Suddha Ri 

KomalRi 
Shac;lja. 

INTRODUCTION' 

OF NOTE SIGNATURES .um 

2 

Snmi-tones 
of tho 

Western 
t>Cale. 

C 
B 

Bb 

A 

A) 
G 
FI! 
F 
E 

3 

Notatic,n 
used in 

this 
book. 

s 
N 

0 

D 

d 
p 
m 
M 
G 

g 

R 

N OMENCLA TUll.E 

4 

The Southern 
names. 

Tu.re. Shtt\ljtt . 
Kakali Ni. 

f K nisikiPi. 
t Shntsrtf'.i Dim. 
f Chnt~.sruti Dha 
t~uddha Ni. 

SuddhnDh,. 
Panchamn. 
Pr,\ti Mn. 
Suddhn Ma. 
Antara Ga. 

D 
Di, 
C 

! SAdbarana G . . 
Shn.tsruti Ri. 
yhat~sruti R1 
Suddha Ga. 

r Buddha Ri. 
\ S Shn~ja. 

My southern friends will t • , h 
system of nomenclature has be;o ice :~ at th~ northern 
the southern names of the n adopted. It JS true that 
go back ,o ancient mus· 1 notes, as well as the northern, 
meaning to the ordinar~ca fa_ct_s. but they have very little 
enough to justifv their c m1:151c~an today and are not clear 
India. The nor.thern sy~:WUghmto gen,e~al use throu~hout 
principle and will prcsen:m, ~~v.ffiever, IS based on a clear 
student. no 1 culty to the southern 

The Snddha notes of th 
those of the tonal 8 ·alo Bil-e 1northern sysfom todav are 
W ·th h ' ava , the Ew·o ""I . . 1 t. e exception of )fa all h · pean •' aJor sr•ale. 
the Surldha. note This i , . t . e othur notes are flats to 
system, where the Suddh: qru;e ~1fferen1; from the southern 
are all sharps. Clearly ,-o::lu~ JS the Io:west and t,he others 
o~ 111;1 attempt to retain both s ot would ?e the only result 
o Vlew the northe,m method!/ ems, w_hile from all points 

preferab.le. As mo;::;t of the 
l 'Bat·. 

'sbJ11rp '. 

3 
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writer's time has been spent in the south, and bis first love> 
for the genial south is always his best love, it is not likely 
that he bM been biased in coming to this decision. 

In our second table the smaller intervals of t he Indian 
octave aro exhibited. Here a difficulty appears in the 
~outhern system, namely, the merging of the notes as 
1:,hmvn in the bracketed pairs of the table. We have 
decided to ask our southern friends to read Shatsruti Ri in 
those cases where it should occur, oven though t he symbol 
g is use'B, and so on for all merged notes. 

Tivra means 'sharp' and is shown by capital with 
superscript plus, in the case of Ni and Ga. In the case of 
Ni and Ga it is a sharp of one ~ruti only. In Ma it is a. 
i,;emitonal sharp, and is shown by a small letter. 

Tivratara is a double sharp, a microtone higher than 
Tivra, and is indicated by a small letter with plus sign. 

Komal is a, semitonal flat and is indicated by a small 
Jetter. 

A.tilromal is a microtonal double Bat, one sruti lower 
than Komal. It is indicated by a superscript minus sign 
on the small letter. 

The three voice registers are indicated as follows:-
T ........ Tara or higher register, shown thus S. 
0 ........ Madhya or middle register, shown thus S . 
M ........ Mandra or lower register, shown thus S. 

The letters T, 0, M, are placed at the beginning of the 
clef to show the register used. 

In the staff notation, when it is desired to show a 
microtona.l shru.-pen.ing or flattening, the sharp or flat sign 
is placed over the note, as may be seen in the table of 
srutis below. It should be noted that there are other 
systems of nomenclature current in India besides the 
two mentioned. Fol' instance, one current in Poona calls 
the Buddha notes of our system Tivra and the Tivra no~ 
Tivratara. It is not suggested t hat the notation here 
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. 

Th'"TRODUCTION 

n. TABLE oF SRrrTrs 

Sruti Name. 

!!2. SHAJ;>JA TARA 

21. Tlvm Ni 
20. BUDDHA NI 
19. Koma! Ni 

18. Atikomal Ni 

17. SUDDHADHA 

16. Tr-i&uti Dha 
15. Koma! Dha 

14. Atikomal Dha 
13. P ANCHAlL\. 

l2. Trvtatam Ma 
1 1. Tivrn Me, .. 

IO. Ekaaruti Ma 
9. BUDDHA MA 

8. Tina Ga .. 
7. BUDDHA G.:\ 

6. Kornal Ga 

r,. Atikomal Ga 
-i,. SUDDHA RI 

a. :lfadhya Ri 
!!. Koma} Ri .. 

Western 
Note Sign 

C 

ir 
B 
B 

Bl> 
b 
Bb 
A 

b 
A 
Ab 
b 
A~ 
G 
If 

.. F# 

. . Fj; 

it 
. . F 

F 

tt 
E 

,. E 

· · Eb 
b 
Eb 

.. D 

b 

s 

n 

o­
d 

m+ 
rn 

G-'­
G 

g 

g 
R 

D R-
D!> r 

l. Atikomal Ri b 

Ko.matic 
Name 

Kakali Xi. 
f Kaidiki Ni. 
l 'Sbat~ruti Dha. 

f Chat~l§ruti Dha, 
l Suddha Xi. 

Suddha Dita. 

Panchama. 

Prati Ma. 

Buddha Ma. 

Antara Ga. 
f Siidhara1.1a Ga. 
l Stm\t\ruti Ri. 

f Chatub6ruti Ri . 
lSuddha Ga. 

Suddlui. Ri. 

O. SH,\J;)JA · · Db r -
• • C S s1,ft..1· 

:S ......,.Ja madh\1l. 
ee Appendu: I for Tnblc of tF---t· .< • • 

~ua 1c .:irut18• 

5 
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F t' ea.sure tho following notation is adopted, 
. or . n:r~e-m th European tonic sol-fa system. The 

being similar to e • bt li es the division 
complete bar is indicated by lo~gbup[;! n d' the smaller 
within the bar by short upng t es, ~n 1 d ts The 
divisions within thes~ by_ double and Bl:llg e ~. 
clash indicates a contmuat1on of the previous no . 
Thus, 

1 S:R : G:M I s : R, G I s :- I 
be · · of The time signature will be shown_ at the _ ~gb 

h . The beat is called Ghiita or Tala, the ar ~ih<l~~e:d a section of so many vibb~gas a_n Avarta.h T he 
.Avarla will be shown by two long upnght lines toget er. 

CHAPTER H 

LEGEXD il1D HISTORY 

The boginning1:1 of Indian music are lost in the beautiful 
and fancifol legends of gods and god~esses who wore sup: 
posed t,o be its authors ancl patrons. 'lhe goddess Saras:7at1 
is always represented as the goddess of art ~nd lea~g, 
and she is usually pictured as seat~d on a white lot.us m~h 
a. vi7.1a, lute, in one hand, playing it ~th_ another, a book 1D 
the third band and a nod<lace of pear.ls m the fourth. 

The technical word for music throughout India is the 
word smi17ita, which originally included dancing and the 
drama as well as vocal and instrumental music. The god 
Siva is supposed to have been the creator of this three­
fold art and his mystic dance symbolizes the rhythmio 
motion of the universe. 

In Hindu mythology the various departments of lifo 
and learning aro usually associated with different rishis and 
so t-0 one of these is traced the first instruction that men 
received in the art of music. Bharata, rishi is said to have 
t.aught. the art to the heavenly dance,rs-the Apsarasas­
who afterwards performed before Siva. The ri,,hi Narada, 
"ho :wa~d~rs a.bout in earth and heaven, singing and playing 
on his tn{!a, taught music to men. Aiia.ong the inhabitants 
of Indra's heaven we find bands of musicians. The 
Gandharvas. are the singers, tho Apsarasas the dancers, 
~nd tho Kinnaras centaur-liko performers on musical 
mstrumcnts. From the name Gandharva has come the 
title Gandharva Veda for the art of music. 

~~ong the e11rly legends of India there are many con­
cern.mg music._ ~he following is an interesting one from 
th~ :-4-_dbhiu~ Rii.m11ya'T}a about Niiradari.shi, which combines 
cntic1sm with r. ppreciation. 

t~t."r ~n a time the groat riahi. Kiirada thought within him
8

t If 0 
mastered the whole art and science of music. To curb 
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his pride tho oil-kn.owing Vishl}u took him to visit the obodo of tbu 
gods. They entered a spacious building, in which wero numeroU/1 
men and women weeping over their broken limbs. Via}u:lu eitopped 
and enquired of them tho reaaon for their lamentation. They 
aru;wered that they wore the ragas and the rtigittia, created by 
Mahiide,·e.: but that a.s a riBlti of the name of Kiirada, ignorant of 
tho true knowledge of music and unskilled in performance, h6Ld sung 
them re<'kle!iSly, their featm-cs were distorted and their limbs broken; 
and that, unless Mabiideva or some other skilful person would sing 
them prop('rly, there wa.s no hope of their over being rC'Stored 1:o their 
former state of body. Niirada, ashamed, kneeled down before 
Vish1_1u and asked t-0 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 cfondubhi, an ordinary 
dn1m; the aif.ambara, another kind of drum; bhumiilun­
dubhi, an earthdrum made by digging a hole in the ground 
and covering it with hide; 1;·anaspati, a, wooden drum ;_ 
agliiiti, a cymbal used to accompany dancing. Stringed 
instruments are represented by the kii?)ga-tii?J.ii, a kind of 
lute; karkari, another lute; t,'0~1a, a lute of 100 strings; 
and the vi~1ci, the present instrument of that na101e in 
India. Trus one instrument alono is sufficient evidence 
of the development to which the art bad attained e,;•en in 
those early dnys. There are also a number of wind instru­
ments of the flute variety, such as the tu?)ava, a, wooden 
flute; the 1u1q/i, a reed flute; bahira, whose oxact 1ohapa 
is unknown. 'By the time of the Yajur Veda se,veral 
kinds of professional musicians appear to have arisen; 
for lute-players, drummers. flut-e-players and conch-bkiwers 
are mentioned in the list of callings.' 

That vocal music had already got beyond the primitive 
stage may bo concluded from the somewhat complicated 
method of chanting the Sama Veda, which probably goe,; 
back to the lndo-Iranian age. These hymns of the JJ,ik 
and Sama Vedas are tho earliest examples we ha,,e of 
words set to music, unless we e:xcept the Zenda•r;e,ata, 
which may have been chanted. The Sama Veda was sung 
according.to \"ery strict rules, and present-day Siimagnb-s­
temple sin1ers of the Siiman-claim that the oral tradition 
whic·h they have recein·d goes back to those ancient t.imes. 

LEGE~"D Al\"D HISTORY 

A discussion upon tho musical character of the Saman 
chant will be found in the next chapter. The Chltiin­
rlogya and the Brihaifiira?).yaka Upanishads (c. 600 B.C.) 
both mention the singing of the Sama Veda and the latter 
al.so refers to a number of musical instruments. 

One of the earliest references to music is found in the 
grammarian Pai:ui;ti, who was probably alive when 
Alexander the Great was in Taxila (326 B.C.). In bis 
comments upon the root Npt-to dance-he mentions 
two ix-rsons named Silalin and Krisiisvin as the author,; of 
two sets of 8iliras on dancing. 

A refor<'nco to a musical performance, which if it could 
be aC"rcptcd as historical would go back further still i.: 
found in the Pali Pi{aka (c. 300 B.C.) in which it is s~id 
that two disciples of Gautama Buddha. (c. 480 B.C'.) 
attended a dramatic performance, which of course would 
be musical. 

Tho_ cnr~~s~ reference to musical theory seems to be in 
th! }Jtkp~atiBakliya (c. 400 B.C.) which mentions the thret 
:01ce r:g1sters and the ~ven notes of the gamut. It is 
!Ilt<lrestmg to find that Just before this time, Pythagora'I 
m GreeC'o (510 B.C.) worked out the musical system of t,be 
Greeks. 

In the RanuJ.ya~1a (400 B.C.-A.D. 200) mention is fre­
que~~y made of tho singing of ballads, which aro-nes very 
C'OllSJ ernble development of the art of music. The poem 
composed l>v the ~age V"l-•k_i" . ·a 
be£ K" · D · = 1 1" sa1 to have been sung 
aut~r;:r o}"g asa~nt~a by Rama and Lak~hmana. 'The 
simile~ T/heh Ram':'-ya'l]a often makes usu o( musical 
~ • ~-

1
1". tunn:img of the bees reminded him of t,hc 

cl= ~ ~ti:t:!ti:;t~~tnts, ~nd the thunder of the 
music of th~ battlefield, in whlct{i~da~a. . He talks of !h" 
of the hows take:; the place of st~ an~mg and cre ... kmg 
vocal music is impplied b the 1 g:d mstruments and 
Riivru:ia is made to i<a:/that ?: m~arung of the elephant~. 
of his tt rrifio bow '\\ith th ti : will play upon the luto 
ma!Ja, Pntering the in.ne es. c ,. of his arrows'. Lak,..h. 
hear,, tl1e rn\"i,-hing :;tra~n:1:pments o~ SUl?riva's harem, 
other l'tringed in trum t, the mu,..1c of the vhui and 

" en s, accompanied by tho faultless 
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singing of accomplished vocalists. Raval)a was a great 
master of music and was said to have appeased Siva by 
his sublime chanting of Vedic hymns. 

The Riimaya?J.a also mentions the jritis, which seem to 
have done duty for the rfi{las in ancient times. They 
seem to ha,e been seven in number and may perhaps 
have be~n on t'a<:h of the !'>even notes of the gamut . 
Among the musical instruments mentioned the following 
are the most important : bheri, dunduhhi, mridanga, pafalw,, 
glw,Jµ, pa~1ava, adambara, and dindima among the drums ; 
muiulmka (brass tnrmpet) among wind instruments; a 
t·i?J.a played either with the bow or with a plectrum, the 
vi?J.,a being the name used for all stringed instruments.1 

The MalufblulraJ.a (500 B.C.-.:\.D. 200) speaks of t he 
seven Svar<UJ and also of the Giindhiira Griima, the ancient 
third mode which is discut3Sed in tho ne:i,,.1; chapter. The 
theory of consonance is also alluded to. 

The Maluljanaka Ja.taka (c. 200 B.C.) mentions t he fotu· 
great sounds (parama maha .§abda) which were conferred 
as an honour by the Hindu kings on great personages. 
In these the drum is associated with various kinds of born, 
gong and cymbals. Theso were sounded in front of a. 
chariot which was occupied, but behind one which was 
empty. The car used to go slowly round the palace and 
up what was called 'the kettle-drum road'.• At such a. 
time they sounded hundreds of instruments so that ' it 
was like the noise of the sea '. The J ataka also records 
how Brahmada.tta. presented a. mountain hermit with a. 
drum, telling him that if he beat on one sido his enemies 
would run away and if upon the other they would become 
his firm friends. 

In the Tamil books P uraniinilru and Pattupriftu (c. _\.D. 
100-200) the drum is referred to as occupying a position 
of very great honour. I t bad a special seat called mura­
sukaffil, and a special elephant, and wa~ treated almost 
as a deity. It is described as adorned with a. garland 
like the rainbow'. One of the poets tells us, marvelling 
at the mercy of the Iring, 'how he sat unwittingly upon 

1 See Mum in Ancient India, by C. Tirum laiya -Xaidu. 
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1hc drum couch and yet was not punished'. Three kinds 
of drum an, mentioned in these books: the battle drum, 
the- jndgmt'nt drum, and the sacrificial drum. The battle 
dn1m was regarded with the same veneration that regiments 
ui-ed to bestow upon the regimental flag in the armies 
of Europe and the capture of the drum mt'ant the defeat 
of the army. One poem likens the beating of the drum 
to the sound of a mountain torrent. Another thus 
<·t'lebrafos the virtues of the drummer: 

For my gmndsire's grandsire, his ,n-andairo'e gmndsire 
&at tho drum. For my father, his father did tho same. 
::;o he for mo. From duties of his clan he haa not swen•ed. 
Pour forth for him one other cup of palm tree's puroRt wine.I 

Tl_1e early Tamil literature makes much mention of 
mu,a1c. The Parip·i<J,al (c. A.D . 100--200) gives the names 
of some ~f ~he sv:aras and mentions the fact of"thei-e being 
~even Palru_ (ai:101ent Dravidian modes). The yal (UJrry:>) 
is th_e peculin: ~rument of the ancient Tamil Jarid.2 No 
s_pe<-1men ?f _it eXJsts today. It was evidently something 
like _the ''!.~w but not the same instrument, as t,he oet 
lfa'..iikkavac:ha~rnr (c . .'\.D. 500-700) mentions both in fuch 
3 

'\\ !1-Y. as to mdic:ate two different instruments. Somo of its 
v~neties .a~ sn1d to have had over I 000 strinos Th 
Stlappadigaram (A D 300) B • ,..,. · 8 

tl1o drtunm · · ' a uddhist drama, mentions 
w·l and ~r, the flute _player, and the vizui as woll as the 
l:~k ta. o as specimens of early Ta.mil sonrrs This 

con ams some of the earliest ·i- - · · 
musieal scale giving th exposi ions of tho Indian 
a number of the mod: sevdn n_otes ~fthe gamut and also 
The names givt'n to the sn~~ ragas m use at that time. 
r•roscnt dav and are ·with on are n~t those current in the 
Tforkaram·. a ,Jain Jc~<'on ofet:!oeption P?,re T~mil words. 
lot of information about e i8nn pc~1~, g1Vf:'S quite a 
m1>ntions two kinds of riia . ar y ravtdian music. It 
trnn;;ilient or ht'xatonic a~~s, <'Otplet_e or l~eptaton.ic, and 
respectively Pan and p·· pen _nto~c, which wore enlled 
6 . • . iram · 1t g th rntis, which it t'alls miitr . th' T -!Yes e twenty.two 

i a' o amil names of the seven 
• From Pui-a-porul rt bci ·1 · 
· ·'"e p. lOS. !l mr, a,, Pope's translation. 
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svaras with the equiv.a.lent Sanskrit sol-fa initials (Sa Ri 
G_a etc.); the seven Dravidian modes called Piilai; four 
kmds of Yal and the names of 29 Pa'l},s, some of which are 
still found among tho primary ragas of southern India. 
All this as well as fo~quent references to the science of 
music and to musical performances, both vocal and instru­
mental, in the Tamil books of this and succeeding periods 
makes it clear that musical culture had reached a bioh 
level among the Dravidian peoples of South India in the 
early centW'ies of our ,era. 

The la.ter centuries of the Buddhist period (A.D. 300-500) 
were more fertile in architecture, sculpture and painting 
than in music. The dramas of Kalidasa (c. A.D. 400) 
make frequent references to music and evidently the 
rajahs of that time lb.ad regular musicians attached to 
their courts. In the Miilavikagnimitra a song in four-tima 
is mentioned as a great, feat performed at a contest between 
two musicians. The development of the drama after 
KaJ.idasa meant the development of music as well, as all 
Indian drama is opera1;io. 'The temple and the stage were 
the great schools of In,dian music.' 

This was the time when in Europe Hope Sylvester (A.D. 
330) and St. Ambrose (A.D. 374-397) began to elaborate 
western musical theory. 

The oldest detailed ,exposition of Indian musical theory 
which_ has sur~ved the r?'vages of ants anq the fury of 
men IB found m a treatISe called N atya Siistra or the 
science of dancing, sai.id to have been composed by th" 
sage Bharata. _The di:1,te of this book is usually accepted 
as t,he early part of the third century.1 It is stated 
elsewhere that previous to this Bharata bad composed the 
Nafya Sutra or Aphorisms on Dancing, but these have not 
survived. There are nine chapters of the N iitya Sii,atra 
(chs. 28-36) which deal with music proper. These contain 
a detailed exposition of tho svaras, but-is, griimaJJ, murch• 
lUL~ias, jatis. While t:he principles of his theory are stil1 
active in Indian music, the details of his system belong 
to the past and are not easily intelligible to the present 

l Prof. Sambamoorthy dates it in the second century B.C. 

LEGEND AND HISTORY 13 

generation. A translation of a portion of this chapter 
appeared in Mr. Clement's Introduction to Indian MU8fo, 
and there is a complete French translation by J e1m Grosset. 
The latter, however, is not quite an accurate guide, as it 
has taken the word .wara-used by B,harata for the interval 
and only secondarily for the noto a,bove the interval-to 
refer to the note below the interval. This involves the 
con-action of ail his translations of note names. 

An. inscription found at Kug.umiynmalai in the Pudu­
kottru State of the Madras Presidi,ncy, which seems to 
belo~g to the s~venth oen~m:.v, has many references to 
lllus1c. It mentions seven Jatis and a few of the .srutis as 
well as the seven avaras. The wordH 'antara' and 'kakati ' 
are fo~d ~esci:ibing respectively the sharp srutis of Ga 
and N1, which is one of the peculiarities of the Southern 
~ome~clature today. It is suggested that the inscription 
1s a piece for the Simagab. to ~ng and that the peculiar 
~~;ks on :nany o~ the note signs may be intended to 
lDuJ.cate pomts of Sa~an singing.1 

T!ie s~venth and eJ.~h_th centuries of our era in South :w,;. witnessed a religious revival associated with the 
uz i movement. and connected with the theistic a d 

popular sects of VIShnu and Siva T.his · al 11 

far and wid b · · · revi v was spread 
Of th e y means of songs composed by the leade· rs 

e movement and so lt d · of musical aotivit resu e In a great development 
the_ spread of m~c~f ~!c!t~npeo,~t generally a?d in 
which these songs were sun . e old melodies to 
core claims to h g are now lost, though Travan. 

ave preserved some f th · 
Travancore ragas such as Ind" 1 ° em ~n ~he ancient 
'l'he beautiful strip of land on1~• ~~blam, Paij,i, Puranira. 
hetween the Western Gh ts e so~ -west coast of India 
Travancore is now a part au ~ the_ sea, of which 
befi Ch . £ . , was 1a:med rn the t . ore r1st or 1ts comm • al . . . cen: unes 
products. This was thener~h tcti,nties and its tropical 
~gdom, which for a. consider: omel~nd of the Chara 
~e1gnty over the whole of Sout~l'hF~nod exercised sove-

ome of an ancient Tamil ul c a. It was also the 
c ture which rivalled the 

l See Epi hi I . 
ump a ndtca, vol. xx:i, pp. 221Hl7. 
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Sanskrit culture of t.be sacred cities of North India. It 
is therefore no wonder that we should find here a flour­
isbing scho~l of music whose traditions ba~e persisted 
until this day. It is interesting to note that ~t was a):xr~1t 
this time that Gregory the Great was developmg mus10 m 
Europe for religious purposes. 

Sangita Makaranda, said 't:<> be b! Na1·~da, but not 
Na,rada Rishi as his name 1s mentioned rn the book, 
was probably composed ~et_ween the eighth and e!evm~th 
centuries. He gives a similar account of _the Ga:ruUiara 
{kii,ma to that of Sangita RaJ:ruikara. Musical sounds are 
divided into five classes according to the agency of pro,due­
tion, as nails, wind, etc. The 18 Jatis of Bharata are given 
and he enumerates 93 ragas. Sanigadeva seems to have 
borrowed a aood deal from this book. It has been ]pub­
lished in Gaekwad's Oriental Series, Baroda, within recent 
years.• . 

The Narada Sikshii., wrongly connected with the name 
of the great rishi, was probably compo~ed between the 
tenth and twelfth centlll'Y,. Tt shows considerable devol~­
ment upon the Natya Sastra in its raga system and m 
a number of matt~rs agrees with the Kuq.umiyanial.ai 
inscription where that disagrees with the next import~nt 
treatise, the Sati,gita-Ratnakara. Some scholars t hink 
that the N wrada Siksha comes much later than the tw,elfth 
century. 

The first North Indian musician whom we can definitely 
locate both in time and place is J ayadeva, who lived at the 
end of the twelfth century. He was born at Kendula near 
Bolpur, where livedRabin~anath Tagore, t_hepoetlaw'.eate 
of Bengal and mo~ern India. Ke1;1-dula _still celebratE,s an 
annual fair at which the best musical pieces are regularly 
performed. Jayadeva wrote and sang the Gila: GoV1inila, 
a series of songs descriptive of the amours of Krism:ia,, and 
so belongs to the number of India's lyrical songsters con• 
nected with the bhakti revival. Though each song ha,s the 
name of the raga and tala to which it was sung these ari, not 
intelligible to day to Indian musicians. At that ti.J?e t~es: 
songs were kn.own as Prr:?andlias. The Gita_ Gomndi:1, 15 e 
charming lyrical composition, as may be realized to solll 
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degree in an English translation of it by Sir Edwin Arnold 
under the name of The Indian Song of Songs. In these 
songs Rad.ha ]?Ours forth her year~1g, her sorrow and 
her jov and Kpsht:ia assures her of his love. 

We ·come now to the greatest of ancient Indian musical 
authorities and one who still inspires reverence in the minds 
of India·s musicians. He was called Sarngadeva and lived 
in the former half of the thirteenth century (A.D. 1210-
1247), at the court of the Yadava dynasty ofDevagiri in the 
Deccan. At that time the lfaratha Empire extended to the 
river Kaveri in the south, and it is probable that Sarliga­
dova had come into contact with the music of the south 
as well as with that of the north. His work, the Sangita­
Ratniikara 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 described in the book and even as to the renderina 
of the ragas which he describes. No scholar has been a.bl~ 
to give a tho~oughly satisfactory account of these. The 
work d_e!ls with ~he whole range of musical form and 
oompos1t1on and gives a very detailed account of ancient 
m~ical theory. It also mentions a number of musical 
wr.iters bet~een Bharata and the author, but none of their 
w_orks ?il'_Yl~e toda~. The fundamental scale (suddl111, 
rai;tt ~f hrn.gadeva J.S .Mukluiri, the modern Kanakii.ngi 
w c is t e suddha scale of Karna.tic music today ' 

i:i;~o other mus~cal works may be noted here·. First 
Sang,ta _Samayaoara by Pamvadeva (cir. 1200) which 
deals with_ ragM and gamakas. Second Brihadesi b 
Ma~nga (cir. 1000) which gives the first. definition of rd d 
~hich_ la~r was taken up by Somanatha and . l d /· • 
his Ra,gambodha. This definition will rnc u e m 
in the chapter on 'R - a, M t be found_ on page 39 
to other succeeding !!si~l s~b~~ga also supplied material 

The fourteenth and fifteentl ars. . 
important in the development ~} tC::~~:~ are thhel most 
wa,, the time of the Muha ern sc oo . It 
the emperors did a m.madan conquest. :Many of 
music and most of 1:.f:Z:\ d~al to. c;---tend the practice of 

a mus1c1ans attached to their 
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court. From this t ime dates the introduction of Persi.anr 
models into Indian music, and we also find the differen 
tiation of the northerm and southern schools beco · 
more marked. Amir K husru was a famous singer at th 
court of Sultan Alla-ud-din (A.D. 1295-1316). He was not 
only a poet and musicirua., but also a soldier and statesman 
and was a minister of two of the sultans. The qava · 
mode of singing-a judicious mi>.."ture of Persian and Indi 
models-was introduced by him, and several of our mode 
ragas are said to have been originated by him. The Sitar 
a modification of the vitia, was probably first introdu 
by him. There is a stoiry told of a contest between 
Khusm and Gopal Naik, a musician from the court o 
Vijayauagax. While Gopal was singing a beautiful com 
position, Khusru hid mnder the throne of the king a 
afterwards imitated all the beauties of Gopal's melodi 
and even surpassed them. Muhammadan historians rela 
that, when the Moghuls completed the conquest of th 
Decca.11, they took back with them to the no1·th many o 
the most famous southern musicians, in the same wa 
that they took toll of the Indian architects and sculpto 
for their new buildings. 

The Ragat,arangirJ,i, composed by Locbanakavi, probabl 
belongs to this period. The major portion of this wor 
is devoted to the discui3Sion of a number of songs by 
poet named Vidyapati, who :flourished in the fifteent 
century at the court of Raja Siva Singh of Tirhut. Th 
author also describes the current musical theories of his day 
and groups the ragas under twelve tliat,s or fundamenta 
modes. 

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

The Emperor Akbar (A.D. 1542-1605) was a ferv~nt 
lover of music a.nd did much for its development. Dur~Jg 
his reign ragas were considerably modified under fo1-e1gn 
influence and, though some of these modifications trans• 
gressed the established practice, they were on the whole to 
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the advantage of music and _helped to gi:7e_ to northe_~ 
music :some of its more pleasmg ?haract_er1Stics. Durban 

chamber music was introduced m the time of Akbar, and 
from Urn.t time developed side by side ,vith the music of 
the tomple a.nd t,he drama. 

Haridii.s Swami was a great Hindu si~iut aud musician 
who lived at Brinda.ban, tho centre of t,ho Krishl).a cult 
on tho banks of the Jumna, in Akbar's reign. He was 
consiclored one of tho greatest musicians of his time. Tan 
Sen, (.Jie oolebrated 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 anu ' like 
whom there has been no singer for a thousand _years '. 
One of t,hese 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 whu far surpassed him. At once the Emperor was all 
anxiety to hear this other singer and when told that he 
would not even obey the command of the Emperor to come 
-f:o cow't, he asked to be taken to him. It was necessary 
for the Emperor to go in disguise as the humble instrument­
oacr!e:. of 1:is singer. They came to the hermitage of 
Har1das Swami on the banks of the J umna and Tan Sen 
a~ed hi~ to sing ~ut he refused. Then Ta~ Sen practised 
a lit1:le tnck_ and himself sang a piece before his old master, n~!tr\t slight mistake in doing so. The master at once 
c cc s attention to it and showed him how to sinn- it 
pr~perly, and then went on in a wonderful burst of s~ 
while the E~peror listened eDI'aptured. Afte~ards a~ 
t~ey ~era. gomg back to the palace, the Emperor said t~ 
'J'.an Sen, Why cannot you sing like that? ' 'I have to 
;;mg whenever my Emperor commands , . d Tr 
• but he only :-ings in obedience to thn ;..,,: sa1. ,an Sen, 

R - · "1- ,... v ....,,er voice ,aJa D an ,c1mgh of Gwalior ono of th · t 
Akbar's ministers was also a • e gre_a est of 
isaid to have introduced the ni!;;l~ tri°n t _m~1c and is 
Gwalior court has maintained its h'.ah ye.? sin~: The 
the present day. 1o IDUs1cal traditions to 

Tlie dist"iplr~ of Tan Sen di 'd d 
£Toups, the Rabiibiyars and ;tee B~~~I_?selves into two 

2 m,i:ars. The former 
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used the new instrument. invented by Tiin Sen, tho raMb, 
while the lattor used the bin, as the ·vi.~1ri is called in th 
north. Two do..cendantll of these arc living today· a 
llampur, n 1:annll state which ~u~s bem famou~ for m~uy 
centuries for itll excellent mus101anR. The represents; ,. 
of the Binkiini i1; l\Iuhammnd Wazil' Khiin, whoso patema 
ancc:;tor "as Nabi Kl1iin Bilikiir a.t the court 0£ t h 
Emperor, Muhammad Shub; and :Muhammad Ali Khii 
is the reprc~cntative oft he Rabiibiyan-. 

Tht- heroic 1\1irabai (c. 1500), w:ifo of a prince of th 
Udaipur olnn and famous poetess and musician, und 1 
Das (l 584), tho singer and composer of tho Hin 
Riimiiylll)a, are representatives of mu,-ic-al culture in N,:, 
India. 

Pm:igarika Vitthal wus probably 1•not.her musiciru 
Al-bar·s reign. H e lived at Burbiinpur in KbiindhC'sh an 
may have bee11 asked to go over to Delh:i wbon Ak 
took Khiindhcsl in 15!W. PuEdarika ,note four wor -
Shn(lragachandrodaya, Riigamilii, Ru{la111aiijar'i, n. 
Narfananir~1aya: thew have recently 1,een discover~ 
the Stat,e Library of Biknnir. It appears thnt the nlusi 
of Upper lndin was getting into confusion, and Pm,c;l.a -
seems to have been a~kc·d by the Raja Bmhiinkblil1 . 
bring things into order. Pm,i~arl.ka wu;, o. southern pa1 ~ 
aH hf' him!'t'U e-taks, calling him:-C>lf 'Knn)iit ika ·1 
belonging to the i;outh; and so lic hncl como to know 1 o 
tho northern and isouthl'l'n s"tstems. He adopts t 
s11ddlia scale of the scuth ancl ·c1ci;t·1ibcs man~· 1:orth 
nigas. In dP~cribing hi,; rifgas be :,;ccms to mnko ~ 
OlliY fourtcl·ll ~ruffa in t.hc odavo, nnd USPR only t el 
frcts for his vil,lci. . 

\tidyiirul)) a (cir. 1350) in Sail{;ifa ,",<ira is the fir::-t_ m , 1 

<-d1olar to :,;pcnk of Januka and J:inya r<i9a.~, whlch ,Int 
became the fnndamontnl classifici,tion of tho sout e 
system, and to give fOruo examples of both thc~o class ,:. 
· Riima Amut:ra, a southern mu1,;icicm, gives us the {ii 

ddailed e:iq,osi i ion of tlw 1-outhem i,;yi:.tem in the Stv!r me 
Kaliinidlii, "1-itten about the year A.D. 1550. ~s 1ro 
contaim the first collection of Indian riigas which ~

1 utlequately des<:ribed. All of them Lelong to tho Kari a 
2B 
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svatem and havo sha~ja as their tonic. It seems tl~nt, in 
tite south at least. riif]fJ.8 hnve now been worked out _'l'OID a 
common tonic, indicating that in,trumental mu:;1c had 
greatly developed. _ . 

.Followincr this comes the Ra'.}avtbodha, one of the most 
important ~·orka on Indian music, written in A.D. 1609 by 
!:;omnnatha. n Telugu Brnhman of the East Coast, p1 ob1.bly 
of Rajahmundr_v. He wns evidently a prac-tical mu,ician 
1u1 wdl ru; a. scholar and poet. The book is "riW·n in 
ma.stC'rly couplots in the A1-yii metre. It starts with the 
thoory of musical sounds and goes on to describe t.he 1 

different l"i1JiiS in existence and how to use them. The 
name.<r nnd positions of tho twenty-two srufi" are civen. 
Somnnitha belongs to the southern school and clllssifies 
tho raga.a :into primary nnd derivative (Janaka and J anya), 
a-i is tlone in mocfom south Indian music. H e also ,:rives a 
number of IDC'lo<lies developed from the nigas. A tmnsla­
tion of this work was appearing in the Indian Mu..<lic 
.Jounwl when it met with an untinJcl:r dc·ath. 

A1 ot~er important ,vork of the southern school, which 
was written nbout the aume timl', is th• Chal1ud,mdi 
Prak;il~M. wh_o.-.c _author wn~ Pa9-9-it Veilkatam, !d1i, ~on 
l)f. Govmda. D1k !ut and pupil of T· n , ppiichii.rrn, who i;; 
B?-1d to carry his guruparampartl (scholastic ~uccessfon) 
ngh_t b~ck to Sii.rngudeva himself. This work gives the 
ba IS o[ the I m,ent-dn~· southern svstom and ""o of ·t • r ga el sificnt Th - • ut,:; l :, 

t , • :on. t'1 mgas nre nrrnnged under sovt•ntv-
~-o primary r, gas calletl .Jf l . ,. 1 • 1 • 
f d . . _ , (.a,wras. w1t1 a larc:o number 

o onvatnc mgaa attnC'}1('d to each Tl. t'i 
of th t 1 · · 118 au ior makes 

IIS!.' e Vi vo m.ttono only in dt>!;t•dl>ing th , fl!Jil8 

In the northern school Sa,iyita Da-ri>ana O 'ti . · of 111uQic , · a. lo. . , r -.10 mirror 
Mi! -h . popu r work wnttcu bv Da•nounra 

m, u o is said to ha.vo been born in :\I"tb"I b 
A.D. 162:i, \\hen Ja.hiin r was Em I ~• n out 
has com M unintclli .ble n l>C:°:· 'I'h13 book 
from .,\hich tho author ~1us fr~t(' Sa_ng1ta Rain :~ar~, 
mnter1n!:, for tho chaptfir ) rop1ed most ot his 
cha " on .<i:vara.~ H h Id ptcr on n'igas whicl1 iR c · · e as at e<l a. 
nutbor. Variou,, pictorial d o_p.1:<l _from some unknown 
raga~ am given. escnpt1on1. of tho cliiforent 
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There were many aood musicians at the court of Shah 
Jahan (1628-66), a~ong them being Jagannatha, who 
received the title Kaviiriija; and Lal Khan who wa-s a. 
descendant of Tiin Sen. We are told that on one occasion 
J agannatha and anoth,er musician ~8Jne~ D!rang ~an 
received from the Emperor their weight m silver, which 
am01mted to about Rs.4~,500. 

During t.he reign of Aurangze~ music went out of 
favour in the royal court. A story 1s told of how the court 
musicians desiring to draw the Emp~ror's attention. to 
their distressful condition came past his balcony carrymg 
a gaily dressed corpse upon a bier and chanting mournful 
funeral songs. Upon the Emperor enquiring what the 
matter was, t,hey told him that music harl died fr?m neglect 
and that they were taking its corpse to the burial ground, 
He replied at once, 'V,~ry well, make the _grave deep, so 
that neither voice nor echo may issue from 1t'. 

The Sangita Pririjiita, one of the most important wor~ 
of the northern school, was written by Ahobala Pa1;1.1p 
in the seventeenth c,entury. It ~vas translated into 
Persian in the year l'.724. Ahobala seems to _ hav:e h 
access to both the Rayatarail.girJ,i and the Rc1gambodM 
The suddha scale of the Piirijata is tho same as that 
the Tarail.girJ,i. AhobaJa recognizes twenty-nine sruti 
altogether in the oota,ve, but he rarely uses more th 
twelve to describe hi8 ragas. He gives altogether ~• 
different rcigas. The P'iirijata is the first work t~ descn 
the twelve svaras in terms of the length of the string of th 
vi~Hl, so that we are a,ble to reproduce today the no 
that he used. 

The next author of importance is Bhavabhatt,a, . ~ho 
was attached to tho court of a raja named Anupasuih&_: 
His ancestors came froirn the province of Abhira in Malw& 
and his father was J anii.rdanabhatta, a musician at th& 
court of Shah J ahan. It is possible that he was the -~~~ 
musician of that name who obtained the title of'KavmtJ& 
from the Shah. The family may have belonged to_ : 
southern stock, as he shows considerable acquaintance '!1t 
the southern system of_ music. _ He classifi~ all the r~ 
under twenty thdJ,s (primary ragas) and his suddha s 
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. K akangi the Auddha scale of the 1south. He seems is an ' h - d. to have attempted to anange the no1t ern ragas accor mg 
to the southern system. 

About this time Purandara Dasa (1484-1564) wrotem~y 
b autiful soncrs in K anarese, and also a number of mUSJcal 
e!ercises, whi~h are use~ today by the pupil at the begin-
ning of his musical studies. _ 

According to Sir S. M. Tagore, MuhaDJt.mad Shah (l 719) 
was the last Emperor to h~ve famous musicians at his 
court. Among t,hem were Adariinga and Sadaranga, tw~ 
great Binkiirs. Dmfog this i:eriod 1;h~ _sin~er Sho:11 
perfected the Tappa st~le of ffindu~tha,m smgmg. New 
types of song and music w~re ~so mtroduced,_ many of 
which were pleaio.ing oombmations of the Hindu and 
Persian t..tyles. · 

1n the early British period Indian music was generally 
confined to the courts of the leading Indian princes, as 
most Emopeans rngarded it as primitive and unscientific. 
Tliere were, however, scholars like Sir William Jones 
and Sir W. Ousley and amateurs like Captain Day and 
Capt uin 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 Tulajaji of Tanjore 
" as the author of an impo1tant treatiso entitled SangUa 
,Siiramritnin (1735). 

Th~, Kiigmat-e-Asaphi, written in 1813 by Muham­
mr,1 Rezza, a nobleman of Patna, is a, critical work on 
n~rthern mw,ic. He pronounces the various northern 
",\i!tems of classilication to be out of da1;e and has no use 
~r t~e rrlga-ragi'f)1rputra basis upon which they build. 
. e gives a new system of his own which brings together 
~tohgroups ragas which have similar fea1t.ures. This work 
~ ~ E tirst authority to take the Bilava] scale (similar to 
i.-u~<fh Utopean major mode) as its suddlw scale. This is the 
tb la scale of the north todav. The author tells us 
· at 'e t h · 

wro e t e book after consulti11g the best artists 
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available in his day. I t is said that his raga la1c.sha?J,a-~ 
(definitions) are still in use by Hindusthani musicians. 

About this time Mab.araja Pratap Singh of Jaipur 
(1779-1804) called together a conference of musical 1experts 
and artists ~ Jaipur. in or~er to arrange for I)., standard 
work on Hindustham mllfilc. The book which 1.'esulted 
was called Sail.gila Sara or 'Essence of Music' . The 
literary talent available does not seem to have beon of a 
very high order, but it preserves for future reference the 
opini?ns of a body of musicians upon current thoug;ht and 
practice. Hero also the suddha scale is Biliival, which by 
then seems to have been recognized as the regular Hindus­
thani l;uddha scale. 

Sangua R.<lgalca"lpadnima written by Kpshi:iiinanda. 
Vyiba and published in Calcutta in 1842 collects together 
all tho masterpieces then available of Hindi composition. 

It should be remembered that all these authors use 
some form or other of the Sanskrit sol-fa notatio1l which 
is th<' basis of the notation adopted in this book. (See 
Introduction.) . 

~bile the ~ort~ern system wa,s thus trying to find. a new 
baSJs of classificatwn, the south was goincr ahead in musical 
composition. Tanjore was for man:v ye~s one of the most 
important musical centre.<; of India. It was her,e that 
Tyagayya or Tyiigaraja, the great singer and poet (c. 1759-
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 kriti.s and lcirtana.s 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 a.ud 1,elfless 
man. His father was R ama Brahman, who was also a 
mnl'ical composer of some repute. The ri.shi, Nii.rada is said 
to 11ave appeared to Tyagariija and to have prel'ented him 
wjtb a rare musicaJ treatise entitled Svararnava. His 
teacher \\,'RS Sonti Venkataramanayya. Music and Tl~ligion 
were w~ven together in his life, and his songs were the 
outpourings of a real devotion. They were said tc, have 
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heen composed on Ek<idas~ days, when he fasted all day 
long. Tyiigaraja introduced Sangatis-peculia.r variations 
upon a particular melody-into his music. Each variation, 
while retaining the important features of the original 
melodJ, becomes more and more elaborate. Originality 
was the distinguishing mark of all his compositions. 

Govind11, Marar was another well-known southern 
musician of this period. He lived in Trava-ncore, a State 
with a long and honourable musicaJ tradition. Govinda. 
:Miirnr wiis known as Shatkala Govinda, because he could 
sing ,1 piece in sextuple time. A story is related of his 
meeting with Tyagaraja. A number of musicians including 
him~elf ,rere seated with the master when a paUavi (chorus) 
in the r~ga panti111ar<"Iti was f.\Ung by all. Govinda, 
using bis own peculiar tambur which had seven strings, 
sang it in shatkala (sSA"tuple) acceler:iteJ time.· Tyagaraja 
was so astonished that he gave him the name of Govinda­
swami and asked one of his pupils to sing a song in his 
honour which began, 'There aro many great men in the 
world and I respect them all." 

Muttuswami Dikshita (1776-1835) and Syama Siistl-1 
(1762-1.1~27) were both contemporaries of Tyagaraja. The 
former bolonged to the Tinnevelly District and invented i>. 

new spfom of Indian notation which makes use of the 
cliffi>w•1 l vowd svllables to indic11,te the various vilqits of 
t-rch llt"ara. Ettiyiipuram Subriima Dilrnhita, his great 
grandson, has also written in Telugu a very important 
work ?n the southern system, which endeavours to apply 
the prmc·iplPs of Siirngadeva to modern nntt,ic. 

Man.\ 0fthe rajah::; and princes c,f Cochin and Travancore 
w, re geo<l musicians, among whom the mo,:t bJilliant was 
Sw ·thi 'I'inmal Mal1araja (Kulasekhara Pcrumal), whose i?1Jlo!itirm~ are in six languages : Sant-krit, Tamil, Tolngu, 

nfo yala m. Hindusthnni, ::\Iarr..thL 
s· In Ec:ni.;al. in the lattf'r half of the nineteenth centmy, 
ir S. )l. Tagore produced :1 m1mbcr of import-ant works 

011 mr:-:i<'. Bi;. Universal Hisloty of Music is a. work of 
e:rm;.idera h],. value. The Bengal pai:i~lits, including Tagore, 
;2°1•tc'.l ti r- old Hindusthani diga-ragitii-putra classification 

r thc,u ri:uas. 
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Dr. R abindraiath Tagore was a relative of Sir S. M, 
Tagore and exercised the most potent influence upon muiaio 
in BengaJ. He Ht the beaten tracks of BengalI music and 
has made new ,aths for Iris melodies. His songs have 
rare musical and poetic;al qualities and are known all over 
Bengal. One cf his songs (Janaga'(l,O,) has become the 
national anthem of 'Free India'. 

The Indian ra;ahs ai:1d princes still have in their service 
many famous m1sicia111 , but unfortunately many of them 
depend almost rotirely upon tradition in the rendering of 
,·agas and melolies. There seems to be no generally 
accepted system for II:industhani music, though efforts 
are being made 1oday lby many scholars to work one out. 
The southern sy1tem, as readers will have guessed, is far 
more carefully s:rstematfaed, and pc-rhaps errs on the side 
of rigidity. 

During the las; few dlecades the scientific study of music 
in India has mocle great advances. Musical schools and 
associations ha-re spnmg up all over India; und today 
we find them in existence in such widely separated places 
as Bombay, Pocna, Bangalore, Lahore, Gwalior, Baroda, 
Luclmow, Tanjo.e, My~1ore, Trivandrum, Calcutta, Madras. 
The Gtinclharva M:aha 'Vidyalaya, as the Bombay school is 
called, was first established in Lahore by Pal).<;lit VishlJu 
Digambar Palus.lar in 1901 and then in Bombay in 1908. 
It has its fine leadquarters in Sanclhurst Road and is 
supportetl by Maharaj as and Government officials. The 
staff consists of forty teachers, both men and women, 
twenty-nine of vhom belong to the Bombay Branch; and 
its income is alout R.s.30,000 a year. Both vocal and 
instrumental munc are taught, either individually or in 
classes. The schcol in Calcutta, under the name of Satigit 
Sangha is a more rece11t institution, and experiments are 
being made alonf the lines of the combination of the Indian 
and European syitems. 

The most notEworthy recent development has been the 
series of All-Indn Music Conferences, inaugurated in the 
year 1916 by Hi~Highness t he Mahii.riija 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 sy&tematization of Hindusthani 
ragas. It has made poRsible the cUlscussion of musical 
problems by a gat,hering of artists and. experts drawn from 
the whole of India, a, free intercbamgc of thought and 
opinion by musicians of all races and climes in India, the 
attempt to find an adequate notation t<> express the beauties 
and refinements of Inilian ragas and 1melodies, and finally 
the establishment of the All-India Academy 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 arc giving themselves to the deve­
lopment of Indian music. It aims a1~ providi.pg facilities 
for collective and jndividual research, a.nd for the collecting 
and preserving of the best classical compositions, and 
hopes to bring about a uniform meth.od of arranging the 
ragas and pyst.ematizing the melodies fol' the whole of 
India. The .Academy of Music hopes, in co-ope-ration 
with its sister organizations, to promote the development 
of a living musical culture, having its1 roots in the soil of 
India and e:xpref'sing it.self in nobler and more beautiful 
forms, RO as to enrich the lives of both rich and poor. 
. An Indian Music Academy was es1~blished in Madras 
m the year 1928 and has Pince bee11l organizing Annual 
1\foRic Conference in Madrn.s and couduc,1.ing research, with 
1 he aid of music sc-hola.rs, into the vro:ious raga~ in use in 
Kurnatic music. The Madras University has also intro­
cluced Indian music as a subject into the Universit? and 
has appointed a Professor of Indian l\fosi.c, Prof. P. Samba­
moo~hy, and has established a Department of Indian 
Music ill the Univers.ity, which is both a teaching and a 
resean'h department. 

The Bhatkhande Unive1'S.ity of Hin1iustha.ni Music has teen es!a blislted in Lucknow in memory of the late Vidvan 
i J;;_ Bhatkhande, as a development of tho Morris College R ~dusthani Music staTt.ed there in ll9il. Pandit S. N. 
atanJankar ls now the Principal of thjs 'college. 
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It has recently bHen decided to establish an all-India 
College of Indian Music in Madras and plans are now in 
progress for opening this Institution. . 

Courses and diplomas in Indian Music are now availabl~ 
in ma.ny universitie:s in India, viz. Madras, Annamala1, 
Travancoro, .And.hra, Banaras, Allahabad, Lucknow, 
Punjab, Nagpur. 

CHAPTER III 

THE DEVELOPMEJ\1T OJB' THE SCALE 

The history of the Indian scale is really a series of dose 
inferences; for the materia.Js do not exist for definite and 
inC'ontrovertible conclusions. This chapter aivis at giving 
a gt·neral view of tho development, of the scale, based on 
srattored data, gathered together in a fairly extensive 
rending of the various works which have appeared in India 
and elsewhere _on tho subject. It iH 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. 

Tho principal data available for this study consist of 
brief references in ancient Indian ]literature, the tradition 
of the Saman chant, the theory of the Grama scales and 
the musical facts implied in the va,rious ragas used in the 
pn~'t or- <:urrent today. 

The scale of the .Aryan peoples is based on the tetrachord 
(cliatuli,si·ai-a). The tetrachord jg the fourth with its 
mtcrveniog notes. This may give the following tetra­
chords in the Indian scale : SRGM , SrGM, SrgM, and 
so on.1 

The process whereby the tetrachord was first produced 
depe_nds upon certain uu.iversal musical facts. The 
musical ear in search of a note does two things. It creeps 
u1i or down, one step at a time; and it makes a bold plunge 
for. the nearest consonant note (sa'lmvadi) from the note 
~hich has been sounded (vadi). The voice has a tendency 

asc_eud by leaps and to descend by steps. Music 
},
600gtuzes the following consonant intervals: the third, the 

n°mth, the fifth, and the octave. Im making a leap to the 
t~1 consonant note, the choice really lies between the 

and the fourth, as the fifth its too far away. The 
1 See table on p. 5 for explanation. 
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fourth is the more audible and many nations hav4~ chosen 
this in preference to the third. The fourth then 'becomes 
the upward limit of the tetrachord. When it clomes to 
creeping up or down by what may be called 'ne:x:t-do~r• 
notes. the chosen interval may be one of many or qmte 
undefined. Most commonly the major tone or the ~1emitone 
were the intervals chosen, though intervals of lesii than a 
semitone were also taken in India, as we shall see from the 
Saman chant and from such a raga as Toqii (northe,n). 

Consona.nce is called Samviiditva in India. 'Bharat& 
divides svaras into four kinds, and this has remained the 
accepted division ever since. First there is the fl)adi, or 
sounding note, or sonant. Then the samvadi, the note 
consonant with the vadf. Bvaras between which there is 
an interval of nine or thirteen sri,tis are samvi.idii with 
each other. Svams at an interval of two srutis from the 
viidi are called viva di, or 'dissonant' in rela tio10 to it. 
The others are called an1wad1, or 'assonant', i.e. neutral 
in relation to the viidi. 

The sruti or microtonal interval is a division. of the 
semitone, but not necessarily an equal division. This 
division of the semitone is found also in ancient Greek 
music. It is an interesting fact that we find ii:1 Greek 
music the counterpart- of many things in Indian music, and 
we ha,ve 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 ancien1t Greek 
srale divided the octave into twenty-four small il'.1.tervals, 
while the traditional Indian practice is to recognize twenty­
two in the octa'I'<' . Rao Sahib Abraham PM)•r;litar, a 
South Indian musical scholar who made a very close 
study of ancient Dravidian music, believed that the, ancient 
Tamil books of the second and third century of our era 
support the view that in Sout.h India the octave was als? 
divided into twenty-four equal intervals. Further investi­
gation is being carried out in this matter, though, as bas 
been a.lreadv mentioned, a Tamil lexicon of the third or 
fourth century onl~· gives twenty-two 11uitras for the 
octave, i.e. twenty-two srutis. The sruti ~ really a, kind ~f 
half-way house to the semitone. More than tvrn srufls 
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are not usually sung in succession, though there are of 
course people who mil sing tho whole twenty.two of them 
in succession. Still that is acoustics and not music. 
So also the tetrachord might theoretically consist of as 
roany notes as there are .§ruJ,is within the fourth, but 
practically it is difficult to sing or play more than four 
notes. 

The Saman 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 Murcbhanas, were also conceived as extending 
downwards. The Greeks too thought of the tetrachord 
in the same way. 

The Sam.an chant pivoted on two notes called the udatta 
-' raised '-the higher one, and the anudai-m:-'not raised', 
the lower one. In course of time the interval between 
these was established a.s a fourth. Then, later, the notes 
of this tetrachord received distinct names. The highest 
was prathama,-' first' -then dvitiya, tritiya, chal!urtha, 
down the scale. These names are found first in the 
JJ.ilcpriitisokhya (c. 400 B.C.). Later, a note called svarita is 
also mentioned, and this seems to be a graced udiitta, 
thus indicating a note higher than the prathama. La,ter 
still we find this note definitely established and called 
krusltfa--'high' (Taittiriya-priitisiikhya c. A.D. 400). About 
the same time two other notes lower than the cha.turtha 
appear. These are called mandra-'low', and atisvaryar­
'extremity'. Thls last was an extra note and was usually 
sung only in the cadence of the Siiman chant. So we find 
the whole series of the seven notes, or svaras as they were 
called, of the octave. · 

~e must, however, remember that there is a South 
Indian tradition that the raga Abltogi (S R g M D) re­
presents the ancient Sliman chant. That is pentatonic, 
and there can be little doubt that the Sa.man sea.le was 
pentatonic before it became heptatonic. We find that 
the prmtatonic was the more primitive scale among all 
peoples. 
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It is the custom of Sa.man singers toclay to call the 
higher tetrachord itchcha-' high ·, and the lower nfoha­
' low'; but it i<eems probable that, w~ile these term._'l. ~ay 
have originally only referred to a differ<1nce of position, 
later they came to inean a ~ifferent style of_ s~gin~. . 

'The voice is prior to the mst-rument_. 'I'h1s 1s prima facte 
so pro ha ble that it cnn hardly ?<' Raid to need proof. It 
is implied in the i,{atement of Ar1stoxen11s, th~t the nn urn! 
laws of harmony cannot be deduced from m~trumcnts_. 
At anv rate it is trne that songs prccc•de scales. It 1& 

impossible to think that a mother wai_t~d to_ sinir a l~1Ua~y 
unt,il a eicale had boon worked out 111 which to sing . 1t. 
W hen people sing simple s?ngs, they oft.en kno,~ nothing 
about the intervals used m them, but- they l"tng them 
all the i;;ame. We cannot. say how people began to find 
them out. In out-of-the-way places singer.;i use very 
few notes. Children use fewer than adults, country 
people fewer than townspeople. and fi?.t-la11;d dwellers 
fewer than mountaineeJ'8. It was a long hme 1,ofore 
the fifth was used and longer still before the octave came 
int.o US<'. The songs of primitive people were madr up 
of , ft..,1 musical jntcrvals. Then, as instruments were 
joined to tho voice, 1 hey got accustomed to the third, ~he 
minor tone an<l tho semitone. Then thoy beiran to ~mg 
diatonir i;eries such as S R G M, or S r GM, and Ro on. 
Or thev might proceed by a leap of two i;c•mitones, and t'.hen 
make thl' fourth, aq in S r g M; or C'!se thC' leap might, 
rome r.fter the first s01nitono, as in S r G M . Then they 
might find a ~hird way by usi;1~ int~rvals of less than a 
semitone as m S r- g M. So the mterval of the fourth 
became filled up partly by experiment and partly by 
theory. 

The typical ancient Indian instruments ~C'!e the cir~ 
(d1md11bhi), the flute (murali), und the v1?)a. Th~. vzJJII 
was used mainly as accomp11rument, and 1 ~e ~ute b~ itself, 
Ill' who1 l{rislu:ia charmed the gopis of Brmda~1m. As all 
music was largely improviziition, the accomp:u!1~cnt could 
not be a strict following oft he singer, ~houf!h it is wonder­
ful to ~ tho wa, singer und player mll keep close ~o one 
another all tho time, even though neither has :my piece of 
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•tten 1 msic before him. Theu, ahio, thC' instrument r: d to rc•gifo!tcr the notes and t o define them. I t was 
t~rrugh the inRtrument that the importance of the maj?r 
third, ")lich hi~ been called the Magna_ Carla of mus1e, 
wa" renJized. Further, . through the mstnnnent, t he 
0 usician t ;.au to base his melody on the lower notes, as 
t.hcy aw the lo11der and clearer on the instrument; whereas, 
"+~n the· , wa.ii no instrument, he started from the higher 
11otes an< c· ,me rlownwards. It was also noted thnt the 
third oht inecl from the voice is slightly sharper than tho 
third oht ined from an inst,rumont , eight srutis as a~ainst 
r,even .;rzr,i.~. Bharata calls this difference of one sruti a 
pramiitia ,ruti. 'indicative interval ', becau~e all tho other 
interval ·an lic deduced from it, a fact which the Greeks 
also notet,· SQ b:,- tho co-operatioo of voice and instrument 
the scale ms worked out; and in nue S('nse the ~t.mment 
ma..,. bf., ·alle<l 'the originntor o ... the scale,· becaut,;0 it 
detcrmimd it.l 

It mui-, however, be l'Ottlember ed that a song or piece 
played 01 an uu;trument is a live thing and does not submit 
to mat.hC'l.llatic.al precision. There is, it is true, only ono 
form i'or ·a<'h ~cale, ,,nd <•very singer and musician tries 
to get it ght, though no ore invn.riably manages to do so. 
Thl• VC'1,\ fact of putting passion (rosa) into music means 
that a I -ticular note will be t.ak.,n rather sharper at one 
time thm at another. Tho law i1-,; there, of colll'Se, to bo 
obeyed u· perfectly as po sible. In 8outh India tho 1;1-Se 
of the tl'1Jl sruti for 8UCh a p,ossible sharpening or fl.at terung 
of partictlar notes recognizc~i; the t ruth of this variabilit y. 
Mttsie uft·r all i:; an art an<l not a mel'e mechanism. No­
body can sing like n, macl,ine, CVt,n if he tries, any more 
than u min cain walk in a p, ,rfectly straight lino or breathe 
as th" ckck ti •ks. 

The l'cfrela ion of tho notes of the Sa.man chant with 
th(• nutc~ of t lhe secular rr iru;tmm.ental scale is another 
~tcp in tle pi <0ce~ of thi int~n-elationship of voice and 
tnstrmnnt. VNe find evide-nce of t.lris correlation as early 

1 .1 For .r, 11 ,·ount of the l evelopment of the Sl'a!e, t!OO South 
11dt.a,. M, u:, U..:iok I V. pp. 36-3!) (Prof . Sambamoo,-tby). 
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as tho IJ,ikprritisdkliy·a in tho_ statement tl~at, 'the yama 
(liturgical Reale) is tht' svarn (mstrumental). As wo ha_ve 
seen, the Sliman scale was conceived as a downw~rd sor1ea 
and the in1,trumentnl scale as an ~pwarcl so~es. The 
names use,l for tho instrumental scale m tho ancient books 
Me those in use today all over India. Th~ clu~ to ~he 
interrelation of the two scales is found in th<' 1dent1fication 
of praihama and giindhara. . With this we f(f'~ tho two 
scales as follows, ea,::-h forming a saptaka or cluster of 
sevPn '. 

Krush\,n 
Pratbsma 
Dvitiya 
Tritiya 
Chaturtha 
}fundni 
Atisviiry1i 

8EOC11,A.ll. 
Nishiidha 
Dhoivata 
Pancilllma 
~Iad11yama 
Giindl1nra 
Rishnbha 
Shajja 
(Nishiidha} 
(Dhoivata) 
(Pon('hama) 

Tho external relations of India in the early centuries 
of tho Christian era ,1re too obscmo at present for us to 
be able to sav whether tho mu.'<ieal systems of Greece, 
Arabia and Pc°rsia have any definite rclationt-h.ip with that 
of India. It is certit,iin that there was considerable inter­
communication and commercial intercourse between India 
and each of these countries; and recent researches have 
shown the extent of :Persian influence in India during the 
Maurya Empire (c. :300 B.C.). Tho musical systems ~ 
these· countries show so much resemblance m certain 
essential features that it seems clear t_here m~st have been 
somo connexion betwe,on them. Tho hkeness is much closer 
than it is with the music of Japan or China. It i~ w~ll 
known that Gandhiira (the district of !{.andabar) was 1D 

those early days a c:c,ntre. of Greco-J~dian culture, a~ t h_e 
Ganclharan soulptW'CS tcst~y, and Taxila (nea_r Raw:alp~cli) 
w~ the seat of a very important B~ddlust_ uruvc·n,1~Y· 
Tboug-h Buddhism ha.s ne,er been al:-sociatecl with a !;pec1aJ 
dovc-Jopment of musical_ cultwe, the fact that a _seal~ of 
considerable importancem those days was called Gandhara, 
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. nd that. one of the important notes of the gamut is known 
·' . Gandhiira is of some significance. The two earliest 
Greek scales, the M ixolydic and the . .Doric,. show a~ ty 
with early Indian scales. All t hese things pomt to an mter­
<'hange of ideas between the musical people of the two 
rountrie11. 

We have now come to see how the g·amut of seven notes 
within the octave, including some smaller divisions, came 
to be accepted. These seven are caUed the saptaka, or 
• cluster of t--cven,' and are known as thEl seven svaras. The 
first expo!;;ition of these various intervals is _found ~ a 
Tamil work, Tivfikaram (c. A.D. 200-300), of which mention 
has already been made. The scale was divided into 
twenty-two mlitra~, which are similar to the srutis of the 
northern pai:t~its. The Tamil books also give them the 
name alal..-u. According to this work these twenty-two 
sruti.s wero distributed as follows: 

Sa Ri Ga Ma P a Dha Ni 
4 4 3 2 4 3 ~? = 22 

It is ah;o rather interesting to find that the different 
mtervah; 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 D ha as ii sixth: the fourth being 
called a 'friendly' interval, the fifth ,!t 'related' interval, 
and the third and sixth • enemy intt•rvals.' Tho Natya 
~iistra (c . .,\.D. 300) shows a clear perception of the various 
mtervals: octave, fifth, fow·th, tone, minor tone and semi­
tone. Enc·h of these intervals is reckoned as having a 
certain number of sndis as follows:-

Octavo 22 srutia i.o. 1200 coots. 
Fifth 13 702 
Fourth O 408 
Tone 4 204 
2'.Iinor tone 3 ,, l B2 ,, 
Scn1itone . . 2 ,, n 11L2 ,, 

~~he .fruti numbers are really only approxi.maiions but the cents are 
course accurate. 

Thus the Indian scale divides the o,ctave into twenty­
wo lirutis. As we have seen tho Gre,3ks divided it into 

3 ' 



34 THE MUSIC OF INDIA 

twenty.four 
follows:-

small intervals. The thrne scales 

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

2 4 3 2 4 4 3 
(Tamil). 

= 22 Indian 

2 4 4 2 4 4 4 
(Bharata). 

= 24 Greek. 

The Greeks seem to have made the change in the third 
interval from 2, 4, 4 to 2, 4, 3 in the early centuries of o 
era. The probable reason for this confusion is that these 
sruti numbers are more or less approximate to the actual 
vibration numbers. Thus the first tlu·ee intervl;\Js may be 
either, 

90 
112 

204 
204 

204 
182 

498 
4~8 

or, 

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

The seven svaras of the saptaka cU1Tent today through­
out the whole of India are, in the order of ascent from the 
note which has now become the Indian tonic: Sha<;lja, 
::i;tishabha, Gaud.hara, Madhyama, Pafichama, Dhaivata, 
Nisbadha. Their sol-fa initials, also current in eve 
vernacular in India, are Sa, Ri, Ga, Ma, Pa, Dha, Ni, 
It is rather an interesting thing that the ancient Tamil 
names were quite different, viz. Kura},, 1.'·uttam, Kaikkilai, 
Uµii, ni, Vilari, T<iram. 

As far as one can gather, the following are the root 
meanings of these Tamil names: lmral, open tone; kaikkilai, 
unreciprocated passion; ufai, place, side; ili, contempt , 
abuse; vilari, tenderness, compassion; taram {Sanskrit) 
high. 

It is clear that the Sanskrit names current now belon8 
to some later period after the development sketched abo.,rt, 
bad taken place. Thus slUMfda means 'born of six' a1;1d 
indicate.'3 that this note, which has now become the tomo, 

3B 

THE DEVELOPl\IBNT OF THE SCALE 3.3 

was the last to arise in a downward series. Mailhyanna 
means 'middle' and suggests that when, at a much earlier 
period, this name was given, that note was the central note 
of the scale. The note Gandha.ra may be so called because 
it was the starting point of the Gandhara scale. Paiicham,a 
means 'fifth', i.e. from Sa, and implies a 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 cry of an animal tends to be always on 
the same note; and these names were intended no doul,)t to 
indicate in the .first instance absolute pitch, and were later 
transferred to relative pitches. Shai/,ja is said to be the 
sound prod1,rned by the peacock at its highest rapture. 
IJ.ishablia is said to represent the sound made by the cow in 
calling her calf. Gdndhara is the bleat of· the goat. 
Ma.dhyama 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 Nishii,dha the 
trumpeting oft.he elephant: the lattet 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 Samaja or 'bom 
of the Saman.' 

The next matter to which we have to devote attention 
is the history of the gramas, or ancient scales. The first 
references to these are found in the Maluibluirata {A.D. 200) 
~nd the Harivamsa (A.D. 400). The former speaks of the 
sweet note Ganclhara ', pl'obably referring to the scale of 
that name, since it is hardly likely that a single note 
~ 0 ul.d be called sweet. The Hariva:mAa speaks enthu­
s1ast1eally of music 'in the grama,raga which goes down 
to Gandhu.ra ', and of 'the women of Bhima's race who 
:rformed, in the Gandhara grtimardga, the descent of 

e Ganges, so as to delight mind and ear.' In these two 
~eferences the term used is griimaraga, and we may perhaps 
N~ume ,.,that it was the same as the Gandhii.ti jati of the 

(t#ya oiistra. The early Tamil works referring to music 
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(Tivdkaram and Sil,appadigiiram) do not mention the 
gramas. There is, however, sometrung which seem.s to 
correspond to them, the palai, of which there are f our: 
formed, as are the derivative griiroas, by interchanginl~ the 
sruti values of two notes. 

Indian musio is traditionally based on the three gramas ; 
and, though their history is involved in a mass of somewhat 
contradictory details, through which one cannot always 
see light, it is necessary to try and undel'Stand the con­
nection between them and the raga$ of today. The 
Niifya Sii.stra gives particulars of two of these, the Sa­
griima and the Ma-griima and refers to the Ga.-gri!i.ma. 
(.Adhy. 28 slok. 41-45.) They are really fundam.1~ntal 
scales starting from the notes Sa, Ga, and Ma, respectively. 
The formation of t he Sa-graroa and the Ma-griima is fairly 
clear. 

The sruti values of the intervals of the Sa-gl'iima were 
as follows :-1 

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

The l\fo-griima is formed by reducing the sruti value of 
the interval between Ma and Pa to 3 srutis and adlding 
this to the int,erval from Pa to Dha, making the latter 
4 srutis instead of 3 srutis. Thus Ma-grama becomes 

Sa Ri Ga Ma P a Dha Ni 
4 32 4 3 4 2 

Thus the difference between this and the Sa-grama is in 
the fifth which now has 12 srutis instead of 13 .§,,utis. 
This shows that the Indian musicians appreciated the 
interval known as the 'Comma of Didymus' nrumely 
81/80, i.e. 22 cents. 

The Ga-griima takes one sruti from Ri and one frono. Ma 
and these are added to the .§rutis of Ga. So it becom1es: 

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

The Sa-grama is practically equivalent to the Kharalara­
priya Raga, i.e. Ka.phi Raga, of t he present system of r:!igas, 

1 See S. I. Musio, pp. 39-49. 
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while the Ma-grama is only a variant of this. The Ga-
ama is the Hanumatodi Raga of the southern system, f typica,l minor 1·ii.ga with the sharpened fourth instead of 

the fi.ft,h. It is interesting to see that the Sa.man scale is 
also practically approximate to Kharaharapriya and the 
Sii.roan 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-griima would give the following fundamental 
ragas of the southern system: Hanumato9-i, Mechakalyar:u, 
Harikambhoji, Nat;abhairavi and Sankru:abharar;i.am. i .Ai. 
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 ~he 
grii.mas, as they do not play any part lil modern_ Indian 
music, either in the north or south. It is stated lll some 
of the treatises that the Ga-grama went to Indraloka 
(heaven) and t ho reason for that statement may be that 
it, was too high for the huma.n voice, as it was sung always 
in the higher register. I t is said that it started from the 
note Dha of Sa-grama and the reason for this may be that 
it was necessary to retain 13 srwtis from the tonic to the 
fourth. 

These gramas were included in the local j~tis, as they 
~ere called, being originally no doubt the different ways of 
~tnging practised in various parts of the country. These 
Jafa were regarded as formations from either the Sa-grii.ma 
or the Ma-ITT'iima each starting on one note of the octave, 
thu,; for~g sev~n jatis for each grama. The early Tamil 
musical works also adopt the same method of forming 
fre~h piilai, as they are called, there being seven for each 
Ill~ modal group. Then the very important step of 
;;htfting the tonic and reducing all the scales to one common 
to~c was taken, perhaps as a result of the development 
of 1ustnuneutal music, as in tbis way they were trans­
fox:_med into simple instrumental scales. Perhaps the term 
fl~amu raga, which we have already come across, was first 
given to the jiitis so reduced to the common tonic. This 
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tonic, which may havo been Ni, eventually became Sa, an 
then gradually the t,erm grfimn, dropped out, as it had 
n~ real relation to actual facts, and they were called simply 
ragas. 

One of these ragas .is then regarded as the fundamental 
seale, or scale of s1ddl1a or 'pure' not,es; and all the other 
notes used in the oth,er r<igas are t,hought of as vilcrits or 
'variations.' It is iutteresting to find that the suddha 
seale 0f the north is ql ·te different from that of the south. 
In the . north it iR BiM~al, all the vikrits, except that of 
Ma, bemg flats of thEI suddha notes. In the south it is 
Mukluiri (or KanakiJingi), in which all the vilrrits are 
i.hlll'ps of the S'Uddha notes. Thus the former is what 
Europe calls a major scale, and tho latter a minor sca.1e. 
What is the explanation of these two suddha Sl"ales so 
different from each other ? It may be that the southern 
iuddha scale-the :mjinor one-is developed from the 
ancient Gc,1,-grama. and the northern one from the ancient 
Sa-gr~ma. It is very probable that the Ga-grama was 
antenor to the Sa-gra1ooa, though treatises make out, the 
Sa-grama to have been tl1e original one. One is led t.o this 
idea because there is s1een to be far closer correspondence 
between the Ga-grfima and the Saman scale than between 
that and the Sa-grama; and also because, if the Ga-grama 
was really developed from the other two, it is difficult to 
understand why it should have pel'ished and the other two 
remained. Then, further, southem music sticks closer to 
the ancient model thai11 northern music, whirh has been 
largely modified by oonfact with that of Persia &nd Arabia. 
In view of thls suggestfon it mav be of interest to place 
down the sruti values cif these two i§uddlm scales so that 
they may be compared with the two grama-s. ' 

Bfki,val 

Sa Ri Ga Ma Pa Dha Ni Sa 
4 3 2 ,1, 3 4 2 

K anakii.nyi 

Sa R1 Ga Ma Pa Dha Ni Sa 
2 3 4 4t 2 3 4 
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It is easy to see how the latter could be developed from 
the Ga-grama. The fourth of the Ga-grama as given 
above has ten srutis, whlch would nat.itITally be reduced t.o 
nine so as to bring it into tune. Then the Pa must be kept 
in tune so as to be played on the ope:n string of the vI~a, 
and so it must be a fifth of l,h.irteen .s1uti8 from Sa. The 
other changes are very slight and do noil alter the character 
of the scale. So it is possible that we see today the 
ancient gramas in the two suddh11, scales of India. Thus 
the scale in India is the result of a rogular and scientific 
development of both vocal and in.st~:tental music. 1 

The scale as it exists today is one wi1~b great possibilii.ies 
in regard to musical formations, and lit has a very wide 
range in the microtonal variations i.IiLcluded in it. The 
Indian musician is always trying to c;,rnament his notes, 
because grace plays in the Indian system the· part of 
harmony in the European. These ormiments are made by 
slight and indefinite variations, which may be quite 
dilforent from what we have called tl:le srutis, which are 
defined microtonal intervals used to hiring notes into tune 
with one another. It may not bo ge,nerally known that 
European singers and -violin players f~im at such definite 
ru.icrotonal differences under special circumstimces, and 
whenevor the accompanying harmonies do not preclude 
their doing so ; but, unfortunately for them, thl'se same 
harmonies havo so limited their scope, for indefinite gr(U",e 
notes, that their m,7.iberance can .find no better means for 
expressing itself than the tremolo; whernas, "ith no harmony 
to hamper his mu,;ic, the Indian can reveal it in as many 
graces as he desires. The Indian scale, wit,h all its s-rutis 
and pos~i.bilities resides in the bosom of the Indian musi­
d_an, 'who is de~r to the gods'; and H only comes out in 
hi;; songs, the intonation of which chan1ges from day to dR.y 
and from mood to mood. 



CHAPTER IV 

RAGA-THE BASIS OF MELODY 

Raga is the basis of melody in Indian music and a sub­
sti~ut~ for _the western scale. 'It is the attempt of an 
art1Stic nation to reduce to law and order the melodies 
that come and go on the lips of the people.' In Raga 
Vibodha, it is defined as 'an arrangement of sounds which 
posses..~es v~a, furnishes gratification to the seuses and 
is constituted by musical not-es.'l The term 'var~a• 
refers to the act of singing, and is_ of four kinds, viz. : 
SthdyI-1•epetition of the same sound, Arohi-ascont, Avarohi­
descent, Sancluiri-ascent and descent mixed. l\fr Strang­
ways defines riiga as 'an arbitrary series of notes charac­
terized, as far as possible as individuals, by proximity to 
or remoteness from the note which marks the tessif1ira 
(general level of the melody), by a special order in which 
they are usually taken, by the frequency or the reYerse 
with which they occur, by grace or the absence of it, and 
by rcilation to a tonic usually reinforced by a drone.• A 
Rimplificd form of this might ruu: ' Ro.g(J,8 are difforent 
series of notes within the octave, which form the ba!-is of 
all Inruan melodies, and are differentiated from each other 
by tho prominence of certain fixed notes and b1, the 
sequence of particular nofos.' We may perhaps find in tht'I 
term ·molody-typ{'' the best wa~ to tran~cribe raga in 
Engli.sh. 

According to ancient musical theory, there are three 
im1101i1mt notes in the riiga. TllC'sc are tho Graha, the 
Am~, and the Nyasa. 'l'he Graha is t he .starting note, 
the Am~ the prC'dominant, and the N'ya,-a the ending 
not~. The amsa is also called the viidi. Ver:r little 
importance is atta.ched to the graha 1 oday, and it is quite 
possible that they were, in the Ratniikara, the technical 

1 Originally gin•n by Matangu, p. 1,1. 
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terms for the terminal notes of the tetrachord and not 
of the raga. The ariJ;a, hmwvcr, is all-important and 
is called th<' jiYa or '.soul of the riiga ·. The position of 
tho arilsa bas much to do with tl1e general cha.J:actcr of the 
rtJya. Occasion9:ll)'. it va~iel:! he~wee~ two not~is. The 
aiili-, i:. not so distinctly differentiatoo m the mus10 of the 
~outh and this may point to a further developm<'nt there. 

All' the characterist.ics of the r<iga arc em bodied in its 
Murchhana or That, which arCI the names now ~iven in 
the i;outh and the north respectively to the riiga basis 
exiires,,ed in notes·. The ari11'a, and alf;o the l!eculi~ 
i-equL•nces and grace notes of the raga, are shown m this, 
which includes bl,th ascent and descent. It includes all 
tho C'i;..."6Iltial facts about the 1·iiga, which the musician 
should know before composing any melody in it. 

Rrrgas have probably originated from four main sources: 
( 1) Local tribal songs; (2) Poetical creatioru;; (3) Devotional 
song!:>; (4) Compositi()ns of scientific musicians. Many of 
tht·, sources may be traced in their names. Bhairat>I 
means · an ascetic'; Bindel is 'a swing' ; Kiina(lii refers 
to the Carnatfo; M illu7ni means 'belonging to th<' city of 
Multan'; and Megh means' the rainy season', and ;-;o on. 

Wt' can see the samo proces;-es of formation going on 
today. Dr. Rabindranath Tagore ereat~s new melodies 
from the old folk songs of Be11gal. Somc•one finclH an old 
Portuguese melody and puts it into an Indian sett-ing and 
c-all;; i+ Port11gu.ue Tappii, as it ii; modelled on tlie well­
known Hindust,hani Tappii f01m of mdotly. A famous 
~usic:ian takC's an old riiga and inhoducoR Rome m1c·onven­
t1onnl variation, and the re.suit becomes a new ,--g,1 named 
after him. 1liyan Tan Sen, for example. introduced Ga 
and both varieties of Ni into the riiga Malliir, which omits 
thc•m as a rule; and the result is the 1·iiga Miytin-ki-MaUiir. 
There are quite a number of varieties of the r,ign Malliir 
b~• different mu.sicinns. Then othen- combined two or 
llloit- riiga8 into a new one. Amir Khusru took Hindol 
a.n,l a Pcr8ian melody, Moknm, antl formed Yaman. 
Another take~ Saranga, Sindlm and Mokam, and the result 
~s a. n(•w· riiga Ushaq. Or, a nonhern mu1-<ic-ian comes across 
a good southern raga, and introduces it in its southern form 
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into the northern music, as Mr. Kirloi-kar, ,he Poona. 
dramatist, did with the :-:outhc·m rcigas Kii,·bodhi ani 
.1lrahhi. Southern musicians do the ·same wi1h tho nor­
them riigas, sometimes prdixing the tf'rm De8i.ka or 
liindusthan, as Hi'1!dMthan Biluig, Desika Kiam1rij and 
so on. This is a. living process whi<·h we ni,; watch 
today all over India. 

The question of the, systematic classificatun of t he 
riigas presents ronsiderablo difficulty. For tlo last 350 
years the south bas had a more or 

O 

lrss 11nifonn system, 
which has crystallized into th<• prc~c,nt form. :Kort-1.ern 
musicians, how<'ver, have had as mnny systeira as musi­
cians. Bhara.ta gives only fourteen mdody-ba:<t.<1, which ho 
ralls ,Jiitia and lifurclihanaN, developed from eifuc-r the Sa 
or the .Ma-gram a. Thc~e wen• <l1>yelopcd by s tiftinr the 
tonic or starting note to uach note of the K'ale, 1,hus 
forming sevon for each modl'. This same practi·•· hr- been 
followed in the early Tnniil book1:1. Then Sinigndeva 
enumerated 264 ragas under the two grimas. Tho 
R1ig1111il- of Pun~larika aclopt,:; the northern nethod of 
dnssifying rfiga,s into si.-..: principal riiga.~, with wiv<•~. or 
:-econd:•1-y riigas, and children, or dorivP.tive r;gaJJ. The 
two latter are c•nlled ragi1,1,·i and putra. A rmsiderable 
number of new r7gas were added by him. The Raga 
Vibodlu:,, adopts the southem syc.t,om and recognizes 
twenty-thrc-e r1 :mai:,- t'ligas with " forge ,urul:Y-r of 
1:1econdar:r ragas. The primary rcigtM of thii- work a~ 
MukMri (i.e. Rrm-1k-itigi) Remgupla, S1hnav<P-iif., To<fi, 
Niidarcimakriyii, Bl,airava, Vasamta, Vaaant1-bhairaua, 
Ma1avagauja, Rtfiga11/a, Abliiran,7/a, Bamira Suddha­
vartiJi, Suddhar -malcriyii, Sri, Ka1J/'i~ii, Kci,ilbodlti, 
Malvir, Samantha. J{aniiifagau'[,a, De..~iilcshf, t::,ul.dlian':!a 
Sii.rail.ga. Somaniitha carefully deRcribed earb r f.ga !'nc:l 
many of them are found in tho E-ame form tolay. The 
Sangita-Darpa1;t1 builds 11p a most fanciful tbecry on the 
northt'rn model. and this ha::i nominally re1mimxl the 
principal theory of the north until toda.). _ Blavabhatta 
attempted a rearrangement of the northern ragas . n a t-omo• 
what •imilur sy,-tem to that of the south, adoptng twenty 
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rinJn,ry rugM. Then :Muhammad Rozza. sugg<:8~ a, now 
~angement of the northern system on the pnn_c1ple _!,~a~ 
therc should ho somo real affinity betweo~ tho raga, rag~in 
q,nd p1,tra, a. principle which seems self-evident~ b~t which 
ha" not be-en 1eally adopted by tho north; for it 1::< almost 
impo~siblo to got from the northern musician a. re~son~ble 
account of the basis of tho present-day clns'-1fication. 
M,.anwbile, in the south, Venkatamaklu provided a ~ound 
sy~tem bai;ed on ,.cientiti_c principles_ whirh has <.'(H"~tinned 
to this day. The Carnat,1c system will be first desc11berl. 

I. T:rm CA.RNATIO SYSTEM 

All rtigas arl' first divided into two main clai-ses, primary 
or Janaka rciga.~, and seC'ondary or Janua ragas. 'rho firs,t 
cla:s arc also called the :\Ielakartas or 'Lords of :Melody . 
They number seventy-two ~nd aro formed hy variati~ns 
of the seven notes of tho gamut in regula1· order, al-cendmg 
and desc·oncling. They are aL'!o known as the Sampf,rr;ia 
raga , a!; they contain all the nott:>s of the gamut 1md ":e 
not transilient anywhere. These seventy-two ar<' a,gnm 
divi, led into ho classes b, the use of th1:1 sharpened fourth 
(i.e. Tivrn or Prati Mn). The first t,hirty-six use the 
Sud<lha )fa (regular fourth), and the last thirly-si'x the 
Pn.ti Ma (sharpened fourth.) . . 

The firi-,t r1iga is the scale of suddha notes and is called 
Kuna1:·1igi. It is the ancient M11lcli-11i and runs as 
follows : 

~ f } /,( I S- > 
t, 

..la j i 0 

~ 
0 

s r R 1:t f' d 'l 

It is a most st,ran"l' sea.lo to wl',;tcm ears and is not common 
in outh Indir. t°oday. ,Jud¢.ng by the Ratniika~a ,.nd 
the Svaramela-Kawnidhi, it was very popular lD the 
sixteenth centun . It corresponds with the ancient 
Grt-ck chromatic scale. 

'.!he most common r,iga in the south today is Miiyfi-
11Vilavagau1a-the Bh.airava riiga of the north. 
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() 4, e ' > r-
Jo 0 C l 0 

-e- i 
s r G ~, ? d N s 

This raga is very popula;r, aud most southem muE · cians 
begin to learn music with this. It has quite a pl,~asing 
sound, in spjte, or perhaps, because of the intervals of three 
semi-tones between the second and third, and between 
the sixt,h and seventh. It has been suggested thnt the 
raga Miiyamuiu:wagau!,a may have developed from th1e raga 
MukMri (Kanakangi) by a modal shift of tonic one semi­
tone higher, just as the modern Greek scale has done. 

The most important primary ,·agas are found ·n the 
first thirty-six, with a few exceptions. The latter group 
of thirty-six correspond in every particular, exce,pt in 
the use of Prati Ma, with the rtiga,s of the first grouJp, one 
by one. Each raga starts now from the one tonic, slila<;l.ja, 
thus giving rise to the idea that the grii.mas have e~Ltirely 
disappeared; but it is still possible to see them sunri.ving 
in many of the peculiarities of the ,·a.gas. 

It has been argued recently that the J a,naka Ru17as or 
Me[,akartas are not truly ragas but merely orderly g;roups 
of svarns or scales, from which in due course ragas,, with 
their distinctive saiicharas, may be formed. It i ii also 
said that Ven.kat;amakhi himself did not invent the 1~ames 
of the 72 Me!akartas, though be did specify the Melal~M-tas 
themselves. It is said that the names be gave to them 
are not in all oases the same as the modern names, Jwhich 
date from the book' Sangrahachfu!,ii.marJ,i ', which pro,bably 
belongs to the eighteenth centmy. This latter work is by 
one Govinda, aboutwhomnothingfurtheris known. Some 
of the l\felakartas, such as those following, are cerPainly 
ragas by means of which distinctive melodies have been 
composed. 

OARNATIC PRlMABY RAGAS 

N.B.-The Arilsa note has a double line underneat h. 
The name in brackets is that of the oo.rresponding no1rthert1 

raga. The number at the side is that of the raga in the J'egular 
southem scheme. Thel'e is also added the ti.me wheu the raga 
should be used and the passion or mood associated with it. 
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s. Hanu~ (Bhairavi). Morning, sad. 

~ () ~! ! ,lo E 5 

fu Jo ( ' 0 

-e-
s r g Ttl p d n s 

15. Mayllmalavagau?a (Bhairava). Dawn, reverence. 

() /4-, 0 Cl 

Jo 0 [ > 0 

-a-
s r (i J':l p d N s 

The Arabs have a mode similar to this called Hyaz. 

16. Ohakravakam, (Anandabhairava.). .Any time, love. 

() C > Je C > 
Lu 0 I j 0 

,e. 

s f 6 M p D C 

20. Nai!,ahhairavi (Sindhu.bhairavi). Night, sad. 

~ () In Jo < I 
J.o I , 0 

-e- 0 

s R g M p cl D s 
This is the same as the Hypo-Dorian plagal mode. 

22. Kharaharapr-iya (Kophi). Noon, passion. 

2 () < ) Jo I I 
Jo 1 j 0 

.e, 0 

s R g M p D D s 
This is the Dorian mode. Similar to the Sii.ma. giina scale. 
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S ft G A-l P D n s-
This is the Hypo-Lydian plagal mode. 

29. Sankarabhara'IJ,G, (Bilaval). Morning or eve:ning, 
calm. 

() a < ' 
5o ijo 

0 '@ ' ) -s R G M p D or ll N g 
This is the western major mode, with a slight sharpening of the 

sixth. 

36. 071,alana!a,. Night, boldness. 

() Jo 0 < > 
.le a I > 0 

-e.-
s g G M p u N s 

45. Subhapantuvarii,li (Tor!,i). Evening, adoration. 

() 
Zo -e- lg II" 0 to 0 <> 

5 r g m p d N s 
This probably arose from an ancient enharmonic scale basis, 

53. Gamanapriya (Marva). Evening, passion. 

0 11· 
C ) e ' I 

.60 e I 0 --s r G m p D N s 
= 
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65. .Mecltakalyii~ti (Kalyan). Evening, merriment. 

§ 0 UP e--<) o=:ct: 
0 0 r -l 

-e-
s n G M m p D N s 

This is the Lydia:1 au!hentic mode with tho ~udition of Fl; 

All the riiga.s given above are primary ragas, called 
janaka riiga.s or m;e!alcartas. From these are formed the 
secondary or janya ragas. Though it is theoretically 
possible to form a very large number of these secondary 
rrigas by varying combinations of the notes of the octave, 
t,here 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 rfi.gas are formed by combining 
iu various ways five or more of the notes used in the 
primary riiga under which they are grouped. With the 
exception of a. few rr7gas, it is the general rule to use in the 
secondary raga only those srutlis which are used in the 
primary raga. Musical experts look askance at the intro­
duction of unauthorized accidentals. 

_The following are t.he ways in which these secondary 
ruga.s are formed:-

1. By the omission of certain notes in the ascent or 
de~cent or in both, thus forming a transilient series. 
Ragas which only use five notes in both ascent and descent 
are called Awj,ava ragas, i.e. Pentatonic. Those using six 
only are known as Slziiq.ava, i.e. Hexatonic. Among the 
A-u~ava ragas are found some of the most beautiful of 
Indian ,·agas and some of the most widely used. These 
are called Varja ragas. 
t Th~. following are :i few of the most important of these 
tansilient ragas:-

(The name of the corresponding northern 1·6.ga is put in brackets.) 

~lt<:n_yusi. Primary, HanumatoiJ,i (variety of Bhairavi). 
. his 1s a very charming and plaintive nJga, used especially 
~ songs of pleading. Its characteristic phrase is P n S 
( a~ o). Its amsa is Ni. The omitted note Dha is often 
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ueed as a grace note, when descending from the Sa. 
the characteristlC phrase. 

Madhyamavatt. P~ary, Kharaharapriyfi. (Slimnga). 
Thls is a very 1,eautiful pentatonic rliga, used in so gs of 
meditation. I~ characteristic phrase is R M n (D F Bb) 
with both Ri aml Ma as arilsa notes. 

Mohana. Primary, Harikambodki (Bh:upali). ~~ very 
common and p<>pular rii{Ja, used for joyful songs. It is 
strictly pentatonic. It is also the scale of the 8cotch 
bagpipes, and is one of the primitive scales of both .Arabia. 
and China. TM well-known hymn • There is a Jbappy 
land ' is written in this riiga, and the tune seems to1 have 
come from 8011th India. Its characteristic pbmse is 
G p D (E G A) and its amsa note is Ga. 

Arahhi. Primary, Sankarabhara7J.a. (Arahhi). ..A, raga 
pentatonic in a-5,•ent and septa.tonic in descent. It iis fre­
quently used in devotional songs. It was introduc:ed to 
the north in_ its ~~uthern form and ,yith the same name by 
the dramatist I-Jrloskar. Its special phrase is R M D 
(D F .A) with the amsa on l\fa. 

Harhsadhvani. Primary, Sai1kardbhara~1a. 
This fascinatirg pentatonic riiga is also used a. grea.1; deal 

in devotional sonis and in love songs too. Its charact.E,ristio 
phrase is G P N (E GB), with Pa a-5 its arilsa. 

Sud,dluintita. Primary, Chalcvnii}a. 
This is a pen1atonic raga. It is a raga of power and 

majesty and is popular with expert musicians. It has a most 
distinct and fascnating flavour. The leap phrase, S G M 
(o E F), has a gre~t deal to do with thls. Its amsa is 0-a. 

TocJ,i. Primarf, Hanumatoi/,i (Bhairavi). 
This is ont, of the most common of the southern rdgas. 

The Pa is omitt~ c.Jtogether in the ascent, but is 1often 
lightly touched .i,. the descent. The leap from M:a to Dha 
and its minor tcnes make it a very attractive raga. It 
is a rii{Ja of ma~ty. The ari11fa is usually Dha, but is 
sometimes shifte.i to Ma. Its characteristic phra130 is 
g M d (Bl2.. F ML). 

Devamanohari. Primary, Kliaraharapriya. (Sara:nga). 
This is a Slwif,ava raga with the Ga omitted in both a~icent 
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a,nd descent. The descent, however, varies from the 
ascent. The phrase Sn D n P (o :sb A lll2. G), with a slide 
from the Ni to the Pa, ocours frequently in the descent. 
Ri is its amsa. 

K&mlJodhi. Primary, Harik.iimbodhi. (Khamaj or 
Jhinjlwfi). This r(i,ga is !:exatonic in the ascent only. 
Its peculiar phrase is P D S n ( G A o Bo), and it uses both 
varieties of Ni, the accidental being found specia.lly in 
connection with the phrase S N P D S. It is a very 
common raga and is used in devotional songs of praise. 

Hindolam. Primary, Napabhairq:vi. (Miillcos). This 
is quite different from the northern H indoL which, however, 
has the same swinging ,:ythm. The norlbern H indol comes 
in the Gama:ruupriya Mela and so uses the sharpened fourth. 
Thls riiga is used for love songs of a joyful character. The 
swing phrases are easily noted. Its amsa is Ma. 

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

Punn<lgavartiji. Primary, Hanurnato<!,i. 
This raga usually starts on Ni a.nd it has Sa for its amsa. 

It is specially used for songs of sonow, and has a rather 
low tessitura. Its characteristic phrase is S g M d 
(o El2. F .Ali..). 

Nadanamakriya. Primary, Mayiim.ilavagauJa. (Kalan­
gaqa). This is very popular, especiaJly for religious folk­
songs and also for· earnest songs of devotion. Its char• 
~cteristic phrase ia S r M g M (o n12.. FE F) and its amsa. 
lSMa. 

Anandabhairavi. Primary, Najabhairavi (Ananda­
bhairavi). This is a morning riiga especially used for 
religious songs. It has two peculiar phrases, one in the 
first tetrachord and one in the second. The first is S g R g 
(o Eh. n El2..} and the second P S n d P (G c lll2. AU.. G). 
The latter is a very beautiful leap phrase. In this raga 
the Ni is often sharpened in the phrase S n S, so that it 
almost becomes Suddha Ni, :Bq: is used instead of Bl2.., and 

4 
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it also makes use of a sharpened Ga in the phrase ~ -~ M. 
which is practicaUy Suda.ha Ga (Eq:). Its aril§a. is Ga. 

Biuhari. Primary, Sa.iikar<iblwra1.ia. 
A very sweet raga associated with morning songs j,f joy. 

It mar be sun~ up to DOOll. It is a south Indian ratra an[ 
is not found ~ the no~h. This ~aga is very com:monly 
used for wedding melodies. Captam Day notes one in his 
lJOok iVhich is still popular. It has two leaps, one fro,m the 
third 10 the fifth and the ot,her from the sixth to the o,ctave • 
both in the ascent. Its characteristic phrase is D ~; N J)! 
(A o , A) and it has Pa as its amsa. 

Ha11,Jrkalya1ii. Primary, J,:Ieclw.kalyii~1i. (llamir. 
kalya1i). This raga is one of those using the sharpened 
fourth. I t belongs to the latter thirty-six. I t u~~s the 
Suddbl, Ma also sometimes. There are a number of' rdgaB 
which do th~ ~me. This raga is one of the joyful wHd.ding 
ragas ()f India lll both north and south. 

Srir'iga. Primary, Kharaliarapriyii. 
The northern Sri is quite different, and belongs 110 the 

Kama:ardliani or Riimap1-iya Mela, having the shupened.. 
fomt1. The south~rn Sri is a most fascinating ragGi with 
a flawm· of hauntmg sadness, and is used in songs of 
so1TOV• The ascent is pentatonic and there are three­
speciai phrases: S R M P n (c n F o Bl2...), S R n S 
(o n .12. c), P n D P n S (o ll A G Bl2.. o). -

The:·e are of course many other popular and bemutiful 
ragas, b~t spac? does not allow us to add any more here. 
It is a 1 mterestmg fact that one of the most popular of the 
south(I'Jl primary ragas is 8a1i1carabliararJ.a, which .is the 
weste1n major mode. This and the Ha1-ikamhodhi Mela 
are t~ two most common primary modes in the Booth, 
judgirg from the number of secondary ragas conuected 
with tb.e~. This does not correspond with a very g,~neral 
opinidl m western countries, that Indian music is all 
in tht minor modes. Among the most popular rtigal 
in the Sankarii.hharar.ia Mela are the sweet Kanrw.dii with 
its pr<.tty lilts; N avaroj always sung in the middle rt*ister; 
the sveet and plaintive N'fliimbari; the bright and merrY 

413 
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Suranandini ; the proud .Adiill,ia with its peculiar phrase 
p D N D (o A :B A); Begai/ii, the raga of argument, 
using both ~uqdha Ni and kornal Ni; the pleasant Biluig, 
beloved both in north and south: the stately Darbari, and 
very many more. The next most popular melas are 
Naµrhhairavi and Kharaharapriyii, both of which are in 
the minor mode, having two flats each. These two riigas 
and their RAcondaries are often used in religious songs. 

Mii,yiimtilavagau}a and Hanwmatoi/,,i a.re the ot,her pri­
mary ragas, having a large number of secondary riigas 
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 ragas 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 raga. 

Many of the ragas have characteristic grace notes 
attached. to them. In Bihiig Ri is only used as grace, and 
in Bega<!.i, Ni is always played with the grace note Sa. In 
HamirkalyarJ,i Ga has its grace note, and so on. These 
grace notes are essential constituents of tlle ragas and not 
simply accidentals as in western music. 

0.A.RNATIO SECONDARY Ra.GAS 

The cbaracteristio phrase is shown at the right-hand side. 

Dlianyiisi. Primary, Hanumatog,i. (Variety of Bhai­
ravi). Morning, pleading. 

§_II 
io 

-e-
e I& 

SgMPnSS-ndPMgrSPnS 

Bhupii.la. Primary, Ha11!limat,o~i. Early morning, 
praise. 

I I 

SrgPdS s g p 
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Ma.dhyamavati. Primary, Kharalu,.rapri11a. 
Noon, calm. 

@ a .. ...,,.. g = u 

s R M p n s s n p M R s R 

Mohana. Prima:~y, Harikambodhi. (Bhupali). Noon, 
sweetness. 

-
S R G P D S § D P G R S G P D 

Arabhi. Primrury 
Morning, mystery. ' 

Sail.karabhara~1a. (Arablzi). 

t) .:; I I e '7E I 1 1 - 0, 0 IC 

s R M p D s s N D p M GR s R MD 

Hamsadhvani. Primary, Sankarabhara~ia. Noon, 
entreaty, expostulatiorl. 

11 
~ u e 

n Cl 
e e : 

S R G P N ~ g N P G R S G P N 

Suddhanata. Primary,-C1ialanlifa. Night, power and 
majesty. 

: Ii .. 11 ;; ... .. - ,.. a -s G M p N s s N p M G R s s GM 
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Todi. Primary, Hanwmator!,i. (1Bhairavi). Morning, 
sad .. 

:--- I I 
.e,. ki ' lo .,&±§, I .. • du .. -
s r g ltl d n s s D d 

,, 
M g r s g M d 

Devamanolwri. Primary, Klwiralwwa;priya. (Variety of 
Baranga). Night. 

u --

SR~IPDnSSoDnPMRS 

Kambodhi. Primary, Harikami?odhi. (Khamilj or 
Jhinjhoti). Evening and night, pFaii;e. 

.. §. ii ., I o 

SRGMPDSSNo DPMGRSPDSn 

Hindolam. Primary, Natabhairav'i. 
Evening, gay. 

§' Ii ,.. ,,. •!:'fr - -SMgMdoSSod ~lgS 

Punniigavariili. 
melancholy. • 

Primary, 

(Malkos). 

Night, 

§, __ jJ la - -:-
s, I e #a la:x I 

P •• •u ... 

oS gMPduod lPMPgrS 

N ildani:tmakriyii, Primary, 
(Kalaiigada). Evening, calm. 

• ,... »o == • e I 

SrMGMPdNSSNd 

M 6{vifmalaoagau!a. 

. ' • 

P M G r S 
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Anandabhairavi . Primary, N a!,abhaira'l>i. Morning, 
devotion. 

"' 
D B j o 

SgRgMPSSNndPMgRS 

Bila,liari. Primary, Sankarabhara~1a. Morning, joy. 

II • .. u I ;;; 
-u • - • 0-
s R (i p D s s N D p hi 6 ~ s D s N D 

Hamirkalya1.ii. Primary, MechakalyarJ,i. (Hamir-
kalyii?J,i). Evening, merriment. 

I J - • ., II .. g • • II Ip B 
0-

s (i p m p D N s s N D p m M G R s 

Sr:irrtga. Primary, Kharaharapriya. Evening, 'Sadness. 

II p Je e ., " ., 
g 0 "' 0 - ... 

s R M p D s s D p D D p M R g R s 

II. IiINDUS'l'llANI RIGAS 

The general remarks made in the section above on the 
Carnat-ic riiga,s apply as a rule to the ragas of the north 
?'lso. The nomenclature is usually quite different, except 
m the cases of those ragas which have been avowedly 
borrowed from the other system. Not only so, but it is not 
easy to attempt any descrip~on of the Hindusthani system, 
a~ most scholar~ hav? th~ own way of cln.ssifying the 
ragas. The baS1S_ ~bi~ is adopted by the majority of 
the northern mus1c1ans is known as the Raga-ra'gini-putra 
bruris. It is a somewhat fanciful system the details of which 
depend very largely upon the choice of each individual. 
There are supposed to be six principal ragas, each one 
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of which has a. number of rtigi,:i,is, or wives, attached to 
it these two having a. number of p1aras, or_sons. Th?re 
d • 

8 
not seem to be any definite qualities which determme t:e particular ragas which mus~ b~long to ea.oh one of these 

ups or which form the pnnc1ple of attachment t-0 a 
gr;ticitlar raga. The result is that there are aJ.m?~t as 
~ any systems of classification as there ~re musi?1~ns. 
The tendency among soholai'S and practJCa.l mUS1c1ans 
todav is to put aside altogether this old syst~m! an~ to 
adopt a more rational one based on somewhat similar lines 
to that of the southern system. . 

Many different lists of the six princip9:l ragas are given. 
Among them the fo~o~g a~e the most lDl_port~_t :- _ 

p1i7J<µJ,Tika. Bhairava, Hindol, Desa.ka:r, ;::;n, Nata, 
Nattanarayai;ta. . .,, _ 

Muhammad, Rezza. Bha.irava, M.alakaunsa, Hindol, ;::;n, 
Megh, Nata. .,, . p _ 

R<Jdah S. M. Tagore. ;::;ri, Vasanta, Bhauava, an-
chama, Megh, Nattanarayai;ia. . _ 

Sir W. Jones. Bhairava., Mala.va, Sri, Hi.ndol, D1pak, 

Megh. . h t 
It will be noticed that every list contams t e wo 

names Bhairava and Sri. Bhaira.va is the Mayamalava-
gaula ~f the south and Sri is the R,amapriJa raga. Near;y 
all the other lists, with only a few exceptions, a.lso contain 
these t wo names. Among the other names. :Megh and 
Nii.rayana are varieties of Sank.arabharaI_la. Va-santa 
corresponds to Gamanapriya, having the sharpened fourth, 
and Hindol is also a, member of this mela. The name 
that is the northern term for mela.lcarla,, or pr~ary r~ga. 

From time to time various scholars have tried to mtro­
duce system and order into the classification of the n01the~ 
school. BAf!vabh;1t,m was one of the first to undertak~ this, 
and he proposed to select twenty main tha~s. as prun~ 
ra,gas. They were: 1. Toc;li, _2: ~au9"a , ~- Varati,_4. K~~·~, 
5. Suddhanaia, 6. Malavaka1si.ka, 7. Sn, 8. Hamir, 9: A~, 
10. Kalyar.ri, 11. Desa,kshi, 1~: J?c~kar, _ 13. _ Sara~g!, 
14. Karna.ta, 15. Kamoda, 16. HiJhii.Ja, 17. Nadaram~~ya, 
18. Hindo], 19. :Mukhii.ri, 20. Soma. No other mus10ian, 
however, has adopted this basis. 
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In recent years tho late Pandit N. V. Bhatkihande of 
Bombay has put forward a classification which seems t 
be bai-ed on reasonable principles, and is on tho way to 
acceptance by a large number of musicians and scholal's 
The following are the general lines of his p,:oposafo :- · 

The nam~ in hrnC'kets are those of corresponding southern rii{/a8 

I. Bilaval group (Sankarabhara1Ja). 
Those. having the first tetrachord of the western majol" 

mode, with Buddha or Tivra Dha in the second hajlf_ 

S R G M P D or n- N S 
# 

ODE FGA ABO 

~cl:tded in this group are the following:­
Bihag, Kakubh, De§akir, Durga. 
~- . Y aman or Kalyti~ii group (KalyiirJ,i). 
Sll-';l.11111: to the Bilaval group, with the exception of the 

subshtut10n of Tivra Ma. for Buddha .l\fa.. 

S R G m P D or n- N S 
# 

ODEF#OA ABO 

Included under this group come:­
Hamir, Kediira, Kiimoda, Byiima. 
III. Khamaj group (Harikiimbodlii). 
This is a modification of the Biliival group by the 

change of Buddha Ni to Komal Ni. 

SRGMPDnS 
0 D E F O A BO C 

The principal ragas under this are:­
Jbinjhoii, Tilanga, Khambavati, Tilak-kiim.oda Jaya-

jaya.vantI. ' 
Some of these ragas use both varieties of Ni. 
IV: Bhairava group (Maytim.ilavagau{,a). 
This has the first tetrachord of Bhairava, with either 

Koma! or Suddha Dha, and either Komal or Suddha Ni. 

S r G M P d or D n or N S 
0 Db E F O Ab Aq: Bb Bq: O 
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The following are included in thi~ group:-_ _ . _ 
Bhairava, Kiilang~ii, Meghrafi)ani, Saurashh, Jog1ya, 

RamkaU, Bibbas, .Abheri-bhaira.va, Lalita, Sii.veri, Ananda­
bhairava, Gm~Rkrl, Hijhiija. 

V. Purvi gro1tp. (K1imavardhani). 
This is differentiated from the Bhaira-va group by the 

use of ifa. Tivra instead of M:a Suddha. 

SrGmPdNS 
o nb E Flt o A~ B o 

Tho following are included under this group:-
Sri Jetiisri Tanl.ti, Puriyii.-dhanMrI, Mala.vi, Gauri. 
Sri rliga is' first mentioned bY_ }¼idaya Praki_s ( l ~67) ; 

and Hridaya Niiriiyal)a Dev, R.a,ah of Gadades, 1s said to 
be its originator. 

VI. Miirvii group. (Gamam,apriyti). . . 
The difference between this and the precedmg group lS 

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

S r G m P D or n N S 
OD0E ]'#GA AUB 0 

The following belong to this group:- _ _ 
Hindol, Piiriyii, Paiichamii, Desakiir, Gaur-pancbama. 
vn. Ktiphi gr01q,. (Kliaraharapriya). 
These all have the first tetrachord of Kiiphi, with Ni 

Koma! in the second half. 

SR~MPDnS 
o n Eb F o A nb o 

ThP followin~ are included in this:-
Pilii, Dhaniisri, VagHlvnri, Suha, Bhimpaliisi, Siiranga. 
vm. .A.wivari group. (Nafabliairavi). . , 
This group onlv differs from th<' Ka.phi ~roup m the use 

of Dha Komal for Buddha Dha. 

SRgMPdnS 
0 D ED F G Ab Bb C 

~e principal rii.ga.'J nnder this are:­
Gandhiiri, ,Jaunpuri, De§i. 
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IX. Bluiiravi growp. (Hanumnto4,i). 
This is another modification of the KiiphI group, Jormed 

by using Koma! Ri and Komal Dha instead of the ~!uddha. 
varieties. 

Sr~MPdnS 
0 Db Eb F G .Ab Bb 0 

It may be noted that all the alterable notes h1➔re are 
Komal. 

The secondaryrag<l8 attached to it are Bhiipala, Ja,ngala., 
Mu.khari, .Asavari, Dhanasri, Ma..lkos. The last is one oft 
the moat popular of north Indian riiga.s. 

X . To<Jii, growp. (Subhapanfluvarli}i) . 
This is a mixed group formed by raga.a having the 

part of the tetrachord of Bhairavi and the second part o 
Piirvi and using the sharpened fourth. It also makeJs use 
a sharpened seventh, somewhat sharper than Suddha Ni. 

S r ~ m P d N or N+ S-
o DP El, FJ+ G .Ab :B B# 0 

In this group microtonal variations are frequentl;r used, 
The Ri will be Atikomal, and the Dha and Ma ·will 
less than the full sharpened semitones. So that the t ru 
signatm·e should be S r-~-m P d-N+S. The princi 
ragas connected with it are Gurjari, Mnltani. 

It will be noted that Mr. Bhatkhande has chosen ten o 
the southern me}akartas (primary ragas) for his primary 
ragas, and he then classifies all the other northen1 raga, 
under these. As will be seen from the lists of rag 
which follow with their notation, some of them use variants 
under the groups. Each group reveals a distinct cha1racter• 
istic, and we can see the musical affinities which bding the 
ragas in each group together. It is possible thi~t this 
system may express the musical facts better even than the 
strictly logical system of the south. 

It is possible further to subdivide each one oJf these 
groups by means of such factors a-s the followfog. Those 
which have no Ma in either ascent or descent: sl11ii4ava 
riigas; those having both Suddha and Tivra Ma, and so on: 
In this way a really useful classification of Hindti,stha,nJ 
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r - as may be arrived at. Until some such scheme ~s 
a:epted it will be very difficult to find a common basIS 
for the n~rthern and southern musical systems. In a sho~ 
account like this it is not possible to pursue further this 
classification of ragas. 

HnrousTHANI RI.o.A.s 

The name in braoketa is the correeponding Caxnatic •~-

I. Bilaval. (Sankarabharat;za) , Western major 
mode. Morning, joy. 

-SRGMPDn-NS 

Bihag. Bilival group. (Bihag). Night, love, 
tenderness. 

e - .. ii • • 'i' Ii • 

S G MmPN S SN DP M 6 RS 

Durga. Bila.val group. (Suddha8iiveri). Morning. 

- --
SRMPDSSDPMRS 

n. Y aman. ( M echakrilya1J,i). Evening, merriment. 

--;R;ruPDN S\ 

Kedilra. Yaman group. (Kedara), Evening, gay• 

__ 11 .. • II 11 e u _ 

S Mm p DnN S SN D Pm ~IO RS 
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Kamoda, Yaman group. ·Evening. 

11 11 p Ii .. 1111 0 e It = 0-

S R M m P DN D S S N D P m P G M It S 

III. Khamtti. 
time, love. 

(Hariki1mbodhi or Kham{tj}. 

, fl 

love. 

t ) 

"' e • • u .... 

S 6 M P D o S S n D P M G R S 

Jhinjhofl. · Khamaj group. (Cheiichurutti), Night, 

0 
., e I# e 

0 "' ii .. u -~ 

s R G M p 0 l'I s s D D p M 6 R s 

Tilanga. Khamaj group. Night, quiet. 

-
S G M P N S S n P M G S 

IV. Bhairava. (Mayamalavagau/a). Dawn, reverence. 

I l 

-
SrGMPdNS 

I 

Jogiya. Bhairava group. (Saveri.) Dawn, adoration. 

i .. ' .. -§ 
~ o .. JU ---s r- M p o- s s N o- p r,1 G r s 
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Lalita. Bhairava group. (SaryaklZnta). Night. 
tenderness. 

..... 
S rG~lmclNS 

V. Purvi. (Kamavardhani.) Evening, myst.ery. 

SrGMmPdNS 

lo the United Provinces both varieties of Dha are used. 
M is only a passing note. 

Sriraga. Piirvi group. Sunset, mystery. and contem­
plation. 

§'fa ' 11~•· ... ;: ) "' !? ' ' "'II .. Ju ... 
s r nt p cl N s s N d p m G r s 

Gauri. PurVi group. Afternoon, laughter. 

§__ ◄) a • 

-'~ II 
SI Cl' ' 9 11 eJu._ 

SrmPNSSNdPmGrS 

VI. Mctrva. (Gamanapriylt.) Afternoon, love and 
Passion. 

cj 

Sr GmDNS 

G is occasionally the am~ of this raga, 
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Hindol. Marva group. Evening, calm rurid joy. 

SGmDNS 

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

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

Pa. 

... 
SRgMPDuS 

Dhanasri. Ka.phi group. Afternoon, calm. 

-
SgMPnSSnDPMiRS 

This is very common in western India.. The Vadi note • 

Bhimpcil.asi. Ka.phi group. Afternoon, qu:iet. 

--
SgMPnSSnDPMgRS 

In this the Vadi note is Ma. 

Saranga. Ka.phi group. (Madlll!Jamavati). Noon, 
contemplation and illusion. 

- == 
S R M P D u N S 

VIlI. .Asavari. (Nafril>hairatJi). Evening, tende ess. 

II . ' -u 
S R M P d S S u d P M g R S 
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Gandh<iri. .Asavari group. (Gandluirava). Evening. 

§ ii 
--ere_ 

cS •i•""a4 • le O -e--

SRMPdnNSS udPMgQS 

IX. Bhaira11i. (Hanwmatoif,i). Morning, sad. 

-
SrgMPdnS 

The Amfa varies between M and d. 

Malkoa. Bhai.ravi group. (Also calle,d M<ila­
kauit8a). Night, laughter. 

' la )e A ,.. ' --- I, M ,• •& 

SgMdnSSn d Mg SorS g-M+d-n-s 

This is one of the popular northern ragaa. 

X. Toq,i. (Suhhapanturor<iji.) Morning, adoration. 

§p ._Jo ! II ... i • _-a A n1 e '
1 I 

SrgmPd N Sor S r- g- m+ P d- N+ S 

Miut,ani. Tex# group. Evening, calm. 

@ .. • II ~·· 11. it ~ II . a e Ce iiu - = 
s G m p N s s N d p m g r S org-m+ r d-

. Another important matter is the time of ~y at which 
di!ferent ragas should be sung. Each _raga 1S connec~ed 
191th a special mood or passion, and it is therefore fittmg 
~hat each should also have a special time appropriate to 
it. In some cases the character of the raga itself explains 
this. In other oases it may be that we must seek the 
0~lanation in historical facts connected with each riiga, 
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or in the division of the day into auspicioru; nud inallbpicio 
periods, which still determines so greatly the l,ife of t 
Hindu household. 

The musical character of the different rogas also i;ugg 
certain explanations, which have been very carof 
worked out by Mr. Bhatk.hande for HindustbJ!lui rtig 
The four determinant musil'al factors for the time theo 
11.ccordwg t,o him are the following: the positi,:>n of 
ariisa, the presence or absence of Tivra Ma, of K 
and Tiv-ra srutis, and the omission of certain svam.s. 

The day is divided into tho following periods:--
1. Sandhipra!ciis, both morning and eveining, t 

conjunction of dark and light, i.e. sunrise and sunse 
between 4-7, both a.m. and p.m. 

2. Before and after Sandhiprakiis, from 10-4 
7-10, both a.m. and p.m. 

'l'his gives altogether six periods in the twenty.fo 
hours. Ho works out the following principles:-

1. Rilgaa having Ri Komal and Ga Tivra, ar~1 Sand 
pralcris ragas, i.e. tho Bhafra1,a, Purvi and Mtinxi, groups. 

2. Ragas having Ri Buddha, Dha Buddha, and 
Suddlia come after the Sandhiprakii/;, i.e. the Bild 
Kalyii1J,i and Kh.Mn.ij groups. 

3. Ragas having Ga Kamal and Ni Kunuil_ co 
before SandhiprakriB, i.e. the Kaphi, Bhairam and Astir 
groups. . 

The question as to whether tho raga should come 
the first or the second half of the day is decided, by t 
factors, the position of the a,n.sa, and the use of Ti 
Ma. rd. 

4. Ragas having their a,hsa in the first tetracho 
(I'urva1i9u) wme between noon and midnight. 'Jrhey ll1' 
called Purva riigaa. 

5. Riigas having their a,il.sa in the second te'tracbord 
(Uttarihiga) come between midnight and noon. ~:'hey a.re 
called Utt.ara rcigas. 

Ma and Pa are not counted as in either tet1·achorcl. 
6. Ma Tivra also gives an indication of the t iJJlt 

of the raga. For this reason it is called Adhvadar~ak, or 
'showing the way'. It comei:i in the evening Sandili group 
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d continues into the next group. It does not, however, 
~~cur in tho morning groups, unless at~~mde_d by a dom~ant 
Komal Ma in a few of th~ early mormng rag~, e.g. Hi~l. 
The only ragas sung durmg the day and ta~mg Ma Twra 
ire Todi, Gaur-siira1iga, Mult<ini; and there 1s some doubt 
~bout these. Skilful musicians sometimes intro~uce ~a 
Tivra a.s a _passing note into other night ragas, Without in 
anv wo.y offending musical susceptibilities. . 

7. An additional indication of time is found m t~e 
transil.ient ragas. Evening ragas do not as a rule ?mi~ 
Ga and Ni altogether, and morning ragas do not om.it 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 ~n 
this time theory. It is said that once the celebrated Tan 
Sen was ordered by the Emperor to sing a night raga at 
noon. As be 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 riiga is 'passion', and from very 
ancient time., each raga has been associated with particular 
pn..~sions and emotions. Rajah Sir S. M. Tagore thus 
describes the passions to be associated with the six principal 
rqgas he enumerates:-

1. Srirrga is to be i;ung in the dewy seas?n, and 
represents love. 2. V aaantii is the raga of the sprmg, and 
i8 allied witl. the emotion of joy. 3. Bltairava is the raga 
of "-scetich,m and reverence. 4. Panchamii is the raga of 
the calm night. 5. Meglt is the riiga of the rainy season 
anrl is allied with the emotion of exuberant joy, such as the 
coming of the rainy season means to so many in India. 
6- Na!!aniiraya1),a is the riiga of battle and fierce courage. 

5 
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Here is another interesting description, from t;he ~ 
of an accomplished southern musician, of the eunotio 
associated with the different ragas. 'All the perm~Jtatio 
and combinations are performed on the basis of the no 
of which the raga is primarily composed and any dewiatio 
are looked upon as discordant and are scrupulously 1piard 
against. Toiµ and Bhairavi represent majesty and i.mpre 
one like the march of a stately king, decked in all lius reg 
glory and spreading the pomp and circumstance of 
lofty position, a gra.nd and sublime spectacle. .Asa1~eri an 
Punnii{Javarali are wrapped in melancholy, like one plea · 
the cause of a sovereign unjustly deposed from his thro 
and power. Girva1:,,i and Va.santa come serene a1 d su 
dued, like a sage sitting in a lonely forest or on a mounta· 
calmly contemplating the beauty of the universe. .Moh.a 
and Purvakalya?J,i appear like a coy maiden hiding h 
love, as a rose does its blooming petals beneath itls bow 
of green, but withal conscious of its beauty and at~ractiv 
ness. Huseni seems fascinating in its sadness, like 
maiden estranged from her lover or spurned tiy him 
cursing the woeful hour which parted her from his co,mpanJ: 
or eloquently pleading the justice of her cause. B'iMg . 
comes arguing and resentful and remonstrating. Na 
mimakriya, calm and thoughtful, appears like flocra 
or Plato preaching the sublime truths of philosoph:y to · 
disciples. Nilamhari and Y adukulakamhodhi come sub 
missive and imploring, melting the soul into s~~ams 
tender devotion, like a true bhakta full of pray,~rs an 
tears in the presence of God. Thus each raga comes 
goes with its store of smiles or tears, of passion or path 
its noble and lofty impulses, and leaves its ma,rk on t 
mind of the hearer.' 1 

It is noted that the sadder ragas have an ave1rage o 
three flats as against a.n average of two flats fotr those 
which picture the more joyous emotions. 

Indian riiga.s are also supposed to be able to re;produo& 
the conditions and emotions associated with them. Thb 
D'ipak r&Ja- is supposed to produce flames in actualJ.ty; and 

1 Le.kshmana Pillay, I.?i!.J., pp. 71, 72. 
SB 
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story is told of a famous musician named Naik Gopal 
~ho when ordered to sing this by the Emperor Akbar, 

ent and stood in the Jumna up to his neck and then 
;arted the song. The water beca:°3-e_gradua~y hotter until 
it was boiling, and he went on smgmg until flames burst 
out of his body and he was consumed to ashes. ~he Meg_h 
mal.llir ru.ga is supposed to be able to produce ram. It 1s 
said that a dancing-girl in Bengal, in a time of drought, 
once drew from the clouds with this raga a timely refreshing 
shower which saved the rice crop. Sir W. Ousley, who 
relates many of these anecdotes, says t hat he was told 
by Bengal people that this power of reproducing the actual 
conditions of the raga 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 ragas. One of these relates a story of a southern 
musician named Todi Sitaramayya,--so called on account 
of his fondness for the raga Toiµ,-who was a musician at 
the court of the Mahara.ja Sa.ra,bhoji of Tanjore in the last 
century. The musician got into serious money difficulties, 
and was forced by the moneylender to whom he we1;1t to 
mortgage his favourite raga Toiµ for the loan he obM:med, 
under the condition that until the money was repaid he 
should not sing it before any one. When it __ ca~e to ~s 
turn to sing before the Ma~araja,. ~arabhoJ1_ mis~ed his 
favourite raga and asked his mus10ian to smg 1t. ~e 
explained why he could not do so; and then the MaharaJa 
laughed heartily at the cuteness of the moneylender and 
P~id up the loan, besides rewarding the mo11:eylender for 
his keen appreciation of the value of music. Ano~her 
story is told of a prince, who was not possessed of sufficient 
musical knowledge to recognize the different rfigas, when 
they were played or sung, and so arranged with a princess, 
Who was well versed in music, t o help him by means of a 
!!J)ecial prompt ing apparatus. This consisted of a set of 
~rings, hardly visible at a distance, suspended ~-om ,above, 
directly opposite the principal organs of the pnnce s face. 
Whenever a raga 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 appropria11e stri!l& 
opposite the organ representing the raga sung. Thus for 
Karrwodhi the eaJ' (lwaii) string was pulled, for .. Mukluiri 
the nose (mukku) string, for Kana4,ii, the eye (lca~~u 
string, and so on. So the prince was able to sho1r off hif 
skill in naming the particular ragas. One day, however 
the princess in her excitement pulled the strings so hast· 
that the whole apparatus fell down, and the pri1ltce, w 
could no longer name the riigas, had to retire !~sham 
from the Durbar. 

In connection with the science of raga, Indi~n musi 
has developed the art of raga pictures. Mr. Percy Brown; 
formerly of the School of Art, Calcutta, defines a raga 
'a work of art in which the tune, the song, the picture. 
the colours, the season, the hour and the vi.rtu~s are 
blended together as to produce a composite produ:ction 
which the west can furnish no pa.,rallel. ' I t :may 
described as a musical movement, which is n.ot o 
represented by sound, bat also by a picture. Raja 
S. M. T!J,gore t hus describes the pict~rial representat io 
of his six principal ragas. Sririiga 1s represented as 
divine being wandering through a beautiful grove with 
love, gathering fragrant flowers as they pass along:. Ne 
by doves sport on the grassy sward. V a.santa raga,, or t 
raga of spring, is represented as a young man of golden hu 
standing in a mango grove, dressed in yellow gi►rmen 
and having his ears ornamented with mango b.losso 
some of which he also holds in his hands. 'His l<?tus- · 
eyes are rolling round and are of the colour of the r · · 
sun. He is lovep by the females.' Bhairava is slb.own 
the great 1\fahiideva (Siva) seated as a sage on a_ moun . 
top. Ganga falls upon hia matted locks. His head . 
adorned with the cresent moon. In the centr'E, of h 
forehoad is the third eye from which issued tM flam 
which reduced Kama, the Indian Cupid, to ashes. Serpen 
twine round his body, which gleams with sacred ash 
smeared all over it. He holds a trident in one hand an 
a skull in the other. Before him stands the sam:'ed bu 
Pafichamii raga is pictured as a very young coup! 
fondling one another on a grassy sward in the mi.dst of 
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forest. The i·aga itself is represented by a young ma:n, 
ho has large red eves and wears red clothes. Megh 1S 

~~e raga of the clouds and the rainy sea.son. Clouds 
~tretcb across the sky, and lightning flashes pierce them. 
Seated upon a royal e~ephant, with his brid~ at _his side, ~s 
the splendid young king who ~epresents this ra~a. He lS 

dressed in blue garments, or 1s shown as blue m colour, 
like lhe mighty Indra. 'He has a grave voice and vio~et 
eyes.' Naµanariiya1'J.a ~s the riiga of battle. A wMnor 
king rides on a galloping steed over the ~eld of battl~, 
with lance and bow and shield. Dead bodies of the slam 
lie round about. Blood streams from his body. 

Some time ago Principal Perc?' _Bro~ read ~ , paper 
on t,his 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 w~ 
called 'the fifth delineation of the melody Megh Mallar 
Saranga, played in four-time at the time of _th~ spring 
rains.' There are a large number of such pamtings, all 
having some reference to a prescrib~d tune, perfotmed 
under conditions defined by some specified season. Many 
of these may be seen in the Art Gallery of the Indian 
1Iuseum Caicutta· and the India Office, London, h as a 
fine coll~ction. 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 w:as Indian in origin. 
Principal Brown mentions that experunents have been 
made at Manchester University by Professor Dalbe as to 
the connection between music and colour. There is a 
1>chool in London where music is taught in association with 
colour, each scale having its own peculi~r ~lour scheme. 
It is evident, therefore, that this com_i-ect.ion 1s not merely 
sentimental. Principal Percy Brown m the lecture referi:_ed 
t~ gives t he following description of so11:1e of these rag~ 
P:ctures. ' Toi/.,i rdgi~ii is one of the brides_ of. Va.eanta 
rriga. The melody of this raga is so fascmatmg th~t 
every living creature within hearing i~ attracted ~y 1t. 
A.s the riiga has to be performed at midday, the picture 
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shows a nymph standing in an open landscape ltn the 
brilliant noonday sun, clothed in a snow-white sairi and 
perfumed with the camphor of Kashmir. In her hands 
she holds the vinJ,a, and all the deer in the neighb1ouring 
pastures stand entranced as she plays. The musician, as 
he plays, is supposed to conjure up before his audience the 
scene of the picture, the charm of the nymph, the beauty 
of her costume, the languorous scent of the blm soms, 
mingled with the faint odour of camphor, and the rustling 
sound of the animals as they advance enthralled. One is 
reminded of the stories of Chopin playing before tho boys 
in such a way that they saw all the scenes which were in 
his mind as he played. The Baranga melody pictimes the 
glare of the desert, and the heat-waves rising and fo,lling, 
with the mirage of the cool refreshing stream ilti the 
distance, and the thirsty black buck galloping towards the 
oasis, or sobbing out its wrath on the burning sand as it 
realizes the hopelessness of the search. Paiichama is 
shown by a picture of a shower in the hot weather ,and a 
band of musicians who express their appreciation ~,f the 
rain. The thunder-clouds hover overhead and the ligbtning 
strikes through the sky. Peacocks spread out their tails 
and call in joy, and frogs sit around and croak. The god 
Krishna of dark blue colour stalks around. The leaf buds 
or" the· trees show new red shoots; the cattle hold up their 
heads refreshed, the herdsman standing by. Wa~:rfowl 
gather round the parched pool, and overhead a horde of 
white herons fly across.' This subject of 'Visui~lized 
music' is quite an untrodden path, and it i.s hoped that 
others will follow where Professor Brown points. A 
collection of all the r<lga pictures in existence would be a 
very good beginning. Mr. Fox Strangways notes tha,t the 
Chippewa Indians of North America also draw piotw,es of 
their tunes, by the help of which they may be sung. 

Ke,d,ara ,·aga, the picture of which faces th.is pae:e, is 
represented as a group of musicians playing and sim.giog 
in the moonlight. The lotus bud.s are all closed. ~rhere 
is gaiety and sadness combined in the picture. I t iJ3 the 
dewy season, a-nd it is believed that while the raga means 

Picture of Kedara rii.gs 

From J ohnson 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. 

M egh raga, in the frontispiece, is represented by a group 
of musicians playing outside a fine house in the daytime 
during the rainy sea.son. It is a rciga 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 raga is said to be helpful for patients 
suffering from tuberculosis. 



CHAPTER V 

T~A OR TIME-MEASURE 

Nusto.u. ti.me in India, more obviously than else11 ere 
:u a ~ev:elopment from the prosody and metres of po10try 
The ~Sistent deman~s. of language and the idiosyncrasiee 
ci h1gh1y characteristic verse haunt the music, like 
' presence which is not to be put by.' 'The time-re~ltiona 
of music are affecte,d both by the structure of the lanBmage 
an~ by the _m;thod of versification which ultim~tely 
denves1 from it, says one student of Indian music from 
t~e west. Until the nineteenth century, there was prac­
tically no prose in India and everything was learµt tlu]~ug 
the medium of verse chanted to regular rules. Bo11h i 
Sa.nskrit and in the vernaculars all syllables are claslsifi 
ac~ording to their time-lengths, the unit of time beJing 
matra. Very short syllables ofless than a matra also o our. 

Grea~ ~tress h8;5 always bee? laid by Indian grammar,ans 
upon ~1vmg the exact value to syllables in verse; ~1d as 
there 1s no accent at all in Indian verse the time-letnat 
is all impo1;1iant. This may account for the great devel~p­
ment of time-measures in Indian music. The diffiMent 
time-measures for verse are most carefully laid doWJ11 an 
have to . be strictly adhered to. When grammar, :p,hilo­
sophy, history and geography are learnt in verse, one gets 
~he s_ense of duration and rhythm highly developed, a:nd it 
1~ this sense of duration that is the central thing in ~1dian 
t1IOe. An:}'.' one who studies Indian prosody can easil.r see 
the great difficulty, to say the least, of obtaining a plela.sur• 
able result by combining Indian verse with western times. 
One of the most difficult things for the foreigner tci get 
away from in an Indian vernacular is the stressin,g of 
~jllabl~s. The division into words is not at all impo1ftant 
m Indian verse, and so music does not take particular note 
of this. In India words are more often set to m sic, 
rather than music to words. So it is easy to see the 
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importance of time-measure in Indi:tn music. The 
westerner ofton finds these time-measure-; far more difficult 
to master than the melodies, strange tnough those often 
nre. The varieties of time-measure nay be somewhat 
imperfectly realized by listening to the rhythmical beats of 
t,he drum in some distant village on :t quiet moonlight 
night, when all other s01mds are stilled and one can get 
the full benefit of this one soW1tl. SoJnetimes one hears 
beats arranged in bars like this: 

I 2. 1. 1. I 2. 1. 1. l 2. 1. 1. I 2. 1. 1. I 
or again, 

I L 2. l 1. 2. I 1. 2. I 1. 2. \ 1. 2. 
or again, 

I 2. 3.1 2. 3. I 2. 3. I 2. a. I 2. 3. 
or again, 

I 7. 1. 2. I 7. 1. 2. I 7. 1. 2 \ 7. 1. 2. I 
Such an exercise will not only help on1 to appreciate the 
rhythmic soul of India and the intricacy of Indian time, 
but will also help to pass the hours w~n one is forced to 
lie awake. · 

Though the nomenclature varies, as night be expected, 
the theory of ta.la (as time-measure is ia,Jled) in the north 
and south is more uniform than that ,f raga. As usual, 
a fanciful origin must be found for tffa. It is said that 
Bharata discovered the thirty-two ki1ds of f.ila in the 
song of the lark. Raja S. :M:. Tagore •ays tha,t the word 
tiila, refers to the beating of time by thl clapping of hands. 
Sometimes it is also done by means of s:nall hand-cymbals, 
whirh are called tiila or lYLitdla or karli,i (band-oymbal<1). 
It may be that, as has been suggested, the main difficulty 
for westerners in realizing and enjoying -he nice dist.inctions 
of Indian rhythm is that they have not acquired the ha.bit 
of resolving mentally every unit itto its constituent 
elements, so that they could sing th•m at a moment's 
notice. 
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Mr. Fox Strangways, elaborating the difference oetwee 
Indian and EUl'opean time-measures, says: 

'IndilloD rhythm 1:11oves in ~vartas (bars) broken up into ribhii 
(beata), each of which contalll8 one or more t,alas. We can equ 
say of ours that it moves in seotions broken up into bars each 
which con tains one or more beats. In what does the diffore 
between the two systems consist? It may be answered that theirs • 
derived from song, ours from the dance or the march : that both 
b~ on. the numbers two 'and three, but that they add and 
mu!t1ply Ill order to form c:ombinations of thes0. But the anew 
which goes deepest is that their music is in modes of time (as we sa 
th~t i~ was iu modes of tune), and that ours changes that modE, at~ 
pnnc~pally by means of harmony. In order that rhythm an arti 
culat1on of the infinite variety of sounds, may be upon soU:.e regular; 
pfti.~, the plan must have some recognizable unit of meaau:rement.. 
India_ takes the short note and gives it, for a particular rhJrthm, a 
certa~ va}u~ as opp?eed to the long; Europe takes the stress!ed. note: 
and gives 1t ma particular _rhythm a. certain frequency, as ag!liinst thel 
?U9tressed, and graduates its force. We find the unity of t he :rhyt~ 
in the r ecurren_t bar ( which i~ always in double or triple time,, just aa 
our two melodic mod~s are either major or minor), and h ave to look 
eleew~erE! for_ the variety; they find variety in the vibhiiga,

1 
wh 

constitution 18 e~remely vaiioua, and must look elsewhere for t 
l&r~e spaces of time; they find unity in the avarta and we :fin 
yariety in the sectiollS.' ' Indian rhythms have tbeu'. raisox, d'~t 
tn the contrast oflong and short duration, and to identify these wit 
much or little stress is to vulgarize the rhythms. Stress pul~es an 
~emands_ regularity; duration is complementary and revels · 
irre~1ty. In order to get the true sense of duration we ]~ave to 
get nd of stress,' 1 

. The value which ~di~ m11Sic attaches to time II1ay be 
Judged from a description of a certain musician l;IS ' 
ex~e_!len~ ti.mist,' and_ ~om the name of sextuple G~,vin 
Marar g1ven to a mus101an of Travancore, on account of his 
great skill in singing in i;extuple accelerated time. One 
can hardly imagine such terms being used in the wes't. 

. Musical time is based upon the aksh.ara or S)':llable. 
S!x main note-lengtns a-re recognized, each ma<le up of a 
different number of ak$h.aras. They a.re: · 

Anudruta 1 Akshara. ¼ Mat ra 
lli~a 2 t 
Laghu 4 1 
Guru 8 2 
Pluta 12 3 
Kii.kapada 16 4 

1 Music of Hindusthan, pp . 217, 21 8. 
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One avarta, or section, contains from 2 to 4 bars or 
vibh.agas, each of which is constituted by a numbe~ of 
ruigas (members), consisting of one or more of th~e time 
units. The virama or rest is used for lengtherung the 
druta. and laghu by any fraction. 

Each a.varta must begin the time-measure correctly, 
and all the various time elaborations must be worked out 
in the avarta.. 

The Sangita-RatnakMa 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 ga~ed by dis­
cussing them. We shall therefore take up the tune syste_m 
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 the same, 
but the names and the method of classification are different. 
AB with raga, so here also, the south has a very m~ch 
more systematic classification than the north. .Accor~g 
to Carnatic music, there are seven tiilas, each of which 
has five jatis or classes. The five jatis are classified 
according to the number of ak.Bharas in the principal 
anga.. These are said to correspond to the five castes, 
and their origin is traced to the five faces of lsvar:3-. 
Nataraja (Siva) is supposed to have worked these out ID 
his wonderful dance, while Brahma played the hand­
cymbals and Visln:m the mriifanga. This would certainly 
have been a band worth going far to see and hear .. The 
five jiitis are named after the number of ak$h.aras m the 
Principal beat, viz. trisra for three, ch.at'U.8ra for f~ur, 
kha1Jil.a for five, misra for seven and sank.i~a for nme . 
It 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. The 
same thing is found in Hindusthani tal,a. The other a:ngas 
of the avarta have either one or two ak.sh.aras. The 
~llowing is a table of the t.ilas as they are arranged in the 

ams.tic system. It will be noticed that they are not 
arranged in the order of the number in the principal beat 
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but in the usual Indian method of arranging them,, and t 
reason given is that columns 1 and 2 when added up m 
column 3, and 1 and 4 make column 5. Thc1·e is Jprobab 
a further reason in the fact that the four ak8har,i time · 
the more common. 

l 2 3 4 
NAME Oha. Triara. Mi,ra l{ho,;iga 

tuar11 

l . Eka tiila 4 3 7 5 

2. Rupaka tala 2.-! 2.3 2.7 2.5 

3. Jhampa tiila 4.1.2 3.1.2. 7.1.2. 5.1.2. 

4. Tripul:a tale. 4.2.2 3.2.2. 7.2.2. 5.2.2. 

5. Mathya tiila. 4.2.4 3.2.3. 7.2.7. 11.2.5. 

6. Dhruva ta.la 4.2.4.4 3.2.3.3. 7.2.7.7. 5.2.5.5. 

7. Ata tale. 4.4.2.2. 3.3.2.2. 7.7.2.2. 5.5.2.2. 

The table shows that in eka tal.a there is only one an 
in each vibhiiga, in rflpaka there are two, in jham 
tripu#a, and ma/hya there are three, and in the j(ast t 
four. The name eka tiila by itself is usually givem to t. 
chatUBra jtiti, and the name rwpalui f;;/a without prefix a 
refers to the chatusra jflti. In jltampa liila the m.isra j 
has the simple name, and in tripvta tala the tria-m iiiti. 
majhya and dhruva tiila it is the chatusra jtiti whfoh tak. 
the simple name, but in afa tiil.a the kltaiuJa jatli ha1-1 1 

These aro all underlined in the table, so that they may 
clearly seen. The name tidi t<il.a is usually given to t 
chatttsra jriti of tripufa fiil.a, as this is one of the collOmon 
tiila8 of southern music. 

The amrta, as we have seen, is made up of a num 
of viblliiga8. One of these takes the principal beat n 
one of them has no beat at all. The former is caJJed t 
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sam in the north and mulctiiY_ _in the so~t~. The beat 
before the sam iR called the khiil1, because 1t 1s the custom 

bhow it by an empty wave of the hand. These beats 
~~every important and the music:ians have to keep them 
in mind, otherwise the ~ime wil~ go astray. 

In HindustJ1ani music the t1mo-measurcs are arranged 
somewhat differently. We have hrst .!~a t<il.a of the 
chatu.~ra varlet) and none of the other Juli.~ are used. In 
rfLpaka to.la, on!~ the chatusra (2. 4) a':1d tri,<Jra i2. 3) j<i!is 
are found. There is also anotlier kind of riil!°'l~ tal.a 
which has three angas, thus 3, 2. 2. .Jhampa ta.lam the 
north runs 2. 3. 2. 3.-a kind of doubled rilpaka. There is 
also another kind of jllawpa which is 3. 3. 2. 2. In 
tripuf a ta.la we :find the trisra an_d chat:1an-a jiit!s· The 
former is 3. 2. 2 and is called levra. The latter 1s called 
/itdla tintal or lritrila-three-beat-and also kavali i:'1 
Beng~l. Thero is aJso another kind of tUala which ~s 
4. 4. 4. 4 with the sam on the thfrd beat. .Jfa{,hya tiil.a 1s 
represented by its chatusr~ j~i, .whic~ is called. sula~Mkata 
tala or surpluJ.katrJ, mearung zigzag . Sometimes 1t runs 
2. 4. 4 instead of 4. 2. 4. Dhruva tiila is represented by 
its chatusra jati which is called ata,-chautii'4 and has two 
forms : 4. 2. 4. 4 and 2. 4. 4. 4, the sam being on the first 
matra. The word ata-chautiil.a means 'crooked four-beat 
time.· This time is used a great deal in khyals. Ata 
Vla has three jatis in the nortl!, Yiz. ~ha_ut(1la 4. 4. 2. 2, 
jha11 z,a tala 3. 3. 2. 2, and clhamar tala o. o. 4. 

Thora are also a number of tirnes which correspond to 
none of the regular southern timos. These inclutle the 
following:-

F aroda.st. 2. 2. 4. 4 or 2. 2. 2. 3. 4. 
Dhima tala, al~o called in the north adi trila, 4. 4. 4. 4, 

with t he sam on th.a first beat. 
Dridrti, also c·allM ]XU'hf~a syncopated Iola es~ecially 

lE;eu " ith the dadrd class of song. It rW1S 3. 3, mth the 
·a111 on the finit note. 

,fhwmrii. 3. 4. 3. 4. I t has tho sam on the first boat. 
Thil> is a very popular time-1;11easure. . 

::Most of these irregular tunes were mtroduced by the 
l iu.hnmmadans. 
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_ There is also an ":e~ar_ south~rn time calletd c'haj, 
tala. It has two_ van~t1e~, either tr1sra or misra, ·viz. 1. 2 
2. 3 or 3. 4. Chiipu tala 1s used a great deal in folk-son 
It is, as may easily be seen, a syncopated time. 

South Indian time experts reckon that there ine alt 
get~er 1~8 dif!erent vari_eties of tala possible by means 
vanous mgeruous combmations. Most of them it n 
hardly be said, are not in use, though occasion;Uy so 
expert technician accomplishes a tour de forc,e aw·ay fro 
the beaten tra?~ oftime-~ea:_sures; as when Subramana.yy 
s~g a pallavi ~ the Simha11anrla:na tiila, which is one o 
the most complicated. The bar signature of this ta 
runs as follows : 8. 8. 4. 12. 4. 8. 2. 2. 8. 8. 4. J 2. ;f , 12. 8 
4. 4._ 16. or 128 ak:1haras. This musician, as may 
surnu~ed, was a pr~gy ~ong South Indian time e:xpe 
. As m western music, so m India, it is possible to1 includ 
Ill the akshara two, three, or even more shorter not 
These are oalled kalai in South India. Their incl us· on d 
not ~lter the ti:111e, but renders the singing or pll~ying 
the piece more difficult. It means that the longer n6tes ma 
be broken up lll;to shorter ones, and so on, till the ability 
the performer 1s exhausted. A singer of Travano1ore w 
~own as . Shatkala Govinda Marar, because he coul 
smg_ anything in sextuple time. In all this mani]pulatio 
of ti:me-measure, the main elements of the time must 
retained throughout and the r<i,ga must be adhered to 
. 1:he cla:pping of the hands is much used in India 
~dicate time. There are different signs used :for th 
?,ifferent beats, so as to make quite clear what kind oft· 
is "?5ed, The first note of a beat is indicated by a cla.p, 
This may ~e followed either by the counting of the other 
aksharas with the fingers or by a wave. If the beat is a 
la~hu, that is one of more than two al.:.sharas, then the other 
umts are shown by counting with the separate .fi.D1gers on 
the palm of the other hand. If the beat is a drutaf of two 
aksharas only, then the extra unit is shown by a wave of 
the_ hand. For example, 

Adi ta.la runs 
X I I I X X ~ 
l 2 3 415 6/ 7 8 
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Riipaka tala 
>< ,.._, X 1 1 I 

1213 456 
x means a clap, 1 counting with fingers, and ~ a wave. 

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

There are three different speeds in Indian time. They are 
slow-trilamba kdla, medium-madhya k<ila, quick-druta 
kalii. Theae will correspond roughly to Adagio, Moderato, 
and Allegro. The names used in the north for these are 
bilarnpct, joru, and durt. Du?• 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 t reatment 
in accordance with ancient practice. The ordinary Indian 
J.rummer 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 
~oments, or to reinforce a. crisis, but to articulate the metre of the 
smger'a melody, or to add variety to it by means of a cross metre. 
There are four main elements in drumming : the quality, the in­
tensity, t he pitch of the aounds, and the time intervals between 
them. We do not, on the whole, use percussion much. Wben we 
do,_ ,~e value it, perhaps, chiefly for the graduated intensity with 
whic_h it point,s the rhythm. We look a little askance at y-arieties of 
Guality; we recognize the drums, the cymbals, and the tnangle; but 
-we are not quite sure how fax the tambourine,castanets,and Berlioz's 
tlannel-headed drumsticks are legitimate music. Of the pitch we 
Only demand that it should not cla.sh with other sollllds, It is in no 
way a vital constituent of the harmony, which is almost invariably 
00mploto without it. The time intervals of the drum notes reinforce 
11.S a whole t,bose of the other instruments; they seldom cross them, 
~d only produce a certain amount of confusion when they do, which 

0wever may be a useful resource upon occa.sion. 
r In Indian musio the graduated intensity of the sound is very little 
,.,.1&.?ded, either in singing or playing or in drumming, because their 
firs ole scheme is not accentual but quantitative. It is true that the 

t 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, na with us, 11tand out agains ot 
nccents; but becauRo two quar.tilativo S('hemes al'{' apt to ooii,r' 
t~ere, and two_ sounds are loud~ than on('. Tho timo intfil"\·lil,; 
~nth them all unportaut, and show groat vnriety; it is seldom t 
more than a fow bani, out of hundreds, aro drummed io exru; Uy t 
same way. And tho drumming is pmctif'/11ly continuous· it is 0 
orcasionally silenced for spe<-inl ('Ontmst. The pitch again iJ! 
!mport~,1t,

0 

f?r it is iuvariably_ tho keynote, and frt::quontly the d 
!s the ~mgur sonly 9;l'Comparu.rnont. Lastly, a maximum of ,·ari 
1s got into the quahty; and this not mainly by tho variet~ of t 
instrumente. For though thore are 800res of shapes for d 
tambourines, cymbals, triangles and so forth, they are not us 
aaiembled together, because concerted music is the oxcoptipu 
the rule. The variety is got out of the drum, or tho pair" ol a' 
lhomselvos. Tbey a.ro played with the full hand sud tho lan 
rarely with sticks; there are half a dozen strokes for the right h 
and threo or four for the loft. Of these Lad~• Wilson's drummer • 
'Tho beat with tho loft ha~d is lik~ the scnrn of my coat, tbs.t m 
bo there; the othe,; notes with tho right hand are like the embroi 
I may_put ao~orcling to my own fancy over the seam.• These ,to 
are_ differentiated not. by. pitch, bu~ bY: quality. They aro 
articulated by great mtr1caoy of hme-mterval. For neihher 
these two things has our music any real analogues; and the Be 
do not overstate tho <'8.80 in their saying • Y e.ntrapatir l\1r' ~ 
'the drum is the lord of instrumouts •.1 ' 

The various kinds of drum are described in chapter 
so here ,ve shall only take up the discussion of the macti 
of drumming on the mp.danga or the tabla. Th i t 
are the same in principle and are the drums used throu ah 
India for the accompaniment of vocal music. 0 

The mridanga and tabla are both played in the s 
way, tho only difference being that, in the case of the tab 
the two heads are on two small drums ancl not on the sa 
drum. The right hand note of the drum is the keyno 
the Shar/ja-and the left hand note a lower Pa. 'Ex 
tuning is very important, as the slighcst difference · ill 
evident and will spoil the melody, the drum bein th 
principal accompaniment for the singer. 

The right hru!cl plaJ:s the first beat of each vibhii.g I wi 
the ball of the finger-tips. The base of the hand is pi cs 
on tbc urumhead, and the rest of the hand is cur eil 
that the finger-tip:, strike easily. The left hand sho, ,. tb 

1 Mt18ic of Hi1ult181ha11, pp. 225, 226. 
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end of the bar and strikes, sonetmes with the whole 
palm, and sometimes with the .bw-r palm and fingers. 
sometimes it moves across the parohnent, giving a strange 
sound 'like a galosh leaving the nul,' curious but by no 
weans unattractive. The clrumn:erconstantly varies the 
method of beating the aksharas ii. the bar. The total 
number must be constant and tle eft-hand :,trike must 
always come in at the exact mommt but outside these the 
drummer has tho possibility of inintc variety, and expert 
drummers use it to the utmost. l'h.· i;inger depends upon 
the drummer to keep him to the t:m,. He may go off into 
all kinds of extempore pieces and fl,urishes, leaving, as it 
seems, for the moment all sem\lru.cc of time, but the 
thought is always there and agait: h• "ill come back to it. 
Mrs. Mann says, 

'The Indian druminor is a groat art.at. He will play a rhythm 
concerto nil alone ancl play us into an 1csn<:y with it. ' 

'The drwnmer will play it in bars of IO 13, 16, or :!0 beats, with 
divisions within each bar flung out wih , marvellous hypnotizing 
swing. Suggestions of such rhythm bmtn out by a ragged urchin 
on the end of an empty kerosene oilca1 first aroused me to tho 
beauty and power of lndian music.' 

The Indian drummer can obttin t.he most fascinating 
rhythm from a mud pot, and oone of them are great 
experts at this pot-drumming. 

The drum.mer is most particulru ruout the ending of the 
~g. This must always be on the Sam. The 
sm~er also ends here, and aft.er gong off into a kind of 
recitative, he will watch for the ilrunmer and come back 
80 as to end on the Sam. In tht smth, the treatment is 
somewhat different, and the M11myis often on the second 
beat. The principal notes of tre riga, that is the Vii.di 
~ Samvii.di notes, are usually -,Ja:ed on the Sam beat. 

s also indicates to the auclimce where they shou1d 
applaud. The Kha.ii is the waveof-the-hand-bea.t and 
thlps tho singer to determine the San. It shows him when 'l'h Barn is coming, as the drumner is silent on this beat. 
h e Khali always comes just l:ef<re the Sam, so that, 
J. 0teyer lost the singer may be n 1is improvisation, the 

tcilt shows him the way back to thi Sam. 
6 
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Drummers have a curious system of mnemonics, 1whi 
tell them how the drum accompaniuent should be bea 
out. These are composed of syllables, each of hi 
indicates one particular kind of beai and also the n.at 
of the tala as a whole. The actual Eyllables used va.ry 
different parts of India but the foilo" ing are sotne 
tbem:-

NoRTRERK 

Tritiila 4.4.4.-!. 

ia DhTn Dhin tii / ia Dhin Dhin tii I 1'i Tin Tin ta I 
Ju Dhin Obin tii I 

Rupaka 3.2.2. 

:brun Dhii Trik / thi11 Dbin I thii Trit 

Jlwmpa 2.3.!:l.3. 

:bbin na. I ~bin Dhin na I iin na I thin dhin na I 
Ohautiila -!.4.2.2. 

l>11a clha I thill to. I iit dha / thin ta I .iit tak 

+ indicates tho aam and 0 the khali beat. 

In these mnemonics, or bols, as 1hey are called, t 
following are to be played by the rifht hand: Dh.in, N 
Ti, Trik, Tin, it, k.i. The followinf by the left bjmd 
Dha, Ta. The following are playtd by both 
together: Dha, Dhin. 

The SOUTHERN arrangement is somewhat different 
runs thus: 

Aditala 4.2.2. 

1 o 2 a I 
(1) Ta ti Nim Tom 

Tii.-by the loft hand with four fingen. 
ti-by the right hand with four fingers on the middle of 
Nam-by the left with all fingers. 
Tom-by both hands with all fingers at once. 

6B 
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0 ., 
+ · · Takit•- T~ · · <> <> • (2) Tadim1 .,. am 1.0. ~--·'t 
Ta--by right hand first finger on the border of drum. 
di-by the loft middle finger. 
mi-by the right middle finger on tho middle of drum. 
ki-asmi. 
tta.-as ta. 
Tam-by both hands simultaneously. 

+ 0 2 3 
(3) To.lcitta tikitta Tonkitta Niimkitta 
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Te,-by the left band with all fingers and right with forefingor 
on the border. 

ki-by right with middle finger. 
tta-by right with forefinger on border. 
ti-by left with four fingers. 
Tom-by both hands with all fingers. 
Niim-as Tom. 

R1ipaka 2.4.2.4. 

o 1 I o ~ 
Talangu Tom Talnngu Tiiy 

To,-by loft hand. 
Ian- by right \vit,h second finger on border. 
gu- by middle finger. 
Tom-by both hands with all fingers. 
Tiiy-as Tom. 

Quite a number of those curious and interesting mne­
monics will be found in Mr. Fox Strangways' book, TM 
-

1lUIJic of Hind-Osthan, pp. 228, 245. 



CHAPTER VI 

MUSICAL COMPOSITIONS 

WE have been discussing the principles of Indian m 
and the elements which go to make up musicajl c 
positions. We have now to see how these elemej, ts 
combined into melodies. We have already seen, ·n 
chapters on Raga and Tiila, some of the things whi eh gi 
these melodies a distinctive character, and now we lave 
go into this more carefully. We shall notice that in reg 
t o this matter also there is a very considerable dil er 
between the north and the south. The general pii ci 
are the same, but all the forms and the names vary. 

In the first place, we note that in Indian music gel r 

'tbe primru unjty of the Indian system is, 8.8 in the western sy 
in the tonic note or drone; and the sense of contrast is sup~ lied 
me.rily by the a'!l,8a, and the notes which are related t~ t · 
samvadi, vivadi, and anuvadi. This very contrast of the mAa 
the tonic, giving as it does the peculiar character to t ~t • 
imparts unity to the melody, which thus proceeds not from t 
but from freedom. 'l 

Gannaka or Grace 

This freedom is further emphasized by Grace, v, 'ch 
Indian music is essential, not accidental. Indi~ Ill 
being without harmony, has to give a far bigger 1 Iace 
grace than does European music. It is the rule1 ra. 
than the exception, for the passage from one note 
another to be made indirectly, and the note with i1bs 
makes one musical utterance. 

Grace in Indian music is oalled gamaka. T µ e 
said to be altogether nineteen different varieties of a.JD 
in existence, but some of these are hardly ever mi , 
the more common gamakas EIJ.'e about ten in numbc• . 

1 Muaic of Hmdosthan, pp. 280, 281. 
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These strange and fascinating graces or gamaka have 
a. great deal to do with the _haunting bea~ty _of ~dian 
music. We hear the vIQ.i:i. or sitar player_ beg~g with a 
shake, called in different parts_ of India, Onkai,_ J:"arek, 
!,[ind, or Sphu1-itam, and as we listen we find that 1t 1~ n?t 
the ordinary shake of western music. It may begm m 
that way, but it becomes a wonderful shake pr~~ced by 
rapidly pulling the string between the frets, gi~ two 
notes whose interval may be as much as four sermtones. 
We hear this 'deflect', as it has been called, again and again 
as the music proceeds, and it com.es, with a sense of delight­
ful contrast into a melody which threatens to become 
monotonous'. Then we hear the player trying to get the 
high notes and, not content with str~ ~he no~e! he slides 
up the string to it or to the note above 1t, JUSt gmng 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 tbe scent of the roses. We hear this effect frequently 
a_:i the player often uses this gamaka of the Ja1•M (G~it, 
As, Sfurth ) as it is known. Then, as the i_nelody begins, 
we shall hear the regular trill or Kampitam (Kampa), 
on a rµ>te b&e and there, and then prolonged . on some 
important note, perhaps the amsa of the -raga. Right from 
the beginning we shall have fo~d that so~e notes are 
never sounded without an appogiatura or learung note, the 
Hampitam, as tlre Indians call it. A note that never 
comes in t,he melody itself will suddenly appear as an 
appogiafura note, or we shall hear again and a&ain that 
slight sharpening and flattening of the notes which helps 
to fill up the blank caused by the loss of ~armony. We 
note that the Bampitam is part of the music, and belongs 
to the note and we learn to expect it every ti.me that note 
comes. Then we hear something that is not a mere trill, 
nor yet a shake. Rapidly, one after the other, r_ising to a 
crescendo, we hear two notes being played, so qmckJy that 
they almost seem to mingle with one another, and yet the 
interval that separates them may be less than a semitone 
or_more. As it goes on, it seems almost to rea~h a_ frenzy, 
this zam:i:amma as it is called, and then out of 1t Wlll come 
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a beautiful phrase of the melody. As the melody develo 
instead of leaping directly to a note a few semito 
above, the musiciaJJl wiJI get there by a cmfous sw· 

which rncurs again ru;1d again, something like ~ Sa p, 

t, t ... s...-..._,...-... 
or wo no es recurnIJtg in a swmg, as a Ga Sa Ga , 
third note being hel1i just a little longer than the oth 
.Just as the melody s 3exns a.bout to become monotonous 
repetition, the whole thing is changed by this Andoli 
as it is called. The t comes another contrast. This ti 
the melody is struck c early by staccato notes, called fittin 
Paj or Tlwnk. Then t.his also is changed, and the fiug 
strike flat on the sitair or viI,l.a string, and gi'7e us the Pa 
notes almost like the, rhythmical sound of the drum be 
o~ the ~:rqidanga. Then, suddenly, the singer or play 
will go right up the s1:ale, touching all the notes, and letti 
us see through what strange intervals it runs, many 
them unkno,vn to western music. This is the Aroh 
or ascent; and the descent is called the Avarohana bo. 
of these being classed amongst the gwmaka. As' th 
ar~ sung, we_ shall Iiotice again the graced notes, th 
bemg called m the Ilorth Mwrchliana, though that na 
is now given in the s,outh to the Amhana and Avaro}i 
of the raga. Raja S. M. Tagore says ot'these grace n o · 
'The M1irchhana is ithe extending of a note to anotb 
in t~e ascend~ng as well as the descending scale, witho 
any mtermed1afo break in the disposition of the sruli$ i 
the interval', ~ntl h t calls it, 'the essential ornament 
'l'iiga, without which it is as flowers without :fragrance. 
Again and again thr011ghout the piece we hear th 
different graces, a]J coming just where they can prodn 
the greatest effect, am~ not only depriving us of the cban 
of calling the music monotonous, but producing contras · 
effects which add a. strange beauty to it. Sometimes th 
slide will pass over some of the intermediate notes, an 
then they will tell us it is a Linam and not a J aro. E v 
grace belongs to the melody, and fits into its place wi-tho 
any sense of being w1wanted or useless. As the melod 
approaches its climax, we hear the Jhiira and the Boljhii16, 
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the melody being played slowly and cle.itrly as a ground­
work, and upon it endless arpeggio variatiions in accelerated 
tune, occurring rapidly after every note, all perfectly in 
tune a,nd fitting into the riiga framework, and bringing out 
the prominent notes and phrases, like an allegro variation 
of one of Beethoven's Sonatas, with the u:nderlying melody 
roaking itself heaa-d all th~ ttme. Th1en by Jaru and 
Linam, by Avaroha?ia and Aroliat1a, -the melody coJnes to 
a close with the beat of the Sam on the ~lrum. 

'While we of the West seldom contemplate melody 
~ithout attaching harmonic implicatioD.J;( to it, the Indian 
musician supplies not harmony but gamafka. For him the 
passage from one note to the next beco!D1es an adventure 
in subtle portamento, gliding and vacillating variants in 
microtonality. Gamaka.s aire as integral a part of Indian 
melodic expression as the lips are to tbe face. Without 
them a melody cannot smile. Orna:ments ru·e never 
imposed upon a tune; they grow there as the spontane­
ous expression of emotion, an indica,tion of spiritual 
emphasis. ' l 

The following is a list of the principal Oamaka :-
Da"flu, Appogiatura.: notes touched very lightly and 

followed by a higher note. 
Sphur-itam,, rapid arpeggio : rapid repetition of notes in 

pairs. 
lf.ampitam, tremolo : trill on a note. 
Ahatam : succession of staccato notes in ascent. 
Pratyahatam : succession of staccato notes in descent. 
TripuclUJ,m : rapid arpeggio in threei1. 
Andolam : a swing, a turn of notes going to a 

higher note. 
Miirchhana: the essential notes of a raga. in ascent 

and descent. 
Jam: slur. 
Orikai: de.fleet. 
Jha1·a : very rapid arpeggio. 

ll 
1 

.' The Graces of Indian Musio • by Denn.is Stoll in the ABiatia 
l!Jtew, 1942. 
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Bo"f{jhd1·ii, : very rapid arpeggio. 
Pat or Thonk: staccato notes. 
Pa1·an : drum mnemonics. 

Among musical compositions the simplest is the 
or Alapana, as the northern and southern names 1·es 
tively go. In this the notes of the raga are sung in a Jo 
kind of rhythm, regulatetl simply by convenience. It 
improvized along traditional lines, and is meant to not· 
to the audience the natlll'e of the raga which the melod 
will develop, and also to help the singer or player hlmse 
to get into its swing. This naturally brings out the v ­
and sarirviidi notes and also the particular· phrases 
gamakas which belong to that nJga. Sometimes th 
Alcips are called Miirchbana. Alii.p singing is one of 
tests of the abili ty of a singer. It will often occupy abo 
an hour, while the actual song or melody_ will only last fi 
a quarter of an hour. 'Without t he Alap, the liste 
would spend his time for some part of the song in iguomn 
of its tonal centres, and the melody would be for him 
aimless running up and downhill; while the perform 
without this little prelimina.ry practice, would very likel 
play a note or two which was out of the raga and so u 
the unity altogether.' 

In Hindusthani music the Alcip is divided into t 
parts. There is first the Rag Awp, which shows 
principal constituents of the raga, that is its graba, ny 
viidi, sarilviidi, etc., the important notes and the notes 
be lightly tou~hed as well as the gamaka. Then, there · 
the Rwpaka Alap which shows the division of the pi 
into Astai, Antara., Safichiiri and Abhog, but '!,ith~ 
word~ and without ta.la. Then thirdly, comes the Ak.gh_• 
tika Alcip, requiring bot,h words and taJa, but still allow 
a very great deal of freedom to the singer. According 
the Ratnal'ara, one must begin by taking the vadi a 
using only three notes above that and the notes of t 
mandra sthayi below. Afterwards one can go int<>' t 
second tetrachord and develop that. If the vii,di is in t 
second tetrachord, then he should begin by taking 
samviidi or else the vad.i in the mandra sthayi. T 
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threefold A.lap is now going into dis~e, The !lap~a 
is not developed in quite the same way m the south as it 1s 
in the north. It does not form such :u1 important part of 
the performance, nor <loes it divide itself into these parts. 
It is simply an extemporzied introduc~ion. _The diffe~nt 
van;ia or sangatis take the place of this. variegated Ala.p. 
Following the Ala.pana comes the song ,,,hich may take very 
many forms. Then again, at the. e1;1d, the music m_ay go 
off into the t imeless Alapana, until 1t closes according to 
the will of the singer. 

Throughout the melody the peculiarities of the raga 
must appear, and unrecognized variations are not allo~e<i, 
except in those cases where t~e !lap has a_lread,! given 
notice of them. The melody 1s broken up rnto avartas, 
or time sections, the number of which is usually even; and 
the first iivarta of each movement begins in a similar 
fashion. 

Musical pieces in the time of the Ratlflalcara (1210-1247) 
were called Prabamdh(,1,s, which name included all songs. 
The Gita Govi11da 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 a1·e known 
respectively as Ki1ta11a and Kriti i~ the ~outh, an~ Dhr·upad 
and Khyal in the north. Captain W1llaxd wntes of the 
peculiarities of these melodies as follows: 

'The melodies are abort lengthened by repetitions e.nd variations. 
They 0,ll partake of the ~ture of '!bat by us is ca_lled a Rondo\ the 
piece being invariably concluded Wttb the first stram, and sometunes 
with the first bar, or at least with the first note of the bar. A bar, or 
a measure or a certain munber of measures are frequently rel?ea.ted 
With alight variations ehnost ad libitum. There is es much liberty 
allowed with respect to pauses, which may be lengthened ot pleasure, 
provided the tune is not disturbed.' 

These melodies consist of a number of parts. In the 
south these are called Pall.avi., Anupallavi and Char~'f}.Q/ffl; 
and in the north .Astai, Antara, Sancluiri and Abhog. 
The Pal'lavi or the Astai contains the main subject of 
the melody focussed on the amsa. . The A nupallavi or 
the Antara contains the second sub3ect focussed on the 
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sarilviidi, and usually includes notes of the higher tetra. 
c-hord. The Chara!,am eir Sanrhiiri contains phrases from 
both the former, "ith or without modifications. The 
melody finnlly returns to ·the Pallavi or tl1e Astai, and closca 
on it or on its first phrase. Sometimes the Cl1ara1 am in 
South Indian music is formed from the PaUai·i and A.1111-

pallavi together. The Pallavi is sometimes translat~d 
' chorus', and it does play ,~ho part of a chorus to 1.he Kirlana. 
Sometimes the A m1pallavi is omitted, and the song only 
contains Palln.vi and Chara1 am. In northern music we 
have also what is called the Abhog, which is really a Coda, 
and often includes the name of the composer. Though 
K'irtana and Kriti 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 
iA very important. In the Kriti the sahitya may be either 
sacred or secular and tbe main emphasis is on the musical 
elaboration. Both Tiila and Sangati, the latter a special 
musical variation of the ,theme and the raga, are of prime 
importance. Not only so, but in Kritis any number of 
variations or Sailgatis ar,e aUowed. Sometimes there will 
be as many as ~-elve different varieties of tbe i-ame Palla·..-i. 

Tya-gari.tja greatly improved the Kriti. He was very 
fond of th.is style aml most of his songs are Kritis. In 
some of them he is Baid to have exhausted every possible 
manner of combining t:hc di,fferent notes of the raga. 
These alankiira (ornaments) usually occur either at the 
beginning or at the end oJF an ii,varta. 

Var~ is a musical exercise with Pallavi, Anupallavi and 
Chara)J.am, composed to illu&trate a particular raga. The 
words attached to it are of no particular importance and 
it is often sung in sblfa ,syllables. It contains a number 
of sangatis, elaborations o,f phrases in the raga. 

The same is true to a certain extent of the Dhrupad and 
the Kbyal. The former are almost entirely without orna­
ment, while the latt.cr aim allowed to use all kinds, and 
freely make use of them. The Dhrupad is a solemn reli· 
gious sonir, -while the Khyiil is a light melodic air. 

The Dhrupad is usually in slow time anc1 in selected 
ti1.las such as Aditala, Riipaka tala, Cbauti.tla, and Dhirn& 
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tala. Dhrupad singing was introduced by Rajah Man 
Singh of Gwalior (c. 1470). Itis very exaicting, demanding 
a voice of the large compass of about tbr,~e octaves. 'The 
man who has the strength of ,five buffaloes, Jet that man 
sing Dhrupad,' runs an old saying. Tli.n. Sen was a great 
Dhrupad singer, and Rii.mpur is the hom.e today of some 
of his celebrated descendants, who are experts at this 
style of singmg. 

The Sadras is a kind of fast Dhrupad, sung in Jhampa 
ta.la. 

The Khyal was introduced later than the Dhrupad, in 
order to find a place for the graces whicll. are not allowed 
in the former. It was introduced by Amir Khusrii and 
Sultan Husain, and developed by Sadara.Ji~ga in the time of 
Sulta.n-Alau-d-din (1296-1316). It, is usually a love song 
and is supposed to be sung by a woman. Kbya] singers and 
Dhrupa<l singers a.re usually different. ~jhe latter consider 
the Khyal style to be too unclassical for th.em to use at all. 
The Khyal singer belongs to the class calle1d KavviiJ singers. 

The Hori are songs descriptive of the, Holi festival in 
December-January, and are simg by l).hrupao singers. 
They also have Astai, Antara, Saiic;b.iiri al d abhog. They 
are usually sung in Dhamar tala (5.5.4), ~,ut Khyal singers 
also sing them in DipaohandI tala (3.4.3Al). 

The Th111nlf'i is a love song in Hindusthani music. The 
music is lively and is well adapted to panto,mime or dancing. 
I t mixes up different ragas and so is e,omewhat looked 
down upon by high-class musicians, and i.t also makes use 
of common ragas called Dhuns. Some df these tunes are 
very fascinating; indeed it was one of tlliese simple little 
melodies that kept a whole company of musical experts 
enraptured at Delhi during one of the, sessions of the 
All-India Mlusic Conference. 

The Twppa is the typical Muhammadan song. It has 
been taken up in the south also, where it is called Hindus­
thani Twppa. It gives full opportunity for the exhibition 
?f al] the graces so essential to Indian music. The melody 
lS so rich in these as almost to be overlqaded with them. 
~ these songs have a very marked rhyth1:n and are usually 
lll. madhya ka]a. Tappa songs consist as a rule of two 
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movements only, Astai and Antara. It is said to be similar 
to an ancient style of singing mentioned in the Raj:nii]rora 
and called Vesaragiti. The Tappa. style of singiJ11g was 
fu'St introduced by the famous singer, Shouri of Lucknow 
(c. 1810). I t is usually set to a love song, and its very 
common in Hindi and Punjabi. 

The Ghazal and the Diidra are two other Hindusthani 
melodies. They consist as a rule of Antara only, s1mg alike 
to a simple melody in syncopated time, which is known aa 
Pashto (see page 76). The Ghazals are usually love lyrics, 
The Christian Church has made a large use of Hind1llsthani 
Ghazals in its hymnology. 

The ]f iil'siya are songs describing the battle in which 
the grandsons of the Prophet were killed. They are sung 
i11 the mornings during the days of the Moharram fiestival 
The riigas used in them are mixed, and the words are 
chanted in a kind of recitative. 

Sarga,m, or Svariivarla or Svaratmalika are sol-fa p:assages 
or complete songs j11 sol-fa, in which the India?JL sol-fa 
initia,ls take the place of words. The word Sargam comes 
from the first four sol-fa initials combined, viz. Sa Ri Ga 
Ma, omitting the vowel's ofRi Ma. This solmization is very 
common throughout India in both northern and southern 
music, and is considered quite a thing to be cul1tivated 
even by the best musicians. It is also a common thing 
to hear clµldren, -who know nothing about music, l~inging 
these syllables to different notes of the scale. E'l1ren the 
greatest musicians make use of this device in their songs, 
It is found frequently in Tyagaraja. It is especially used to 
bring out the d.istinct.ive phrases of the raga. 

The Tarana or Tillana is a similaa:- melody, ma,kJmg use 
of drum or tala syllables instead of the sol-fa syllables, 
They use such syllables as taka taka tadingin1~ to~, 
tillilai lai lo, tiinana nanana, etc. The Tillala sonJ~, as it 
is called, is very often heard from the bullock-C&"t priver, 
as he slowly wends his way along the dusty road. So~e­
times these drum or ta.la mnemonics occur just as a kind 
of chorus. These songs are exceedingly popular aJJ,d rnaY 
be compared. with the song Tariiraboomdeay and it~~ like-

A kalakshepam party 

Group of Adi-driividae with home llolld drums 



MUSICAL COl\lPOSITIONS 93 

There is al® a kind o:f song called T1·ivata, which consists 
of nonsense words extemporized by the singer. It is a 
song beloved of boatmen and <lhooly bearern, as they 
take the sahib to his ~lestination. EYery altemate lino 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 me:min1gless collection of mere words. 

The Ghaturanga (fo,1r sections) is a song consistmg of 
Khyal, Tariina, Sargam and Trivata. 

The Rcigaruiilikii or J~rigmiila consists of a series of ragas 
all linked together into one composition. Only a few 
phrases from each rava will be giYen. The whole must 
not simply be a string of melodies, but must have a unity. 
Tho word means ' a g~irland of ragas' and aptly describes 
the composition. Om> southern example of this form runs 
as follows. First of all, in six different verses come melo­
dies in the 1·iigas Sri, ~[rabhi, Gauri, Nata,, Gau<J.a, Moliana, 
one for each verse. Then follows one verse of six lines 
which combines then~ all, one in each line. After this 
comes another eight ragas in eight separate verses, and 
then another verse of eight lines, which takes them up in 
the inverse order in the different lines. 

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

The Harika(M oir Ko.lakshepa 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 J~ubject of the Ilarikathii, is a story 
from the sacred books and the singer-preacher is known 
as Bhiigm;athar. 

In Bengal the Ki1tan 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 



94 THE MUSIC OF Th7)IA 

of Cbaitanya in connection with the Bhakti re,;vaJ. The 
theme develops from phase to phase and from emotion to 
emotion, au<l is generally based on a distinct part of the 
Krislu;ia legend. It giYes plenty of scope for originality 
and improvization. The raga also changes with the 
emotion, and both music and melody are fluid and not 
rigidly bound to definite modes. There iR usually a choir 
to help tho leader, and II small orchostro.. In the Marii\hii 
country, the name Kirtan is usually given to a Bhajana 
performance. 

Ablmngas and Oiiis are songs peculiar to Mariithi. The 
former a.re simple religious songs in any raua, and were 
oulthrated by Tukara.ro and the other bhukti leaders of the 
Mari•tha land. N. V. Tilak, a Christian poet, often called 
the poet-laureate of western India, has composed many of 
theso on patriotic and Christian subjects, which are very 
popular both among Christians and others. The Ovis is a 
style of song used for long epics. 

Povada are Marathi, and Karkhas Rajput war-songs. 
These fighting races of Western and Central India have 
made :im1oh of this war music. They are about tho only 
peoples in India who have any distinctive war-songs. 

JavadiR nre songs sung by Kanarese singers and consist 
only of Ohara!lam. 

In addition to all the regular musical forms mentioned 
above, there are also a number of folk-songs set in other 
modes which have come down from time immemorial, 
most of them having a very fascinating lilt and rhythm. In 
l3engal these are called Baul songs. In South India they 
are kn.own as Sindhu songs, such as Kiivadi Sindhu, 'the 
songs of the pilgrims carrying their little decorated yokes' 
to the great temples; No1JrJi Sindhit, the halting Sindhu 
with its hopping-like rhythm; Tenmiingu, 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 Nd!akas (dramas) of India provide a feast for the 
music-lover. These are usually operatic throughout, and 
the managers make it their study to get hold of the best 
airs that exist. One can hear Indian musio in some of its 
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best phases in these dramas. The music is mostly popular 
and does not reach the hig~ classical stan~ard o~ the 
great singers: but since that 1s so often associated with a 
rigid adherence to certain forms and technicalities, di~cult 
of appreciation by tbe common man and by tho foreigner, 
it is possible to find in this dramatic music a charm and 
a sweetness unaffected by technicalities, hard for the 
uninitiated to appreciate. Among the most populnr of 
thci;c song-dramas are the stories of King Harischandra, 
King Nala, Siivitri, the various episodes iu the life of Ruma 
and Sita, and stories of the saints of the bhakti revival. 
The large towns have many dramatic companies which 
give regular performances, nnd strolling troupes of varying 
ability wander th.rough the countryside and perform in the 
,illages from time to time, so that every villager in India 
knows those 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 owu 
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 i\Iadras sayi; that the Sangita­
nitakam is a kind of opera or musical drama. He gives a.s 
examples of this form of composition the Gita-Govinda, 
K.rish1_1a-lila-tarangi1,1i in ~an.skrit; the Prahlada-bbakti­
vijayam, Nowka-oharitram, and Sitli-rama-vija.yam of 
Tyagaraja. in Telugu; and Rama-na.takam and Xandaniir• 
cha;ritram in Tamil. 

The Sankirlan and the N agarkirtan are popular musical 
performanees, usually of a religious character. They have 
been 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 
to musical accompaniments, and carrying many banners. 

The Drone. 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 dro~ e con. 
solidates the melody as well as provides the backg ound, 
When other instruments are quiet it keeps on the oun~ 
so that the singer can pick up the music again, withqut an 
chance of pi tcbing on the wrong note. There are, of loourse, 
songs without the drone, like that of the cartman on hie 
lonely journey, the boatman on the backwater, the ~nother. 
to her child; but, in all public musical entertaim:11ent.s 
drone of some kind is essential. The drone may be su1ppli 
by the dmm only, the keynote and the Pafichama of th 
two heads respectively giving all that is absolute} ne 
sary. As a rule, however, it is the custom to have ~poth 
instrument for the drone. The best instrument fjt>r thi 
purpose is the Tam bur. This gives the tonic, the fillth and' 
sometimes the fourth, and makes a most cha,rmin~1 back 
ground for the melody. The custom has come in rE1centl 
to ose the harmonitim for the drone. This is undo~fbtedl 
convenient, but the noise is not by any means attra,ctive 
nor likely to add to the appreciation of Indian m\l1sic by 
ea.rs trained to quality as well as to pitch. There ·s al 
a special wind instrument called the Drone which is used 
for this purpose with flutes and reeds. The vm.a I sitar, 
sarangi, dilruba and many other stringed instrumenijS have\ 
their own drone-strings, which are struck more or le81J 
regularly as the melody is being played. The drone, 1a,s may 
be supposed, goes on throughout the whole perfm an 
without cessation, but strange to relate does not tend tiq 
monotony, as one might think. It helps to bring qut the 
variety of the melody built above it. The sarangi and the 
sitar have, in addition, a number of sympathetic etring&; 
from sixteen to twenty-two, placed below the main trii:1P 
and never played on, which give out a very att ractiv0 

humming sound all the time the instrument is play , and 
provide a kind of re-inforced drone to the whole m ic. 

Only a few of the melodies of Inclia are describ~ bovef' 
India is the land of melody. In such a great cont1 ~en~ 0 

so many races it is only natural to find some more ~us1cal 
than others. Stopping one evening in a :Bengal · a.ge we 
heard on every side of us different kinds of music. _Thete 
was nothing discordant and it all blended together into " 
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' 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 
]yrics or devotional songs, as they rested for a time after 
their meal. In one boat was a musical party with tambur 
and drum. AB 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 esraj, the Bengali siirangi, being played. In 
another a Muhammadan 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 ~lara.1;ha 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 
~islu:ia, 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 they 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 
~emories 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 
south-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 
been lent by the Metropolitan of the ancient Syrian 
Christian Church and was manned by twelve stalwart 
rowers. All night long they sang their ancient songs, 
8~ange melodies, sometimes "'ith nonsense words, some­
~e~ about trees and hills and forests, sometimes about the 

1r~m Mary, for they were Catholics, and all with some 
ending suggestive of the oarsman's pull, which seemed 
e~ery time to help forward the boat. The ending was 

7 
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something like this, Tiya Tiya-Teya Teya, r,th 
emphasis on the first syllable of each beat, mar~~g 
pull of the oar. I slept off and on as we passed Ul1fde.r t 
lovely palms through the moonlight, puzzling my 1 rain 
to how they found breath for steady rowing and CG tin 
singing. I remember another evening sitting in a lon 
bungalow far away from a.U towns, with a little villij!a:e n 
by. The day had been hot and dusty and it w~I; so 
Hindu festival. Just close by was a little village sl ine 
the god Subramaniya1 the warlike son of Siva. 
dinner was over I heard the sounQ. of singing comil~g fr 
this temple, and going out, found two young men from 
village learning the old devotional songs from a tem 
musician. He would sing a line, and then they wotild t 
it up after him. They were simple melodies set to bLaut· 
words of devotion, but in that quiet village they mi de o 
feel the beating heart of India. 

Another time while I was staying' for a few dayf[ in 
realm of His Highness the Nawab of Rampur, desdend 
of a celebrated musical house, I heard some of the ciassi 
music of northern India played and sung by its fam 
musicians. Here are still descendants of the eel bra 
Tan Sen, the most wonderful singer of the days of 
~fuhammadan Empire, and his musical tradition 1vi ali 
m the court. HiR Highness the Nawab himself ,was 
expert singer of Dhrupads, composed by the great Mi 
Tan Sen, and Sahabzada Sadat Ali Khan Bahad , 
Home Secretary of the State, had found time to 1give 
the cultivation of music. He himself was one of tl1e v 
few expert players on the old rabab, the instrument tpla.y 
b;r: T~ Se~, and the precursor of the modern Sur-~. pigiira. 
With 1ts wide bowl and metalled finger-board and iHs scop& 
for all the peculiar slides and shakes of Hindusthani music, 
it sent forth under the hand.a of its skilled playf no~ 
deep full sounds, and now the sweet high-toned llltctalbG 
s?unds of a. meta.I string. Then came a. famous D~~pad 
smger. He started with an A.lap, bringing out, onl after 
the other, with fine full voice, the central notes and\~bra&ejl 
of the raga. It was the Hindol ,·aua with the shaJf.PBDed 
Ma and with a glorious slide from the Ga to the Sa[. Ile 
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sang a 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 
I beard a. woman weeping for her husband, who had died 
the day before. She was an Adi-draviQ.a 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 I look e.t so as to forget ? No loDger do I see him. 
He has gone a.nd left m e. What was it miDe en emy 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 a.way 
to the north in the great wheat-plains o~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 
olcl tunes by the early missionaries. 

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 MUSIC.AL [NSTRUMENTS OF INDIA 

THE musical instruments of India present a wonde 
y~e~y. As might be expected they are meant mostly f, 
mdiv:idual use, and tllere is very little suggestion of 
orchestra. The Indian Princes maintain a number of 
musicians, but it is rar1 to hear orchestral music in In · 
It is, however, becoming more common today for Indi 
orchestras to perform lr:tdian music, and one may some · 
hear orchestral pieces at the concerts of the Gandha 
Mahavidyiilaya in Bombay and in Baroda and oth 
places. In order to SE?e all the different musical inst 
ments of In,dia one 1:tas to journey to many differe 
places. There is a, ~'ood collection at the Gii.ndhar 
Mabavidyalaya in Bo, bay; but the Indian Mu.set 
Calcutta, has probably the finest collection both ancie 
and modem instrumentl3. One does not how~ver as a rule 
find them in a band o:r concert party, as one d~s in th 
W~st, though Baroda Has attempted to do this under t,h 
grudance of l\I.r. Fredilin, the Principal of the Music Sch 
an~ an_ accomJ?lishe~ western musician. The great 
vanety 1s found m strinJged instruments and in instrwnent&c 
~f percussion. Probabl'.y India excels most other countries 
m these two. The following quotation from the monu­
mental work by Captai.Jfl Day on Tlie llfosical lnstrume1118 
of So'uthern India and 1 eccan ·will give a good idea of the 
condition of things wher) he wrote over fifty years ago :-

• M~t of the early musics.I instrwneuts remain still in use. Sinl'll 
the time of the Muhamn1ad11,u invasion, about a thou.santl ycnrs o.to, 
some Arabum and Per~llD i.J;ist~ts have been adopted, and ha,·e 
booo~e almost naturalized; but thelJ' use has ne,·er become unirersal, 
and -~ mostly confined to the North of India or to MUS8a!man 
musicums. 
·~ peo~le of India have ,al\Vays been conservative in their i:.1;,te8, 

and m nothiog do we find tlµs more evident than in their mUBic 11nd 
musical instruments. Descx!iptions of them are found in many of tho 
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Id Sanskrit treatises, and show that the forml1 of the instruments 
0 w :in use have altered hardly at all during tbte laat t"IYo thousand !~; old paintings and sculptUJ'(la, such as thiose ~f AJ_ant,a,, prove 
i.bis even more conclusively . There are mnny µ}USIC~ lllstrumenta 
to be found among the sculptures existing uplm Ylll'l'?us old ce.ve­
t,einples and ancient Buddhist topes and stupitls m different parts 
ofindie. . . 

·Those at Amriivati and Siiiichl are especially: interestrog. J:'or m 
the Amravati sculptures, whlch were ,'isited by ,the traveller, Hiouen 
Thsang end called by h im Dha.nanacl1eka, abot1t the year 640 of our 
era, we'nnd several representatious of_musieal ~pstrwnent11.. One of 
peculiar interest shows a group of eighteen :,;omen p~~ng upon 
drums, a shell trumpet or Mitkha, one much ~ e a, em:na_i, end two 
instruments, apparently qi,anun;i, of 8'. shape very B!IIlllar to the 
Assyrian harps. But there is another UlS~ent represented that 
would seem to have been especially popular, b\11t which is never m~t 
with in India now nor can descriptions ofit be found in the Sanskrit 
treatises upon in~truments. This age.ill figuires in Assyrian and 
Egypt.inn sculptures and paintings. It is somewhat_like a l~rp, o.nd 
much like an African instrument called Sancbo, still used lll some 
parts of that continent. 

'This peculiar harp is again found among):!~ the sculptur~ at 
Saiicbi I where also is seen an instrument resem 'b~g the Rom~ tibae 
pares. But the t ibae pares a.re there shown ,v1_tbout the capJ.Strum 
or (•heek bandage, and it is known that this lllStru:ment was !-'-Jso 
used by tho Crool:t1, It is worthy of ~ote fh~t ~ form. of the t1b~e 
pares ie still common in northern lnd1a, wbene it conSIS~ of a ~all' 
of flutes. At Siu1chl too ia found a -figure of a, man blowmg & kind 
of trumpet-the si:inga---0f much the same sbape as that now 
employed in Bengal. 

'The materials of which musical instruments are made are for the 
most part those that a.Te found readiest to hand in the country. 
Bamboo or some similar cane end large gourru1 are much. employed. 
These gourds a.re used for many purposes, andl the best a.re trained 
in their growth to the shape for which.they ru,e required. . 

'In the manufacture of certain lllstruXDJents earthenwa.re 1.8 

employed; the rommon country blackwood ie largely uae:<1• in fact, 
u-hatever is found by the instrUDlent makers, that from its nat~al 
bhape or the ease with which it can be -workecl;1 can be adapted with 
the l;ast possible trouble to themselves, is Teadily seized upon, 
whether its acoustical properties ru·e suitable ipr not, purity of ~m~e 
being sacrificed to appearance. he natural i:on~quenco of this lS 
that many instruments are badly put together m the ,14-st place; 
faults in their construction are glossed over bt outward omamenta. 
tion, and from went of proper material, the toD111_, whi~h should be the 
first c:onsideration, is frequently sadly defic:ie.nt JD volUDle and 
quality. . 

'The Persians still use an instrument called quanun, much like 
1hat of the same name found in India-a kind of dulcimer strung with 
l!\ll or wire st.rings, and played upon by plectra fastened to the fingers 
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of the performers. That is a development oft he Kattyaya~fa.i,i!ld 
Aatat,at,ri (hundred stringed) vi~, as it mis formerly called. 
Persian quanum, the prototype of the mediae"al psaltery, afterw 
became the santir, which hae strings of wire instead of gi.1t, and 
playod with two ,rt,icka; and in the west it actually took th13 fonn 
the dulcimer. IIence the origin of the complicated pianoforte of 
present day can thus bo traced to the Aryans. And so w.ith 
others. The violin, tho flute, the oboe, the guitar, all haYo 
Easteni origin. One of Lho earliest of stringed inetrum,ents 
called "Pinaka," and bad one string t,vanged by the fulgers ; 
inv(lntion is 8,S('ribed to tho god Siva. Tho violin bow is cl.wn1..-J. 
the Hindus to have been invented by Rav~e., King of 
(Ceylon), who according to tradition lived more than five 1ihou 
years ago. 

'Tho earliest instrument played with a bow was called Raba,uut,,a 
or Babanastrana. What this instrument waa like is rather doubt 
but at the present time there exists in Ceylon a primitive in,3tr 
played with a bow, called " Vitia.ooh.", which has two str~ 
di:IJeront kinds; one made of a species of flax, and the other of 110 
hair, which is the material also of the string of the bow, which 
bells attached to it is used as a fiddle stick. Tbe hollow part of 
instrument is half a oocoanut shell polished, covered with a 
skin of a lizard and perforated bolow.' 

The Vinat'ah is mentioned in the classical books 
the name suggests an instrument made of bamboo,. It• 
rarely met with except in the hands of strolling musici 
who support themselves by means of it. Whether this • 
the primitive rahanastra or not it is impossible fo sa 
but it seems extreroely probable that, if not ab 1olute 
identical, it bears at least a very strong reseroblancie to it: 
Another very ancient instrument which resembled t 
RabanMtra was called .Amrita. 

NWllbers of instrumonts still in use in India have not alltered I( 
the smallest particular their ancient forms. The Vitia, the TamW. 
or Tamburi-vitia', and the Kinnarf atill remain just as they are df: 
scribed in the ancient books, oven down to the very data.ills of~ 
carving with which they arc Adomed, so con~-t>live are the peo~ 
who use them of all connectro w:itla the art they hold to be so 88C~ 

The peculiar shape of i.nstl'UJDonts of tho viola and violiin t~ 
appears to ruwo a prototype among Indian instrumonts; iw.d thil 
can be soen in the Rabab, which is made with distinct upper, lo~ 
and middle bouts, Olld in a lesser degree in the Sarangf, Siinwla, ~ 
Ohikiira. The rebec, onco popular in Europe, wsa a form, of ~ 
rabiib, brought to Spoin by the Moors, who in tum had d · ·,,L'd 1• 

1 or Ra,•aniistram. 

Grou7> of ,stringed iMtr-um1mts (twrillem) 

Dikub11 

Bii;i 
Si\ ·nngi Peacock witar 

so11ui at1ciet1t iMtr1,ments 
Svarame1:u,iele Brahma vll)it 

Kurnl B&ll rllll 



Sitar 

An rch,·stru..l siiraugi 

Pluyi11u va1 WUR •·tri11ged irts/1'11me11t• 
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froin Persia and Arabia. Here again the A,ryan origin is evident, 
the raba.b being, according to old Sanskrit ,works, a form of vil).ii. 
And it is still popular in the North of India and Afghanistan. 

The UBe of i.nstl.'Ulllents of percussion of definite sonorousness, 
such as tbe harmonica, does not seem to ha.ve entered into Indian 
rnusic at any time until quite of late yea.rs. But this is rather an 
open question, for the harmonicon of cupa, called Jalalara1i{Jini, 
is by sollle ascribed to a very remote origin. 

Wind iuatrurnents, although perhaps of earlier invention than 
those with strings. are nevertheless looked upon as of secondary 
irnporte.nce. Possibly this may have some 1reason in the fa.ct that 
Braluna.ns a.re 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 instl.'Ulllents. But all unit<e in ascribing to wind 
instl.'Ulllents a very high antiquity. The con~ih shell, still used in the 
daily temple ritual in almost every place in fud.ia., is said to have been 
first used by the god ]4ishl;la, and it is meni;ioned in the gree.t epic 
of the .Ramiiyaria, where it is called Devadntta.1 We also find it 
under the name of Go~ga., both in the Ra1rnayatuJ and the Maha­
bharata. 

The· horn (sringa) is also said to be of divine origin, and it is 
montioned in the earliest writinga. But the flute (muraU) is still 
held to be peculia1ly sacred, for this flute was the companion of the 
god Kfish1,19, in all his wanderings; and in Indian mythology, this 
flute is looked upon with much the same vene:ration 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 
~islu;i.a 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 peri,od than instruments of 
th_e flute species, and their use is usually confined to either low caste 
Rindus or ll:fohamma.da.ns. For the Indian, reed instrumenta a.re 
mostly harsh and wild, far too powerful attd shrill to be used in 
concert with the delicate \"i,;iii or sweet tamhur, and so their use is 
chiefly confined to out-of-door performanceu, where their sound is 
better heard and where they become fit 1~djuncts to the ba.nd. 
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, Arabia and Egypt. There 
8El<llns to be no trace of the single beating reed ever having been 
known in India, but the single free reed is found in the bagpipe of 
the cow1try. Indeed the bagpipe would i1tself seem to have an 
~astern origin; and, although its use in &)uthern India and the 

e~an is chiefly confined to a dronebass, yet in the Punjab and 
afgbanistan pipes are sometimes fotllld containing both drone and 
ch~ter. I have heard thom played wit,h a d11xterity that would do 
<n-edit to a Highland piper. The Putiji, no~II" used almost; entirely 

1 i.e., god-given. 
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by dsnake-ch~~ra, is said to h~ve once been blown by th1P no.et • 
an called NasaJIUJtra.-(Captatn Day, pp. 99-104). 

C~ptain Day's remarks on instrument-making are not 
applicable t~ay as they were when he wrote six ,y ye 
~o. There 1s a constantly increasing demand for musi 
mstruments, and a class of instrument-makers is aritii 
The cen~es of this industry tre found in Calcutta, :Mi~• 
an~ TanJore; and many of the makers are noted :£or the· 
skill, and the resonant qualities of instruments are bei 
lo_oked to very much more. Tho public is also ta)lting u 
bth ~est the question of musical education, and it i 
fi ecol'.Ill~g frequent in the better-class families to arra 

0
~ thefr daughte:s to_leam some Indian instrumept. 

this, with the revived mterest in music, will mean, 88 tim 
g~s on, a development of skill in the proper cons1iructi 
of mstruments su~h as Captain Day desired. The Chltp 
Road, Calcutta, 1s the centre of instrument-malking · 
:Bengal. 

Captain Day in his book mentions the bells which 
a common feature of fest.,val dances in India, thou 
hardly ~ be classed as musical instruments. Tlp.ey 
usually tied round the ankles of the dancers. T]1ey a.re 
also us~d on ~estival occasions for the bulls. Every post­
runner in India has a few attached to his little spEiar, and 
these may be heard for a very long distance as the runnel' 
comes along to the village. 

I. STRINGED INSTRUMENTS 

. Apart fro~ the_ ~um the largest variety of imusical 
mstruments m India 1s found among the strings. 'I'he beat 
and the most honourable instruments are also found 
among them. The Vitia occupies the first place among 
them all, and has done so from time immemorial It it 
also. the instrument par excellence for rendering 'Inman 
~u!1c; and no ~ne who has not heard the 'master~J of the 
Vll;l8: has any right to ~ve a final judgment on Inman 
music. In northern India the viJ)ii, is often cnJl1!(1 Bit, 
the name viJ)ii. being given to the t ambiir. In this book, 
however, the name viJJii, is consistently used for the oJassicnl 
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instrument of that name. Three places in India are noted 
for its manufacture. They are Tanjore and Mysor~ in 
South India, and }liruj in Western India. The Tan3ore 
and l\1ysore makes difier in the wood llsed for the ;xiwI. 
Tnnjore uses jackwood and Mysore black.wood. N_ear]y 
all Tanjore viJ.)as are elaborately ornamented by ivory 
carvmgs. 

The instrument consists of a large pea-shaped bowl 
hollowed out of one piece of wood, either jackwood ?r 
blackwood. The flat top of this bowl is about one foot 1_n 
diameter. The bridge is placed on the bowl, and near 1t 
are a number of small sound-holes. The construction of 
the bridge is peculiar. 

• A wooden aro supports a slab of wood, one m ~h by two. and a 
half in<'hes. A resinal cement is poured upon tbUI and a ~tece C?f 
metal, passing underneath the ~cond, t~ and fourth strings, IS 
laid abo,e and marupulated until the strmgs produc? a. clear ~one 
free from all buzz or twang; a wet cloth is then applied, or a little 
cold water poured o,•er the uppe•· surface, so ea to ~a.rd~n the 
cement. Under the first string a similar piece ofmet~l, Ill t~ caso 
of superior yuality, either ;polir.hed Rteel or be)l•metol, 18 fixed m the 
ssme way . This process •s considered very 1mport~t, aa. the leasL 
carele86Jl888 affects the tone of the instrument and gives 1t a most 
unpleaaant twang.'-(Captain Day.) 

The side-string bridge is secured ~ the main_ bridge 
and the belly of the instrument, and 1s ~ade en~ely_ of 
metal. It consists of an arc of brass, with a proJecting 
rim upon the side nearest the attac~ent. The body of 
the instrument is made of the same kind of wood as the 
belly and is hollowed out thin. .A projecting ledge of ivory 
!lepa; ates the body from the stem. The neck is attached 
to the body also with ivory, and i_s usua~y curved down­
Ward into some weird figure. This also 1s hollow. Into 
the body just beyond the neck is fixed a hollow g~~d on 
the under side which forms a kind ofrest for the Vll)a and 
is useful also to increase the volume of the sound. This 
gourd is easily detachable. The frets of the instrument 
nre made of brass or silve1·, and are secured to_ two ledges 
t'Unning along each side of the stem of the instrument . 
These ledges are made of some wax-like substance which 
can be softened by gentle heat, so that the position of the 
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frets can be change~l, if desired. There are altoget 
twenty-four frets, so that each string contains two co 
plete octaves. 1\1any Indian scholars are of opinion 
the ancient books give~ no ground for thinking that any 
the old classical music:ians used more than twelve frets 
the octave on the vin,~,. The tuning-pegs to the main 
are fixed, two on each side of the neck, and the strings 
over the ivory bridg13 between the neck and the s 
The three pegs for tho side strings are fixed in the side 
the stem just above the gourd. 

The vii;tii. has sevetl strings, four of which pass o 
the frets and constitute the main playing strings, and 
other three are pla~i<l. at the side of the finger-b 
and are used to play a kind of drone accompaniment to 
melody and to mark tbe time. 

The two thinnest st1rings, which are on tho side nea 
the player, are of stee:I, and the other two main strings 
of brass or silver. 'lJie three side strings are of s 
Each string bas a distinct name, which are, beginning fr 
the thinnest, Saral;ti, Paiichama, Manda.ram, Anum 
da.ram. The three siide strings are called Pakka.-Siir 
Pakka-Pancbamam and Hecbu-Sa.rni. 

There are various ways of tuning the instrume 
The following are ea.id to be those generally accep 
beginning from the pls1ying strings:-

Main Strings. 

(a} Sa Pa Sa Sa (C G C C) 
(b} pa Sa pa pa (G C G1 G1) 

(c) Ma Sa pa §a (F O 0 1 C1) 

Side Strings. 

Pa Sa pa (G C 0 1} 

Sa pa §a (C G1 01 ) 

Sa Sa Pa (Cl C 0) 

One at Rampur I noted was tuned thus: 

(d) Ma Sa !_>a ga (F C: G1 E 1) Sa Sa pa or NI or Sa (Cl C1 

or B or C) 
(e) Captain Day notod cme at Miraj tuned thus: It only had t 

Ride strings. 
Ma Sa pa §a (F C G1 C1 ), Sa §a (C C1 ) 

(c) and (d) are the common ways of tuning in upper India. 

The first two stril1gs are always the ones played upo• 
most, though expert pllayers will use all of them easily. 

l\foyiui 

Ek:tar 
Struiged i11,1;tru,11e11t11 



Siiriuda. Kii.tya.yana-vlnii. 
Kityiiyana-, ~ii• 

Some u11oommon '"'-'lroment• 

Chlkiim 
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The frets of tho vit;1.ii. are placed in different positions 
on different instruments. The practiCE: in South India 
today is to uso tho intervals of just intoJ11atio11. Mr. Ellis 
mentions testing a viJJ.ii many years ago iu the south and 
finding the intervals those of equal temperament. Captain 
Day mention.~ an old Tanjore vir,l.a. whose, frets were placed 
at intervals, which were found to be slightly flatter than 
the notes of the tempered scale. 

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

The vil;la. is played either with tho finger nails or with a 
plectrum. The finest players use theirr finger naili-; but 
many amateurs, who do not wish to gi·ow the nails long, 
have taken to tho plectrum. In South India it is quite 
common to find amateurs playing tl1e Vll;la, and it is 
becoming increasingly tho thing- for gi1rls to learn it. In 
the north, huwevor, it is usually only professionals who 
play it. The instruments for amateurs in the north are 
the sit.Ar and the esriij, or dilruba. The main strings of 
the vir.la are played wi~h the first three, fingers, the fourth 
hnger being used for the side strings, just striking them 
at intervals, in time with the t.ala used. The main strings 
are stopped between the frets, but tl1e side strings are 
alwnys o~n. The vi.i;ia lends itself 1-0 all the different 
graces which give so much beauty to Indian music, and in 
the hands of 1·eally capable performers it produces most 
,\·onclerful and charming effects. It is an ideal instrument 
for an Indian girl to learn. It is hol>ed that more and 
tnoro the unsuitable harmonium, '1\ ith its strident tones, 
~ill gi'\'e place to this beautiful Indian instrument, an 
1bnstrument affording not only delight to player and hearers, 

ut also real culture. 
There are different kinds of y iI_Jii called afk r the shape 

of the head, such as the Peacock vii.la, Rudra vil;li.i.. 
. There is also a vir,l.ii. called Rasa vi mf, which has a gourd 
in place of t he wooden bowl. · 
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J" The Yazli is ~n an9ient Dravidun instrument some ha 
. ike 8: harp. It is not ·used today bu; pictures of it are f: 
lD Ttrumayam, Pudtt.kottah Statt. probably of the 
~entury A.D. There are many rc.»rences to it in T 
¥~a.~e. It ~a~ h~,v~ been simi~ to the Assyrian h~ 

re is also a similar kind of ha.rp:ound in the Amarav 
s~ulptures of the 3rd century A.D. This instrument a 
displaced by the vI:r;ia in the middleages 

The Sitar is perhaJ) th · . N th Indi . • s e most :ommon mstrument . 
thor . '" a. It is niot yet found ouch in the south b 

ere is uttle doubt 1bhat, as Inilim music is oulti;a 
more and more, this simple and bc-!utiful instrument . 
i~e v~ry largely into use all over the south. It is ;' 

. ted either for the amateur or the professional It is n 
cliffic':11t for the amatelur to learn t.: play simpie meloili 
upon it, and at the san:1e time it lend.i itself to all the sub 
a~ts of the professional, whereby ht can show his skill 
tie charm of the music. The pri:rriples of the sitar 
d~ same a~ those of t~e vil)a, but r.here are considerab 

erences _m construction. It is s much smaller ins 
~tnt and 1s more eailily carried ,bout. Like the • 1ut~: be~y made of jack or some other resonant " 
of the ~e is no c~ed neck and '.10 gourd. The b 

mstrumen~ is ':"lbout two feet long, and carries 
~ger:board, which rn about thre? inches wide T 

o_wl 1~ from eight inches to one foot in width . T 
b~i~ge ~p]ac8?- on thE, bowl, but if not double as ·in t 

1-:f a. e strmgs paS13 over this, r.nd then over anoth 
ge beyond the frets, and again through holes in a led 

~art;he 6:~gs. These edges are u..~ally made of ivor 
a e s mgs are ovor the finger-board. The tuning;­

pe.,,s are placed, four o.i:1 the face of ·he instrument at tbi 
end and three at the si.de, at varyirg distances from th 
end. The number of slbrings is usually seven. The frets 
are ~urved and are m~d~ of metal, uroally brass, and the! 
:re . xed by means of w•ire springs t iKl round the body of 
he mstrument. They are movable at the ,~ill of· the ~!arer. _It is therefore easy to alter che tune of the sit.al' 

fromhe. size of an;y particular intermls. The frets -.ary 
sixteen to e1ghtee:n in number for about an oct.ave 
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and a half on each string. The Kar;1atic si1;a.r is somewhat 
different. It has a much. thinner and shorter neck and is 
shaped something like a tam bur. (l.nly the ~st tw~ strings 
pass over frets, which are about \aJf an mch wide and 
raised from the finger-board. The!>:' two st1rings are placed 
much nearer together than the otb3r strings. The fourth 
and fifth strings go round a small ivory biead about half­
way up the finger-board, whence th~Y pass 1obliquely under 
the strings to the tuning-pegs. '.l'he sixt,h and seventh 
strings pass straight up the finger-1'oard in the usual way. 
All the strings except the seventh, which is of brass, are of 
steel. The frets are of wood with t.n upper edge of metal 
and are fixed to the finger-board. Usually there are about 
fourteen frets, which are placed ~t the ~ntervals of the 
diatonic scale. 

In the ordinary sitar the stringe are ma,de of steel and 
brass. The first, third, fifth, sixth md sevimtb are of steel 
and the other two of brass. Man-<: sitars have a n.umber 
of sympathetic strings placed benaath thle other strings, 
which are never played, but give i continual hum as the 
other strings are played. 

The tuning of the strings in the ~rdinary sitir is usually 
as follows, beginning from the sho.-test strmg attached to 
the side peg:-

Sa Sa _ra Pa Sa Sa Ma (ti c Gi, c o F) 

The last string is the one usu~lly pla;yed on, though 
expert players will use the last th:'ee. This string passes 
through a small bead at its attachment 1bo the belly, so 
as to aid in tuning to the exact pit:h required. 

The Karnatic sitar runs thus : 
Sa Pa Sa Pa Sa Sa Sa (o G o G c o o) 
The instrument is played by mrans of ii wire plectrum 

placed upon the forefinger of the right hand, and the strings 
are struck near the belly. They p:e stop:ped by pressing 
~own the fingers of the left hand upon tblem right above 
~e _ frets, and not just before the frets M is done on the 
~a. As a rule, only one string is stop,ped, the others 
he1ng used as open strings for tlLe accotnpanying drone 
sound. 



, 
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There is a beautiful sitar in the Ganclharva Mabii.vid~ 
laya in Bombay, which has an ostrich egg for the bo~ 
beautifully mounted on gold. Some sitars have peacock.; 
shaped heads and are called Peacock sitars. Tho Tarft 
sitar has an extra string for the ~ruti or tonic. The siU., 
is also called s-undari-the beautiful. 

The sitar lenr1s itsplf WPll to the performance of Indi­
music, and is becoming more popular among the peo~ 
generally. 

The invention of the sitiir is commonJy credited to tJia 
famous singer Amir Khusru of the court of Sultan Ala-u-did 
in the fourteenth century. It is probably of :PersiW 
origin. 

The D;ln,ba i• ve,y mnoh like a ,itac, but •mi 
and instead of a bowl, it has a belly, covered with sh 
parchment. In shape it is something like the sarailgi, 
like that instrument it is played with a bow made of ho 
hair. It has frets similar to the sitar, nineteen in mun 
which are movable. It hall only the four main stri11gs 
not the extra three. The dilruba, is made, as a rule, wida: 
twenty-two sympathetic strings under the main 13tring( 
The arrangement of the tuning-pegs is like that of the folD' 
main pegs of the sitar, two being vertically on the face and 
two on the side. The instrument is about three feet long, 
and the width of the belly will be about six inche~1. Th& 
bow is a bout 1 f feet long. 

The tuning of the four strings is usually ~a r a :Sa Ma 
(01, Gi, o F), the last being the principal string. Tlhe first 
two are brass and the last two steel. In this instrument 
also, the peacock shape occurs for the belly. The dilr~ba 
is not a very common instrument. It is used in the JPunJab 
and in the United Provinces, but as a rule one soes the 
sarangi much more frequently. . 

The Sv.rbahii.r is another instrument of the sitar kind. 
It has a similar shape to the sitar, but the frets ~ixe n~t 
movable, and it has a finer tone and wider range. It 1J 
played with two strokes, one with the plain fingier an 
the other a sort of mandoline ta.la. stroke with ple,JtrUJJJS 
on the forefinger and little finger. Mr. Fox StraDtgwf 
gives it the title' dignified'. This instrument is foUJJ.d O Y 

A North Indian Siinwgt Player 
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in Bengal. I t lends itself ,lfY well to the graces of Indian 
music. 

The So.rmitfi is the Indiarriolin. I t is shaped, however, 
t,0mething like a small gu .ar. The instrument is madt· 
from one block of wood uollowetl out, and it bas a 
parchment-covered belly. lt. is s~oller than the sitar, 
being as a. rule about two f '.t m height. ?;he sarangi may 
have either three or folll' s mgs, three being gut and on<' 
brass. The brass string is e lowes~ in pitch. The bridge 
is fixed in the middle of the ~elly, with a support under the 
parchment. The instrume is played usually with a bow, 
but sometimes a plectrums used. ~he four tuning-pegs 
are fixed at each side of t~ head, which is hollow. The 
tuning of the four strings ifas follows, in accordance with 
the riiga: Sa P a Sa, Ga or Ma (o Go, E or F). 

The sarangi, like the " :1tern violin, has its devotees 
both among experts and a].> among the beggar fraternity. 
It is found throughout the ortb •. ~he strings are stopped 
by pressing the finger again-Ii therr side, and not by placing 
the .finger upon them. Th, rend<:Xs it possible to produce 
all t he peculiar gamaka f Indian music without any 
difficulty. The sound is n~llow and somewhat resembles 
that of the viola. It is a -r·ry fine instrument, and expert 
players can get a treme,Jou~ lot from it. Even the 
~ggar manages to produ<' qmte a delightful noise with 
it. It provides a very go,<l accompaniment for singing, 
and has more fulness of we than the sitar and also very 
considerable possibilities of development. It seems hardly 
Possible, however, that it,, 11 rival the violin in the power 
and beauty of its tone or in ts range, but it will always be a 
goO(} member of an IncliaJ orchestra, and, like the ,iola 
nil) come in very useful as a contrast. In the south 
flrendy the violin bas com, to stay, and there is not mu<'h 

1
1kelihoocl of the siirangi displacing it now. It may, 
10~0,•er, come to the 801 h as a. member of an Indian 

orchestra. The sarangi us~ally has, like the other instru­
:ents already mentioned 11 number of sympathetic strings, 

0m fifteen to twenty-t~,., under the four main strings. 
1:_he Gii.ndharva :M:ahavidfii.laya has a fine orchestral 
sarangi which stands sevei feet high, and which is meant 
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to be used in the concers given there, though hith it 
has been mostly ornametal. (See facing p. 101.) 

T he Saroda or SMrtXat is a sarailgi played witl ti­
plectrum instead of tht'1ow. It has a powerful to] and 
is usually much larger mn the sarailgi. 

The Esraj is the Benl variety of the sarailgi. It it 
a little smaller than th latter, and uses all wire s ~ 
instead of gut. The tumg is Sa Sa Pa Ma (o o G ~ , thft 
Ma string being the G!ief string. This is the co1t1D1~:P, 
instrument that one finis today in the houses of c turecl 
people in Bengal. It li played with a bow lik thtt 
siirailgi. 

The Sarinda is anotbr variety of the siirangi/ ~ uli 
to Bengal. The botton.of the instrument is oval ill 
of rectangular, and th, upper half of the body ~p 1 
open. I t is played in ae same way as the earan{f. 
usually has an elaboran tailpiece. It has only tw 
strings of gut and not IIJU[ as in the sarangi. It i 
chiefly by jogis and fahls. 

The Ohikara is a curi011Sly shaped variety of the -
The body consists of a tong hollow piece of wood, u 
which, near the lower nd, a pa.rchinent covered , ox · 
fixed. The b1'idge is plaw. upon this. It has three~ · 
of gut or horsehair andfive sympathetic strings o · 
The tuning of the three !brmer, which are the mains f 
is usually Sa Ma Pa (o : o} or else the same as the s- ail 
and that of the sympatletic strings is Pa Dha Ni 1~"'a 
(QA B ol nl). 

The Tamb1lr is perb ps the most common s · . 
instrument in India. '.t is found everywhere d it# 
varieties are numberles, I t is made both for th1 porJ 
and for the rich. One ixes it in the hands of the po ertY" 
stricken beggar, and in the houses of wealthy p nce&i 
In shape it is somethi.n:. like the vil;la., without the ext~ 
gourd and without the :laborate headpiece. The b wl 18 

usually a large one abou ten inches wide, and in th b~ 
kinds it is made of wooc from the jack tree and ho o"" 
out. The cheaper kinc:.s have a gourd in place Jf th8 
,vooden bowl. The bri<ge is placed on the bowl · . th8 

centre and is made eithe.iofwood or of ivory. The flogs 
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ass through holes in a ledge placed near the pegs. The 
fuming-pegs of the first and second strings are fixed at. the 
side of the neck, and those of the third and fourth stnngs 
at right-angles to the head. The strings are all of m~tal, 
three being steel and the lowest one of brass. L~ttle 
pieces 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. _T~e 
strings axe never stopped. The tuning of t?e tambur ~s 
as follows: Pa Sa Sa ~a (G c c c1) . The mstrument IS 
held upright with the left hand, and played by ~ently 
pulling the four strings, one after the other, £i:om the highest 
to the lowest, with the fingers of the r1gh~ hand. It 
provides a full and resonant droning accompamment to the 
melody sung or pla.yed, and there is ~o 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 som~ songs 
it is tuned to the fourth instead of the fifth, i.e. Ma ill.Stead 
of Pa. R- -

The best tambiir are made at Lucknow an~ ~mpur 
in the north at Miraj in the Deccan and at Tan1ore in t he 
south• and r:iany of them are most elaborately ornamented 
with i'vory. No Indian orchestra is complete without the 
tambur. __ _ 

There is a rariety of the tambiir called the Brahma vitw,. 
This is made like a large box and has no ~o~d or bo~l. 
I t is about three and a half feet long and six mches wide 
and stands nine inches high. There is a raised ledge 
in the middle over wbich the strings run; and it has a fifth 
string at the 'side tuned to the higher Sa (c1

). It is used 
for the same purpose as the tambiir. . . 

Sometimes players use the tambiir in qUite P.emiliar 
Ways. I once heard a musician -play on it by stopp.1ng the 
strings with a small bamboo and us~g it more like ~he 
"il)ii.. The full resonance of the tambur and the buzz.mg 
sound gave the melody a very pleasing. effect. I al~o 
heard a performer play an instrument like the tambur 

8 
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~y stopping it with a cocoanut. The name given to thia 
ms~e~t by the people is Got,uvadyam. The wo 
gopf;i, 1s _ said to mean _' movable fret.' It is found in a fe1 
pl!1ces m South India. It is now pla.yed with a sma.Jt 
stick. 

The S ursota is another variety of the ta,mbur found in 
the north. It has no gourd or bowl and is really a hollow 
tr~ of bamboo. It is about three feet long and has fo 
strings ~ned similarly to the tambur. 

~he Kmnari is one of the primitive Indian instrumen 
It 1s su~p?sed to have ?een invented by Kinnara, one 
the .~us1c1ans of Indra s heaven, after whom a class 
mus101~~ has been named. The instrument today is 
beggar s 1;Il8trume~t only. It is strange that the Bib 
:3-I~o men~10ns a strmged instrument called the Kinnor, 
1t 1s possible that these may have bad some connection wi 
ea.oh ot_her. We find the Kinnari represented on m 
old ~d1an sculptures and paintings. 

It 1s made from a piece of bamboo or blackwood abo 
two and a half feet long, fixed upon three gourds ' Th 
are twelve frets made of bone or metal and fixed ~pon t 
~ger-board by some resinous substance. The strings 
into a. ta~ perpendicular peg near the last of the 
The tailp1ece of the instrument is often made to re 
se.nt t~e tail of a kite. There are two or three strings, o 
of :Which passes over the frets, the others being the dro 
strings. The drone strings are tuned to the toru O and i 
fourth or fifth. The musical capacity of ,the Kinnari • 
not great, ~nd its sound is very weak and rather twangy, 

_The Dhenka, found in Madras, is a simila.r instrume 
with two cocoanuts as resonators and cowrie shells as fre 

T~e Y ekf.<!r or E.kta.r is another very primitive instrumen 
havmg1 as 1ts name implies (Ek = one, tar = string) o 
one strmg. It is much used by beggars throughout India-'. 
I~ has an open string without any frets. It is made from a 
piece of bamboo, to the under side of which a large gourd 

m 
1 

There is 8: Ohinese instrument called 'Kin', which has 1ive or 
to o:9he0Ipedin_ stnngsK. OV!3r a bridge. This may po88ibly be related 

· n. an innari. 
8B 
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or hollow cylinder 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. 

An officer in the Indian a;rmy told me of a similar 
instrument with only one string that he bad come across at 
Marupur 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 the violin variety, and 
lend support to the idea that the violin in its primitive 
forms is indigenous to India, and certainly the Sarangi 
and its different varieties show considerable development 
towards a finer instrument. 

The Rabab is a fine Muhammadan instrument, with a 
wide shallow bowl made of wood covered with parchment. 
I t is something like a, flattened and 1:1hortened 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. 
Somemnes 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 (ol o F c) or Sa Sa Pa Pa Ma Sa (ol 01 o 
G F o) or Sa Sa )?a S,a Ga (o o o1 o1 E). Sometimes 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 
'\till in India is in the Rampur 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 
&ii-angi. It lends itself to the graces better th8Jl the sitar, 
as it has no frets. 

An officer living in the N.W.F. Province writes that in 
that Province the Rabti.b is usually played with a plectrum 
or the fingers and never with t,be bow. Many of them 
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also have frets, but, never more than four. The Rabal, • 
usually made from mulberry wood and the best · tr • 
come from Kabul. ms ume~ 

The Biir-Sringii.ra is the modern descendant of the ~ hd6 
It was first made by Syed Kalb Ali Khan Bahadur th 1\ ' 

Nawab of Rampur. I t is a little longer than the r~~­
and the finger-board below the strings is made of tal 
so that the fingere1 can easily slide over it. I t I::i: 
double belly of wood, instead of parchment as · t • 
rabab! and is _played in the same way as the latter. 

1
;he:. 

are e~ght strings tu:b.ed as follows :-Sa Sa Pa Sa 
Sa ~ Pa (o o_ 0 1 0 1 E ~ CD o). The tuning of the seven 
and eighth strings vanes accorcling to the raga. The 
two or three only a1,e used for playing on and the otb 
are used as the sido strings of the v4iii.. ' I t often h 
number_ of sympat~etic strings placed underneath, t:::. 
to t~e ~tervals of the r<iga which is being played I 
tone 1s rich and mellow. · 
. T~e Svarama1,1.q.al<Ji is the ancient Indian dulcimer. 
~s said to be the sai;ne as the KiihJayana-vina which wa, 
1f-Vented ~Y_ t~e rishj Kii.tyayana, and was ais'o called th,;: 
,.-,ata~ta_ntri-1,-i?la, because it had originally a hundred str· .., 
Kallinatha, the commentator of Ratniikara says that"il! 
Mafttakoki?a-vi1_ui,, mentioned by Sii.rngadev~, is really the 
~vara111a'!liJ.akl, .. The 8t'Clrama1_1<Jal,a is generally made of. 
Jackwood and 1s tru:e,;1 feet_in length, one and a half feet.in: 
brea~th and_ seven mohes m height, and it stands on four 
legs like a p_iano. W'ire strings are used and are attached' 
to roun_d p1?ces of wood shaped like small ch~-pods. 
~e t1:1111:11g pins are m.ade of wood and are tuned with a kef 
m, a similar manner tlo the pianoforte, that is in semitones. 

Th~e are ~wo me,thods of playing the st·aran,a11dala : 
~ e, with a. m1zrab rund a shell, the other with two ·sticks 

. e a xylophone. In the former method, it is played 
mth two plectrums worn upon the first and second finirers 
~ the perform_er's rig ht hand, while the little finger plays 

~ a~compamment. In the left hand is held a shell, 
"'"J1ich 1~ moved :'° and fro upon the strings, by which mcnns 
a Indian musical eDlbellishments can be rendered with 
great taste and finene:,a. In the latter method, it is played 
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with t wo felt-covered sticks and the sound is decidedly 
like that of a piano.' 1 

This instrument is the forefather olf the modern piano, 
which is nothing more than an enlarged .st;arama1)i!.ala in 
which the strings are struck by mechanical hammers. 
This instrument, which M. Fredalis calls 'a grand old 
mstrument, whose sweet tones touch the very chords of 
the heart,' is now forgotten and unuued except in a very 
few places. Its modern representative is the Qanii.n or 
Arramin, the Indian dulcimer, which is of Persian origin 
and bas only thirty-seven strings, containing three octaves. 
Some of them are of brass and some of steel. The strings 
are tuned differently for each raga, so, as to reproduce the 
proper intervals of that raga, and are always played with 
plectra. Instead of the shell in the lef1; hand, the performer 
today has a small iron ring, with which he produces the 
various graces. One bearer likenecl the tone of this 
instrument to that of an old clavichord. 

The Taush or Mayilri is the peacoek fiddle. I t is very 
similar to the sitar and is really a, kind of dilruba.. I t 
takes its names from the peacock-like, resonator. 

The Indian Museum, Calcutta, has an interesting collec­
tion of primitive stringed instruments containing many 
others in addition to those given above. None of these 
primitive instruments are in use today, but they are 
interesting as shomng how the present-day stringed 
instruments developed. The first ins·trument waa the bow 
With its twanging string, said to be still used on certain 
occasions by the Nairs of Travancore. Then a number of 
lltrings of different lengths were faste1;1ed to the same bow. 
It was then found that by stretchine; these strings over a 
hollow body the sound was increased. We find a Burmese 
instrument with the strings stretched over a hollow body 
~hapecl like a boat. One of these1 specimens has the 
~ourteeu cat gut strings merely t ied round the bow, so that 
It -would be most difficult to retune them. A later instru­
n1eut hns developed the tuning-peg,, fitt.ing into a small 
hole in the bow. Dr. Stoll in an artiele in Tll.e A ryan Path 

1 From an article by M. Frodalis in Tim,!JI of I ndia, Bombay . 
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sa.ys that the bow and tberefo th fid . . . 
~d.ia and that the bar w re e 1 dle 18 tndigenoua 
different lengths of bbw: e.volved from the bow ~y • 
sented in the Gabguk- d Aring. Another type 18 re 
Here the tambo . , Uk 11a~uJ.a lahari from the De 
arm, and the left~~ o rc11onator is held under the ri 
fingers of the right hanir t~:;s tte strings tight! while t 
has a, number of th• l b g em. The next mstn:un 
to be tightened f 1am oo rods, which allow the st . 
comes from Ch %, sNc ened, an~ also a tuning-peg. 
cha11d A f~h :{~pur and JS called Nandin. or a 
Tanjo~e and sho er evelopment is the Thanthona fr 
the cylinder an:;8;;;,~d stck .fixed in the hollow walls 
£L:om Burma' shows anotht. ~J~g pegs. ?he Tsau 
piece of bamboo Tho st . o resonator m a boll 
carefully slfoed off. rmgs are narrow strips of b 
attached. They a:! ~~t~n:tyb that th~ two ends rem 
of wood beneath them Y pushing a small pi 
the right hand. In th:~ an!;e struck with a plectrum 
bamboo, there is a reota~gu1

1 
e f !he flattened side oft 

board of similar b . ar O e covered with a sm 
his left thumb, :n:~us T1i!:a~oard t~e player beats wi 
Paniment. This · tru O 

. 
1
~ a kind of drum acco 

tribes of the Ma1;8 Pei=~s sw used by the pri.miti 
ment of the ~ Here th · . ext we see the develo 
finger-board and ·kept tight° btrmgs are st~etched over 
rests on two or three holl [ ~gs. This finger-ho 
supported on fr ts ~ ow_ odies and the strings 
primitive instrum:nts Shtt Ki1111ari1 is one of tho m 

The M - . , s group. 
ursing is a kind f J , 

8i.milacly. I t is still O ~w s ha:P and is pJnyef,f 
in South India. u1sed occasionally in concert partie8 

Wrno INSTRUMENTS 

It was soon found that; stringed . 
for open air work, and so for thi i.nstramen!s w~re too weak 
came into existence ai· s Purpose Wlnd U1StrumenU 

' a very early date. The oldest 
1 See Guide to Mtifleal I 

\JP- ~. ™~t'tltnenta e:cli,'bited fo the It1di<Jn Muacum, 
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of all these was probably the buffalo li.orn, a specimen 
of which may be seen in the Indian Mpseum, Calcutta., 
and which is still in use in South India. I t was not long 
before the brass horn came into use. Tw'o 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, Kalaliiiy ; and in the south Kom7m, 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. I t usua~ly has a curved 
shape, and is a.bout four to six feet in length. It curves 
in two contrary ways, something lilw ~he 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 w·a.vering 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 
instrumen t 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 wa1.like and for sacred 
purposes. Today it is used a great dlml by beggars and 
in the temples to make a soUJld which bns only occasionally 
some of the merits of music. It bardlly, however, comes 
under the head of musical inatrumen·~. I n the temple 
ritual it either gives an opening fanfarE,, or plays a sort of 
rhythmical accompaniment. 

The Reed Fliite, VaMa of the ancient, books, or Bii?18Uri, 
is one of the commonest instruments iu the musical tradi­
tions of India. It is also called the ~lforali or Fillagori. 
It is always associated with K.ps~a,, and be is usually 
represented standing on one leg and playing it. This was 
the instrument with which K.p_shl;ia charmed the gopie 
of Brinda.ban. It bas various naml~s and forms, and 
more or less resembles the Engliah flute. It is made from 
bamboo hollowed out, or from a hollow piece of metal. 
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and has the usual smmd-holes. The pla~r blows d 
the stem a~d s~ps the holes as he des:es. The .M· 
another ~anety, 1s 1Jored cylindrically a:d is a re 'Yi 
pastoral mstrument. 

Mr. Fox Strangways gives a number of fl-te scales whi 
he found in different ~,arts of India. Many)f the inte 
were most curious a.:b.d there was only oe scale w~ 
app~oached the western scale in its inteirals. Some 
the mtervals are quairter tones and some mite stran e 
our regular tones. 01ne scale ran as follov; :- g 

b b # 
C D# F O A B 0 

~he flutist produc s the correct notes b• ma.king sr 
adJustments in the bl'f38.th used. · 1 

The flute is _still u8l3d to some extent botl by shephe 
and by prof~ss10nal musician.a, but it has la~oly given w a; 
to the reed mstrumen ts. 

The Alg08a is a kiind of flageolet and 1as the sev 
notes of the gamut. 

The J!.a_-sharati is a, flute used in the IGi.si Hills, 
the BM1t~i one used in Nepa] for weddings md dances. 

The N agasara or N <igasuram is the comnnn reed instrtt 
ment_ of India. _It i~ found from north to3outh, and no 
weddl?g process10n 1s complete without it This ins 
~ent is from two to two and a half feet long and is coni 
1

~ shape, enlarging downwards. It may le made eith 
0 wo?<f or of wood c~overed with metal. In the north 
wood 1s commonly U8€•d, and in the south t.e best instru­
ments are covered wi1,h silver. It is piercd with twelve 
~oles, s_even of which are used in fh1gering, ·be remainder 
. eguJatmg the pitch. Expert players can produce any 
mterv~ls by partially covering the availaba holes. The 
bett.er mstruments, pa~ticuJarly those of silve-, have a very 
fine t~ne and, heard 111 the open air, are zry attractive. 
The 11agasara performe1rs are often exceedinty expert 11nd 
are ~b~e to produce all the various graces foiwhich Indian 
music 1s famous. The melody is clear intcweaved with 
countless variations. A good ncigasard pla~r is in great 
request and makes a vny good living. · 
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The Ninkairna is a kind of small niigwsara. It is similar 
in shape and has the same number of holes. It is a very 
shrill instrument. 

The Drone or Ottu or PoivJi is an instrument shaped very 
much liko the niiga.sara and about the same size, except 
that the conical arrangement is a little larger. Only one 
note is produced which is called the Sr11iti, that is the key­
note or drone to the melody. The instrument has four or 
five holes, so that the performer can vrury the pitch of the 
note. It is usually played in combinatipn with either the 
niigasara or the ninkairna or with both. . . 

The Nosbug, or Sruti Uptiil.ga or Bhajana Sruti 1s 
another instrument used almost exclus~vely for the drone. 
This is the Indian bagpipe. The bag is made of a _kid's 
skin and is inflated from the mouth. The mouth pieces, 
of which there are usually two, are of cane, one being 
smaller than the other. One is used to ilnflate the bag, and 
one for playing the drone note. There is us'?-ally a. little 
piece of wire or silk tied round the tongue, m order the 
better to control the sound. 

The P1,iiji, or Jinjivi or Tombi, or M'O{Jadi is the instru­
ment beloved of jugglers and snake-charmers. The body 
and mouthpiece are formed fro~ a. ~ottl~-sha._ped gourd, 
in which are inserted two cane pipes, -~he mtenor ends of 
which are cut so as to form reeds. One of the pipes is 
pierced with finger holes so that it cnn be played upon, 
the other being sounded on the tonic1 as. a ~rome. The 
Puiiji is constructed in the_ scale o! _lJlunrr::~i ~Sout~e=n­
H anumato<!i) and is played m the J,, a11a1x1raJ1, raga, ~ hich 
is supposed to be peculiarly pleasing to ~rpents. . . 

An instrument something like the P1mJ1, but havmg five 
to nine different reeds inserted into a. gourd, is shown in 
the Indian Museum. The pitch is determined by ~he ~ength 
of the reed. This instrument is made on the principle of 
the organ. It is found amo~ _the _Assam hill ?'ibes, a~d 
it 1s said that a somewhat similar mstrument 1s found m 
China. 

The Nallatarang is a pipe instnunent, mad~ on the 
principle of the organ with nineteen pipes. It 1s played 
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with a bellows, and each pipe is opened by a sm U key: 
attached to a primitive keyboard. 

There are a number of trumpets found in Indi • The 
most important of these are the following:-

The Kuma is a straight trumpet of brass, and is con. 
sidered very sacred, even Brahmans being permi1 d tic): 
play it. 

The Tiituri or Tu,·ahi is a curved trumpet of brass, 
like a bugle with one turn. Both this and the Ku2r a are 
used in religious processions. A trumpet similar t,o this,, 
called Vanga, is used in the temple at Mathurai. 

The Sanai is a trumpet made from Sisa,vi wood. It ia 
about one foot long and has seven holes. The !Player 
blows straight down the stem. 

Sanai is also -the name of a. reed flute similar · the 
olarionet. 

The KararJ,a is a bigger sanai. The former is used for 
the two upper registers and the latter for the lower one. 

The N af ari is a small straight trumpet. 
The Kural is the panpipe of the shepherds. It c ~nsistAI 

of a number of hollow reeds or bamboos of different le, gths. 
Its range is extremely limited and the scales use many 
different kinds of intervals. It is interesting to liB! n to 
its shrill tones, with their strange intervals, in the , eptha 
of night as the shepherd watches the flocks. I once heard 
one playing the following notes:-

~ ~ 
Pd-PPP,GMPd-PP (GDGGG,EFGDG 

INSTRUMENTS OF PERousSION 

Among these, drums take the first rank. As w 
I 

have 
already seen, the drum is one of the most import1 nt of 
India's musical instruments. It provides the to ~~ to 
which all the other instruments must be tuned. Ii 1s a 
royal instrument having the right of royal honours. The 
typea of drum used in India are almost innumerabfo, a~d 
it is ,impossible to give a description of many of them 1~ 

this book. We can only pick out the most important an 
describe these. In the Indian Museum, Calcutta, there 

·rrumpet Buffalo horn 
Snak e-shaped horn 

K ombu 
H oru with tiger's bead 

Some wind i natr utn4ln.ta 

Trumpet 



DhoJak 
Pot-drum 

Tomtom 

Gro,,p of drum" 
Nagim\ 

Tabla Pnir 
Damarn 

Oho! 
Mridanga. 
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are altogether 287 different varieties of Indian drums 
exhibited. 

The Mridanga or Mardala is the ·most common and 
probably the most ancient of Indian d1rums. It is said to 
have been invented by Brahma to serv·e as an accompani­
ment to the dance of Siva, in honour of his victory over 
Tripvrdsura; and Ganesa, the son of Siva, is said to have 
been the first om, to play upon it. ' he word mritfaiiga 
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 pii~ce of parchment is 
stretched across the mouth. It is guile a pleasing instru­
ment. There is, however, today no qlay in the composi­
tion of the ordinary mri(langa. The -mrida1iga is a barrel­
shaped drum about two feet long, with a girth of about 
three feet in the centre. The two en.ds have a diameter 
of about nine inches each. Slight vl~riations from these 
dimensions may occur in different mridanga. The shape 
of the mridaiUJa 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 coveroo with parchment, 
which is tightened or loosened by lea1,her braces enclosing 
small cylindrical blocks of wood, whi•ch 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 loosened, and the pitch 
raised or lowered as desired. On om~ of these two heads 
is worked a mixture of manganese dust, 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 fi:i..-ture 
on the drum, and the bare parcbme,nt is only left for a 
Very small width around it. The noite of the head is Sa 
and it is played with the fingers oft.he right hand, which 
6~rike it either at the edge or in the centre. The other 
side of the mrida1l{Ja is left bare, b1it on every occasion 
~hen it is used, a mixture of boiled irice, water and ashes 
is put in the centre. This helps to give the dull sound 
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p -ha anc. "'!la· It mus~ be carefully washed off every ti 
a.fte_r it is used. T~s head i~ played with the left hand~ 

Su C. V. Raman m sm article contributed to the St~ 
man, Calc~tta, says the, following concerning the overto 
of, the mrida~ga: nea: 

The cxpemnental e.xamination which I have earn 
out shows tha~ the <lhmhead of this instrument iv 
four cl~arly _audible overtones besides the fundamentalgn 
to w:hich m a well-:made instrument they stand · 
practically perfect harmonic relation. The five ton 
m fact, form a harmonic series exactly in the sam 
war as the first five hli-rmonics of a stringed instrumen tri 
T_h1s. r~arkable result, is due to the peculiar system 
distribution loading firmly adherent to the centre of t 
druJ:?hea<;1 which is SA~opted in this instrume t hi 
~odifies its m_odes of ~'ibr_a.tion and brings the; io;th 
m five groups mto harl';tomc relationship 

~he . observations prove beyond q~~~tion that t 
Mr~nga_ as a musical instrument stands on a le 
entirely_ ~1:fferent from other percussion instruments knoWJf. 
to physicists.' 

The. Tabla is found in the north and centre of India, 
where 1 t tak~s the place of the mtjdanga.. Instea-d of being 
on~ drum with two heads, it is two drums, the two headl 
bemg one on each of the two drums The ---'­
sli htl all · . 1. • y are cauu 

g ~ sm er_m ~1ze llhan the mridanga, and one of them 
looks like a mpdanga c:ut in half. The shape of the tahl4 
has b~n d~scribed as, 'a great tea-cup and coffee-cnJ> 
respectively . One of the drums is sometimes made of 
copper and the other of wood, or both may be of wood. 
Bo~ ?f them have t1ming blocks and brllCf'R JikP the 
~danga, or they may have iron screws which work np 
iron threads. . Both he,ads of the tabla have upon them a 
pe~anent mixture. On the left hand drum it is worked 
on shghtly to one side and for a.bout two inches in diameter. 
On the ?th~r head it is the same as upon the right head of 
th~ mpdanga. The B'maller tabla is sometimes called 
~ah!la, though this is really a small wooden kettJe drulll of 
sm1 ilar shape. Both tb1e mridanga and tabla are essentiolly 
concert drums and le.nd ,themselves to all kinds of drumniing 
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finesse. The mridangais used mostly in the south of India, 
though it is also found in the north. The tabla is rarely 
found further south than Bangalore. 

The Pakhawaj is a drum slightly larger than the ru.pdanga 
but similar in shape, which is used in the north of India. 

The N agiira, or Bheri or N a/.:kara is a large kettle drum, 
used very largoly for warlike and religious ceremonies. 
It is called Dundubhi in the ancient literature. The shell 
is made of copper, brass or sheet-iron 1:i,vetted together. 
The heads are made of skin and are stretched upon hoops 
of meta.I. The head may be anything from two to three 
feet in diameter. I t is beaten with two curved sticks. 

The lJfahanagiira or N ahabet is a very large drum of 
this sort used by wandering theatrical t,1·oupes, or by the 
great Muhammadan nobles in their ceremonies. It is 
sometimes five feet in diameter. 

The Karad.sannila is another form of this drum used in 
Liilgayat 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 D"lwl is the wedding drum of India. It is cylindrical 
in shape and about twenty inches long and twelve inches 
in diameter. I t is made of wood borecl out of the solid. 
The heads are made of skin 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 appli.e<l to the ends of 
the dhol to give morn resonance. This drum is played 
either by hand or with sticks. Sometimes 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 thure is no possibility 
of drumming finei--;e, as there is with tho mridanga. The 
dlwl is often used in temples at ceremonies and festivals. 

The Dlwllci, Dholak and Dii.k are smaller and larger 
kinds of dlwl respectively. The form,ar is used by the 
Dekkan women. 
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The Damaru, Nidukkit, or Budb'Udaka is a peculiar 
shaped like an hour-gl JBS. A small stick or a piece 
lead or a pea is attached[ to a string, which is wound ro 
the middle. It is heldl in the right hand, so that t 
squeeze of the fingers 'tightens the braces and sharpe 
the tone a little within a sixth. The stiok or piece 
lead or pea strikes on 1bhe drumheads alternately, as t 
holder turns the drum -bhis way and that:. This drum • 
said to have been used by Siva. Today, however, it · 
the possession of begg~l;rs and snake-charmers and th 
ilk. 

The Udukku is a sin:,ilar drum but i:s beaten with t 
fingers. 

The Edaka or Dudi isl a metal drum of this sai;ne aha 
and size used in Coorg:. One end of it is beaten by 
drum-stick and one by :hand. In Malabar a drum oft • 
sort is made from a gourd. When four or five of th 
are beaten together at a religious service the noise • 
prodigious. They have practically no mu,sical value. 

The Karadivadya is 1a large-sized variety of the s 
kind of drum, which is beaten with a padded drum stick. 

The U dtwpe is a goblet-1ahaped drum used by the Liilga.y 
of Mysore in their religiqu.s ceremonies. 

In addition to these,, there are the various Tom 
both large and small, used throughout India, particular 
for proclamations of Go,vernment orders and sales and 
on. They are beaten with small woo,den sticks. 

The Panch/J,-m1tklw, Vc'!iiy(J/TTI; or Kui!,am1ira is a pot dl"lllDil 
with five mouths and was described in an article in t~ 
Hindu of October 26th, 1941, by Sri T . G. Aravamu~ 
It is used at Tirutturai1pundi in the Tanjore District. I i 
is an earthen jar about two feet nine inches high and 
two feet three inches wide at its broadest par t . The 
main mouth is eight inches across and the four subsidi~f 
ones ea.ch five inches in diameter. The months are covereu 
with deerskin stretched across and the musician plays on 
them with both hands.. The music from each mouth 
differs, but the general character of the sounds is ve1a 
similar to that of the ~ldanga. Specimens are also fo~ 
at Tiruvarur and Tiru·vanaikaval, both in the TanJore 
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District. There is one sp~oimen in the MMras M~~~­
Earthen pots similar to this have been fomid at RaJgir m 
Bihar and are believed to be ea~lier th~n th1e thlrd cen~ury 
B.C. At Rajgir they are associated with pio~s and O~J~cts 
believed to be reminiscent of serpent worship. A similar 
pot is also shown in the Budh Gaya sculptures and at 
Patna both of which are associated with the cobra. 

Various kinds of tambourines are used. There is the 
circular Thannbatti of South India, the la1:ge Damphu of 
Nepal, and the little Klw,njeri ~f Madras, the latter very 
much like the western tambourme. There:, are also some 
Jmown by the very appropriate name of P i?1,<l,irni. 

V ariou.s kinds of cymbals are also in 1se. There are 
the simple kind made of brass, copper or ~ronze, _called 
Kaita-Za or Jdlra or Manjiva. One of them 1s held tightly 
in the left hand and the other loosely in 'bhe right. The 
time is expressed with many mo,dulations of tone and 
varieties of beat. They are by no means easy to play, 
and experts prOiduce with them most ~tric:ate a~d delicate 
movements, all in perfect harmony with 1bhe time of the 
music. 

There are also large cymbals called Jhariglw, which are 
used especially in temples. . 

There is a peculiar kind of metal c~bal _used m B111;1del­
kand. I t is called Okin{f,a and cons1stl:I ol two flat piecee 
of iron two feet long with pointed ends, lileld together at 
the other end by a ring of iron having a fow smaller rings 
attached to it. The two pointed ends are beaten together, 
and the rings are also struck on to the iron in time with 
the beats. 

Various kinds of castanet.a are used thro,ughout India. 
The KustM or Ohitt.ika consist of two pieces of hard 

Wood about six inches in length, flat on one side and 
rounded on the other. Clusters of bells 010. small pieces of 
~etal are placed at the ends, and these ~ake _a musical 
llllgle when the Kustai- is shaken. A rmg 1s usually 
inserted at the back of each for the finger to pass through. 
They are held in the one hand, and the flat surfaces are 
beaten together by alternately closing smd opening the 
fingers. 
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The Kartal are large Kustar with two pairs of cym~ 
and holes in the wood 1;or the fingers to pass through 80 u 
to grip the instrument. ~ 

Chakra are circular wooden castanets made with slightl~ 
concave surfaces. They are also called Khauala. 

Another strange form of percussion instrument which still 
lingers in Burma is the ,BaBtran. I t is a kind of boatshapect 
melodeon, with twent;yr-five bamboos of different length& 
for the note-keys. 

The Jal,a,tarang and Kastaraii,g may come in at thur 
point. The former corusists of a number of cups containing; 
varying quantities of vrater. It is played by dipping thdl 
fingers in the water and rubbing them around the rims c,i" 
the cups. It gives eig;hteen notes in two octaves. 
KaBtarang is a similar :instrument, but no water is p 
in the cups which are o.f different sizes instead. The ou 
may also be beaten with sticks. 

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

CHAPTER VIII 

INDIAN AND WESTERN Ml(JSIC 

CAPTAIN DAY, whose exa'mplo might well be followed by 
other military men in India, says:-

. Almost every traveller in lt\die. comes a~·ay wit,b the idea that the 
mu~ic of the country consists ofmero noiso and no~al drawling of the 
most repulsive kind, often a,ccompallied by conto:rt,ion.s and geshir,:,s 
of the moPt ludicrous desl'ription. But in cerl.funly two-thlrds of 
such cases, the singing and dtl.llcing witn~ bas boon of tho com­
moncs~, and the performers of the most abandon1~ and dopmved of 
tho city; and the traveller has ther0fore re<'eived a false impression, 
which may abide through life, or impede tbe progress of a. more 
correct appreciation of the real value of Indian music. But it is 
hardly fail' that 8,1\ nrt so little really undel'!ltoo,d, even among the 
natives of India themselves, should bo judged by lnH'h a criwrion and 
then put aside as worthless, because solitary individuals have been 
deceived by parties of ouwast charlatans "'hose ,:ibjoct is more go.in. 
For that Indian music is an art, o.nd o. Vel'Y intricate and difficult one 
too, can hardly bo denied. But to appreciate it one must first put 
away all thought of European music and then judire of it by an 
Indian standard, and impartially upon its own merits; of the in­
genuity of the porformer, the peculiar rhythm of lhe music, the 
extraordinary scales used, the recitatives, the amount of imit&t-ion, 
tho wondorful execution and memory of the performer, and his skill 
in employing small intervals as grace. Thon when we hear old sloka.a 
and ghazals, songs written hundrods of years ago, tlllng with lhe so.mo 
sweet dreamy cadences, the same wild melody, t-o tho same soft 
beats of little hands, and the samo soft tinkle of the silver cymbals, 
wo shall perhaps begin to feel that music of this kind can be as 
welcome and tasteful to ears a,ccustomed to it ,as the music of the 
West, with its exa~ted sonorol.Ll!lless, is t-o us; and so our con­
l~mpt will gradually give way to wonder, and upon acquaintance 
Possibly to love. For tho music, let us reir,ember, daily gives 
r_leasure t-o as many tbou!lllnds aa its more cultivated European 
sister givet1 to hundreds. There is hardly nny festivity in India in 
~hich some part is not assigned to music, and for roligious cer,•monies 
its uae is universal.' 

. In judging of Indian mu~ic one must enquire whether 
1t contains those musical qualities which emmre an artistic 
appreciation from the cultured. When discussing this 

9 
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matter with an acquaintance once, he said to me 'There 
ought to be something in all good music which any J tured 
ear and mind can artistically appreciate.' He as of 
course referring to the best examples of either we ern or 
eastern music and to cultured minds on both sides of the 
world. The question naturally arises here as to ~ hether 
it is possible for any one to appreciate the musi of the 
other side without some special education of the , usica.J 
faculty. We know how difficult it is for people w: have 
had no musical education at all to appreciate lassica.J 
music in the west, and we know too that all classes can be 
ed~cated to appreciate it. I t is a fact that many~rusical 
artists.of the \~est have revealed a very keen a.ppr ciation 
of Indian music, and some of them have learnt t use it 
with real distinction. Some may think that thl is & 
rare occurrence, and not a possibility for everyo e who 
has a soul for music. This book should at any rat~ reveal 
the fact that Indian music, whether fully develo1 ed or 
not, ~s at least founded on sound musical principl~'8, and 
that_1t does contain possibilities of appreciation by al truly 
musical people. 

. There are many reasons which prevent peopl 
giving that appreciation to the music of the other ople 
which it merits. There are some to whom the m ic of 
the other is simply a noise more or less disagreeaple, or 
perhaps 'the least disagreeable of noises.' There ar • soDl8 
who like Aurangzeb would have Indian music b Ged so 
deep that 'neither voice nor echo shall issue froi the 
grave'. Various causes may conduce to this lack of ppre• 
ciation. A writer in the Madras Mail some · e a.go 
gave expression to one of these. He wrote: 

'I ovi:e that Indian music, though it interests me, does nob appeal 
to me 11l t~e least. 1 have tried again and again to catc aoroe 
comprehell,Slve idea and grasp a beginning or ru\ ending, to sco\•et 
whether the music is pathetic or sublime, erotic or religio und I 
have never yet .succeeded.· 

He goes on to say with impartial fairness: 
'The conclusion to be draWD is not that the art is inferior 

it does not exist. It is the ears of our musical Wlderstan · which 
ar~ deaf t o those sounds, which have so powerful an effect u11 
ne1ghbolll'8. • 

9B 
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There are also those who are repelled by the gro!i5sque 
exhibitions, which so often accompany the rendermg '?f 
Indian music even by some of the best artists, t~ough ~his 
is not a trait which is altogether con.fined to 1!1d1~ artists. 
I remember a story which will illustrate this po111:t very 
well and which incidentally shows that cultured Indians as 
weli' find t,hem grotesque. A foolish shepherd became 
suddenly rich, and one day a musician oa~e ~nd 5a:ng 
before him, shaking his head, eyes _and hands m tune with 
the music as he did so, and making the mo~t grotesq.ue 
faces. The shepherd, not having seen that _kin~ ~f t~mg 
before thought that he had fits and took him ms1de and 
had him branded. The musician was glad to get _aw~y. 
Still he went on with his art, and one day, when siugillg 
before a king, the king was so pleased th~t. he w~nt. away 
to get him a valuable present. The mus1c~an thinking '?f 
his former experience ran off. Then the king se~t to his 
house and asked what was the matter, a1;1d was 1nfor11;led 
of the treatment he had formerly received. The king 
replied, 'A fool may acquire riches, but does not therefore 
become sensible.' .Another story on the same ~hem~ ~Us 
of a musician singing before a shepherd,. with similar 
strange gestures. The shepherd wept copiouely all the 
time. The musician, being unable to understand the ~use 
of his weeping, stopped and asked him why he was weeping. 
The shepherd said, 'Last night one of my sheep ?ad the 
same disease and swelled up and died. When I think t~at 
you too will die in four watches, it mak~s me. sad t? t~ 
of one so young suffering from such a dire disease. This 
story shows that it is not only the European who can loo~ 
upon these things with a sense of humour. To all~w_this 
kind of thing to prevent our appreciation of the m 11S1c 1s to 
lose the substance because of its covering. One may hope 
that it will not be long before in India itself these grotesque 
contortions will be condemned as bad form by the beSt 

people. d 
Then, as Captain Day says, there are many w~o con enm 

Indian music without having made any genume ~t~mpt 
to understand or appreciate it. They take all their 1d~s 
of it from the indifferent barber's band, or the wandering 
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!,roup~ wit? i~s noi~y instrumenu;. They are encafted 
m their preJudice, which forms a tough skin and pre~ent.. 
the~ from feeling a~~y sense of the beauty and charm of the 
music. One can only hope that Rome day they will wake 
up to the fact that prejudice is farthest removed from 
discriroinatio?, and that it has resulted not only in their 
loss but also m a loss to all, inasmuch us it has hampered a 
real appreciation of things Eastern. Strange though it 
ma.y appear, there are many Indians who feel just the same 
about western music. An Indian gentleman in Lahore 
remarked to me tha,t western music to him was like ' the 
hov. ling of a jackal i:n a desert.' One is glad to know th" 
there are today an increasing number of both westerners 
and easterners who are learning to appreciate the charm 
nnd the art of the m1Lisic of the other. 
. It would _be_ we~ now to gather together some of the. 
important d1stinct10ns between Indian and western musio. 

f 1 . Tl1e dorni1_1ant factor in Indian music is m~, 
or monody, while 1:hat of western music is hannony 

1 or polyphony. Tu lhe one case notes are related to< 
?e.fini te notes of a niga, and in the other case to vary• 
mg chords. ~dian melody is produced by t,he r• 
lated suc~1on of concordant notes, while west.era 

t harmony arises from the agreeable concord . of vari0118 
related notes. As a, result of this differentiation Indian 
mu~c has developed solely along the lines of 'melody. 
while the greatest dev·elopment of western music has taken 
place in the region of harmony. Does the fa.ct that 
western music has d,~veloped a second dimension so to 
speak, make it more advanced than Indian music~ CaD 
we call Indian music tlllereby inferior or pri.mitiV"e? Indillll 
musi? has taken one line of development, that of melody; 
and, m order to add to its charm and variety, has developed 
eve:ry phase of it, inciluding ti.me-measure, in ways tbai 
11ave never occurred to tho western mind. These are 
two Jines of development, and perhaps one has tr.n.-elled as 
far along its line, as tho other upon its line. There has been 
far more development in Indian music, than even manY 
Indian musicians were1 aware of; as until recently there 
was no opportunity for the different li11e1:1 of development. 
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to co-operate with ,each other, owing 
to converge or_ distances, the absence of the ha.bi~ of 
to. the enormo the lack of facilities for in:tercommuruca.­
W1de t ravel, an_ things are rapidly changing, an~ tod~y 
tion. H oweve anent all-India organization, which will 
we have a per !tor together the scattered lines of develop- . l. 
undoubtedl~ ga h to bear upon Indian music as a whole. 
ro~t and bnng t:m that musical assqoiations have been 
It is on!Y rect !nd that music-Lovers have had oppo~­
fonned m Ind • ether and compare their work. A11 this 
tunity to get t_.gb d in judging thel progress that has , 
must be reme:' r!~~an music. Anofher thing that has ' 
been made bJ,-d this rogress has been the abse~ce of 
greatly hampe_ 1 univeisal system of notation. _Th1s too 
~n ~equate a; ,J and it mll be possible soon to Judge t~e 
1s be~ng remed ,. • f western and Indian systems of mus10 
relative progre:-a~ty. . 
on a baslS of eG . Ind" roelody is cast in one defimtef 

Th u1, ian ht . t 
2. en a~ t and both time and tune are wroug rn o 

mood through<' ' h le variations are not allowed to 
one homogene-; ww~ich persists with tho raga: :rhe 
alter that m, ·l~sic is obtained partly _by time-~anationsl 
balance of the a , In western mi!tsio mood 1s used to 
and partly by t:r1 ce. of the whole piece.' The particular 
~ticulate ~he_ t ~~edifferent riigWJ, ~;ho raga pic~u~es and 
times for smg1 g . ted with them all fit into this idea of 
the emotions ►.$ocia 
the Indian me ~ly. and rhaps most important of ~11,_ in 

3. Then af in, lient1:otes are fixud by long assoc1a.t1on 
Indian ~ll:5iC ··::any alteration of such saliencr is_n?t as 
and tra.d1t10n, lody The relation of the mdividual 

I "bl .n a me · tr dif n In a. ru e po,;.-:;1 <' th is settled by a.ncient a 10 . 
notes to one_ no 

O 
~~e other hand, the salient notes are 

western mus1, 0 tary impulse of the harmony or of the 
made by t?-e t ::~! is the cluster of notes rather than the 
?Ou_nt:erpowt, which bas special value. 
md1v1dual no 

. tel! are mombers of a form already sup-
' In Indian m 110 t~~:o newness is created by their arrangement 

pliP.d by traditi, ' ~ ~m music they ('teat-e now forms aa the 
and gre.co:1, wh1 • 1 

IDU8iC proceeds ti J t J.. flt CM l 
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'In Indian music the lnotes stand out from each other as clearly 
a.a do the faces of our friiends in our mind.' 

j 
4. Further, in Ind~an composition the melody is depen. 

dent upon the relatil~n to certain fixed notes which v~ 
according to the rag,~. It sets no store by any pro""'"~....,'!"J 
through notes which suggest harmony, whereas western 
melodies tend to circle round the notes which are harmo­
nically related to tf1e tonic. As a result imitation at 
different levels, so co~llillon in western music, is very rarely 
found in Inman music•, and the two tetrachords are seldom 
identical in the cbara1cter of their constituents. 

} 6. As we have se~b Indian music lays great stress on 
grace-gamaka-' curve1:1 of sound.' These are not mere 
accidental ornaments as in western music, but essent ial 
parts of the melodic stecture. 

6. Th~ use of -~i,rotones in Inruafl ml!Sic and. the 
neral absence of tlie iempered scale gives a very distll!!'t 
vour to it. To those whose ears have always been 
ed to certain fixed intervals, this occurrence of quite. 

different intervals, some of them most strange to western 
ears, alters the whb]e feeling of the music. Mrs. Mann 
says, 'Western music is music without microtones, 88 
Indian music is music without harmony.' 

7. We have already noticed the difference in t ime­
measures and this is accountable to a very considerable j extent for the strangelltess of Indian music to so many. 

1 Varieties of duration do1 not come naturally to ears which 
are habituated to varietiles of accent.l 

8. Another di.fferencn that has a great deal to do with 
our appreciation or oth1erw:ise of mu.sic, is the matter ?f 

lemphasis upon certain external qualities. "\Y~st6£1!. m UBIO 

~tly ha~_2,2_me to la_y v,pry great ep:iphasis upon tone_a.na 

itiniQ_r~ whereas Indian music passes these by on th~ otn_g 
_i<!e and gives all atten~ion to ex_ecution and ~ocura-0_y. 

e melody is not detiE,rmined by canons of charm or 
pleasure, but by adhereniiie to certain fixed standards; and 
the quality of tone in which the melody is sung or played 
does not have the impoi~tance that it does in the west. 

1 Se.a page 73. 
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. - illl~ and secondly a cli - is first a mus1, t • 'The In an smger . . a jl'O'nl some se piece, 
voice-producer. He is n~t smgmg dlefinite rule, which 
but extemporiz.ing accordmg to som•r of his sona.' Thi' 
almost unconsciously models the fo~E•n in the b~st songs • 
accounts for the frequent occu~renre If ~o musical beau~ 
of difficult sol-fa pas_sages whitlh~:elkmg with an Indian 
whatever. A short tune ago'. w . e ,. r said, 'He has not 
musical friend about.a ~er~ai~ ~1:i~ n;y friend, 'that is 
got a very good voic~. . 0 ' hi to sing correot.ly and 
nothing. The great thing is for m .1~ all.' In a note in 
skilfully. The l?ne does not ma!~:t re,cently, Mr. Tagore, 
theAdyar B1illetin, ~a<l:as, some Inlian lady, who had 
in discussing the smgmg of ~ th iin India any finesse 
received training in E~rope, s::d t ~o ~rouble being taken 
in singing is regar~ed WI th con m~;a,iti've. He goes on: 
to make either voice or mann~r at ~re violent, their top 

• Thoy are not ashamed if their gesr~~Jt. They take it to be 
notes cracked, and their _bass notes. ~r:t mastery over all t~e 
their sole fUDction to display their P~ d -0rmalities of the cla661c 
intricacies of times &nd tunes, forms llll 

traditjons.' e listen for the tone, 
A commentator adds, 'In Europe ;stn1ment. In India 

the sweetness of the voice, of the ]!od,y and the rhythm.' 
they listen only for the tune-the ro: toda,y many Indian 
It must, however, ?e add:ii!~~hi importance ?f tone, 
music-lovers are com.mg to r t :i:;i1plhasis upon 1t. . 
and are placing very much grea er_\,e western listener is 

One thing which often depr~sse.s. e;r It is interesting 
the harsh nasal tone of the In~an 5~ 1;cying to get away 
to find that, while many_ Intlia~ dwfenders. Mrs. Mann 
from it, the nasal tone still has 1r ,e~y fine tradition, to 
says that it is a degrad~ form 

0
°bt:~ the power to g_o on 

the effect that the Y0 !p coul~ ·t. t)e desire to atta.m to 
singing withou~ b~athing, a?-

1 
1 f; jjhe, cultivation of the 

this power which is respons1b e >6 

babi t of singing at the back of the no, l j;o the fundamental 
Sir Rabindranath Tagore goes d~h tnusic of East and 

causes of the difference between , e 

West: usilc jarred -upon me. I 
'At first I must adroit your Vl'.est~ ;:ibe,re was im imitation of heard Mad:W.e Albani sing a song m whlc ~ 
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t he ni!btingalo. It was so childish! · · • ofnatwe lhat I could take littl l Y unit~tiye,of the mere externals 
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'Ano what food form i 1 . e P.OI.IS~re in i t. 
song c! the nightingaleU:.C!.sir_

11
:::rt:hon wo~d e. Hindu find in t 

t he so..l-state of the listener. he wo rd qu~1oner: ,' He would 
that Keate wrote his od ' It u ma e:mus1c m the same -
conce111S itaolf more witlc. h seems to. me that Indian m . 
~eligi011, than with experie~ce 1t::: e!:ry~ence as interpreted 

e.s above all a. transcendental . . a.y sense. For ua, m • 
spiritllll from the ha nin _e1~1fic~nce. It disengages t 
~he_ human soul with lk so:? 

0
~\~; tt:gs of the relationship 

l8 like European musfo . 
8 

fl . gs yond. The world by da 
posed vf concord and diecird~doncoursediof Ya&t hannony, co111 
And the night. world is our Ind' m1;1ny sco!jnected fragmt>n 
raga. Thoy both stir us yet ~tn ~us10: one pure, d eep a.nd ton 
But t~ cannot be helped' At teb wo are contradictory in spim 
two day d · h . · e "cry root nature ie di · ded · 
ofI;du :~ i~1fh!•r=~ :t! 'i~tety, finite and infinite. VIWc ::: 
of the One and Infinit O g •, we are overpowered by the !Ill 
the limits of everyday eh ur !DU8lo draws the list,enor away beyo 
lon?ly region of renunci~~:; ~&!:~~ so7~;s, and takos us to th 
while European music leads leti_a e root of the univ!'~ 
endles, riae and fall of human gn~ J ~dar!ega~ da1lce through t~ 

Joy. / 

.On the MmP. subject Mr. Fox Strangways says: 
One shows a rejection of what · t · 

~~==::~n/~~°;' ~ 5fi~r~ afte~ t~~n;:~i8:'c11:i~~8; ~e~ai~ 
~h~ de~el'OUS touch tha~ t~rns r:~:~uest after way1<ide beauty .in4 

l.if~ 11 puzzling, its claims are count. Tho_ one seems to eay; 
solution, not by turning awa. f many: but we will hammer out a 
ejrve the ends of beauty . ., ~bz:'~1~t,!1~\CZ3J b1;1t ~y compelling it~ 
c ose at band at eve • e ,s sunple and bNtuty 
ourseh-es if wo do no~~oment. ~hcrevcr we go; the mistake is ill 
(F.S., pp. :139, 340). n onr e~es and ears and hearts to find it."' 

.~- Mann says in the same strain: 
While western musio speaks f th eastern mllBiC hints at the inner ~ t e wfonhders_ ~f 0.od's creation. 

the world. Indian musio . ufl; 0 t e Dlv1ne in man and in 
mood of divine disco reqw_ree O •.ts hearers eomething of tlta& 
possible.' ntent, of yearning for the infinit-e and i.nl· 

Another writer remarks: 
'An Indian banquet 'th ·t an_d savour, is bewild~g t~ 1~-~ variety of d ish~ of every taste 

t hing at a time with hi e Ul'Opean who enJoys eating on• 
Similarly the Ei:ronrutn'e ~ ~~~lli~ ~etric soul concentrated on it, 

r- u 1p c1ty of sounds in music bewildert 
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the Indian, wl,o likes to elaborate ono poTtioulnr melody to what 
seems t.o tho wostem tedious length.a.' (I.S.R., Sept. 21, 1920.) 

Here is another statement of Dr. Erik Chisholm, whioh 
recently appeared in the Hi11dtt, Madras: 

' I consider myself exceptionally fortunate in having 
been- invited into t he homes of various Hindus, Muslims 
and Pa.rais as t heir guest to hear concerts of vocal and 
instrumental music performed by some of India's finest 

musicians. On first hearing the music of Rindusthan, one is 
bewildered by the strangeness of t he sounds. The inter­
vals, scales, idiom, instruments, vocal tone a.re different 
from ours ; indeeJ their entire approach to the art of 
music is different. Musical art founded on melo:ly and 
rhythm, a.n<l mainly improvisional, appears at first conto.ct 

to be primitive. 
Yet, on reflection, one must agree that it is reasonab le 

to suppose that any nation, however backward, must 
achieve some degree of proficiency in an a.rt, if it keeps on 
working at it long enough ; and the Hindus ba.ve boen 
working on their ragas and tiilas, their swara, am11a, 
anyanya layaB, and all the rest of their musical technique 
for at leaist 3,000 years. 

The music of the Hindu, the Chinese, tho J avanese, the 
Ba.lineso and others of the East is as mo.ture a product of 
the artistic sen.cic, as anything to be found among the 
Western natiom. 

In short, we a.re dealing with completely mature charac-
teristic art products of different civilizations ; and only 
the fool in his ignorance would claim superiority in toto for 
the artistic achievements of any one group of nations over 
th0,,_<:te of the others.' 

One can only say, further, that it is not impossible for 
anyone who has an ear and heart for musical beauty to 
learn to appreciate the cha.rm of Indian music and in some 
measure to l.lllderstand it; and that this attitude is far more 
productive of joy to oneself and t-0 others, than the more 
common attitude of insular prejudice, which refuses to think 
that there is any possibility of finding something worth 
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ap.J!r~ciati.ng in the music of India. \Vhile a ood. d 
tra1D.1n~ would probably be required beforeg on ea) o( 
:~rrec1a_te all the niceties of the classical style it sh~nlcl 
be t~cult for any westerner to appreciate h~artily 

au w songs and n:1elod.ies of good Indian . . 
We would also urge tl!iat Indi . . mus1c1 
a point f t d . an musicians should m 
music. ~h s u ym~ th.ie principles and history of weste 
h 

1 
~ expcr1cnoe of the west will be of i 

e ~ to m~s1oaJ progres1:, in India. mme 
Sm_ce this book was first written the Radio h 

play its part in the cultural life of India. I t~= ;om\ 
now to hear anywhere in India, and even throu h oss1 
;orld, some of the bi~t vocal and instrumcnfiJ°':!uai 
1 om every ~art of India. Anyone now can listen in Tim ~mething of the beauties and value of Indian mus· 

~ a o means that different parts of lndfo can learn I 
~us1c of ~he other part:s and it is likely that . 
time Indian · ·rt , 111 course • music WJ become more unified thr gh 
!te ~untry. Stand~ds of taste and discriminaJ:n °, 

0 created by this new mediulll. 
its~~ deeix:r spirit of. nationalism and religion sho 
Music ha:1us1c ~ much,. if not more, than in other thin 
of th h a sa~r purpose connected with the regenerati 
all o:r d°:{: ~rtth' and. plays an important part in alm 

gs m . e world If howeve Indi . . to advance and to be · • . r, an music 
the h'gh t 'd--1- co:r:oe ~he vehicle for the expression 

i_ es I = and J[eelmgs of modern India it needf 
men ~e _Bach and Bee1thoven to lead it forwa;d and td 
org~iz;. it, and to give of their best to its study and 
a:~p ca wn. When pebple are too occupied with the 
~ie:hc:s ~t;~ :1:!c~ lidd to wo

1
r1dly prosperity, devotion 

at a J . llll s no P ace. Mahiiraja Tagore, 
thin eiturti:I· Calcut~, asked those who would do some• 

g or ian music: to give more attention to the 
grrniar. of music, to tbe proper theory of raga and tala, 
an not sun ply to churn out of their minds anvthing which 
~~~:i~.to thtm ;_o.be music, in accordance ·with notions 
and /m 5 ree ~mgetrS or from tradition. The science 
grea£~t:te f of ~dian rnusic, if it js to advance, needs a 

0 ongmal retSearch, as well as ~ery thorough 

INDIA..'{ AND WESTERN MUSIC 139 

education. Such research and cultivation of Indian music 
means the giving up of time and cnergjr now spent on 
money-making to musical culture. It needs also the daring 
which, while based on a thorough knowled;ge of the science 
as it exists today, refuses to be handfoapp,ed by traditions 
which belong to yesterday. 

There are various practical ways in which enthusiasts 
can help in t.he progress and development of Indian music. 
The fh-at thing to do is to study and prac~ise it for oneself. 
There are books today, both in English and 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 oult.ured 
family in the west aims at this, and in the large towns of 
India at any rat~ it is becoming quite possible t-Oday. 

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 simil:n 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 t'hrough voluntary 
associations, which grew up all over the country. The 
different musical festivals which wero organized also 
contributed much to this; and there seen!ls no reason why, 
in association with some of the annual :fC'stivals of India, 
there should not be organized musicall festivals, which 
would attract artists and choirs from all over the country. 

The ancient Greeks are said to have made a point of 
~aching t,heir children music, hecause they believed that 
it made them more unselfish, and helped them to see better 
the beauty of order and the usefulnei;s of rule. Lord 
Lamington, Governor of Bombay, at tlbe opening of the 
Giindharva 1.fahii.vidyii.laya, said: 

'Music has in the past played a. part in the education of the 
J>Oople of India.. I believe that it may do much more in the future, 
if it is me.de an object of reverential stud>, llil d thrown open to far 
greater llUIDbers than e.t present, and if it iJ1 allowed to take its 
proper place ea an elevating influence.' 
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Further, it is deslirable that all Indian Universities shouJ4 
establish Deparlmtents of Indian Music, as the Mad~ 
University and fhe Hyderabad University have <!_one; 
with competent Indian professors at their head. Prof) 
P. Sambamoorthy 1of the Madras University is doing a greq 
deal for the development of musical education and rescarclt 
and has "Titten a. number of valuable books on variou. 
aspects of Indian 11'lusic. 

· Every citizen 9f India must feel it his duty to le~rq. 
and w1derstand somet.hing of t he great legacy that baf3 
been bequeathed to us by our musical ancestors,' aa.1' 
Prof. P. So.mbamoolrthy. 

In music, as in all other things in India, co-operati~ 
• and real comradeship between East and West is neooed 
if the greatest po!<Sihle progress is to ho made. 

The morning will surely come, the darkness 
vanish, and thy voice pour down in golden streaml' 
breaking through the sk--y. 

Then thy words will take wing i11 songs from ever, 
one of my birds' inests, and t hy melodies will break 
forth in flowers in a ll my forest groves. 

RABINDRANATR TAGORE. 
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Contarns many articll f . ' · South Indian ragas. es o great mterest on Indian Music and 

66. A Short Suri,e · to h 
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Puram, Coimbatore, 1947 . 
Account of ancient and modern musical instruments, especially 

the Yi\zh and V!J:la.. 
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Consists mostly of trnnsle.tiona from ~a.nskrit works on Muaic, aa 
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APPEl\"'DIX II 

TABLE OF SRUTIS ACCORDING TO KARNATIC llWSIC 

(Ft'Om South Indian Music Book IV b p . 
' • Y iof. P. Sambamoo1tby.) 

Symbol Vibratioll8 Cyclic 
per second. cents. Riiga. 

SHADJA 
Ek111lrnti Ri 
Dvi~ruti Ri 
TrMmti Ri 
Cbat~ti Ri 
Saddha Ga 
Sadharai;ui. Ga 
Ant ara. Ga. 
Cbyuta Ga 
Suddba Ma 
TivraMa 

s 
r 
T 

T 

r 
g 
g 
g 
g 
m 
m Prati ?ifa 

CbyutaMa m 
Panchama. m 
Eka.aruti Dha. J 
~~i~~a ~ 
Chatul}~ti Dha : : d 
SuddhaNi 
Kaittiki Ni . ' n n 
Kakali Ni n 
Cbyute.Ni 
Tara BHADJA 

n s 

240 o 
252•8 90 
256 112 
266·6 ]82 
270 204 
284-4 294 
288 316 
300 386 
303-75 408 
320 498 
324 520 
337.5 690 
341-3 610 
360 702 
379 792 
384 814 
400 884 
405 906 
426•6 996 
432 1018 
450 1088 
455•6 1110 
480 1200 

Gaula. 
Miiy~miila,vae;aula. 
Bhairavi. 
Sa~llli'Lbharal).am. 
Bhairavi. 
l{J~araharapriya. 
&uikarlibharm:iam. 
Devagiindh~i. 
Kuntaliivarali. 
Bc-gadii. . 
I{alyiii;,i. 
Variiji. 

Siiveti. 
Miiyiimiilavagaula. 
Kambhoji. 
Kalyfu;ti. 
Bhai,ravi. 
Khara.barapri]ra. 
&li.karabhara:oam. 
Kuranji. · 

APPE~DIX III 

GLOSSARY OF INDU ... ~ :mJSICA L TERMS 

The numbers are time of the pagu in this book 

The term southern or northern placed after a meaning indicates 
t hat the word is used in that sense only in the south or north 
r08p('(;tively. 

Abllanua 
Abliog 
.Adambara 
AdJn1admraak 
Aditala .. 
Ahliara 
Ak8hiptika 
Alankara 
Alaphana, AUip 
Algo8a 
Amfita .. 
A mAa 

Ananda lahari 
Andolitam 
.A,iga 
Antara .. 
Antara .. 
Am«iatt.o 

Anudruta 
A numandaram 
• ~ n«pall.aui 
A nuoodi 
A p.,ara., 
A rromin. 
Arya 
A roliar,.a . . 
At 
A 8t<ii 
A/,a tala 
A t,a-cha«talo 
Atikomal 
Atikrama 

'1o.rath! devotional song, 93. 
Closmg eection of a. Hindusthani song, 88. 
An ancient drum, 10 • 
Name given to Ma, 63. 
Three-boat time, southorn, 76, 77. 
Syllable unit of time-measure, 74. 
Third sootion of Aliipbana, 87. 
Grs.ces and ornaments of melody. 
Improvized introduction to a, melod;>, 87. 
A flute, 120. 
A music&! instrument, 102. 
Prominent noto of a raga. Also called 

VMI, 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-meaaure. One akshara, 74. 
:Fourth string of vil;lii, 106. 
Second section of a Kame.tic melody, 88 . 
Secondary consonance, 26. 
HeavenJy dance1-s, 7. 
Svara.m81).Q.ala, dulcimer, 116. 
An ancient San8krit metre. 
Complete escent of the gamut, 86. 
A slide, northern, 85. 
First section of Hindusthani melody, 88. 
}'our-beat time, southern, 76. 
Crooked four-boat time, northern, 77. 
Double flat, 4. 
Disjunct motion, thirds, fourths and fifths 

in Siiman chant. 
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Atiffiirya 
Atitivra .. 
At.:arohana 
.lvarta : . 

Bahya .. 
Btila;,arasva/'i 
Ba,:,,aur, .. 
Ba,,tran .. 
EMUli .. 
Baul 
Bhiigavatliar 
Blwiana .. 

Bhaiana sruti 
Bheri 
B11ampet 
Bin 
Boi 
Bolfharii .. 
Brahma-wna 
Budlnulaka 

Ohakra .. 
Oh(qn, .. 
Oharanam 
Oha.rtal.a 
OhatuMrwi 

Ohaturanga 
Ohaturtha 
Ohaluara 
Ohau«fla 
Ohikara .. 
Ohikari .. 

Ohi1Ula, .. 
Ghittika .. 
Oh'fl1Jta 

Dii.dra 

Dak 
Diimphu .. 
Damaru 
Dhamar 
Dliaivata 
Dhenka .. 
Dltima .. 
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Sixth note of Siiman scale, 27, 30. 
Double sharp, 4. 
Complete descent of gamut, S~t­
Complete section of time-mealJure, 6, 75. 

Small drum, 123. 
Southern form of tambiir, ll3. 
A flute, Us. 
Burmese melodion, 126. 
Nepiili flute, 119. 
Bengiilf folk music, 93. 
A singer-preacher, 92. 
A form of musical entertainment. A band. 92. 
Drone instrument, 120. 
Nagara. drum, 123. 
Slow speed, adagio, northern, 79 . 
Northern name of v~, 104. 
Dnun-stroke syllables, 82. 
A musical passage in arpeggio, 86. 
Variety of tambnr, 113. 
Small drum like hour.glass, 124. 

Circular wooden castanets, 126. 
A syncopated t-ime-meaaure, 78. 
Third section of southern melod) , 88. 
Four-beat time, northern, 77. 
Name given to first sharp note of Ri and 

Dhe. in south, 3, 5. 
A form of melodic composition, 0~. 
Fourth note of Siiman see.le, 27, 3 I . 
A Jii.tI in time-measure, 76. 
&me as Chlirtii.Ia, 77, 82, 89. 
A musical instrument like Siirangi, 102. 11 1. 
Side strings ofvii;lu and similar· ·ruments, 

106. 

Curious iron cymbals of Central To dis, 125. 
Castanets, 125. 
Ancient name for cert&in srutis, literally 

'fallen'. 

A Hinduathani melody, 91. 
A syncopated time, northern, 77. 
A large dhol, a drum, 124. 
Tamboario.e, 125. 
A small drum, 124. 
A four-beat time, northern, 77, 90. 
Si..-cth note of the octave, 3, 6, 30, 3 
Form of Kinnari, 114. 
A four-beat time, northern, 77, 89. 

Dhol 
D7iolt:ik 
Dholki 
Dltrupad 
Dhnwa •· 
Dliun 
Daruba . • 
Dindimi 
Dfpcwhatuli 
Drutak<il.a 
Drone 
Drut.a 
I>udi 
W,:,, 

Dwrt 
Dundubhi 

Dvitiya •. 

Edaka , · 
Ekatcil.a , · 
Esr{ij 

Faroda8t 
Fillagori 

Gabgiiki 
Gama,lw 
(}a,ndh.ara 
Gandhiira g,ama 
Gandh.ari 
Gandharva 
Gandharva 11eda 
Gliasit • · 
Ghat.a 
Ghazal .. 
Gita Govinda 

Gopicliarul, 
Gott,uvadyam 
Gralia 
<hiima .. 
Guru 

llum,pitam 
Harikatltii 
Hori 

Ili 

GLOSSARY 

A drum, 124. 
A drum, 124. 
A small dhol, 124. 
A northern form of song, 886, 89. 
Four-beat time, southern, 7 . 
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A northern popular song, 90. 
A stringed instrument, 109. 
Tambourine, 124. ti 90 
A four-beat time-measure, nor 1ern, . 
Quick speed, allegro, 79. 
A reed instrument, 94, 120. 
A time beat of two akshara.s, 74· 
A kind of drum, 124. 79 
A very quick speed, Allegretto, . 
A melody in the same, northern. 
Allegro time, northern, 79~ drum 8 28, 
Ancient name for the nagara. ' , 

s~!!d note of Sa.man scale, 27, 30. 

Small metal drum, 124. 
A . le beat time-measure, 76, 77. 

smg d · trument Bengal, llO. Stringe ms • 

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

Primitive bow instru:m~t, g~ · 
Graces and ornaments, 3, 5 30 33 
Third note of the octa:ve, 3, , 34 35. 
An ancient scale starting on Ga, ' 
An ancient riiga. . . 
Cl868 of heave~y mUB1c1e.n.s, 7. 
Science of muS1c. 
The slide, 75. 
Time beat, 6. 

91 
Forro of northerK:r~::::y~ fa~ous poetical 
An old song on ·1 

•· ' , JU- 14 
comnosition on Krishna 8 as, · 

Primiti;e bamboo instrument, 117. 
= · ty of Tam bur, 114. -

39 • ane tartmg· note for a raga, . The propers 
An ancient scale, 2, 33. 
A tune beat, of eight aksharas, 74. 

A gamaka. Appogiature.! 85. t 92 
R ligious musical enterte.inmen 

90 
· &ng of Holi festival, northern, . 

Ancient Tamil name for Pa, 32. 
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J a!.atarang 
Jalra 
Janakariiga 
Janyaraqa 
Jharigha 
Jiiru 
Jiiti 

Ja!Jiiili 
Jhampa 

JM.ra 
Jinaim .. 
Joru 

Kaikkuai 
Kai¥/ci .. 
Kai.t.il,a •. 
Kakali .. 
Kakapaila 
Kola 
Kaloi 
KalaM.y 
Kalak8Mpa 
Kanipitam-Kampa 
Karadiv<'idya 
KaraMamila 
Karatia .. 
Karkhii, .. 
Kartal .. 
Ka-8harati 
Kaatarang 
Kii.tyiiya,;ia w!l(i 
Kavadi 8i11dhu 
Kavali .. 
Khiili 

~t~·· 
Khattalii, • . 
Kliyii.l 
Kinnara .. 
Kin.nari 
Kirtan .. 
Kirta11a .. 
Komal 
Kombu .. 
Komiki . . 
Kriti 
Kru8h/,a 
Ku(lamura 

A musical instrument of cups, 102, 127. 
Small hand cymbals, 126. 
Original raga, southern, 18, 43. 
Derivative raga, southern, 18, 43. 
La~e cymbaJs, 126. 
A slide, 85. 
AnoieI\t name of raga., 2, IO, 42. 
A clnss of tilne-m811SU1'811, 76. 
A Kanarese song, 93. 
A three-beat tune, southern, 76. 
A four-beat time, northern, 77. 
Rapid arpeggio, 86. 
Snake cha1·mer'II pipe, 121. / 
Medium speed, northern, 79. 

Ancient Tamil name of Ga, 32. 
A sharp of Ni, southern, 3, 5. 
Hand cymbals, 71, 123. 
Highest sharp of Ni, southern, 3, 6. 
Timo-beat of sixteen akaharas, 74. 
Musical speed, 79. 
A minute division of the akshara, 78. 
A horn, 119. 
Musical and relisioua performance, 92, 
The tremolo, 85. 
Largo form of hour-glass drum. 126. 
La.rgo drum, 125. 
Trumpet, 121. 
Rajput war song, 93. 
Castanets, 72, 127. 
A flute, 117. 
Musical instrument of cups, 122. 
A ,·iJ;ia with JOO-strings, 100, 116. 
Southern folk song, 93. 
Tintil. Bengal, 77. 
Silent beat of northern tilne-meaaure, 77, 
Jii.ti of time-measure, eouthern, 76. 
Form of tambourine, 126. 
Castanets, 127. 
Northern form of song, 88, 90. 
Class of heavenly musicians, 7. 
Primith·e stringed inatrw:nent, 102, 113, 118. 
Form of mwrical porfoqpance, northern, 91-
A southern form ofmelbdy, 22, 88. 
A flat, 4. 
Horn, 118. 
Horn, 119. 
A southern form of melody, 22, 88. 
Higltest note of Silman ecale, 27, 30. 
A drum, 126. 

guma 
Ktiral 
Kurcu 
l{ustar 

1,aghu 
Linam 

Madl,ya 

Madhyo.ma 

M.a{Jadi .. 
Mahiinagara 
M.andaran 
Mandra. 

-''1 anefrago.ti 
1\-IoAjivo 
.Miira'iya 
.lfiitra 
Marda/a. • 
lla/hya .. 
Mo.yuri .. 
Melakarta 
.Mind 
J.!irtay .. 
Milra 

Mri<lmigo 
Mu,-ali .. 
.Murchhan<i 

Mtirsing .. 
Miy 

Nafari 
Nagaro 
N ago.rkirtan 
Nagasara 
XalUJbet 
Nal-kara 
N allatara,ig 
Nandin .. 
Niitaka .. 
Niifyo. 
1-.'icl,a 
Nidhana 
Nidukku 

GLOSSARY 

A sacred-t~pet, 121. 32 
Ancient Tamil name for Sa, · 
Panpipo, southern, 122. 
Castanets, 127. 

A tiroe-lengtb of four aksbarSS, 7 4· 
A slide, 86. 

}lediUJl\ speed, moderato, 79. 
Middle voice register, 4. 
J<'ourth note of the octavo, 3, 33. 
Name of ancient gr~ 34· t 18 Snako-charmors' recd Ul8tl'UlJlen • 
A very largo nagii.l'o. drum, 124. 
Second string of vlJ.lli,, 106. 
The lower voice register, 4.al 27 30 
Fifth note of the Siiman SC e, • 
Lower tetmchord of octave. 
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Cylllbals, 1211. uh 92 
Hindustbllni songs for the :M arram, · 
Unit of time-measure, 12, 72· 
:Mridanga, southern II.BIXle, 123

b· 76 Three-beat lime-measure, sout ern, . 
A peacock dilruba, 116. 
A primary raga, southern, 19, 42. 
The shake, 85. th 77 
Principal time-beat of .Avarta, !'°u em, . 
The seven-member jii.ti of tune-m~. 

southern. 76. 9 1'~3 A concert drum, southern, 9, 7 , ~ · 
A flute, 28, l03, 119. 
Ancient JUlllle for modes, 40. 
:\Ielody-fonn for riiga, southern, 86 . 
A grace noto, northern, 86. 
Jew's harp, 117. 
A :Bute, 119. 

Small trulllpet, l 22. 
I arge kettle drum, 124· 95 
.-\ musical a.nd religious perf onnance, · 
A cla.rionet, 120. 
A large nagnra, 124. 
Same a.s uagii.ra, 124. 
A pipe instrument,. 121. t 117 
Primitive bamboo i.nstrumen • · 
Dramatic perf oi:ms.nc-e, 93. 
Music and ae.nc~ng, 1.2· - chant 28. 
Lower voice register in Sa.man ' 
Final soction of Sa.man chant. 
::;ma.11 dnun, 126. 
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Nmkairna 
Nishodha 
NornU Sindhu 
Nosbug 
Nyii,Ja 

OdatJa 
0#11, 
Orikai 
Uvi8 

Pakhawaj 
Pakka-8ii.rani 
Piuai . 
Pallavi .. 

P an 

TH 

Pa1lcha,nw 
Panchamukha V adya111 
Paran 

Parand 
Pat 
Penna 
Pinaka 
Pl1t1ta 
Pongi 
Pow.da 
Prabhandha 
Prasaya 
Prasto:,;a 
Prathama 
Pratihii.ra 
Prafim,ai!Jiyama 
Puif.ji 
Pulera 
Purviiilga 

Qanun 

Rabii.b 
Rii.van<istram 
Riiga .. 
Riig Aliip 
Riigitii .. 
Ragmiila 
Ragami.ilika 
Basa Vit1,a 
R ishabl,a 

!l'IUSIC OF INDIA 

Small niigasara, 120. 
Seventh note of oote.ve, 3, 30, 33. 
Soutbern folk song, 93. 
Drone instrument, 121. 
Proper final note for rage., 39. 

Pentatonic raga, 47. 
A drone instrument, 121. 
The shake, 85. 
Maratha. song, 94. 

Large mridal)ga, northern, 124. 
Side strings of vil).i, 106. 
Ancient Dravidian mode, 12, 34. 
First section of southern melody . Cho 

88, 89. 
Ancient Tamil melody, 12. 
Fifth note of octave, 3, 30, 33. 
A drum, 126. 
Drum-like stroke on a stringed instrwnenf;'. 

8~. 
Particular kind of drum-beat. 
A Gamake., staccato, 86. 
Primitive two-stringed instrument, 114. 
Primitive single stringed instrument, 102. 
Time-meaaure of twelve aksbaras, 74. 
The drone in.<ru-ument, 121. 
Marat,hl war song, 93. 
Ancient name of musical composition, 14, 88 
Drone note of Sa.man chant, 27. 
Introductory portion of Sil.man chant, 27. 
First note of Saman scale, 27, 30. 
Second section of Saman chant, 27. 
Sharpened Ma., southern, 35. 
Snake charmer's instrmnent, 103, 121. 
Secondary raga, northern, 41. 
First tetrachord of octave, 64. 

Same as svara.mal).!).ala, Pfflian, 1oo;I16. 

A stringed instrument, 102, 114, 116. 
Ancient musical instrument of Rii.vai;ie., 102, 
A melody-type, 2, 10, 39. 
First section of A.lapha.n.a, northern, 87. 
Secondary raga, nort,he.n, 42. 
Same as riigamiilikii, 93. 
Musical composition of many ragas, 93. 
A variety of vj.t_Ui, 107. 
Second note of octa,~e, 3, 30, 33. 

Rilpaka. • 

Rupal«J Aliip 

SMhiira,:ia 
sadra.8 . . 
s aJ,itya . . 
Sam 
Siitnan · · 
Sampiu'tl,<J 

sanwadi: 
S amvaditctxl 
Sandi 
Sanchari 

Sandhiprakiia 

s~r.wi . . 
S'ankhu .. 
SonVi~ 

S ankirtan. 
Sa,puil«J 
Sarani • • 
S arailgi . • 

SaraBOOa 

Sarga,m. • • 
Sarin® .. 
Siiroda • • 
Sarrawat 
Satar · · _ _ 
S'a,ta-tantri·tntta 
Shii.d,ava \ 
Sha1,ja •. 

Shatk<ila · • 
Sha¢ruti 

s imhiinandana 
Sirtdhu . · 
Sitar 
Sphttritam 
Srifl{Ja · · 
S'roti 

S'ruti Upanga 
S thiiyi 

GLOSSARY 
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Two-beat time meaSJure, sout~rn, 7~-7 
""-~ee beat time met11aU1'8, no em, ·8 ....... · ti f "'fi,nhana northern, 7. Second sec on o = ·r , 

:NaIDe of first slla.rp of Ga., southern, 3, 5. 
A Hindustha.ni melc1dy, 90. 
The words of a soil£)· . h 77 
Prinoinal beat of a time section, nort ern, . 

• ., . t Elima Veda, 27. 
Qbant,e oft::Ig~ al1[ the -notes of t he octave 
Raga. con 43 

in both ascent at d descent, · 
Perfect consouanc~, 25, 26. 
Theory of consollS,l ce, 26. 
A trumpet, 122. 88 
Third section of n<1rtbern melody, . 

d d cen1t of octave, 39. 
Ascent an 88 

• ill ht Name given 
}iorningandeve~ngtwt ttat time 64. 

to ragas to be song a • 
Variations of then:1e, 22, 89. 
Conch shell, 10~•- ll~9. . e 
Seven-member Ja1;1 of tune-meaaur ' 

southern, 76. 
Musical perforJll.Oince, 94. 
The seven notes_ q~ the gamut, 30. 

Firstt~tringd ~!~~':.;~:-Indian violin, 102, A s nnge ~w.•~ • 

110. _ _._ 7 GoddeE;S of music, an<'I;-""• · _ 
Name of particul~ kind of viI)A. 
A song in sol-f~ n~~bles, 91. 
A variety of Sar1wg1, 111. 
A form of Sii.rat'tj~• 102, 112. 
Kind of Saraxigi,1111. 
Same as sitar. 6 
A vi.1Jii with 100, strings, 101, 11 . 
Re:xatooia rii.ga, 47. 
First note of thl~ oc~ve, 3,_ 30, 33. 
The name of an ancient gra.ma, 34· 
Sextuple time, '74· f R' e,nd Dha 
Name given to sharps O 1 

' 

southern, 3, li. . 78 
An intricate so1uthert1 tune-measure, · 
Southern folk melody, 93. 
A stringed inst,rument, 15, 107 sq. 
The shake, 85 · 

~~!cici:mtervalornote, 2,6, 18, 26, 29, 

37. 101 
Drone instrull;1ent, ~ · 
A voice regiat.4i'l', 
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S'uddha 
Sukth, 
Sulaphakata 
Sunoori .. 
Suntha .. 
Surbahar 
Surnii,i .. 
Swrphakatii. 
Sur-ermgara 
Suraota .. 
Svara 
SvaramalJikii, 
Svar~ 
Svarasahitya 
Svaravaria 
&varita 

Tabla 
Tiila 
Tambur .. 
TOIJYI)a 
Tara 
Tiiram 
Tariina 
Tatii.t'i 
Taush 
Tenmangu 
Thambaui 
Thant<ma 
That 
Theka 
Thonlc 
Thumri .. 
Tillana 
Tintal 
Titifla 
Tivra 
Tivratama 
Tivral,ara 
Tombi .. 
Tom.tom 
Tript1Ja .. 
Tri.sra 

Triuil 
Tritiya 
Trivat,a, 
Turalli 
T«uam 
T Baung .. 
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l, atural diatonic scale and notes, 2, 36. 
~)ame 68 Jaru, slide, 85. 
i~ three-beat time measure, nort,hem, 77, 
~['be sitar, 109. 
~!rune as Jiiru, slide, 85. 
~l stringed instrum,ent, Bengal, 111. 
~l'he nii.gas11,ra, northern. 
i ~ three-beat time measure, northern, 77, 
,~ stringed instrument, 116. 
)~ variety of tambi.h·, 113. 
~piatonic interval or note, 2, 30, 32. 
1rortion of song in sol-fa syllables, 92. 
A stringed instrument like dulcimer, 116 
.t1l port~on of song in sol-fa syll$bles, 92. 
A portion of song in sol-fa syllables, 92. 
4l falling accent in Saman chant, 27, 30. 

I 1~ of small drums, 79, 123. 
'I;une-measure, 2, 73. 
~l stringed instrument, 102, 112. 
A Hindusthan,i melody, 20, 89. 
Eligher voice register, 4. 
Ancient Tamil name for Ni, 32. 
Florm of song, 10 l. 
'Irrumpet, ll!l. 
111eacock Dilruba, 117. 
Southern folk melody, 94,, 
'Il~mbourine, 126. 
Plrimitive bamboo instrument, 117. 
:M[elody-type, northern, 40. 
Dtru.m phrases. 
.(!, gamaka, staccato, 86. 
Iliindusthani love song, 90. 
Form of song, 92. 
S,am.e 68 Tltfila, 77. 
Three-beat time, northern, 77. 
A. sharpened note, 4. 
S:light further sharpening of Tivratara, 4. 
A double sharp, 4. 
Sipake chaTII1er'1; instrument, 121. 
A drum, 126. 
T:bree-beat time, southern 76. 
Tibree-e.kshara. Jii.ti of southern time• 

measure, 76. 
Same as Titala, 77. 
Tllritd note of Se.man scale, 27, 30. 
A form of song, 92. 
~ trumpet, 122. 
Ala.oient Tamil name for Ri, 32. 
Pirimitive bamboo instrument, 118. 

Oclicha 
T]d/il-ta 
UdgUlta ,. 
Vduk,lv"U 
Udupe · · 
Uwi 
UpadTava 
Vttora. r&,Ja. 
Uttariinga 

Viidi 
Vanga 
VaMa. 
Varel.: 
Varja 
Va~a 
Vi bh&,Ja 
Vikrit 

Vilamba 
Vilari 
Vinavah 

Viramo .. 
ViBiiragiti 
Viviidi . , 

Ya{ (Yiizh) 
Yektar .. 

GLOSSARY 

Higher notes of Siiman chant, 28· 
Raised tone of Sa.man, 27 • 
Second section of Sam.Em chant. 
Hou:r-gla$l drum, 125. 
Goblet shaped drum, 126. 
Ancient Tamil name for Ma, 32. 
FoU!"th section of Sii.inlµl chsnt. 
Raga with ~sa, in Utj;ariiilga, 64. 
Higher tetrachord of octave, 64. 
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Principal note of a rii ~. 6Ihsa., 25, 26· 
A. trumpet, 122. 
A flute, 119. 
Shake. A Gamaka, 85. 
Omitted notes in a r~~a. . 
Transilient scale, mua;ical exerc1S8, 47. 
A bar in time-meaf;Ul1,, 6, 75: . . 
One of the srutis-cJll'omatic vanat1on of 

diatonic note, 2. 
Slow speed, adagio, B<?uthern, 79. 
Ancient Ta.mil name ltor Db.a, 32. 
Ancient one-stringed instrument of Ceylon, 

A 1:~ged instrumeilLt, 7, 8, 10, 11, 18, 28, 
103 sq. 

Rest i.D time-measure,, 75. 
Ancient style of singing, 91. 
A dissonant note, 26,1 

Ancient Tamil instrument, 11. 
A one-stringed inatrullllent, 115. 

Very rapid arpeggio, 85. 



APPENDIX IV 

EXAMPLES OF INDIAN MUSIC 

The following pointa should be noted in regard to the notation 
below: 

A superscript small letter indicates an Appogia.tum note: as •G 
D.Q. indicates a, repeat from the beginning, 
Fim indicates that after the repeat tbe melody ends at that place. 
$ means that a phraae is repeated beginning at the place marked 

thus. 
In regard to ti.me-signature, the A varte. is shown by two upright 

strokes, thus II 
The ba.r is shown by one stroke, thus I 
The beate in the bar, by short strokes, are shown thus 1 

The divisions of the beat a.re shown by two dots, thus : 
For explanation of other signs see Introduction. 
In some of the melodies the riiga. outline, or ohbii.ya as it is called, 

is given with a ti.me-bar. 

I S!MAN CHANTS 

Sung by Sunde.re. Ragava.char, Triplicane, Madras. 

No. 1. Invocation to Indra. 

J JJJJ,.J 
A • . bbi tvli ~u-ra-no nu-mo .• dugdb_a 

i-va de-na-va· - l}a I · • ~li o~•mas· ya 
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@ J J J J R,I efj J G 

Ja· vll• ta -ha Sva-dp •••••• 4am 

:d d J w w J. J id cs' 
l - . ta·• nam In •• -dra tas-tliu-sba-q.a· • • • • • 

J, 0 .. 
0- -va· ··},la 

No. 2. Another. 

J i) J I 8 \J J ,J J ;y 

J3 13 J J ® ,J; J 3 J 

u iJ I ·GJ a 
Ii.) J • 

Jl 

rg IH'i•-

@11.f) 
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n Tma LYRE OF TllE UNIVERSE 
From Dr. Rabil dranath Tagore (with Bengali words) 

Mixed rlLga _ 
Chdpu and Bka tala 

Astin 

@i J i'l ID JJ Ji0-1 U 1&1 1·r s•i2J; lfl!B; 1 2 
ffG:-:G:G:-JMG:R:S:-:, G:G:M:P:-ID:iJ:D:n:-onD:f:M?p:-1~:-1 

Bis-wabi- -9arabe - . b~wajan- mohichche- - - - • - - ••• • 

ii fJ• Ji· §~ ~ - PitU. 6 1 I fJ 4 1$ itj J'I ik iJ IJjEQ" Q i J r Q f 
OP:D:n:S:- /n:D:P:0:-Ul :D:S:nD:P/D:n:D:P: HPD:an:PP:-:G/M:-:-:-:- I 
Sthale jale nabhatale bane upabane, Nadi nade girjguha piir:tbJ-re. 

Antara 

1/PN:N:N:S:- J .NS:P:P:P:-JIP~P:M·P·- 'M·G 
. • · :-:-:-f1R:G:P:M1 

GR I S~:D:ND:P:-11 
Nitya jage saraa san git dh . _ - - - -

· ma u -mna, Nityanrityaras bhangima. 

Saiichari Eka lllla 

0PN:N:N:-IN:DN:P:Pj/DP:M :PM:G:-1 -:MG:R:GGU 

Asb!lre naba ananda uts:ab naba. Atigam.bhir 

~ -1 JU.I® D IU~fn Qil. s 

U-:MG:R:66 l-:-:-:GPUM:G:1G:RRl~:S:-:- ff 

Atigambblr llil ambaredamaru ~je. 
IrB 

j 
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r 

~~:S:S:-1-:-:-:NS ~S:RR:G:GR:IR:S:-:-~SIIN :NN:D:NS/SS:S:S:-0 

Jenare prala.yaiikarI sankari Kare garjlja.n nil'jharinl sagbane, 
D.iiche, 

=v s r.1 tn 1a, m 1W .r, 11Jl,as11 n1'nzi u 1 ,r 
n-:SS:S:il:S IN :SN :o:N 09P:o P:M :PMI a :Mc.,n:afl R<I:MP~G:llRl~:-:s:-8 

Hera. kshubdha bhayal bi~al niral piylil tamlil Uthe raba bhairab tlne. 
bit ne. 

ONN:NN:N:-NIN:N:DN:Nll-:-:N:NNIDN:S:-1:- 0 
Paban malllirgHa glihicbche liodhar rllte ; 

b--
OQ:-R:RS:-IN:-N:SS:- IINS:-S:SN:- ID:-D: JD:-OP:PD:P:-MIG:-:-:- g 

Unmlidini soda mini rangabhare nritya ,kare ambarta • le. 

tiSR:SR:GR:-NIS:-:-:- IISR:Gftt:PD:NIS:-:+ OSN:DP:ntG:RIS:-:-:-1 

Dikedike katablii;it, oabanaba katabha:1ba jhar jhar rasadh!irli 

N.B.-A final consonant in above is pro111ouneed as though it bad 
a short a sound following it. Thll8 jbair jhar is pronounced ;hara 
jhara. 

Dr. Rabindranath Tagore was good emough to allow me to take 
down this song from bis own singing, for which I am very 
grateful. 
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THE LYRE OF THE UNIVERSE 

(TRANSLATION OF THE 13ENO!LI) 

With the music of the lyre of the universe humanity is 
charmed. Whether on land or water or under the sky, in 
the forest or the glade, in the river and streams, in the 
mountain and cave and in the ocean, sweet music's charm 
is always awake. It is always dancing playfulness; in the 
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 a.wed and frightened; 
sound rises with a terrible noise; the breeze sings the 
malJii.r 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. 

Astin S 
III PuNJA.BI TUNES 

1. Psalm 24 

RS:5:S:G: · :GI M: ·: M: P:-:-/ S :-:o: D:-: Pl M :-:nl :G :-: RI S: S:S:G :-:GI M:-:M:P:-1 
Rabb Khudiwaad BMshab hai, oh jalal da Badsh!lh hai, Rabb 

Kbudllwand Bl~h!ih hai 
AntarlZ 

UM:-:M:N:-:NIN:-:N:S:-:S/S:-:S:S:-:RlS~:P 

Ucbcbe karo, sir, darwl~, ucbche ho sab daro ; 
D.C. 

., ► ., ' r 6 Ir 6 ;§ II r G j JIIJ LJ I - ,,,-... ON:-:N:S:-:R )S:-:n:D:P:D IS:-:n:D:-:PIM:-:-:G:-:RO 
Jiin jail!! dli. Bll.dsht!.b llwe, sir tad uchche karo. 

N.13.-The J11di.an, notation tmd~ the wjJ in th6 Ji.rm line of tJlii, 
song can11ot come direcJl11 under the oor1'eepcmd1.tt{J notes tn 1M 
staff on account of lack of apace. 

t 
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2. Psalm 86 

Fine 

HUS 

naJJJU ,JJ4JJu 11.onnu1u, 1 nJu• ll§ 
UPP:PP:PM:Mlgg:RS:R-i:RUoS;SS:RR.:R.IRP:PP:11-g:RI 

Ai Khudlwand, ti.pol rli.h llpne _ 'kb" 
bande nllll w1 .. 

D.C. 

Terl bl sachiai di, Karubg:a _..,.wt 
1Jlal\l p-o 

er u B f-F1J.O n fJ n 
Uno:on:n~\DD:PM:PP:PU 

Merl cll1 lk p:tse kar Tln mai_i rakkhln terl i,ar 

go 

3. Psalm 111 

, Astai Fb,e l).C. 

. HI 
l,l l'ib@. SltPtiid' I 

PlP1-:-:G\G:R:S:-\-:-:-S\S:-R:S:N1D:P:P:PID:+ 
ltu · Rabb dt T11-s1 g1-o eanll ' glo san s1 

AntarlJ 
1>,C. 

P\M:S:SIS:S-:1\\ lhlt:S:-\N:-:D:P\D:i:S:N\D:P:P:P\ DM· 
. Sana sunawan xnain Ro.bb ell 

Sachchein dt toli wich dil n.al gawan 
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IV HINDUSTRANI MELODIES. 

(From Collection of Mr. N. V. Bhatkhande) 

No. 1 

Miflsart rlJga Salphakatll t/Jla 

., 
I 

,, .. 

,,,, 

..,o• oJF 1 

SrGmPDnNS IS:-IG,GIP:-1 

The above ;s the r6ga ana its ohaYaoteristio jhrau. 

t Astlli Pim 

1 nutH J lfi]JJ.Jli .. _,_ . 
US:-IG ,G\0 P:-l-:-I-IP:-IP:-IG,SJ G.G:P ,GlcS:-1-1+0 

flJJJjJ IJ D JJ@ 
,,..-...,, ~ 

11s:-.PjSJS.r:S.rlr:-1P .PJG.G:P .GJS:·I + :-II 

Antartl o.c. 

I 
QP .P:S.SIS.SJS.r:S .SJS.S:P .PjG.GJG.n:PJS.S:P .PIP ,GIP .G:S.SI 

EXAMPLES OF INDIAN :rimsrc 

Bilizval 

0. ' • 

No. 2 

.. 
sRGMPDn-NS 

Tcntlll 

ijJUJJJJJI 
JS:G:P:M\G:R!G:RI 

T~ above is lhe riiga ana its characteYistio J>hYase. 

J□alnJis@1r tto cauas.n, 

167 

1:-:-,S:GP\MG:RS\ru>m-N\S:NS:-.S:DP\MG:RS\GP:u-NU 

No, 3 

TritiZla 

§ 

YamankalJtz.ni ,-aga 

••• • H • 1uHP'1rlrrrrl •• J 
US:R:G:m\P:D:N:S\S:N:D:Plm:Cl:R:SB 

Astai 

~! J A Ii u J II J @D Ji , r r , 
,,-.. 

ginP:N:D:N\m:P:m:GjinP:-:P:Dmj-:mG:G:-D 
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IDIG:m<i:R:GJm:Gm:P:P/G:R:G:RJ!:'S:R:S:-I 

@' - )JnlJ • p;; 'llr+V• 

EXAMPLES OF INDIAN MUSIC 

V CARNATIO MELonms. 

1. Song of T iiyumanavar. 

169 

With Tamil words aml rough English alliterative h'anifation. 

N ildanllmakriyll r aga Eka tiila 

)>IL • • , 
f>S:S:R:RjG:G:m:GmjP: iP:NS/N:DN:m:Py Sr MGM Pd N S SN d PM Gr s fS:r:M:-1 

.. . • • , •• - JJ J 

Antarll 

sS lj IJJJ Ii rPG rr I 
SrG~:PJ-:P:D:P/Ps:-:s:. Si-:a:s:-u 

l•D:-:D:S/-:S:S:-fNS:lbc1:RJNS:N:a·:Pf 
g 

,J JJjJJJJIJJ J#] JJ fl 
lmP:.:P:P/Dm:m:0:RIG:R:G:R/NS:R:S:-U 

§ 

§'i, J BJ JI I r ii ,an IJJJ I = 
as:R - :G:m/P:D:.'IJ :S/N :D:P:m/G:R- :S:-11 

1t B . P 1J has been omitted by error f rom the taw . 
four lines. 8 ,. t"4 a~UI# 

$ Ffoe 

.. , • J J 1 1U U U f3 U JU I 2 1 
1S:r:M:- I M:M:M:- U M:M:G:M I G:-:-:- I 

P onnai mii.-tarai bbii-mi-yai niidi-den . • .. •• 
Gold or land, yea or plea-su.ree. I seek no more. 

l 

«a' J J J IJ U I) 1J 1Z, Q Jg l)I.. 1 
,....._ ,....._,....._.....-._ 

QG:M:d:- I P:M:GM:PM: I GM:PM:GM:Gr I S:-:+ I 
Yennai nii.-di-ya. yen uyir nii.-tba-ne • • • • - - • • • • • • 
Sealed for Thee is my life, Seeker of my soul I 

., ,. J J r I r r r I r r J u 1, • 
ftP:d:S:- I S:S:S:- I S:S:N:d I P:-:-:- I 

Unnai nii-duvan un-naru) tii-ve-li 
Boltlly Thoe do I """k a.nd Thy boUildle!is grace 

D.C. 

~~ ..--..-...~ 
ftG:M•d:- I P:M:GM:PM I GM:PM:GM:Gr \ S:-:-:- I 

Tannai na-duvan t&nnan tan-ni-ya-n6 • • • • · • • 
H olding Thee all-eupl'6IIle, hungry I seek for 'Ihee. 
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2. An old melody. 

Bilahari rlZga Aditala 

SRGPDSSNDPMGRS IS:-RIGIPI 

a Pallavi Fine 

I J 

IS:-RIGIPID:SINIDIP:DPJMGIRSIRS:m>~D 

Anupallavi 
D.c. 

g 

QS:-RIGIPIM:GIPIDIR:SINIDIP:MIGIRU 

Charanam I. D, C, 

I J 

8GP:DRISS!SIM:Gl~RIRIPP:Pfl1GIRIRS:S!RSl~D0 

Ch. JI, 

IJ J JJJJ ;gu, JljJJJ .Qa1 rUEJ lrctcr a@ 
,-..._ ~~ ~ 

IS:-RIGG!G,RGIP:-PIPP,PPJJJ,·PIDP:S[S!SSIS:-<lA.ISNINDI 
11 

EXAMPLES OF INDIAN MUSIC ]71 

o.c. 

tPP:DP1MG\GR1GP:Ma1as1RGn 

Ch. Ill. 

j, .a a nuil33J aDiJ11Jlm®i1UJJJll 9 = 
,-..,-.. ,-..,-.. - ,-..,-.. 

OPP:P\RRIR\GPMG:G\GP\MGIGPMG:MGRS\RSRG\SIRS:~DIS\-1 

o.c. 

!!" JJJJJ d rio Dn lJ • 11 

UMGRG:PIDPDR\S\RS:NDIPM\GRU 

No. 3 

From Or.entai Mus.a in Staff Notation. 

Sindhurltmakrcyil raga De~lldi tltla 

4 2 2 

JlU'.JJJ r rr UJUJJ 
SGMPdNSSNPdPft16S 

1DJOJIII 
\M'P:MM\G\GI 

Pallavi, 

m· OJ )P Jj)J -l lfbJIJJ JvFHuaJ -l'I..IEJyi 

~:lil-lMIP:-t-ldlP:PI-IMn~GIS(ms:G\-IMtpd:Nd)NIPl4:PJ-1Mll~j 
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IN:N ,_ ~ ~ 
w1g1~S:GI-IGl1 :GMiPIMIIMP :i\'1A:IIG1o,s';c 

~ -- --...... 1-1 ,l jPd:Nd!NjPld:Pj-!Mj/MG:G/-f·fSr-/-ll 
AnuJ,altavi. 

Pld:NI ISi - - - ~ . - N :Sf-lSNfS :·- )•NU- :Pdf PMJPfd?NI-ISjN :sj- I 

NfS:Gf-lMJIG:GfMjG su 
I o.c. 

~h• o & 11,r®rai m, a o Ji 
...--. -:"""---. 

IK:NIPldlNS:GSfNISUIN:PldldP0MP:MMIGI 
J 

Charanam. 

mt1itH1 o ID 11:.ema,1n mw,,ii ;ii@@]JJYJ .PJ .1 

Pl P:PHMJdP:PMiM:1~~ISUG:Gl-:MPfdN:NPl-ldl 

Pl\.f:MG:Sl~p/g:/~J-ISIIG:G1-IP/ 

D,C, 

¥-"' 1t s1er eist en: cr;6 il J'cu o 6 ,o ,nDj, o r, fl@ 

ld:N1-iSIN :Sf-jNis :Gf - :~iiflG:GfMf GSf~ldlNS:GsjNf 

~ ------SISN :PfdldPUMP:MMfGj 

EXAM'lLES OF INDIAN MUSIC 

No. 4 A Melody ofTyagaraja. 

From (ritrual Music in St.a Notati<m. 

173 

M adhyamilva f rii ga. Rapaka tll1a 

.... ;JJ.I rr rrlUJJ 
SR M P n S S nP M RS I P:M IR :S:o:fl 

Pallcroi 

...-.. --IP:MIR;S:n:P/R:-r~:R:R:RllnS:RSIRM.RS:!!=PfR:-1R:R :R:RK 

m> J l¼:07r1u ;;~IJV • J. ~-..,_;;.....!. ....,.;:;::...-
.,,.......~....-.. 

IP:n11R:PM:R):oPJRHR:R:R:SIRl\\:-RIMP:-M:Pn:PIP:-l+:-:-I 

I 

Mo' Jlu;~tjlJ JJJU{eJ{!i ~fi,G@9JJI 
. ..,--::..., ....... ....-- ....-- - ~ 

IP:MJR:PM :RS:1-PIR:-fR:R:R :SfSR::\~JR~I :PM:Pn:SR I - ---.. -~ 
MR:Snl~rn:PM:R:RII 
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Ip --- -------:MIR:PM:RS:l!PIR:-IIR:R:R:SIS:-l!IR:-S:S:)S:-i,:-:-:-n 

--- -· - - __ ... ~_.-..... .....-..... ....-.... 
1JR:R1R:R:-:R[s:R."1IR:-S:S:-n1n:-1ns:R:Sn:Pln:-1s:-:-:-u 

D.C. 

I J JI 

1-fR- - - - - ~- - ------ ---- - ...--.... ---­:RjR:R:-:RIS:Ri\l!jR:-,•S:-jn:SRjS:RS:n:Sn/Pn:SjPn:S 
............ 

n:PM:RII 

Charanam 

ff P:MJP:R:M:RIP:MIP:M:R:Rln~:Plnn:M:P:lt1JRM:Pl&t:P:P:PUR:RIR:--:RI 

II D.C. 

l~s iii -- • s ...-....._ · - _........._ ...- - -:"A11R:lt:R: ln:Slt!S :RS:a :SoJPa :SIS:-:-:-0 Pa :Sjp0 :Sa:PM:RI 

EXAMPLES OF INDIAN MUSIC 

No. 5 

From Oriemal Mueic in Staff Notation. 

Anandabhairavi raga. T1·isra Eka tiila 

3 

.. d 1wHJJJJ JJJJJJJ1 waon1 
S g R g M P D PD S Sn DP M g RS I Sg:Rg:gM I 

Pallavi s 

175 · 

, o t 4 J9 'I 1 fJ tJ1~JS1.1WijUBiu1® >JiaiJI -~ ,,--.. 1lP:PP:-PIP:Po,n:PMlgug:M,DP:PMlgg:RS:Sa~Sg:Mg:MgMlga1.P:Mg:RMI 

Fine 

-I gR.:gMg:-l~lg,lltD:PM,gR.:SoO Sg:Rg:Mgn1IgM:P:Mg:RM!gR:g1rS:-a 

Anupallavi 

-... sr Jhu ,1wwwaJJJ.e wa,1,A,u& ,1w-tJ,~• 
usg:1tS:--oloo:oS:SSISg:R.g:MgMIMD.P:Mg:M11MllP:ffi-StaS.a:DP:PMI 

o.c. 

tgw:g:M,DP:PMjgMg:RG:gMU 
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Chafanam 

mt JJ; J-iB'JJI® OblDlJftmlfl;J~1JI 
-.... ,--. ---­ffP:PP:-PIMP,DP:PD.Po:PMIMg,g:M,DP:PMIMg.g:R.RS:SnUSg:Rg:Mgllj 

w ~ Jffl n n 1 m n '1Gffl ,b m 1Mi01 § 
lgM.PD:PM.g:RM]gR:g.gg:gsnsg:RS:-0I0.Sn:no,S:-s1 

Sg:Rg:wgMI 

D.0, 

... t Jd JO 00 JIJWJ' ssr Ct Q g -;r.e.t11,1JJ,)J'1 
gM,PD:PM,MG:OMQPP:PP:SSf11S.~S:11D,P1>:PMlgMg:M.O:PMlftig:g: 

QG:OII 

N 0, 6 SoUTHERN FOLK SONG 

From o,-ten,a-i 11,!usio in Staff Notation. 

I rsanda kaUf>pu. 

aG:-:P:-:11:-JG:Mi-:G:-:r I s: .. :-:S:-:-:-8 --:-:-:S:.dl:-

D,C, 

IM:M:-:M:-:M:-JM:M:-:M:-:M:-tci:it:-:G:-:r:-15:r:-;rG:-:-:-I 

EXAMPLES OF INDIAN MUSIC 177 

- _ __,......_ -~ . . . . . . . . . . . . . . . . . . . .... ·-· ·-\G.M.-.P .d.P .n11G,M.-.G.r.r .- I S.S,-.S.-,., •. 0 , .• • P. ,P. I 

D.C. 

i> .t 11 J J1 1 H J, #- Ii § J1 J 19 ) Ji 11 - - - -IP:d:-:N:-:~d:-IP:d:-:P:-:PM:-no:M:-:G:-:or:- I S:r:-:G:-:M:-U 

1 "2 
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(See Glossary for Index eo Technical Terms) 

Adbhuta B<imayatw, 8 
Ahobala Pai;i.Qit, 20 
Akbar, 16, 17, 67 
Alexander the Great, 9 
A.l.la-ud-din, 16, 91 
All-India Music Conference, 24, 

139 
Amir Khusru, 16, 41, 91, 110 
Arorii.vati sculptures, 101 
Assonance, 27 
Aurangzeb, 20 

Bengal songs, 96, 97 
Bhakti, 13, 16, 93 
Bhara.ta, 7, 12, 15, 28, 42 
Bhii.tkhande, N.V., 25, 56, 58, 166 
Bhavabha~,20,42, 55 
Blll.kii.r, 17 
Brahmadatta, 10 
Bri,haq.arari,yaka UpaniBl1ad, 9 
Brown, P., 68 

Camatio school ofmusir, 1, 150 
Carnatic scale, 3, 5, 15, 37 
Carnatic raga system, 43 sq. 
Carnatic primary ragas, 43 sq. 
Carnatic secondary ragas, 51 sq. 
Carnatic time-mea.sures, 75, 76 
Castanets, 127 
Ob.e.itanya, 16, 94 
ChoondOU1Ja Upanishad, 9 
Ohawrrm~ PrakMika, 19 
Chippewa Indians, 70 

Christian music, 92, 93, 94 
Clarionet, 120 
Conch shell, 119 
ConsonWlce, 28 
Cymbals, 127 

Dii.modara Mi&a, 19 
Day, Cap. C.R., 50, 100 sq., 10' 

129 
Dissonance, 27 
Dorian mode, 32, 45 
Dravidian culture, 1 
Dravidian modes, 11 
Dravidian music, 11 
Drama, 12, 94 
brone, 95, 121 
Drum mnemonics, 82, 83 
Drumming, 79 sq. 
Drum, 8, IO, 122 sq. 
Dulcimer, ll 6 

Folk songs, 94, l 75 
Flute, 119, 120 

Ga-grii.ma, 35, 36, 37, 38 
Gii.ndharvo Maha Vidyalaya, 2~ 

100, 110 
Gita Govinda, 14 
Gopa.l Naik, 16, 67 
Govinda Miirar, 23 
Grace, 38, 84, 85, 134 
Greek music, 9, 29 sq., 44 
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Haridea Swii.ml, 1 7 
Harivamila, 35 
Hexatonic ragas, 47 
Hindusthani ragBB, 54 sq. 
Hinduethtmi school of musi 1 
Hindusthani ti.me-measures, 77 
Holi, 91 
Horns, 119 
Hypo-Dorian mode, 45 
Hypo-Lydian mode, 46 

Indian M'I.U1ic Journal, 19, l◄i4 

Instrument-making, 104 
Intervals, 32, 33 

Je.yadeve., 14 
Jones, Sir W., 55 

Kw.idiisa., 12 
Ke.na.rese songs, 9ti 
Kitloakar, 42 
Kri.shI;lii.nanda Vyii.ae., 22 
Kudumiyamiimalai inscriptic 11, 

13, 144 

Lochanake.vi, 16 
Lydian mode, 46 

Ma.-grama, 36, 37, 38, 42, 43 
MaMbhcirata, 10, 36, 93, 103 
Mahajanaka JiiUt.ka, 10 
Malavilcagmmitra, 12 
Marathi songs, 94 
Merging, notes of, 4 
Microtones, 28, 39, 13.J. 
Mtrii.bii.l, 18 
Mohumun, 92 
Mood of raga., 65 sg. 
l'r!uhamme.d Rezza, 21, 43, 515 
Musical Schools, 24 
Muttuswii.mi Di.ksbite.r, 23 

Mythology, musical, 36 

Niigmat-e-ABQ.pJii, 21 
Nii.re.de. :rishi, 7, 8, 22 
Narada S'ikahii, 14 
Nartana11ir,:iaya, 18 
Nasal tone, 135 
NtJ.tya. S'iutra, 12, 14, 35, 14-! 
Note-signature, table, 3 
Notation, 3, 133 

Ousley, Sir W., 67 

Pali PiJQka, 9 
Pii.r;lini, 9 

Pante.tonic rii.ge.s, 29, 47 sq. 
Paripada1, 11 
Pattupa!-{,u, 10 
Parsi.an music, 32 
Percussion, Instruments of, 122, 

uq. 
Pia.no, 118 
Pipe instrument, 121 
Pre.bhandhe., 14, 89 
Pw;u;le.rike. Vi~~be.J, 18, 42, 55 
PW'8.lldare. Vii~hala, 21 
Purananui-u, 1 o 
Pythagoras, 9 

Re.bii.biyars, 17 
Rii.gamala, 18, 03 
Ragamail.jart, 18 
Rag& pictures, 68, 69 
Ragatarangitii, 16, 19, 20 
Ragavibhodha, 18, 19, 40, 42 
Raja Mii.n Singh, 17, 91 
Re.jput songs, 94 
Rama., 9 
Rime. Amii.tye., 18 
Ramiiyarw, 9, 10, 18, 93, JO;! 
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Rave.1}8-, 9, 10, 102 
l;likpratiAakhy~ 9, 
Read instruments, 21 

Sa-grii.ma, 35, 36, 31[• 38, 42 
Sa.man Chant, 9, 1[9, 30, 160, 

161 
Saman see.le, 32 
Sa.man singing, 13, 9 
Sama Veda, 8 

SaiiobI sou1ptures, ]01 
Se.ngtta., 7 

Sangiµi Dr.vrpatw, l I, 42 
Sangiw Parijata, 2 
Satl{Jita :Bag~ ma, 22 
Saiigita Rattui~ra,l 15, 19, 43, 

75, 89, 116 
San.gila Sara, 22 
Sangita Siiriimritam 21 
Se.ligit Sangha-, 24 
Se.rabhoji Maharaj 1, 67 
Sii.rngsdeva, 14, 19 34, 42 
Secular see.le, 30 
S haef,riigachandro a, 18 
Shake, 85 
Sil,apJX1'1,igiiram, 11, 36 
Siva., 7, 8, 68, 75 
Six principal riigaa, 54, 65 
Slide, 85 
Solmifla.tion, 92, 131S 
Some.natha, 18,42 
Speed, 79 
Stringed instrumen.t, 104 sq. 
Subriitne. Diksbit-a •, 23 

Sooramela. Kol.<inidhi, 18, 42 
Sooriitwoo, 22 
Syii.ma Siiatrl, 22 

Tagore, Dr. R., 23, 40, 134, 166 
Tagore, Raja S. 111., 20, 23, 65, 

66, 68, 73 
Te.mil Svare. names, 34 
Ta.n Sen, 16, 17, 41, 65, UIS 
Tetra.chord, 27 
Time theory of ragaa, 64, 65 
Ti.me-me&Bnre, 72 sg. 
Time-unit.a, 74 
Tivakaram, 11, 36 
Transiliaot ragas, 47 sq. 
Tra.vancore musio, 13, 23 
Trumpets, 122 
Tulajii.jJ, 20 
Tyii,ge.ra.je., 22, 90 

Unity of Indian music, .2 

Vedic Inaez, 8 
Vatika~akhi, 19 
Vidyii.pa.ti, 16 
Village melodies, 97 
Vislu;iu, 8 
Visualised music, 69 
Voice registers, 4 
Voice production, 134, 135 

Wind instruments, 118 sq. 

Y ajur V eda1 8 

Zendavuta, 8 

Abhlrana.~ 42 
Abheri, 57 
Abhogl, 29 

INDEX TO RAGAS 

Adii.r;lii, 61 
Ah.irl, 55 
Arumde.bha-iravi, 4.5, 49, 54, 174 
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Ambhi, 42, 48, 52 
Asava.rI, 57, 58, 62, 66 

Bhiipii.l)i, 51, 58 
Bhiipii.li, 48, 62 
Bbaire.ve., 42, 44, 45, 65, 56, 58, 

60, 66, 66, 68 
Bba.ir&vi, 37, 41, 45, 47, 54, 67, 63 
Bhimpalii.si, 57, 62 
Bibbii.s, 57 
Bi.hag, 51, 56, 59 
Bi.hagac;lii., 51, 66 
Bilahari, 50,54, 169 
Bilii.val, 3, 21, 36, 38, 46, 66, 59 

Ohakraviiham, 45 
Chalana~. 46 
Cheiichuru~i, 60 

Darbii.ri, 5J 
De~aka.r, 55, 56, 57 
D~iikshi, 42, 55 
D~i, 57 
D~ika KhaJl'.lii.j, 42 
Deve.manobari, 48, 53 
Dhaniisri, 1571 58, 62 
Dhanyasi, 47, 51 
Dipak, 55, 67 
Durgii., 56, 59 

Gamanapriyii, 46, 55, 57, 61 
Gii.ndhari, 67, 63 
Ga.uc;la. 55 
Ge.uri, 57, 61 
Ge.ur-paiiohamii, 57 
Gtrvii.i;ii, 66 
Gurjari, 58 
G~akri., 57 

Hamlre., 42, 55, 56 
Hamfrkalyai;ii, 50, 51, 64 

Hamsadhvani, 48, 52 
Ha.numatoQi, 45, 51, 58 63 
He.rikambodhi, 46, 50, 6, 60 
Rijhaje., 55. 57 
Hindol, 41, 49, 53, 55, 6 , 62, 65 
Hi.ndole.m, 4.0, 53 
Ri.ndusthan Bi.hag, 42 
Huseni.66 

Jangahia, 58 
Jaunpuri, 67 
Je.yaje.yavanti, 56 
JeWri, 57 
Jhinjhot;i, 46, 49, 53, 5e• 60 
Jogiya, 57, 60 

Kakubh, 66 
Kalang~ii, 49, 53, 57 
Kalyii:r;u, 42, 47, 55, 56 
Kamava.rdhaui, ISO, 57, 61 
Kii.mbodhi or Kii.mbboi~. 42, 49, 

53, 68 
Kii.mode., 55, 56, 60 
Kane.ka.ngi, 15, 20, 37, 138, 42, 43 
Kanai;la., 41, 50 
Kii.phi, 45, 57, 62 
Kan;iiit,a, 55 
Kan:iii.~au!a, 42 
Kedii.re., 55, 56, 59, 70 
Khe.roaj, 49, 63, 56, 60 
Kb.a.mbavati, 56 
Kha.rabarapriya, 45, 5~ 57, 62 

Le.lite., 57, 61 

Me.dhyamii.vati, 48, 52, 62, 172 
Miilakall.li$ or Miilakau:nAJ,66, 63 
Mii.lavagauja., 42 
Miilavakaisika, 55 
?ttalavi, 49, 57 
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Me.lkoe, 53, 68, 63 
Malliu·, 4l, 42 
Mii.lsari, !66 
Marva, 46, 67, 61 
Mii.yiimiilavage.ul&, -14, 45, 51, 66, 

60 
Meohakal~ 47, 59 
Megh, 4.1, 5n, 65, 69, 71 
Megh Mallar, 67, 69 
Megbraiijani, 57 
Miyiin-J.d-~r, 41 
Mohe.na, 48, 52, 66 
Mukhiiri,16,38,42,43,44,55,58 
Mnltani, 41, 68, 63, 65 

Niida.nii.makriy&, 49, 53, 66, l 69 
Niidarii.makriya, 42, 55 
Nii\;&, 55 
Natabhairavi, 45, 51, 67, 62 
Nattaniirayai;ia, o5, 66, 69 
Na.varoj, 50 
Nlla.mbari, 50, 66 

Paiiohamii., 56, 67, 65, 69, 70 
Pantuvarii.µ, 23 
Pilu, 57 
Portugu.eee Te.ppa. 41 
pumiagavariiµ,49,53, 66 

Piiriya, 57 
Piiriya-dhaniisri, 67 
Piirvakalyii.t}i. 66 
Piirvi. 57, 61 

R,ii.mapr:lya, 50 
Mtnke.li, 57 
Revagupta, 42 
Rltigau!a, 42 

Samatha, 42 
Siiniavari!i, 42 
Sankarabhareva, 46, 5ll, 56, o9 
Sii.ranga, 42, 48, 55, 57, 62, 70 

Sauriiah~i, 57 
Saveri, 57, 60 
Sindhu bhairavi, 45 
Sindhurii.ma.kriya, 1 70 
So:m.a, 55 
snraga, 42, so, s1, 55, 57, 61, 

65, 68 
Subbapantuvara.ii, 46, 58, 63 
Suddbaniite,, 42, 48, 52, 55 
Buddharama.kriyii, 42 
Suddhavariµ, 42 
Siihii., 57 
Suriins.rulini, 50 
Siiryakanta, 61 
Syii.me., 66 

Tailkl, 67 
Tilanga., 56, 60 
Tilak-kamoda, 56 
Toeµ, 28, 42, 46, 48, 63, 55, 58, 

63, 65, 66, 67, 69 

Uehaq, 41 

Vii.gisvari, 57 
Vara~, 56 
Vasant&,42,55,66, 66,6~ 
Vaaa;nt&-bhnire-va, 42 

Y adnkulakambodhi, 66 
Ya.man, 41, o6, 59 
Y a.roankaly~i, 167 
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Aditala., 76, 77, 78, 82, 88, l 70 
At&, 76 
Ata,-chautrua, 77 

Ohli.pu 78, 153, 175 
Chautii.la,, 82, 90 

Dadra, 77 
Desadi, 170 
Dhamii.r, 77, 90 
Dhima, 76, 90 
Dhruva, 76 
Dipachandl, 91 

Ekatrue., 76, 77, 153, 169 

Farodast, 77 

Jbatn~, 76, 77, 91 

Jhapta]a,, 77 
Jhumra, 77 

Kavali, 77 

Ma~hya, 76 

Pa.sh.to, 77, 92 

Rupaka, 76, 77, 79, 82, 83, 90, 
172 

Siri:tbA.DAJ1daoa, 78 
Sulaphakata, 77,166 
Surphakata, 77 

Tevra, 77 
Tlntal, or TritaI.a,, 77, 82, 167 
Trlput,a., 7 6 

C.U.CvrrA :-Published by The 11" .M.C.A . .PubllshiDg Rouse, 6 Ruasdl Stttet, and 
Printed by Norman A. ams, lle.ptist lWlofon Press, 41A Lower Circular Road 


	scan0001



