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FOREWORD 

IT was in a tiny fishing village near the seaside, Bombay, in 1913. The 
spring had donned its garment of green splend,our, and the spreading beauty 
of the world w.ithout saturated with wav~ of golden light the feathery swaying 
palms ; the siln shining on an indulgent ocean, lapping the palm-fringed 
silvery l?each. The nightingales had burs~ into a floog. of song. The murmur 
of waves, the br«:ZCS, the humming of the bees, beat in unison, creating a 
q>ntinual music. 

Emotions were roused. It was a call of the ancient exquisite beloved 
Art. I sang the eternal limpid melodies. Rahamin immortalized them in 
a series of beautiful paintings, the Ragas and Raginis (the male and female 
melodics). I dashed off a few lines in explanation. We soon left for Europe, 
where the written text was brought out in book form, and helped to explain 
the symbolic significance of the Ragas and Raginis. 

The leaning motive of Indian music is an expression of the feelings 
and emotions in a series of 1:11elodies ; these being woven with the legends 
and tnditions of the poetic fancies and reveries of the human soul and spirit 
of the country. Long ago these sounds reached far and wide, growing more 
lovely as appreciation increased. Then they grew fainter and fainter, 
diminishing gradually through the past century and a half, till they finally 
pused away, leaving strange discordant noises and tumultuous -shouts, fore­
shadowing oblivion. 

However, our never-tiring efforts have proved somewhat successful, 
and the past live or six years point to the break of the dawn in the musical 
world of India. Three conferences have been held, and Pandit V. N. 
Bhatkhande's forty years' study of ancient manuscripts and experiences, his 
magnetic personality, his remarkable patience and sweet temper, gained the 
confidence and respect of all the Us:aads (practical experts) from whom he 
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6 FOREWORD 

extracted a store of melodies and created his own Lal:slza11 Geel (m~ical 
compositions), systematically set them to notation in a series of works invaluable 
to students, but they are not yet complete. Music will once more sound 
the never-ending melancholy, wisdom and renunciation of the East. 

I have to thank the Thakur Sri. J essrajsinghji Sei=sodia of U daipilr for 
reading the manuscript and for the footnotes .and appendix, also for cor­
recting the prooi sheets. 

It is hoped to follow this work b-y another volume, giving minute details 
.and classification of the different melodies set to notation, with charts and 
diagrams, 

ATIYA BEGUM FYZEE-RAHAMIN. 
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CHAPTER I 

Wo1ucs oN INDIAN Music 

Ftw subjects have been more enveloped in mystery and darkness than Ind:an 
music. .After careful rl:search we find that the.re is no dearth of material 
on the subject, and that, from the region of fancy and fable of thirty or forty 
centuries ago, attempts, during long intervals, have been made to collect, 
rearrange, assimilate and consolidate existing practices, so as to reduce the 
same to an intelligible and workable system. But, for lack of interest by 
Indians, this rich harvest of their ancient literature now lies buried in dusty 
manuscripts, and unless superhuman exertions are directed towards its 
recovery, our knowledge of this science must remain defective and unconnected. 

Indian music is so very ancient that it would not be exaggeration to 
credit its origin to the primitive gods.• To trace something of its history 
the old Sanskrit literature must be divided into four periods, according to 
modern European method of calculation : the ManJra period, from 2,000 to 
1,500 B.C. ; the Clzlza11d period, from 1,000 to Soo B.C. ; the Briilzmana period 
°from 800 to 600 e.c., and the SGrra period, from 600 to 200 e.c. This takes 
us back to a time which, though it may seem lost in the mists of antiquity, 
clearly shows that in all these ages music not only existed but had attained 
a very high degree of perfection, and that the musical scale, the fundamental 
basis of the science, and the result of musical activities of ages p~t was practised 
by the /l'edic RiJlzis. 

The Aryans were, therefore, foremost in bringing the art of music to a 
very high standard, development and creative genius were the fruit of the 
ages. 

The Siima-f/eda (hymns), extracted from tlie Rig-/l'ed11, to be chanted 
during the sacrifices, have their own metrical system. The rules for chanting 

• It ii a Hioda traditioo. ~ attribute all :incient Hinde worb to mythological penoo.a,ge,. 
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!O THE MUSIC OF INDIA 

and singing the Pedas are laid down in the Sama Sutras, and possess all the fine 
elements of our present music, with a proper musical notation to de11ote the 

metre and the mode of chanting. 
" Let an Udgatri* (priest Siima singer) who is about to perform the 

sacrificial work desire that his voice may be sweet in tone and let him acquire 
the musical notes with Udgitha (sound pure and simple), and by that Udgitl,a 
which has acquired musical notes, perform the rites of the Rir,.Pij," so say~ 

authoritv. ' . 
The Sama PediichcJ..aLa was a Sama Sulra, a treatise of seven chapters, denot-

ing the method of singing the Pedas, directing the modulati<ins, intonations, 
trills, etc., of letter.s, syllables and tones ; music being shown to be co-rdative 
with the teaching of the /ledas and an inseparable part of devotion. The 
hymns of rhe Vedas were sung ; Upai:ed,;s developed it as an art a..-id the 
Rishis and MuniJ included it in their studies. 

The Giindharva Veda is justly looked up-0n with Divine reverence. When 
and by whom it was composed is shrouded in mystery, though almost all the 
ancient works of music have wholly a..-id solely drawn upon the Giindharva 

V~da, when dealing with its technicalities. 
There are traces, dim and obscure, that even previous to the compilation 

of t.lie Gandhar'"Ja and Sama Vedas, a free and original spirit of long duration 
v,as at work in the don1ain of music. That there was a succeeding age of a 
still greater length in which that spirit was c.ondemned is proved from the 

Dharma Sha!tras of the PJshis. 
Now the /ledir periQd established music as an art. The Briihman4 

period ~hows that not only was the musicai scale practised by the ancieot dryans, 

but its internal value to notes was studied scientifi<.-ally. This would be un­
inteiligible without the admission of a preceding musical age. 

The Upanisl,ad literature of the Briihmana period is closely enveloped 
by the mystical symbolism which characterized .ecclesiastical Hinduism of 
that age. But when the verses are stripped of their spiritually enigmatical 
garb tht,y are connected with the corresponding number and value of notes, 
Murchanas, G,•iima, etc., of music and their subtle compositions treat of the 
numbers indicating their relation to musical scale and its interva:S. They 

• C3lltd ;itso a SGw.agah. 
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WORKS ON INDIAN MUSIC II 

had songs which differed from hymns and the names of the merric hymns and 
songs were associated with the names of gods. 

" Let me sing for the immo;-tality of the gods, for desires of mankind, 
for securing g rass and water for ailment, for self and for Heaven to the institu­
tions of sacrifices." " T he vowels constitute the body of Indra, the sibilants 
and • h,, • that of Prajiipati, and the consonants that of Death." " Should 
anyone reviie the singer about the sibilants and • ha,' he should say : I seek 
the protection of Pn1jlipa1i, who will grind thee down " ; and about th.e con­
sonants : I seek the p rotection of Death, who will hurl thee into flames. 

The vo; ds are to be recited with sound and force, saying : I seek the 
strength of J,;dra. 

The sibilants and ·• ha " are to be sounded internally, yet distinctly, 
saying : To Prr.jlipa:,i I resign my life. 

The consonants are to be repeated slowly and distinctly, saying : From 
D eath I extricate myself. 

The singer was then revered ~nd protected from any ridicule. 
In the Chhiindogya and other Upanishads, in spite of the strong tendency 

to mystify everythiag, it says, that : " In chanting the Vedas, the deeply 
significant and supernatural • Om ' is articulated." What is " Om ' ' ? It is 
the All-Pervading, All-Essenti..l, All-Absorbing ; the All-Sacred. 

Rik is the essen.ce of speech, Siima is the Priin (breath). Rj/,. and Siima 
make a lv!,aitfi1ma (couple). Udg"itl,a is Svara (sound, pure and simple), and 
Udgirha is the quintessence of all essences. 

" Orn " is Udg¥tha, the most supreme and most adorable of all. It is 
listened to in the ether of the human heart with its seven sounds, which, having 
settied in the soundless supreme, un!J)anifostcd Briih1na,sa, become undis­
tinguished and ind~tinguishable as the various fhvou..rs of the flowers are 
lost in the hon~y, securing safety and immortaiity. 

Thus the Udgi1l;a and its epitomized sound " Om," is a composition 
of music and notes with words. 

The Sh,ksha (phonetics) were compiled by the sage, rajiiavalkya, a 
Rishi of the Brii.;mana period, and the recognized author of the S11kla (bright) 
Tajur Y.edas. He me.'ltions t.'le .dnus1hul1:1 (;i met;-e), whicli was pr&ctised 
with considerable acquaintance of its intrinsic value a,,d ratio, ~nd refers to it 
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as having existed in the Gii11dharoa J7eda in his Shi/aha. This exqwstte 
.ilnswha was used in the Yedic period for a passage in the Rig J7eda, which 
runs thus : "Poets by their wisdom discovered lndra dancing to the dnusthttba." 

Y ajnavalkya, in explaining the so-<:alled Atman ( self) to his wife AlaitriJa, 
quotes a verse which not only classifies the deities, the castes, of the Rishis and 
metres into three divisions under the appellation of Uchca, Nicha and Svarita, 
but groups the seven notes ri with dha, ga with ni, and sa with pa and ma, 
in su-ch a way that it points to the extremely advanced form of the progress 
by fifths, technically. 

Pingala Siitras were written by Pingaliinga. In the Surra period he was 
the greatest authority on Chhandas (metres). 

Next we come to the popular Bhagvad Gita, which is so favourably disposed 
to music and treats it affectionately and comprehensively, unlike the Anugita, 
a later portion attached to the Bhagvad Gita, which discloses a forward form 
of Hindu thought, but condemns music altogether, similarly as do the law­
givers Manu, Apasthamha, and others in the Dharma-Shastras. This emphatic 
condemnation of Sangit (dancing, singing and playing) showed that it was a 
separate art altogether, and that it had reached a high state of perfection and 
was all-absorbing. 

The Gita, in securing to itself almost all the oldest, highest and best 
religious and secular matters of the early Hindu institutions, gives preference 
to the Sama among the Pedas, to the Giiyatri among the Chhandas, (metres), 
to Chirraratha among the Gandharvas (ideal celestial choristers), and to Niirada 
among the Rishis. 

In the Buddhist period, all the writings and, teachings speak of music, 
musical instruments, songs and dances as a part of existence. Musical 
references are continually given in dialogues on high moral principles to be 
adopted in life. 

Amarsinha was the celebrated Buddhist compiler of a lexicon, called after 
his own name Amar Kosha, in which the seven notes arc treated at length. 

The Mrichchakal.ikii, or the T oy Cart, was 2- work of considerable importance 
written by Kumbhiiiika, in the reign of King Sudraka, about the time of Christ, 
giving the number of diatonic scales in describing the flute and vina. 

In the fifth century Kiilidiisa brought the musical executions in his drama, 
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possibly to render it suitable to the heroine ,vho was a Gandharoa. Singing, 
dancing and gesticulating were intimately connected with dramatic repre• 
sentations, and the classic writers in introducing them in the Sanskrit dramas 
were undoubtedly fully acquainted with the chief features of the art of music. 

The Niitya Shas1ra, by Bharata, is a commentary on the draina and there• 
fore treats more of acting ; except in the three or four chapters wluch throw 
most useful light on the allied arts. He says : " The poet, who is always 
the musician in India, is to employ choice and harmonious expr~sions and an 
elevated and pQlished style embellished with the ornaments of rhetoric and 
rhyme." 

From the sevc;nth to the ,::iineteenth centuries there is a veritable .library 
of wotks on the subject. It is praiseworthy that, in the absence of settled 
homes and peaceful kingdoms, the Pandil.< devoted their lives to making 
imperishable records, connecting the link of prehistoric music to the ensuing 
centuries. After the Muslim invasion, R.iigtaran~ni• was among the first 
most impo!'tallt work written by Loc,~imakavi in the twelfth century .• 

Sapgit Ratnakart was anothe: book written by Siirangadeva in the 
thirteenth century. It ranks as pne of the premier authorities on singing 
and dancing, yet, jn spite of Kaliniith's great commentary on the Sangit in 
142. S, it faded into insignificance and became almost Ul'.liritelligible within a 
hundred and fifty years of its production. 

The four Sanskrit works : Narta11a11irnaya, Riigiimala, Riigamanj/ni and 
Sadriigachandrodaya, by Pundarika Viuala, are invaluable for the store of 
knowledge l¥1d information they possess. 

:i,ugavibodhat was produced by Somaniith in die year 1610. Sangit 
Darpana was a popular '\'{Ork comJ?.O~ed by !)iimodara M;sra in I 62. 5. Sang'it4 
Parijiita was brought out by Lhobala Pandit a little later. The excellence of 
this last-named work can never be extolled enough. 

The three Grantlu:s Am,palviliisa, Anup411/:usha and Anupauu11iir!1, by 
Bhiivabhatta, were written at the end of the 17th century. 

• "R.4gt4-ranpn ... ; by I.oc:ha~ka,i, is about the sixteenth ceotury. 
t Sangll•Rflt'lt~ar oi Sara.ngdeva has many otber coaunentaries besides Kali~h, sucll. as 

K•VMl>h/<a,n«lra Til<a. Sin/t.abhupiila Tika a~d othen, 
i The ROga1Jil>odha is one of "the most import:.\Dt works on music in $3.Jlsk:rit, u it is a complete 

exposition of classical Hindu music. written in a clear and easy style. 
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The dramatic compositions of Sudrai:a, Kalidasa and Blunial,h111i are 
immortal by their extraordinary beauty. Such an abundant, varied and rich 
treasure of poetic genius has never been brought to play upon the emotions 
and finer sentiments of any other people. They are arrayed in. metrical form 
so as to be sung with musical rhythm and performed wit.Ii proper gesticuiations. 

In the eighteenth and nineteenth ccnturi~, wben the remnants of the 
Mohamadan power were struggling to hold the sceptre in Ajodhya (Oudh), 
three works were produced worth mentioning. Naghmai .1safi was written 
by Mohamad Raza. Here, for the first time, we come across a reliable authority 
with the Biltival scale as the Shuddh(z scale, a scale which is the foundation of 
Hindustani music. At the same time, Maharaja Prarap Sir.gh Dl!'Da, of 
Jaipur, in an outburst of musical enthusiasm, collected ~ the experts together 
and with their help brought out a book called "Sar.gil<Z Sara," and to him was 
attributed the authorship owing to his great patronage. 

Sanglt Kalpadruma was the last important Granrha (book) of the nine­
teenth century, by Krislmananda f?yas. 

The whole of the 19th century shows a gap under Wester.n influence, and 
the last ten years however, once more point to a musical outburst, the 
perfect work pf late Salukcaaa Nawa/, Saadat Ali Kht11t of Rampur in 
Urdu, on music, was unfortunately left unfinished owing to his sudden death. 

Thakur Nawab Ali Khan of Akbarpur has collected nearly 300 Dhrupads 
and Haris of the House of Rampur in his work in Urdu, Maarif ate N egha"1'..iit, 
published recently. 

Pandit V. N. Bhatkhande has written some very important works on 
music in Sanskrit, and is still coll~cting most of the famous songs from Ustaads 
and setting them to notation ; this contrioution of his to Inilian music will oe 
of great service. 

-



CHAPTER II 

PRACTICAL EXPERTS 

A LARCI: quantity of Hindu classical music must remain sealed to us, for we 
"' do not at present possess the means to reach and collect the Cranthas secreted 

in the different private libraries of India. Small g leanings from the scattered 
fragments dispersed through works on theology, mythology and literature 
show that ancient Hindu music abounds in artistic, philosophic and scientific 

speculations. 
Of the various arts and sciences in which the cultured Aryans indulged, 

the art of music occupied their chief attention. 
Narada, the J/edic &shi, the distinguished son of Barhma, was a musician 

of exquisite skill. His invention of the wonderous Vi11a is thus described 
in the poems of Magl:a: Narada sat watching his large f1na which, by the 
impulse of the breezes, yielded notes that pierced the regions of his ears 
successively, preceded by musical intervals. 

Tambur WllS a Rishi, prior to Narada. The Tambura used by the beggars 
and ascetics derived it~ name from him ; and from thence comes the English 
u tambourine .. ,. 

jayadeva composed hymns and set them to music 1000 s.c., or 1000 

years A.t>., according to two counter versions. 
Bharata was the first inspired sage who invented dramatic representations 

and they cons.isted of three kinds, Nanya, Nriiya and Nriua. 
Shiva, the Divine Dancer, added two other styles : the Tand11'Va and 

Lasya. Lasya was taught to Prince l/?isha by Shiva's wife, the Goddess Parvati. 
The Prince instructed the Gopies of Du·arka, and from them it was com• 
municated to the women of Saurashrra, from whom, in turn, it passed to the 

• women of different regions. 
Ravana was a profkient performer and allotted a large part of his province 

rs 
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to the maintenance of experts. There is a musical instrument, played in 
C11jera1, called after his name, Ravanhatta . 

The kings were patrons and artists of music and it formed a part of the 
early education of Princes ; even the royal ladies cultivated Sang'it ( dancing, 
singing and gesticulating), in their own Sangir Sha/as (music salons), built 
specially for that purpose, and attached to thC'ir palaces. 

Chand• remarks of this : "The Clwhan was past master in the art, both 

vocal and instrumental." 
Abstemious Buddhists and rf cluse J ains, too, were not indifferent to the 

charms of m•1sic. Gautama Buddha, the noblest and greatest religious reformer 
the world has ever seen, was deeply versed in music. and expounded his doctrines 
by musical representations and references. 

, Ashva Ghosa, who travelled with a party of musicians about the beginning 
of tht Christian era, was the means of converting m~ny persons of distinction 
by the skill and magic of his performance. In his " Life of Buddha," he 
says : "They placed the dead body of Tathagatha, using all kinds of dances 
and music." He also says : " To win over the. deity is to sing its praises and 
prayers." Music hath power to make the Heavens descend upon ea,rth, and dis­
plays the early innate belief in the D)ythical portrayal of this wonderful science. 

The GandhaNJa /Teda (art of music) was destined to exercise a world• 
wide influence in later years. A methodical system of notation had already 
been worked out before the .:\ge of Panini, the greac grammarian, who lived 
about 6oo s.c., and very much later this was drawn upon by the Persian~ 
Greeks and Arabs, and lastly by Europeans. 

Behram Gor, Emperor of Persia, hearing of the marvels of Hindu 
musicians, invited them ; and the enormous number of 10,00Q L,,rians 
(musicians of common type), who were sent- by King Shankol of Hind, were 
encouraged by his munificence to enter his domain. The dancing girls 1n 
Persia were called Kasuli, a corruption of Kal,u/i. 

When the celebrated Greek harpist, Terpander, introduced A and E 
and Pythagoras B, completing the diatonic scale, in the sixth or seventh century 
before Chris~ the Hindus had already established a complete diatonic scale 

--~'l....-,.---.,,..-- -------=----~--~-----~~------~--
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in India. It was Alexander who carried the chroma~c scale frQm the banks 
of the Indus to his country, the Greeks being the only historical J!atio.n of the 
ancient world who had adopted the Mur,h4114 (quarter tone). 

Hindu music, the origin of all music, thus crept into Persia, ~en to 
Greece, and onward to Araoia, from-whence it was again brought to India, 
blending itself once more into the parent stock and fornµng the modern 
Hindustani music. 

With the advent of t6.e Muslims, about a thousand years ago, all Hindu 
thought was marred and checked ; but eventually the stranger not only 
adopted Hin<lli music as an ennobling art, but, by powerful '-Ind forci~le 
patronage and intercourse, changed somewhat the feature of the original 
music. The South of India being less disturbed by foreign intqvention and 
bloody warfare, retained the material of Aryan emotions and feeli~, ,and 
preserved th,:: Sh4Stric traditions. So that it is safe index to what music was, 
in its eariy stages. It is accurate and therefore capable of being studied with 
the help of regular text books. The northern became duly confused" and 
disconnected, dividing music into the two present systems : the Hi11d'11s1ui 
or northern, and the Kantlittd:i or southern. These two schools have eiristcd 
in the country for several centuries and the chief difference lies in th<;ir two 
perfectly independent Sh11ddht:, or primary scales. The Hi!1_dur't,z11i is based 
oil the Bilawal scale ind the Kan,iitaH on tl:re Kan4J:ijngi scale. 

Of the two kinds, the alluring fascinatioru;, graceful ef!lbcllis~ts, 
and pleasing excellencies of the northern, even in its present comBietely 
degenerate state, cannot possibly be denied. 

Music has existed in Arabia since prehistonc times. At the ,crossing 
of the Red Sea. Moses and the Children cf Israel sang a h}'l!ln of thanks­
giving ; and Miriam, the p_r.ophetess, Aaron!s sister, played Ol'l t' i>11.ff 
(tambo.urine.) -a."td aancecf with ~11 her women. 

Pa.vid played divinely on his K4noo/t (harp), his chanting being known 
as Lah11&D11odi. His K4noon was of considerable siz~, and had sev~-five 
strings. This. was the origin of th~ spinet, ~hii;h ultima'tely l~ to the 
pianoforte. 

Singing..girls and poets san_g in assemblies and enterta,incd the listeners. 
With the advent of IslaIµ women still sang and played. 
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The singer who acquired great fame after the foundation of lslam, was 
TowaiJ of Medina, a slave of Osman, son of Affan. 

Caliph Omar (634) was a composer. 
Caliph Osman (644) was a patron of the great musician Ione S""eid. 
Caliph Ali (6 56) and Caliph Moawiya (661) were great patrons of music 

and freely cultivated the art. 
Yazid (680) was a composer. 
In 687, when doll Zooair was rebuilding the Kaaoa, he employed masons 

frorr Syria and Persia, and they sweetened their labours by singing the songs 
of their country. 

In the eighth century, music had become a necessary adjunct to Anh life. 
Wa:lid I (705) was a performer on the lute. 
Caliph Abu Abbas (749) and Ma1u1Jr (7 54) were great patrons of music, 

whilst Mehdi (77 5) was not himself a marvellous musician, but all his children 
were accomplished in the art. 

lbn Musjah, a negro slave, listened with rapturous longing, and to acquite 
efficiency repaired to Syria, where Greek and Roman sciences were imparted, 
.lJld in further quest travelled to Persia. completed his studies and returned 
to his coui,try a finished performer. 

Baglidad had now become the capital of the Arab empire, which stretched 
·from Tartary in the East to Spain in the West. Here were gathered all 
the finest musical talent m all Arabia. It was the golden age of Arabian 
music. Here was held the refined and dazzling court of the son of M.ehdi, 
the world-famous Caliph Harolln Al Rashid (786), whose name is immortal 
in Eastern song and story. The unlimited patronage of art and music at .his 
court is on the lips of the Arab minstrel to-day. Schools and colleges set apart 
for music sprang up throughout the empire. 

About 780 A.D., the poet Khalil had written his " Book of Sounds " and 
"Book of Rhythm." Another writer of that period was Ooeid1Jlla Bin Aodulla, 
who wrote a treatise on tlie "Tones and Mutations in Song." Then came Al 
Kin di, who, in 86 .I. A.D., wrote six books on music : (I) On composition ; ( z) 
laws of tones; (3) Elements of music ; (4) Book of rhythm ; (5) On instru­
ments; (6) U nion of poetry and music. His pupil, Ahmad Bin Mohammed, 
wrote works on music, including an introduetion to the science of music. 
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Then there were the practical and professional musicians, who were famed 
throughout the length and breadth of Arabia. The first of these was tlie great 
J/,ra/:im of Moussil (742-803), called the patriarch of Arabian music. j,11,is 
Suluma11, and Zobair lb11 Dahman, who was such a favourite at the court that 
two villages were assigned to him as a reward for his musical gifts. 

Ma/Jed of Medina, who introduced female singers in the harem. 
Mohammed Jb11a/ Hares, who wrote a book on singing. 
Abu Aisha, son of Motawak:il, was a composer of 300 songs. 
Isaak (767-849), son of Ibraham, no less renowned than hi.s father, was 

the author, composer and editor of many important works. 
Among the famous singers of Arabia were Oriel, great poetess and composer, 

who boasted of knowing z x ,ooo mdodics by heart ; El Garid and lb11 Soreid 
Schuma, the rival sing~ at court; Seise/, who died 791 ; Je!id-Ib11al, whom 
Haroun had commissioned, with two others, to collect the songs written during 
his r-::ign ; and Mokarel:, who flourished in 800-864. 

At Cordova, the capital of Arab Spain, the cuJtivation of the arts and 
sciences was carried out on a greater scale than at Baghdad. In the reign of 
Caliph Ha/cam I (796), a famous Baghdad musician named Sarjab was invited 
to the court of S:Ordova. He was a pupil of the celebta~ Ibrahim of Mossoul. 
He arrived in Spain in 821, and under the Caliph's patronage opened the 
music school of Co;:dova, which afterwards became famous for its musicians 
and theorists. Other music schools were opened at Seville, Granada, Valencia 
and Toledo. 

The tteld of Arabian Q,usic growing extensive, tens of thousands of tunes 
were composed. Expressed op4lion and critical examinations of the art 
led to the compilation of a large number of books. The most famous work 
was that of th_e reno'l'\'lled and learned .Abii.1 Farah (died 918), of Ispahan, 
entitled 4ghani, in twenty-one large volumes I The aim of this stupendo?S 
re<:9rd, ten centuries ago, was to illustrate tile one hundred select tunes of the 
Abbasid period, explaining their nature and scope, al)d tracing th~r origin. 
These mdodies were based upon an elaborate scale system, called the Ml!ssel 
system. They had sev~nteen notes in the scale. All the melodies were 
derived from the twelve principal scales, or modes, called the M'iikamats. 

( 1) Ralzavi was sung from early aawn tili sunrise. 
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(i) Hoossmn till three hours after sunrise. 
(3) Ir~ till noon. 
(+) }4s14 at ·midday. 
(s) Kooehi~ three hours before sunset. 
(6) B1'1a/ii at a little after noon. 
(7) Ushhal: near su~et. 
(8) Jang/a for three hours after sunset. 
(9) Buzurag follows Jang/a. 

(10) Nt111a at midnight. 
( J I) I spal,a11i follows Nava. 
(ii) Hijaz comes last. 

Six other m<><i? were called : Sehe11as, Meia, Selmek, No1JYeJ, K.l,ardamial, 
and Kou,ht respectively, 

The 11~ture of these scales was demonstrated by circles divided into 
eighteen points, representing the seventeen t ones, and from tliese '·' circulation 
of modes" result~ the eighty-four scales, showing a very accomplished and 
complete system. 

Serjal, a known genius, had introduced a Jess complicated but thoroughly 
finished system of his own in all his music schools in the ninth century. 

Other names include : Ben Zeidan, Rabbi Enock, Rablii Moses, Yadel, 
Moheb, Abil, !.fousali, the pup,il of &rjao, and Abu Beltr /011 Bajeh, of Granada, 
who wrote a commentary on Aristotle's " Treatise on Sound," and whose 
songs were very popular. Then we have Abdul MtJuni11i (eleventh century), 
Mbhammed bin. Ahmadel Haddah (twelfth century), and MtJhammed Shirazi 
(thirteenth century). There has been no dearth of musical theorists, and in 
the fourteenth century all arts and sciences were put fo~ wit!! considerable 
vigc;,ur, and music specially hag quite a revival. The leader of this revival 
was an A."3.b of Baghdad, named Safiuddeen Abdel M.o11i,;,, whose principal 
work, th~ S,herejfige, was W!i~en in the Arabic tongue ; the works of 
M.ohammed Ben ,dbu Beltr, Ben ,Scero1111i, and Abdul Khadet, must also be 
mentioned. 

Thus the Greek and J;>ersian element, based on ancient Hindu music, 
found its way into the heart of ~ e desert Arab, anq. pouring out its impressive 
tones, ca~ht the vast empire of the Caliphs from Sindh to Spajn. 
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~ya and Ta/4 (rhythm an!! time) had also ~hed high perfection. 
Seventeen varieties of Ta/a were in use. .t was this music, the original old 
Hindu music nretamorphosed, that was brought back by the Muslim settlers 
into Iiu:li.!. Mo.re than twelve centuries ago, w!ien the Arabs first entered Sindh 
they found the temples of Multan thronged by women votaries, the sacred 
seats of Muttra, Be·nares, Ajodhya, Northern India, and the famous temples 
in Gujerat and Deccan, crowded by artists. Singing and dancing wai; very 
freely indulged in, under the patronage of religton. Arab musicians settled 
in Sindn and gradually came in contact with Hindu music, with the result 
that the real b'lending and fusion of the two systems of music began in the 
eleventh c·entury, which is ~he birth of Hindustani music, There were many 
musicians in the court of MahmooiJ Ghaznavi, hut they sang Persian songs. 
,foice11111Z, a contemporary of Sultan Mahmood, was the last great Muslim 
author of a book on music. 

·rhe ta.ste for pure Indian music was produced by the SuJi.s, whose religious 
tendencies inclined towards devotional demonstrations and made them extremely 
popular both with Hindus and Muslims. They came originally from Baghdad 
and introduced the Dervish's ecstatic dance. 

In the reign of Sultan Altamash, the leading exponent, Kazi Hamidudin 
of .Nagor, got admission to the Royal Court and the Su.ft Clusties gave religious 
sanction. This tended towards popularizing Su.ft music at once and people 
bega:i to indulge in it unustrainedly. The intermixing continued with 
vigour and Sa1ijfi1 Ra111aiar was brought Ol,!.t in the reign of Sultan Feroz Shah, 
son of Altamash., in 1237, and adds a valuable link to the music of that period. 
By this time th.e music with the foreign clement was sung in all Courts by both 
sexes. 

Sultan 4lauddin, the foundtr of the Khilji Dynasty; was a great lover 
of music, and the cultivation of music grew to high perfection under his Royal 
patronage. The number of the ,Court experts was unlimited. Changi, 
Fomli4, N,vir Khan, Bahroz, all Bourished. in his reign. The romantic Persian 
poet and court musician, ,{Mfr Khum,, has left a permanent mark by inventing 
the 'Koviili style of singing, and several &giZs (tunes), like Z«laj, SiZrpardo, 
Sazgiri, etc. are attributed to him. 1-iis iµixed composition in Brij0 B"/zasho 
and Persian are of intoxicating beau~ and sweetness. He is also the inventor 
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of Tarana singing and the m~1c~ instrument Seh-tar (three wires), generally 
mis-called Sitar. 

The Dei;can W.lS t~~ seat of music in those days, and when the Sultan 
conquered it, he to~!t hul!drcds of ma!c and fcma,Ic performc!'ll to the North, 
among them being the gr-eat Nail: Gi,pal, of u11rivalled fame. The latter was 
presented a~ the royal court and his dcf~t 1n ~us1cal combat with the exclusive 
genius, Khusru, was an event ot great im,port~nce. 

Deccan was flooded by great masters of this art, and the city of Pija:,a11agar 
was the principal iµagnet which dr~ hun<ireds into its ocean of melodic lustre, 
under the patronage of its great Hindu emperors. At every gate of the city 
wall hundreds o,f dancing girls we1e stationed. Demonstrations were giv.en 
by them on every occasion and they led the; royal pro,c~sions and danced 
in durbars. 

In the reign of Sultan Moham,ad Tughlul/ a circ~lar ~tructure called Ttiriioi,d 
was erected in Dowlarabad. This was embeiiished with tastefu)Jy furnished 
aP"-'tments all roun~ and a great hall in the centre. In these eleg:!nt rooms, 
open to view, reclined beautiful maidens, en swingjl, ~urrounded by !land­
maids in glittering costumes. The Darogka, or leader, was a Persian noble­
man of high extraction, named Ska,muddi,: Tabriz. 

The title of Amir was bestowed on the preceptor, thus pointing to the 
prestige and status in which music ~ held in those days. This " elysium of 
joy " was reserved for the ente~ainment of royal guests, who, as a g;-eat mark 
of favour, were located there. A variety of performances took place, under 
the able guidance of the Chodhary, in the domed hall reserved for the purpose. 

The harmony of Arab-Persian-Hindu music had by this time resulted 
in such tunes as Zeeluf, Nowroz, Zar.gulla, Ira!/, Temer., Husaini, Zilla, 
Durbari, Hijaz, Khamaj, etc. These were adopted and sung all throughout 
the Empire. 

In the illustri<:ms reign of the d~zling Timorias, a still more vigorous 
impulse was given to all arts and reforms ; hence there are en_dless elegant 
mementqes of a brave, noble, brilliant race~ who conquered, governed, achiCYed 
everlasting glory, and then passed away. Tan-Sen; the unapproachable, still 
inspires one with awe, standing high like a luminous star of unabated bri,lliance, 
scintillating throughout the confuseq centuries. 
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Raja Man Tan-war~ the ruler of G-walior, iovented the Dhn,pad style of 
singing, and the school of G-walior rose into prominence. 

Sultan Hoosein Sharki of Jaunpur was another devoted lover of music. 
N4ilt Bakshoo, whose po"!Vers were sec.ond to none ; Baijoo, P t11tdvi, Lol11111g, 
J,njoo, B.hagwa11, Dho11dee and Daleo, were all renowned musicians of those 
times. 

The Ain-i-AklHzri speaks of thirty~ight most efficient musicians attached 
to the Royal Durbar, in the reign of the mighty Emperor Akbar, wjio was a 
great re(ormer, a patron of all arts and sciences, and a great lov.-.r of music. 

Haridaa Swambi, Tan-sen's Guru, 'iOaS a musician and sage, who lived 
at Brindaban on the sacred banks of the Jumna. The Swami's seraphic 
compositions form the basi.s of many legendary records. 

The Rajpur, Rt11ti Mirabai of Udaipur, poetess-musician, dissatisfied with 
the vanities of the world, consecrated her life to the services of Bhaja11s ( divine 
0,0mpositions) in the temple at CrJtor. This beautiful monume.nt stands 
to-day known as Mirabai's temple. The wind whistles a mournful melody 
to the invisible spirit that may still haunt its beloved precincts. 

The dulcet p!ithos of Surd.is, Kabirdas, Bhil:odas, Tulsidas, Hard.is, 
LAda-Kapola, their predecessors an.d successors, are remembered and cited 
with affection and reverence to this day. These were godly men, who preferred 
~ceticism to worldly enjoyment and made music their life-long study. The 
eminent Pu11daril J/i11al, too, Jived in these glorious times. 

In Al:bt1r' s glorious reign the fountain_s of learning overflowed and spread 
to all parts of the vast Empire. 

Tan-Sen, the divinely inspired, unequall_ed paragon of cadences, per­
sonifi.cation of sound, was one of the Nau-Rata11 (nine gems) of the illustrious 
royal court. He was India's last brilliant jewel in the sphere of music, the 
hero of countl~ legenda,-y stories, and now li~s buried in a modest grave in 
Gwalior. His tomb is overshadowed by a tamarind tree, Musicians make 
pilgrimage to his memory, Jay offerings at the tomb, and a strong sup.crstition 
pr~ls that by chewing the l~af of that tamarind tree, the human v.oice gains 
in sweetness and beauty. The descendants of Ta11-St11 are now known as 
Se"Yas, and mostly inhabit the district of Alwar. 

The famous singers of Jeha11gir's Court were Chatar Khan, Parviz,U, 
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Jelu:11girdad, K/u,"4,ndiid, M,,Vu,, 84,.%1111 and Bi/4s K/,411, son of T411-
Se11 • . 

The principal artists of Shah Jeli1111's durbar were Jag41111ath, who received 
the title of Ktl'Viriij (prince of poets) from the Emperor, I)ira11g Klf1111, L11/ Khll11, 
known as G1111sdmtidr11 (ocean of exceJlences), and the son-in-Jaw of Bi/as Klu,11. 
Dir1111g Kha11 and J11g,31111iith were awarded their weight in silver in token of 
apprec1atton. Jag41111iitl, was prob~bly the father of Bh,wh!tatt4. 

In the latter half of the eighteenth centµry, Muslim pawer declined and 
the country b-:gan to be infl.ueliced by the English, and the decay of all indi­
genous arts set in. A slow and sure death gripped the cult of music too. 

Mohammad Shah, R.1111gilay* (coloured), 1719 A.D. was the last Emperor 
who had performers of repute attached to his Court. Among them were 
;tdara11g, Sadr411g, the inventors of the Kh:,al style of singing, and Shori, the 
initiator of the Tappa style of singing. Most of their compasitions are 
associated with the name of Mohammad Shah. They brought these stvles 
to the highest form of perfection. Enticing, classical adornments were the 
feature of many new modes, like Rel:ltta, Qtiol, Tera1111, Teruat, Guzzal, L~""• 
Marcia, Soz, etc. Noor lch41f, L4d0Nha11, Piyueleha11, Ja11ee, Goo/am R.111111, 
Shakogr, Mukha11, Tethoo, Methoo, Mohammad Kh411 and Chejjoo Khim were all 
experts of fame. 

Since the advent of the Muslims, theoretical labour was reserved to the 
}iindu authors and Sanscrit scholars, and vocal exercise was practised by the 
Muslims, lately in blissful ignorance of theory. Naghmiit was written in the 
time of Asafudd~lah,t who was .an expert musician. 

The Kings of Oudh were tne last rulers holciing the sceptre of Muslim 
supremacy in India, and all the members of the royal family excelled in the art 
of dancing and singing. The last king, Yajid Ali Shah was a past master in the 
art. 

The classical music of India seemed to be coming to an end. 
The followers of Tii11-Se-,, were divided into two musical secti~ns, the 

• Ro.,.roy literally m= the col<!?red, bo• tile ...,.. of it Is .. the meny." Wo do DOt llilow 
l>ow far pwr Mohammad Shah was merry as bis ieign was OD> long urten>al and eorte:Dal -a..t 
tbe Sayid King-makers cn:ated all tb<: il>tfflw troubles, the M11""'J.u uo<ler ~• great Baji Rill 11114 tbe 
~• under Nadir Shoh kept i.u'n quite mc,.y the •bole 'of his IOGg reign. 

t nc va,;;.11..,o11 o1 Luclmow. 
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RubiibiJtrS ana Beenkan. Both schools are represented to-day in Rampur, 
a state sheltered by an amphitheatre of the Himalayan range, in the north 
of India. : the Rubiibiyas are represented by Mohamad Ali Khan and the Beenkars 
by Pa:r.ir Khan, the descendant of Nabi Khan of the court of Emperor Mohamed 
Shah. 

The rulet'S of Rampur have not only been great patrons of ancient art 
but were themselves cc;:lebrated musicians and poets. Nawab Ka/be i1li Khan 
and Shah Zadeh Saadat Ali Khan were both musical geniuses ; while Nawab 
Hamid Ali Khan, the present ruler, combines the great tradition of his royal 
liouse. He is the most perfect and charmin.g embodiment of a poet-musician. 
All t~t is left of the tliree arts of old India, dancin.g, instrumental playing, 
and singing, is no.w centred in Ramp)1,r and represented 1:/y a group of extremely 
clever practical experts. H ,idden from the curious gaze of marj's eye ar.e 
Pa:r.ir Khan Beenkar, Piyare Saheb Drupadiya, Mus/a Khan Khayali, Ali Raza 
K'ha,r, singer of Kaai Kalbana and Fida Husein, the Sarode player. Muhamad 
Ali Khan, Rubal, player, Achchan, the wonderful dancer of the house of Kalka 
Bi1tda, is also included. All these excel in their own sphere and are complete 
masters in their respective art. 

They have disciples in whom they are endeavouring to keep alive the 
noble legacies handed down to them from th-ei~ forefathers. 

Rampur guards its knowledge and musical culture with such jealous 
care that very few are privileged to enjoy the sweet strains in full. Guests are 
honoured with an occasional performance, but the greater wealth and love <Jf 

it remains with those who are versed in it. 
In these benighted days of modernism in India meagre attempts to revive 

music are made ; some from ancestral pride, and others from artistic spirit ; 
and in spit~ of their veey slight knowledge of the subject they };lave ·succeede; 
in .producing music of pliability and sweetness, and with a command 9f voice 
that still has the power to enthrall audiences. 

Among the many strivers, the names of Mokammad Khan, Serhoobai, 
Omraokha1t, Khoshal Khan, may be mentioned. Haddoo Khan held an un­
disputed sway over his contemporary Khyal singers, so did Hasoo Khan and 
Ta11ras Khan. Pa:r.ir Kha1t (Dhamar singer) ; Alijan, Tassudducl, Rasvl and 
Dewji (Tirwala and Tarana singers) ; Bab11 Jo1Ji1tghji, Kudao Si11gh~ Jorawar 
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S~ gh, Nasrat KhaJt (Pal:hawjis or drummers); Goo/ram Ali (Sarode-player); 
Paris Ali, Jamalsidiiin Kha'!, Musharaf Khan (Been players) ; Bahad"r Se11 
Kha1t (Rabab player) ; Imrat Sen, Rahim Sen, Kale Kha11 ( Gollarhari Dhr11tadias); 
Ali H11ssei11, Zalriruddi11 Khan (K"411dari Ba11i Dhrupadias) : all the fore­
mentioned, some now dead, did or are doing much to maintain the past glories 
of noriherJ) music, groping in the dark to grasp the hid/!en meanings, in vain 
sacrificing their lives to attain ~he unknown, the " breathing ~cdies " of 
confused humanity. • 

Thus we see that at a very ~ly period of history, Indian music had d~ 
veloped into a science rich and perfect in i:ompcsition, combining in a l;ligh 
degree the requisite virtues of melody and symphony. 

With Muslim inBuence northern music underwent vital changes, gaining 
considerably in beauty. With the decline of Muslim power the art of music 
declined. During the early .supremacy of the English, the remaining vitality 
was completely crippled. They thought it semi-barbarous. One or two 
scholars, Sir William Jones and Ralph Griffiths, made some attempts to under• 
stand the subject, but their interest was academic and antiquarian. At present, 
music receives no support or impetus from the Government whatsoev-er, with 
the consequence that it has deteriorated both in quality and quantity. Had it 
not been that music came to be more or less confined to the Durbars, it would 
have been totally extinct. Th~ Court-artists were prese.TYed and exhibited 
more as curiosities than as exponents of a gr.cat art. Even the Indian princes 
under the s=Iled " new e.ducatio,n," acquired hybrid no.tions· and began . . 
to display indifference towards Indian music. The older generation c.f musicians 
d: ~d away without bequeathing their knowledge to their representatives and 
descendants. 

The• last hundred years point to the fact that under- the uns;ympathetic 
atmosphere of the v.,r estcrners no literature of any status was created nor w.ere 
there any practical experts of grca~repute. All that remained of a once superb 
art lay buried in the dusty mists of deplorable neglect. Such a state of medley 
consequently resulted in producing upstarts and charlatans, who, affecting 
poses, had the impudence to bring out books on the subject, also speaking 
to ~ sensation-loving public in the western world and India, a matter completely 
meaningless and misleading. 
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It is therefore with a deep-felt foeling of gratitude and satisfaction that in 
the absence of all congeniality, we find that a few men have sacrificed their 
precious lives in the study of this beautiful science and crowned •.heir most 
noble efforts in bringing to light w~at was till very recently engulfed in the 
darkness of fabulous lore. Among the limited number of selfless scholars, 
Brahma Sri Bharkluznde of Bombay, the authority on Hindustani music, has 
embodied the results of hjs great labours ;n a publigition, entitled " La/uhy11-
Sangirum." It has come at a time all too significant in the era of riu~sic. 
He has recapitulated all the most important points of the historical survey 
of Hipdustani music and reco.nstructed a workable system on a sound Sl,astrie 
foundation, embracing the music of the north and south. No one but a cr~tive 
genius like Brahma Sri Bhatkhande c-0uld have brought about such a completely 
harmonious blendjng of the two kinds of music.. · 

T his was originally written in simple Sanskrit, and to make it accessible 
in his Presidency, he wrote a copious commentary on it in Marathi, of which 
three volumes, exceeding fifteen hundred pages, have already appeared; attempts 
are being made tq translate it into Gujerati. Thakol'e Nawab Ali Khqn of 
Akbarpur, Oudh, h,as ~t it in Urdu unde, the name of Marif g_t-i.,/V~hma1 
for the Urdu reading public of the north. He is an able mus,cian and a 
cqntemp,orary of Brah1J1a Sri Bhatkhande, 

This is the fi~t step of vital il!lpOrtance towar~s the regeneration and 
revival of In<jian music, and Brah"!a Sri -Bhatkha1rde has placed the entiro 
.lllus.ical 'l'Vqrld under a deep obligation. 

Popularizing and cultivating the science ~ an art or vice-versa, impartin;g 
i~ yue essentials for mass education, all that con~tructive and p.r:l.(;tical wor~: 
remains to be done. 



CHAPTER ni 

H1sT01tv o, bro1AN Mvs1c 

INDIAN music is three thousand years qld. It is consider~ to be of Divine 
origin. It is by far the most complicated and intricate system of music among 
the musical systems of \tll nations, and a science hardly to be excelled by any 

• creati9n of the human mind. 
It has a highly-coloured and fascinating history' to be found in the ancient 

texts, preserved !Ind handed down to us, sur-viving cycles of ages and the 
ravages of t ime. · 

Like all old branches of learning, it is based upon the religious faiths, 
observances, legends and traditions of th~ country, depicti?tg the s6cial manners 
and customs of the people, in the history c,f the tunes and words of the song. 
There art various versions as to the origin of Indian music. The traditions 
most often quoted are: (a) That it is descenaed from Br11hmii, brought into 
-vogue by Mahade-11 and Narada, and performed by the great Na'iks (i.e. Masters 
of Music) froin time 'to time. (b) That a strange b'ird called Musikar or Dip-ak­
La1a• inhabited the Caucasus mountains, and its beak had seven apertures; 
tlirough each of these openings be was able to olow a ·different note, and at 
different seasons of theJe:U- lie combined these notes into harmony and produced 
Ragas t congenial to that particuiar hour of the day and SC2SOli of the year. 
His age was a L'lousand years and wh~-. death drew near he feli into a state of 
ecstasy, and accumulated a pile of combustibles from his environs, :r.nd 

• Dipak-Utctally means .fue, it is also the name of ~ Raga. r:u.a..te tuge iu Indian m:a,,ic. Tbc 
peculiarity of t.bi.s wonderful tune is tba.t when it is played with the right notes in ~c right ,ea.,oo, 
its power is so great that it excites the elemci).t of Jue in oaturec, and crca.tcs !ire. 

Lata-,:nea.ns ~ot scorching winds. 
tRlga me;t.DS tune; there uesix R4.gas~i.e.,m.ale tu-oes in Indian music. and caeb Raga has its own 

D.ve or six R.o.gi"is. These tune, have sea.sons of the year and hours of the da.y, when they should be 
played or su.og. Any departure from th-e rigid law- lessem. the be•utics and aubUeties ot the tunes 
and violates tbe saactity of the art. 
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danced arouncl it in a state of absolute frenzy, playing the v.arious notes and 
tunes from his beak for. a length of time, in harmony with the seasons. When, 
however, l!e touclied upon the notes of the !Ug Dij>aJ:, fire was at once ignited, 
the pile bur~t up, and ultimately he himself plunged into it, 'llld became 
Sati, 

Aft~ a time ~ egg was created out of the warm ashes which in due course 
became a J);pak-Lara. , 

ThU§ from times imtnem9rial, one bird was boi:n, lived its weird life. 
and in t4-e end turned to ashes ; then ano~cr and another. The bird is 
supposed to be extin~t now. 

This is the strange and fanciful story, h~~ed down to posterity, and 
which every musician of repute is fond of repeating. 

F1"9~ the earliest ~mes, we ~nc! that music w:is regarde!i as sacred. It 
sprang from God and ~ _performed by the smalle, divini~e~. There wi;re 
professional celestial beings, such as ~he Giindharuas and Apsar,as, who pcrformeq 
before the Deviis. 

Brahma indulged in the art for relaxation. Saraswa!,i, ~e goddess of 
lea,ning and music, invented the,exqwsite Pina, which bears her name. Niirqda 
is a brilliant figure :u_nong the !fivine _beings, in the musical wor.ld. S!ziva, 
in the act of dancing his divine dat]c~ shook the universe with his marv~o\lS 
performance. His wife, Piirvati, has been the ~ubiect of mapy, _a pocti~! 
j,dea. 1:he Rxdrt! Pina is the definite representation of !Jer lovely, _sleeping 
form. 

When the art was cultiva,ted so fr~ ly ;ur.opg the Dev.iis in Heaven, it 
affected the mQrtal beings on earth. The kings indulged in it, so did their 
subje.cts, until the ~tl,idy of mu$i.c was cons,idered ~o be of vital importance 
in ancie~t times. It was a compulsory subject of education. The youths were 
taug~t to sing the divine prais

0
ei; and prayers. And the secular studies were 

imparted to them in tunes. 

Thousands of musicians of ;II grades flourished in the land; and m~titudes 
of professiol}als were supported by the State, free from all impositions. ; their 
one object ip life was to unravel thf secret m~teries, and expound the hidden 
doctrines of the sacred art. 

There were no religious rites, ceremonials, forms and observances, ipside 

• 
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or outside a home, in ',fhich mu·sic did riot play an important part, The very 
existence of the people seemed to depend upon its practice. 

Temples .:..nd shri·nes, and all sacred places, were thronged with devotees, 
who were all absorbe'd in tp.at class of music called " Devotional Music," 

night and day. . 
The villages had bards and minstrels who entertaineJ the village folks 

with tales of the miraculous deeds of the Deviis ; philosophies of ilie ascetics and 
sages ; biogr-aphies of noble and highly ·placed men andwonien, ana love romances 
in tuneful verses. As time went on, India passed through many victssitudes 
and changes. People were thrown into a chronic state of disturbance. Their 
pet vocations were interfered with, and they were more or Jess deprived of 

their freedom of living. 
But the present degradation and neglect ·of music show the remar.kable 

degeneration and low status to which Inclians have sunk. All the creative 
genius of which the land was so rich, is effectually crushed out, until no trace 

qf its former glory is left. 
To acquire anything of Indian music, in the present day, one has 

t<> be specially gifted by the gods. We have no facilities for learning, iu the 
way of preliminary pooks or notations, nor have we any re·cognized st hools 
of high order or merit, accessible to the lover or seeker of music. All th6 
myste-rics of this subiime art are corifin~o to the ancient literature in un° 
intelligible Brij-Bhasha or intricate Sanskrit, carefully hidden away from tlie 
gaze of the masses, in some remote corner. 

Music was handed down traditionally in certain families celebrated as 
great artists, and almost all the ni:ile members among them were able to pb,y 
and sing, and during a certain period of Indian history you heard of great 
men, like Naik Copa/, Naik Baij'oo Tii11-Se11, JJmir Khusru, Mir Nasir A~mad 
Dehla1Ji, etc., springing up from the unknown, and stirriQg the very forces 
of nature by their extraordinary performances. 

These families are still to \,e found ; they are few and far between, and 
scattered in the north and $OUth of India. They have knowledge of these 
priceless texts, and some are even in their posses;ion, but they guard these with 

reJigious care. 
At the p,r~nt day, ~e craze for the revival of old arts has resulted in a 
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few musical schools, scattered in Bombay, Baroda, Mysore and Calcutta, 
in which the self-styled professors have brought out a number of school series, 
called " Notations," imitating the Western system of setting music to notation. 
The harmonium has been introduced in place of the sweet str:uns of Sara"trfi 
(Indian violin) for accompanying purposes. 

A more disastrous metamorphosis cannot be imagineli. There is not 
the slightest idea or semblance of the rich, ciassical and original Indian melodies, 
in these chopped-out, hybrid, silly tunes, sung by a number of students together. 

Similarly S9me tunes of modern invention are set to music and played 
in the band. They are anything but Indian in character. As a matter of fact, 
the real Indian music is so constituted that it does not lenci itself to such roads 
to poplilarity as the piano-organ, school choruses, bands, theatre orchestras, 
etc. 

It is much too sacred, beautiful, almost divine for light amusement, and 
a thorough knowledge of it requires self-abnegation and the serious study of 
a life-time. 

MATH'°' 

A peculiar feature of Indian music is the distressing and confusing 
institution of M.aJhs, i.e., the classification of Ragas (male tunes) and Ragi,w 
(female tunes) and Talas (time). 

From the mcient Riigmii/a; and Sa11g:ts (works on music) we find that 
music was regarded with awe and reverence. The de'Viis indulged in it, and 
men of great learning and piety, such as those who had submergeci their 
individualities in the dh-ine path. 

Sixteen thousand tunes and three hundred and sixty Tiilds (times) are 
mentioned as used by the.."ll in those days; almost i.n::onceivable to our minds 
and understanding. 

The dime KriJh11a was entirely i.htoxicatec.; by his own music on the 
fiute, and when he commenced to sing, his sixteen thousand GopiJ followe4 
him, each producing a Raga. 1 

In the Middle Ages it was brought to a comparatively appl'Cciable and 

~ The 'it'Ord MOIA i;ucam, (?pinion ; but lac.re it meaua the various schools i.Dto wbich Hiudu mnsic 
;. divided. 
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systemati\; basis, ovet"'..hadowing the in~essible heights of the ro--far sublime 

music. 
Four Maw were decided uPon, ezch na:ned after the divinity who was 

the originatot" of it, 
(r) Someshvar or Shiva Math.. So~sl,,:;g,r is one of the appellations 

of Maha.dev (Adam). 
Math literally means intelligence. This Math is named after Mat,{Z/U'IJ, 

and the method of singing and playing in this Math is like the method with 
which Mahadev sang and played, and one which is extremely difficult. 

It bas six Rag'" and t.liirty Razinu. Each Raga having its own six Riigus'is 

and eight Putriis (sons). 
(2) Kalinath Math-so named after Krishna, who was once playing with 

a ball on the banks of the sacred Jumr.a, with his playmates. In the enthusiasm 
of a throw the ball feli into the river, Krishna immediately jumped in the water 
in search of it. When he reached the bed of the river he found himself perched 
on one of the thousand heads of a monster serpent. The king of serpents 
inha~ited the 7umr.a. The King Serpent on being thus ruthlessly dis­
turbed was annoyed and tried to injure him with the head on which he 

stood. 
Krishna jum~ gracefully on to another head, and thus by jumping 

on to different heads avoided its deadly bites, till at l:.st he found a piece of 
rope with which he successfully tied the serpent up, and thus freed himself 

from danger. 
Now this feat of springing from one head to another was done with such 

infinite grace and beauty that it caused a peculiarly pretty dance, with eleg11nt 
actions and movements, which the historians are pl~ed to comment UPoD, 
anci this to-day is a recognized form of dancing. 

Now when he got hold of the string and mastered the situ-ition, he 
beg-.u, to sing in sheer joy ; he sang with a certain method, and this method 
was called Kiilinazh Maih commemorating that incident. Like Somesh11.ar 

Math, Kiilinarh Mazh has also six Ragas, and each Ragq has its own six Riigin:s 

and eight Putras. 
(3) Bharat Math, so called after the great Bharat M:mi, who sang religio\1$ 

songs called Bhaja11s, in praise of the Devas, in an easy facile manner-creating 
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a certain mode of singing and piaying, distinguishing it from the two others 
in method of execution and arrangement of tunes. 

This Math has six Rag'", and each Raga has its own five Riigi1ii1, and eight 
Putriis and eight B!11iryiis (daughters-in-law) of the Putriis. 

This is tlie only Mar,; which has the additional Bharyiis. 
(4) Hanuman or Hamn, J.1ath, so called after the famous genera! of Sr-i 

Ram Cha11dra.ji. Hanttman, the king of monkeys,'" who conquered Lanka 
(Ccylo11 ), :.nd flushed with victory i.'l the ,noted battle, sang-· praises in the 
Court of Sri Rar.i Chandfji, after a certain styte. 

This style was recognized ever since and one which is very much in 
vogue in Be-narcs to-day. 

Similarly to Bliara: Math, this J.!ath has six Ragas, and each Raga has its own 
five Ragims and eight Putriis. The Bhiiryiis of Bharat Math are retained in this.; 

The last two Math; are very much akin to ea<:h other in the seasons of the 
year when they shou.ld be played or sung, ~so the arrangement of the tunes, 
Vi'.ith a slight variation here and there. 

These Maths show an enormous modification in tunes and times. They 
were brought to a standard of one's reach and understanding. 

The sixteen thousand tunes were reduced to six Ragas and thirty or thirty­
six Raginis, each Raga having its own 6ve or six Raginis, according to thl:ir 
individ~l Math, and eight Pu:riis and eight Bharyiis, and the three hundrcq 
and sixty Talas were reduced to ninety-two Tiilas. 

Each Math playcci the tunes in a certtin order which it recogniz~ ; 
for instance, one Math qualified a tune with a certain attribute, with one or two 
notes Tivar (sharp) or Koma/ (Bat), and classed it among the Riigi,fis, while 
another Math with a similar alteration ranked it among the Pu:riis, :md so forth. 

This difference of opinion caused an incess:uit wraogie, never determining 
the class of the t-.me, but raising an intermin2.ble field for enquiry and research 
in this branch. 

In toe reign of the Emperor Akbar, the court musician Tiir.-Sen made a 
thoroughly arduous and minute study of this superb science ; felt the super-

• Tbe ~d " l'lOnkcys •• i:s used here instead of .. ~borigine:s, '' owing to • tniscooception of tbe 
ZDediaeval comm,cnta.tors of the epi<: poem RU"'liJA1'.0, a$ the :..borigiri'.cs of South t:idia being ut\Ci.vili:ted 
at the time of RdMa', io.v=.::ion of L4xka., ..,ere ~d Ya:no,Q.S, rca.lly meaning "fore:st men ·• ( VaJll'I>' 
Nara) has come to be CO""..aSldere:d •\ monkeys:• 

C 
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fluity of the four Maths, and after long observation, determined the distinctive 

qualifications and chanctcristics of each melody, and revolucioni~ed the musical 

world of India by deciding upon one Math only, with its pr~er order of tunes. 

He dealt similarly with the Talas, and concentrated the ninety-two Talas 

into twelve, without lessening the significance, be:tuty and subtlety of each 

tune and time. 

None but a master-mind like that of Tar.-Sen could have brought about 

such a complete upheaval in so intric,ate an art. 

H e is supposed to have written a Raga-Ma/a (book on music) on a sound 

systematic basis, and ascribed it to his own name. 

This tended to make music intensely popular and p,ogressive. This 

is the li1arh which has been followed more or less since, and has greatly 

influenced modern northern India,, music. 

In the south of India music is of an entirely different character, the 

instruments also differ a good deal from the north. They have a system of 

their own. Instead of classifying the tunes according to Maths and having 

so many Ragas and Ragir.'is, they simply have seventy-two Ragas, otherwise 

scales. And each scale has a name which signifies the notes of which it 

is composed. They follow the ancient system of music of Narada and have 

their own history and traditions. 



CHAPTER rv 

EvER.Y Indian science is divided into its various component parts, these are 
called A11giis in <Sanscrit, which means (limbs) parts. Music in India is hence 
divided into Sap1ii11gae or seven parts, which are as follows : 

(1) Sur-Adhaya-the part which treats of tones including semi-to11es, 
iiemi-semi tones, etc. 

(z) ~1-Adhaya- the J:?3rt which treats of time or rhythm. 
(3) Rag-Adhaya-the part which treats of tunes or melodies. 
(4) Ast-Adhaya-the part which treats of musical instruments, such as 

I'm,:., Sitar, Ta-qos, Nafiri, Bii11sri,. Sa11lh, etc., r,hyed either by the hand or 
mouth. 

(S) Nirt-Adhaya- the part which treats of dancing. 
(6) Bha0-'Adhaya-the part which t;eats of action and movements 1n 

rhythm with einging and dancing. 
(7) Arth-Ad.1laya-the part which treats of comprehension of tunes 

and times or rhythms. 
Bhao-Adhaya is practically linked with Nir1-Ad!taya, for it is the art of 

illustrating the songs and dances witn the movements of arms and all parts 
of the body. Anh-Adl:aya may be acquired by a theoretical study of the science 
and a constant hearing of it. 

Indian music is formed of S11rs (tones) a.Dd Tiiias (times). Each is depen­
dent upon th.e other for a compkte arrangement of a tune sung or played. 

The Tii/aJ are executed on such inst:ruments as the Pakluwaj, Tabla, etc. 
The S:irs (notes) from tunes which may either be played or sung on such 

instruments as Jrma, Ta-oos, etc. 

• The terms iQ. this cb.3pter have not been changed as they a.re the-colloquial term.sin use in northern 
India. 

3S 
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The Surs (notes) are seven in nu."!lber and are named individually : 
KJ,araj or Shadj, Rishabka, Ga11dhiira, Madhyama, Panchama, Dhaivat, Nishadha 
and collectively they are ~lied Sargam ; and to simplify their use in music, they 
have abbreviated name_s to distinguish them, such as Sa, Re, Ga, Ma, Pa, 

Dha, Ni. 
These Surs have interesting biographies, human snd supernatural in 

composition. 
They are human in having te!llperaments, costumes and colours, and 

like products of nature, they flourish in particular seasons. They are descended 
from Heavenly bodies an.d trace their lineage from above. 

Certain Surs are dominant at certain stages of a man's life, they are pro­

duced from various parts of the body. 
The Surs occur in certain animals from whom they are taken. 
Those Surs which possess hot tempera,r.ents• have the mysteriour faclllty 

of curing those afflicted with rheumatism and such ailments, and vice-versa, 
provided they are sung by high-minded and noble souls, and at the specifiedt 
season of the year and hour of the day, when they should be sung ; then 
alone will the desired effect be obtained. Any violation of the prescribed 

law is regarded as sacriiege. 
The seven notes are under tl:ie protection of the seven Devatiis who preside 

over them. 

INTEP.ESTlNC CHRONlCi-ES OF SUM (NOTES) 

lQlaraj or Sa. This Sur is u.'lder the protection of Agm Deva, and like P a11chama 
does not lend itself to change i,,to Tsvra(sharp) or Koma/ (flat), but is permanent. 

It is connected with the first heaven and the pianet called Kamar (moon 

in Arabic). 

• Tem.~tncnts .ue astrologi~. as the vuiOU.S s~,s are grouped under th~ rol~tsbip of the seven 
planets, ;md as the planet$ are, according to the tanons of asuok>gy, given ruienhip <>i the elements. 
The Su.n and Mar:s are conside:Rd to be hot~ .:u they t\lle the elcmCnts of fi:rc, JU;,.iter and the Moon 
rule water. Venus and Mercury t'1le air, and Satu:n: rules the clement of~- Uencc these v.uious 

tcinper:iments. t Astrologically, the day i, divided into ~·elvc equal p3rts of d~yligbt. and twch·e equal parts 
of the night. This U done from e:uc.t sunrise to .sunset, :1nd from sunset to sunri$e agaln. The$C parts 
are given planetary rulerships. :i.od each asuologieal bour ~y vary in length according' to the latitude 
of the plat.c and sea.son, knowledge of which is very necessary to ~ the c.x...ct R6.go or ROgi,.t which 

is to be pla.ycd or ,u.og to produce the desiced effect. 
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It has a happy temperament. 
In e.'fect it is cold and moist. 
Its complexion is pink. 
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It is arrayed in most beautiful white guments and loveJy ornaments. 
Its seasons are-all the seasons of the year. 
This note is produced from the abdomen. 
Its sound has been taken from the cry of the bird Ta-()!JS (P~cock). 
It is prevalent i.."l the voice of the human being when he is seventy years 

This ton~ is harmonious in all the Ragas and Riigiflis. 

It has four S11Ta1J (semi-tones) or shades of tones, namely, Tivra, Kam1Jd­
'fJati, Manda and Chan-do-dhuti. Rishabha or Re. This S11r is under the 
protection of the Brahm11 Droa,a. 

This tone changes into Tivra (sharp) or Kamal (flat) as the occasion may 
require. 

It is connected with the second heaven and the planet called Retarid 
(Mercury in Arabic). It has a happy temperament. 

In effect it is cold and dry. 
Its complexion is pale-green ; it is arrayed in a red costume and Ill 

decorated wi~th beautiful ornaments. 
Its season is the hot s~ason. 
This note is produced from the heart. 
Its sound has been taken from the cry of the bird Papiha. 
This note is prevalent in the voice of a human being when he is sixty 

years old. 

It is harmonious in the tunes Des, Kanlzra, etc., and quite unpleasant 
in Malkaus, Hindole, etc. 

It has three Surats (shades of tones) Dayati, Ra11ja11i and Ragtika. 
Gandhar or Ga. This S11r is under _the protecting Divinffy Sarasvati. 

'I nis changes into sharp and flat as the occasion may require. 
lt is connected with the third Heavens and the plane~ called Zuhrah 

(Venus in Arabic). 
It is of a sad temperament, 
In effect it is cold and moist. 



38 THE MUSIC OF INDIA 

lts complexion is orange and is arrayed in crimson garments. 
Its season is the hot weather. 
This note is produc:ed from the chest. 
Its sound has been taken from the cry of the animal Goos-f 1111d. 

It is prevalent in the voice of a human being aged fifty. 
It is pleasant in the tunes Kala11gra, Kham,uh, etc., and is quite unpleasant 

in Sara11ga. 
It has two S11rats, Se--'Ve and Krrr-dhi. 

Madhyam or Ma. This Sur is urlder the protection of the God Maha4',. 
It changes into sharp and fiat. 
It is connected with the fourth heav~ and the planet called Shams (sun 

in Arabic). 
It has a restless temperament. 
In effect it is warm and dry. 
Its complexion is pale pink. It is arrayed in reddish black garments 

and is prettily ornamented. 
Its season is the rainy season. 
It is produced from the throat. 
Its sound has been taken from the cry of the bird Saras (Crane). 
It is prevalent in the voice of a human being when he is forty years old. 
This note is pleasant in Malkaus, Bhairon, etc., and is unpleasant in Ka1Ja11. 
It has four S11rats : ?ajrika, Prasarini, Priti and Marjni. 

Pacnama or Pa. This note is under the protection of the Goddess Lakshmi .. 
It is connected with the fifth heaven and the planet called Marri*h (Mars 

in Arabic). 
It has a passionate temperament. 
In effect it is warm and dry. 
Its complexion is red, and is arrayed in yellow garments. 
Its season is the rainy weather. 
This note is produced from the mouth. 
Its sound has been taken from the crv of the bird Koyal (Cuckoo) . 

. It is prevalent in the voice of a human being when he is thirty years old. 
It sounds pleasant in the tunes Todi-Asaori and is quite unpleasant in 

Malka11s, Hi11dole, etc. 
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It has four Si,rats : Ragta, Sa11dipa11i, A-lapfti, Rohi:i. 
Dhaivat or Dha. This Si,r is under the protection of Ga11esha. 

It changes into sharp and fiat. 
It is connected with the sixth heaven and the' planet called Mitshlan 

(Jupiter in Arabic). 
It has an equable tempera;nent. 
In effect it is warm and cold. 
Its complexion is yeliow, and it is ~rayed m vermilion ~eats with 

lovely ornaments. 
Its s~on 1s th-, cold wea.ther. 
It is produ~ from the palate 
Its sound has been taken from the neighing of a horse. 
This note is prevalent in the voice of a human being when he is twenty 

years old. 
It is harmonious in Bilawal, A/aiya, etc., and is inharmonio11s in Zee/a/, 

Jogiya, etc. 
It has three Si,ratJ : Ma11da1i, Rohi11i, Ramya. 

Nishadha or Ni. This Si,r is protetted by Si,rya. 
It is changeable into sharp and fiat, according to the tune in which it 

occurs. 
It is connected with the seventh heaven and the planet called Zaht1/ 

(Saturn in Arabic). 
It has a happy and passionate temperament. 
In effect it is cold and dry, 
Its complexion is dark ; it is arrayed in black gannents and is most 

beautifully ornan,ented. 

old. 

Its season is the cold weather, 
It is produced from the nose. 
Its sound has been taken from the t."t'ml'eting of an elephant, 
This note is prevaient in the voice of a human being w~..n be is ten years 

It is pleasant in Bihag, Puruj, etc., and quite unpleasant in So-rath, etc. 
It has two Surats : Oog,:;ra and Sho-/Jhi-ni. 
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DIVISIONS OF NOTES 

To portray to our minds the most exquisite harmony which the shades 
of Tones form in Indian music by a cut and dried theory is out of the question. 
There are tones nalf-tones, quarter-tones and eighths of tones in it. The 
difference in these sounds as can be well imagined is so subtle and so exquisitely 
nne that before one has consciousness of one sound, it has merged into the 
other of its own accord, forming soft modulations and unexpected cadences. 
It is unutterably pure, classically beautiful and sublime in expression. These 
Shades of Tones correspond with the' Surats previously mentioned. 

There is a certain stage in each note, which is neither Tivra (sharp) nor 
Koma/ (fiat), but a sound in between the two. This sound or note is called the 
Shudha Sur and forms the central sound of a note. There are three notes in a 
higher key than the Shudha; and three notes in a lower key than the Shud/;a; 
ffld these together for.q1 the seven tones in one tone. 
A tone which is one C~3Tee higher than the Shudha is called Tivra. 
A tone which is two degrees higher that the Shudha is called Ta-Tivra. 
A tone which is three degrees higher than the Shudha is called Tam-Tivra. 
A tone which is one degree lower than the Shudha is called Koma/. 
A tone which is two degrees lower than the Shudha is called Ati-Komal. 
A tone which is three degrees lower than the Shudha is called Shikari. 

These are the seven tones that divide the one tone. The subtlety and 
nneness of these sounds may better be imagined than written To an untrained 
ear these delicate shades cf tone are meaningl~s and are hardly discernible. 
He is merely conscious of an exquisite flow of sounds, all blending into one 
another, making a graceful whole. 

These seven notes correspond with th~ Surats already mentioned. These 
divisions of notes as well as the Surats as given in !,'.he ancient texts of Sanscrit 
works, are too complicated to be understood and one gets thoroughly puzzled. 
As a matter of fact, there are twenty-two Surats or shades of tone in one octave 
in Indian :nusic ; and the difference in these is merely that of a hair-l;>readth, 
hardly distinguishable to the foreign ear in a melody. And yet it is these 
Surats which are of great importance in the formation of a tune and in retaining 
its individual and original character. They are distinct sounds and easilr 
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heard when a finished performer plays or sings them slcwly in a scale, striking 
each note successively. 

Asrekar of Poona has made out a very clever table, facilitating their com­
prehension and use in tunes, discarding some of the classical terms, and putting 
them in his own way which is simpler and easily understood. 

ASREIUR's TABLE or TWEl'!TY SURAT$ 

Surats· The /Imes in which they ow,r. 
(r) Chan-do-vati or Sa. This occurs in all the tunes. 
(2) Dayavati or Ati Koma) Re. do .. the tune Bhairon. 
(3) R~njani or Koma! Re. do. do. Bhaivem. 
(4) Rag-Tika or Sudba Re. do. do. Bibhas. 
(S) (Seve, or Tivra Re. do. do. 'l'emen and 

(Roudri) Kalyan. 
(6) Kro-dhi or Ati Komal Ga. do. do. Todee. 
(7) Vaj-rika or Koma! Ga. do. io. Bhairveen. 
(8) Prasarini or Madhya Ga. do. do. Malkaµs. 
(9) Preti or Tivra Ga. do. do. re=nkalyan. 

(10) Madrjani or Komal Ma. do. do. Bhairvee1r. 
(II) Kshiti or Madhya Ma. do. do. Poorbee. 
(12) Ragta or Tivra Ma. do. do. 'l'emenkalyan. 
(13) Sandipni or Tivratar Ma. do. do. Poorya. 
(14) Alapni or Sudha Pa. do. all the tu11es where Pa 

is used. 
(1 s) Mandati or Ati Koma! Dha. do. the tune Bhairon. 
(16) Rohini or Koma! Dha. do. do. Bhairvem. 
(r7) Rammya or Su£ Dha. do. do. Bibhas 

Malkaus. 
(r8) Ugra or Tivra Pha. do. do. remenka/ya1t. 
(19) Shobhini or Ati Koma! Ni. do. do. Gond ,\1alad. 
(20) Tivra or Koma) Ni. do. do. Bhair-.;een. 
(u) Kumudavati or Madhya Ni. do. do. Malkaus. 
(22) Mandha or T1vra Ni. do. do. Temenkalyan. 
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N.B.-The major scale in European music would correspond with the notes 
as follows : Cha11dovati or Sa-Rti11dri or :&-Pnli or Ga-Ragta or Ma­
.dlap11i or P4•Ugra or Dha Ma11dha or Ni. 

SAPTAIU, ( OCTAVl!S) 

The seven notes in Indian music, Sa, &, Ga, Ma, Pa, Dha, Ni, otherwise 
called the Sargam form a Saptalc (octave). There are five Saptak.s. 

The lowest octave is called Ma,rdra Tar Saptak. 
The next lowest is called Ma11dra. 

The notes of this Saprait are produced from the ~domen. 
The medium octave is called Madh:1am Saptal:. The norc:s of tlus Sap1ak 

are produced from the threat. 

The ne:i:t highest octave is call.-d Tar-Saptak, and the notes of this octave 
are produced from the head. 

The highest octave is cailed Tar-Tar Saptak. 

A qua!ined si,-iger must produce the three SftPtah : Ma11dra, Madl::1am 
and 'Tar, with ease. 

The five Saptaks and even more may be played on the instrument Bee,s. 
The ascending from the low notes to the high in a scale is termed Rohi, 

and descending from the high notes to the low notes in the scale is called 
Arohi : 

Sa,, Re, Ga, Ma, Pa, Dha, Ni, Sa is Rohi and 
Sa, Ni, D!i.a, Pa, Ma, Ga, Re, Sa is .tfrohi. 



CHAPTER V 

TALA ADHATA 

TAU-Time or Rhythm is an imporu.nt factor in the ~ence of music, regulating the relative durations of musical SOIIJlds in singing, playing and da.neing. 
Matra-is a unit of Tiila and varies in number in the different Tii'4s. Zarb--is a stroke or beat denoting the division of Matras b a TtUa. Sum-The first or beginning point of a performance, and also the climax when the singer, player, or dancer with the drummer come to a happy ter­mination and meet each other in perfect harmonv and elicit applause. Kai-is an absence of the stroke at an appointed point. 

Laya (Spced)-are regular intervals. These arc of three kinds : 
Bilampat-slow. 
Madh-medium. 
Dhurat-rapid. 

The uniformity of time is broken by the performer changing the different La]as during the performance. 
Also: 

Tha--one half, 
Baraber--<:qual, 
Dooni~oubie, 
Chongan--quadruple, 
Ada-small and a half, 
S:a:vai--one and a qwrter. 

The Talas or Rhythms arc performed on the different varieties of drum, the most elaborate being the Pal:luroaj._ These drums are tuned to the keynote of the singer or player, and the Thel::as or expressions are executed by the palms, fu.gcrs and even elbows of both the hands-<1.lso by sticks on the edge, 
43 
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middle and centres of the two circles that lie one within the other of the drums, 
and one gets such expressions or the actual initial letters such as capital Ka, 
Ga, Gna, Ta, Tka, Da, D"4, Na, Ma, &, La, etc. These are combined and 
out of these very initial or elementary letters and in the space of 1 6 matras 
you get 65,535 combinations of TM/u,s called "Purans," by t.'ie same 
systematic and artistic arrangement, similar to that of the singer, player or 
dancer, when he takes up a theme and asserts his individuality by creating 
various embeUishme.nts to adorn music on the spur of the moment durinb the 
course of a performance. ·•. 

The drummer plays the Thi/ea of a certain Ta/a that is required and then 
g0cs on introducing the parans (combinations), keeping regard to the Laya 
and meets the singer, instrumentalist, or dancer on the Sum or climax of the 
beat, resulting in an unconscious pleasure and satisfaction to both the listener 
and player. 

The ancient granthas indicate 35 Ja1i Talas (Rhythms) based on restricted 
laws and 1z3 other varieties of Talas i.tt which the mal1'as vary from one to 74 
in each Ta/a, and the beat or Zarb varying from one to 18 in each Ta/a. 

The Talas that are in vogue to-day in India are about two dozen, the 
matras vary from 4 to 16 i1. each Ta/a. These are as follows : 

MATRAS 

THEKA 

ZARB 

'lkera-ca--Matras 4 

I 2 3 4 

Dhagin, Tinakdhin, Tagin, Tinakdhin. 

X 
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li)abara-Matras 6 

MATRAS I 2 3 4 5 6 
THEKA Dbin Dhin Dha Dha Ti Na 
ZARB X 0 

)Pusbtoo-Matras 7 

MATRAS l 2 3 4 5 6 7 
THEKA Ta Ka Dhin Dha Dha Dha Din 
ZARB X 2 3 

°Rupafta-Matras 7 

MATRAS I 2 3 4 5 6 7 
THEKA Dhin Dha Trik Dhin Dhin Dha Trik 
ZARB X 2 3 

. . 
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$ ulfakta-Matras 10 

-
MATRAS I 2 3 4 5 6 7 8 9 IO 

THEKA Dhin Dllin Dba Tirkit Dhin Dbin Dba Tirkit Tin Na 

ZARB X 0 - 2 3 0 

3babtal~- Mattas ! o 

MATRAS I z 3 4 5 6 7 8 9 10 

THEKA Dhin Na Dhin Dhin Na Kit Ta Dhin Dhin Na 

ZARB X z () 3 

~ 

'lkbemta-Matras 12 

MATRAS I z 3 4 5 6 7 8 9 IO II 12 

THEKA Dha Te Dhe Na Te Ne TaTeDhe Na Te Ne 

ZARB X 2 0 3 
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£ ktala-:-Matru I 2 

- -
MATRAS I 2 3 4 S 6 7 8 9 IO .II ll 
THEKA Dhin Dbin Dba Trilt Tu Na .Kat Ta Dba Trik Dbi Na ' 

ZARB X 0 2 0 3 4 ' -

<tboutala-Matras I 2 

li.{ATRAS I 2 '3 4 s 6 7 8 9 :co X1 I2 

' BOL Oba Dha Dhin Ta Kata Ta Dhin Ta nt Kit Giel Gin I 
ZARB X 0 2 0 3 4 -- -

~aro~ast-Matras 14_ . 

l1ATRAS r 2 3 4 5 6 7 8 9 10 H :rz 13 x4 
THEKA Dhin Kirtik Dhin Kirtilc Dlun Ki.-tik Nighin Nighin Obin Kirtilt OhinNa Kit Ta 
ZARB X 

11 
0 2 3 4 s -
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Bbacb~utala~ Matms 14 
. .. - . ~ ~ 

' 
MATRAS I 2 3 4 s" 6 7 8 9 IO I I i-;; i:3 I ,f 

. ' 
THEKA Dhil\ Tirkid 

I 
,mu Na 'ru Na lfat 'Ta Tirlo.a Dhi Na Dhi DbiNa• 

ZARB X 2 I o·"' 3 b 4 0 

. ... ··-..i... .. -

- -
MATRAS I 2 J 4 5 6 1 c8 9 I Q 1i I2l I3 I,4 

TI:TEKA 

ZARB 

--

M~TRA$~ .. 
THEKA 

ZARB 

Phin :pha Tirkif 
1
J?hinD~ Dlia,Tit, Ti!! N;i Tir_kit DhinDlii.nE>haTii 

I 

X O 3 

-

<tbacbar- Matr~s I ~ 
-· 

l - - 1! ' s l 2 3 4 s 6 9 I(! II 12 x3 14 
I 

Dha Dhin In Dha Ge Tin In Na Tin In I?ha Ge Dhin In . 
. 

X 

' ! 
2 0 I 3 I ' I • . . 
~ 
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lDip€banbi-M.atras l4 

MATR!\:S x· 2 3 ,; 5 6 7 8 9 70 IX 12 13 14' 

THEKA'. Dbin Dhiil S Dha Ga Tin S 1'a Tin S Dha Ga Dlµn S 

ZARB .x 2 0 3 
. . 

lDbamar- Matras 14 

MATRAS X 2 3 4 5 6 7 8 9 IO IX 12 X3 I4 

THEKA Ga Dhe Ta Dhi Ta Dha S Ghe Te Ta Ti Ta Ta S 

ZA.RB x (Sum) 2 o (Kaai) 3 
. , 

/ 

'ltilawaba-Matras 16 

MATRAS I 2 3 4 5 6 7 8 9 IO IX 12 13 14 15 16 

TREK.A Dha Trilt Dhin Dhin Dh" D.ha Tin Tin Ta 1'riJs Dhin Dhin Dha Dha Dhin Dhin 

ZARB X 2 0 3 
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'ttrital---.Matras~ 16 

MATRAS I :z J 4 5 6 7 8 'J 10 ~l I:Z 13 14 15 ~6 

THEKA . Ta. Dhin Dhin Dha. Ta. Dhin D,hin Dha. Dha Tifl :rin Ta. Ja Dhin Dhin Dha 

ZARB X 2 0 3 
.. . 

-

t 



CHAPTER VI 

AST ADHYA 
(RULES l'OR MUSICAL U,'STRUMEIITS) 

Smo1No is considered to be the highest form of musical culture in India. The person who has a beautiful voice and a clear understanding is specially f.tvoured. Singing is not perl"ect unless accompanied by ins,truments for Tti/4 (time) and S11r (intonation). 
The next in Qrdcr of accomplishment in music is J/iida11 (playing). Musical instruments in India are of in.finite variety.?-nd structure, beautiful and artistic. They are classed under separate types and go under four great hcadipgs. Their functions are varied. Some are meant only for, ao:om­panying p~ to songs, and have no special bearing, significance, or beauty ;, 

when played by themselves-s5uch as Sara11gi, '[:J,l,Jii, P alc/uJWtij, 1 amb1mf, etc. Others are important instruments and are played by themselves, and arc full of richness, beauty and intricacy, such as the Yi11a, Sitar, Sarode, Bii,,sari etc. 
The following are the four headings under which all the musical i-nstru­ments of India come : TMt, Be1a1, Ch"/1 and Su!,ar. 
Tue comp~s those instruments that arc strung with brass or steel wires or with sillteJ? or ~tton cords, and are struck, either by a piece of wood, ivory, the finger ~ or a s~ contrivance made of wire, in the shape of a 6.ng?"-en~ ca!Jed Mijrab. These instruments are the J/i114, Sarode, Tam­b,,ra, etc. 
Be:~ are. th.QSC ins~cnts that have sltins stretched in the hollow circular form at one end, and are played with a bow, such_ as the Sara11gi, T;,1,s, D~{r"f,,_~J.\ ,~'&, mm.b . 

,iA~~lffi,l\5~~ies of drum-like instruments, struck by the hand or a 2tiF,Jc.e9!-,Y:tRPBan~kfciJ!.9)hawiij, TJJblii, Dhol, Nakkiirii, etc. 
51 
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Sekhar. These :irt • .ae pipo-like instruments blown by the mouth either 
by full or half breaths, like Najeeri Ba11sri, Poo11gi, Seui, etc. 

There are € .,e instruments which, if mastei::ed. in learning to play t!iem; 
facilitate the easy management of all other instruments, and th~e are the 
/i'i11a, Mrudu11[, Senai Sara11gi and Rubab. , 

( 1) By acquiring the art of playing the Pina to perfection, Sitar. and 
Tamburii and all such stringed instruments, are most easily manipulated. 
The /7'ina being the most 4ttricate of Indian 7nU$ical instrwncllts. 

(z) By becoming an expert on the f aihawaj, the ,Tt&la;. Dnol !)11.ff,; 
CJihamp, Dhoomus, etc., may be played without much effort. These are ~ 
the species of the fuuni, and Paknawaj is the most- diffibiJt of 'its lan4, 
musidans have individuar methods of.playing i;' ; some sfrilce them. gy- 'tb~ 
hand and some by rods and so on, but the beat and time is more or less s'imitar: 
P.aiha'Jlfaj has the most numerous and intricate beats' of ail. • 

(3) Of ·an tlie pipe-like- instruments, Sen-ai is the most difficul~ and if 
this ½ learnt to penection all tlie o"tli:er 1nstrument!i of its k#ia, like Tol4-g4zi, 
Bawsr:i Pflngi, Nlli, Bhir, etc., are easily acquired. All are 1>Town by the mou\Ji, 
either by half. or•fiill oreat.lis ana the fi'ngers are prc'sscd on ana'iiffcd off 
the openings, to produce notes. t , 

(4) Sarangi is a -stringed instrument, playeo/"1:>y a bow and is the most 
difficult' of its· kind ; so that if it is playeli welJ the otlier instnim~ts bf its 
class, like T 411S, Do-Tara., etc., are very easily acquired. 

(5) The fifth instiurilent•'whicli if leirnt io perfectioi\ facilitates the. 
learning of other instruments of its kind is Rubal,. If this is' learne<1 wi~ ex-
cellellce; Sarode Sur.-J/I.na, Jaittri and such are easily leaz:nt. ., 

Tlie authorship of the most, ancient systein of music of India is attriouted 
to the Mahadeva, who inv.ented the Vina and DamnJ for his own pastime. 
//1,na is the musical representation of tlie Goddess Parvati and- very pretty 
legends record the origin of this instrument. , 

Tho~ that are invented by the deities are regWed as sacred ana the 
profoundest .respect i~ paid to them; 

Ganeshji, the pot-bellied god, invented the classical drum Mr11d1mg or'-1 

Pa}:ha,'fXI#, after the style of DamnJ, and from P-,zklza'waj were invented T-uolii, 
Dholak, Dhoomus, Chhamp and other drum species. Many instruments of a 
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and P altirawaj accompaniment is the correct tliing for it. The wires arc 
struck with J.fizrabs and nails, kept long for the purpose, of the right hand. , 
The left-hand fingers are pressed on the fixed frets, to produce the different 
notes. 

It is a very complicated and intricately-made instrument, handsomely 
ornamented, with inlaid ivory and artistic designs in gold and silver painted 
on its exterior, and is a very expensive instrument. 

Sarasvari Vina, so called after the goddess of Music and Learning, 
Sarasvati, who is invariably represented in paintings as holding the instrument 
in her hands. lt is somewhat s~ lar to the lfina in form, having a finger­
board fitted with metal frets, and a sloping gourd at the bo.ttom, and a gourd 
on top, and the head of a carved lion at one end. 

lt is the instrument of Southern India, and is accompanied by Pakhawiij. 
1.t 1s played seated and held slanting, pressed with the right arm. The wires 
are struck with the fingers of the right hand, and the left-hand fingers run 
up and down pressing the bars unsupported. This is a comparatively easier 
//ina of the two. 

It is beautifully carved and worked with gold and silver. 
Sitar (lit. Seh-tar which means three wires) is a very clever invention 

of Amir Khusru, whose name is so well0known in the musical world of India. 
It has always been one of the most popular instruments. A particular style 
of music is played upon. it, and one which is-called Jqre and Gut Tqda. The 
drum Tub/a accompanies the Sitar. 

It is invariably highly ornamented and is played seated-the right arm . 
pressing the gourd ; the neck is held slanting. On the first finger of the right 
hand a mizrab is worn which strikes the wires, the left fingers press the 
movable frets to form the no:es. ~ 

Ektai:a is a modest little instrument of one wire
1 

only useq by wandering 
mendicants, who sing Bhajans (hymns) on it. A bit of skin is stretched in 
the hollow circular form and on the neck or rod one wire is strung. That 
one wire is struck at intervals to .accompany the song-. The sound is ex­
ceedingly pathetic. 

Tambura was invented by the Rishi Niir.ada. It has a sloping gourci 
and a long 11eck strung by four win~s only. The object of this instrument 



< 
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is l?)ercly to accompany songs and other instruments that are played indi­
vidually. 

It is played seated ; the gourd rests between the legs and the neck rests 
on the right shou•der. The titst linger of the right hand strikes the four 
chords at regular i1ttcrvals in rhythm with the tune. 

A singer is like a fish out of water without his raml,11rii. 

(/,) The following instruments arc played with a bow arid have metal 
bars for the guidance of notes. 

Kamancha. This is made entirely of wood and a skin stretched on a 
lower po.rtion ; ' the upper portion is just like a: Sitar, and the lower like a 
Sara11gi; and like the ·sara11gi it is played v.~th a bow. 

It is mostly used in the Punjab as accompaniment to songs. 
Taus, so called because of its beautiful colour and shape like truit of a 

peacock. It is painted in all the metallic sruides of tlie t>eautiful bird. Its 
tail is the straight finger-board, fitted with movable fret~ just like the Sitar, 
and the lower portion is like the head of the fascinating bird. lt is played 
seated with a bow. 

Dilruba. This is simillli to Ta11s. The only difference is truit the 
T411s bas got the head of a peacock, and this has not. It is played seated with 
a bow. 

{c) The following instrumen~ are played with a bow and have no metal 
bars. 

Sarangi, the violin .of the ,East. Its tone is delicate and sweet, and is 
quite a necessary asset to singing and dancing. It is a very popular instrument 
all over India. All the fluctuations; inflections and variations of the human 
voice; are most exquisitely produced on this instrUmcnt. A skin is stretched 
on the lower squarish portion and two groupings of wire.. are placed upon 
the surface one on the other. The upper ones are played with a bow. Tt 

has no bars, so trutt the notes arc produced on the surface wires. It is played 
stmding or seated just as the occasion may require. 

It is the invention of a Hakim of former times. The story 6oes on tQ 

say that a HalrJm was once travelling on foot ana worn out with heat and 
fatigue, rested beneath a huge tree. Suddenly some sweet strains of music 
reached his ears ; he listened astonished, attentivelv, and searched in vain 
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from whence the sound came, unb1 at last looking up he $iiscovered the object 
of his search. 

The dried skin of a dead monkey was stretched between two branches 
entangled with its dried guts, and the wind blowing through it caused melodious 
sounds. He carefully removed the skin and guts, rcpl~d them on a construc­
tion of wood and after some years of labour, with due modifications and 
additions, completed the pr:escnt-day Sar4ngi. 

Jaunpuri Sarangis ~ the most famous. 
Sazinda. This is a quaint-looking instrument, invented by Guru 

.dmardas, the founder of the city of Amri'tsar, whose temple in that city is so 
well-known. It is made entirely of wood, and has an oval, hollow form beneath 
and a strip of wood across on whic;h wires are strung. 

It is placed in the same p<>sition as ~e S4r4ngi and is played with a bow. 
The fingers are pressed on tjle wires to form notes. 

Hindustani Dotm. T~ two,stringed instrument js like a simplificq. 
miniature $4r41tgi, used by the peasantry It is called Do-Tar4, which literalfy­
means two wires. 

M arwari Dot¥'ll. This is only used in Marwar. It has a gourd of a 
~ coco-nut, with a skin stretched over it. The neck is made of wood, on 
which arc strung two wires. It is played with a bow. 

(d) The following instruments have four wires, have no bars and are 
played with a pectrum. They arc all very difficult to learn and are played 
seated. 

Rubab. This is supposed to be the inven.tion of Six41tdar Z11ifjantei1t. • 
It is made of wood, and skin stretched on the lower portion. It has two 
groups of wires one below the qther. The surface has got four wires. and 
sev.:n below, called Tllr4Ps. It is played with a triangular piece of wood 
aud the notes are created on the wires. 

Sarodc. Is simj]ar in construction to RJJbaJ,, but different in form. 
It has a circular hollow gourd, with skin stretched over it. and the neck ends 
in a hook-like arrangement on the top. 

(:hartar literally means four wires. l'his ins~nt is very akin to 
Sarode in construction but Jiffei:s s ·.ightly in sl.ape. 

• Alexander tbe Great. 
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Sur-VIna was invented by Kali Sahib, a prince of Delhi. It is like the 

Sitar in shape without the bars. The surface is covered with a thin plate of 
steel. It has two groups of wires, four on the surface and seven below. 

Sur Singar. Like Ru/Jab, it is made of wood and skin str-etched on the 
lower portion tb'at widens into an ovalish dongation. Owing to its extreme 
complications, there are very few musicians who attempt to play on this 
instrument. Bahad11r Sen, one of the Court musicians of Rampur, is an expen 
on the RJ,!Jab and S11r Singtir. 

Tanb. 'Fhis is a quaint instrument, made out of one piece of' wood ; 
and skin stretched on the widened lower portion. It has many wites b:.it no 
bars. The method of playing it is peculiar. It is laid llat on the ground 
and struck by a long thin piece of semicircular strip of wood. 

(e) Th~ following are pipe-like instruments blown by the mouth. 
Alguza. It is a Bute made of bamboo and black wood. It is slightly 

wider at the bottom than the top, and has seven apertures at equal intervals. 
Pair of Alguza. These ~e two pipes of similar kind blown at one time 

and arc used by tlie peasantry. 

Nai has been tlie theme of all the poets and love-ditties ; it is the invention 
of Omar di.Jyar, to ensnare maidens with its magic sounds. It is an cnct 
facsimile of the barrel of a gun, with seven openings • . 

Ba.nsri. Is tbe creation of the Love god, Krisl111a Kanhai7a, to entangle 
the gopis (milk-maids) in its charmed meshes. He succeetied in his object, for 
we have endless legends and songs, depicting the surrender of lovely maids, 
in spite of themselves. 

Its sacred notes may be heard through the pra1:tice ot Toga (meditation). 
It is accompanied oy the Duff; 

Sankh is very rare and sacred. No place of worship is without this Conch. 
It is the manifestation of sound in nature. San/eh is a species of shell, 

upside down in shape. In all the temples and shrines, the Co11ch is lirst blown 
and then the place entered. It has one sh.-ill note only, and if placed in a 
windy position the sound is created automatically. 

Sankhnafui, or the sound of the DJ11ch, is said to be heard in roga. 
Singhra. This is really a horn of a deer, which is blown ~n the temples, 

and is tlius considerecl sacred. 
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Turai is made entir.ely of brass and 1S pbyed with D11ff. 
Bheer is one of the most ancie,nt flutes <>f myt.hological interest. lt was 

played in the marriage of Mahadroa and Ptin,ati. It is made-entirely of cop.per. 
and has a shrill sound. 

Karna is a J,eavy curved pjpe awkward to hold. It is blown hard an.ii 
is played in a band; on important o,ccasiori:s-Jike ~ar; ~gi: and su<;h 
other big festivals. lt is entirely ffla\le o.f brass a11d its s,o.imd is .ha$h .and 
loud. 

P-ungi. This is a. f!ute,like i!l,stl:Jlmeni used by the snake charmer,s for 
fascinati-t:1g and train.ing snakes. The SOJJ.lld is supP9sed to exercise great 
power over them. 

It is composed of a dt,ied gour.d wjth an o~ning at tlie narrow e~d. Two 
thin and smopth, round, Si1tgqp11ri hamb!>os, with seven holes, are attached 
in the centre of the gourd below. Two human hairs are inset;ted in ~e pipes, 
and attached with wax. The Big Q~ing in the narrow (?Ortio11 9£ the g,:>'W'd 
is blown by the mouth, and notes and tunes produc.ed. 

It is extraordinary how the weir<! sound of a l!111t_gi ~ects ~.erpents. 
The snake charmei; sits oi;l. the floor, playing a monoton9\!5 tune, swaying 

his body to and fro in a circular moveme)lt, The serpent gets strangely 
fascinated by the movement. It .raises its )leaq., and uncon~.cious of all his 
surroundings., follows the snake charmer, bewitched. It sways its body 
and moves_ circularly. The notes getting louder, pie charm of music so 
fascinating the snake, until it gets such a hold of it that it seems to become 
the very embodiment of the tune, breathing the melody with its rhythmic 
motions. The snake charmer stops the music. The spell broken, the snake 
drops down fatigued and gradually glides back into b:is pbce. 

Murchang. This is a strange instrumc;,it. It is .entirely made Qf thin 
strips of wir.e, in a fork-like ar~angement. The central strip is elongated and 
curled at the end. It is held in the left hand. The central portion is hc;ld 
quite close to. the mouth · and certain expressions like Diar Dir, etc., are 
whispered musically over the for~. The ri.ght hano taps the curled end in 
rhythm. The sound is soft and delicious. In. some parts of India it is quite 
a popular pastime. 

U ns. This flute-like instrument Ill played by a band of four ~ople, 

• 
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called the Ro11shan Cl:a11ki Wcli, comprising two Uns players, one drummer, 
who beats on the Champ, and one bell-ringer who shakes the Jl:111t Jl:11na in 
rhythm. 

This band is played on festive occa:,1vns, and prefed~ the bridegroom 
in a marriage procession or goes in advan·c\: of a nobleman's cortege. 

The construction of U11s is as follows. A tube ot seven holes is inserted 
into a cast cup of metal, and three str,.nge little contrivances :u-e held together 
with silk strings. They are fitted into one another on the mouth of the tube. 
The first is a metal needle, which is adjusted half-way in the tube. A diS<' of 
ivory, with a hole in the centre is fitted into this needle, and lastly a blade of a 
rare species of grass called Pa/a, is settled carefully on top. The grass is 
soaked for an hour and then the U11s is ready for use. 

Senai. The remarkable invention of Hakeem B11 Ali Senai. It is cus­
tomary in India for the pupils to make a little offering and prayers, in the name 
of the inventor, before making a start to learn. 

Senai is more or Jess similar to Uns in appearance. Its tube is narrower 
oathe top, and widens at the bottom. Affixed in a cup, both tube and cup are 
made of blackwood. T~ metal needle, ivory disc, and -blade of grass are 
adjusted on top as in Uns, only they vary in s1ze. 

· This wonderful grass called P a!ii is cultivated in a special region, with the 
greatest care. It is white or red, very flexible, and only used for the purpose 
of Stnai and such instruments. All the tunes, with their fiuctuations and 
variations, are very finely executed on this. 

Senai is played in the temples and in a band cailed No,d,a1. 
Noubat literally means nine performers. Two s~11aichis (Senai players), 

two Nal:.l:.ardus (drummers), one Jl:a11j Ringer (bell ringer), one Lzntaul:i 
(Kanrlli player), one Damama (drum beater), one Baridar (attendant to warm the 
drums. ud nil the hookas for -!'.he party), and one Jamadar (conductor and 
leader of the band). 

Noubat was a band exclusively organized for the dignity and majesty 
of the kings and noblemen, dead or li:ving, and placed on the gateway of the 
palaces, mansions, .a:iausoleums, tombs, etc., of royalty, in recognition of their 
presence therein, living or dead. 

The custom is w'.dcly prevalent in India. 
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Noubat is played eight times during the twenty-four hours, at an interval 
of every thtee hours. 

In olden times it was used for martial music in battle, and most stirring 
uecdotes are related of famous leaders of No116a1, who stimulated the warriors 
on the battlefields with bravery and courage. 

Sangur and Bluz/l,,11 are most brilliant names in the history of India's 
fighting days. Their spirited performance inspired the warriors with fresh 
energy and confidence to face the enemy over and over again. Bha//1111 and 
Sa11gur fell fighting on the battlefield, and were buried on the spot they fell 

A pilgrimage is made to the tombs by all the musicians of this class ; 
prayers and offerings are made to their respective names. 

The legend says that the sticks with which they beat the drums were 
entombed. And the myth is that after some time they grew into beautiful 
trees shading their graves a11d yielding most delicious fruit. 

U) The following are the drum species, struck either by the hand or 
stick. These are only used for keeping the Ta/a (time). The Ta/a is a very 
complicated factor in Indian music a.>td varies considerably with cacli tune. 

The drum Pakhawaj has .g<>t nearly two or three hundred varieties of 
beats for each Ta/a, and it is quite an ordinary thing for a finished Pa&waj 
player to go on playing varied beats for a number of days. 

Pakhawaj was invented by goci Ganesh, and is the classical drum or India. 
It is the most difficult of its kind. It is only accompanied on Dh11rpad and 
Hori style of songs, also with classical dancing, and the Pina. It 1s in tile shape 
of a barrel, and made of one piece of Bir wood, with skins str~tched on either 
side. Ori one side black ink is applied and on the other the dough. It 
helps the dash of tone, and makes it rich in sound. The skins are strung with 
cords which are loosened and tightened according to the voice of the singer. 
The variety of sounds that are produced on the Palthawaj is nothing short of a 
marvel. 

Sometimes it is the booming of guns, sometimes it is thunder, sometimes 
it is ~asal, sometimes it is the cry of birds, animals, and so on. 

The beats of the P akhawaj are first produced vocally and the same wording 
is reproduced on the drum ; each beat has got a name of its own, and the 
knowledge of them requires life-long study. 
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They are composed of S\lch expressions as /(j1 Til:a, Giddi, Glum, Tult 
Dhilat, Dha, etc. 

It is wonderful how the very words are executed, as if somebody was 
repeating them. 

Tubla Bayen is the invention of Sudhar Khan D"4ri, and is a very popular 
drum, of a lighter and easier nature to play than the P althawaj. 

In appearance it is like P althawaj, equally divided into two parts. The 
construction is also more or less similar. It is eith~ played squatted on the 
fioor or standing, with both hands on the two parts, Tub/a and Baybt. 

' The beats are at follows : Dha, Dhi,r, Dinna, Tur/tar, /(jrrack, etc. 
Manjera. These are metal cups of extremely pleasant sounds attached 

to each other with a loose piece of string and mostly played in a rhythm with a 
Tublti. Both the C\JPS are held in the fingers, one heavier than the other and 
struck at intervals. Even this tiny little instrument has various beats and is 
struck with a particular method. 

Dhoomus and Champ. These are two funny little drums, one for the right 
hand and one for the left. They are earthenware Clips covered with skins, 
and encased in a cage of cords, and hung low from the neck of the player on 
either sides with strings. It accompanied the fiute Uns, in the band of Rousha11 
Chauki Wall. 

Nakkara. The royal drum. It accompanies the Se11ai in the band 
No11ba1. They are two in number, ohe smal_ler than the other. The smaller 
is called Zee/ and is placed en the right-hand side ; and the larger one is called 
Nar, and is placed on the left side. The drummer takes two sticks in both 
hands and goes on striking acccrding to the time and tune required, some­
times striking both with equal beats on each, and sometimes unequally, and 
at other times each stick strikes a drum with equal or unequal beats. 

They are extremely large, made of metal, in the shape of kettle-drums 
used in the pvalry at the present day, with thick hides stretched on their 
surface. The sound is deep and loud, majestic and imposing. 

Dhol is a barrel-shaped drum, played by women called Domnis on festive 
occasions, accompanied by songs suited to the occasion. It is easy and vulgar. 

Tubla is a fiat drum made of metal or ,;:lay with a skin stretched on it 
and struck with two sticks. 
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Marfa is more or less similar to the above and is struck with one stick. 
Mar/ a and Tasha are both played in a band at weddings. etc. 

Jhanj is a castanet species made of metal. 
Duff is another drum made of wood, with skin stretched 011er it. It 

accompanies two Bi11sris and one Tarai in a ban4. 
Dain, is the oldest drum of India, invented by Malradeva. It is made of 

wood and skins stretched on either side and is struck by two sticks, one in each 
hand. 

It is played in Rajpu1a11a. 
' Daira is a round Bat drum, struck by the hand and played i;i bands. 

Khanjari is a round Bat drum played by both hands. 
Daphra is a magnified Kha11jari, played in the Hoh festival in Mm-war. 
Dholak, simplified beats of Palchawaj and Tub/a, are played on this dru~. 
Kartal is a pair of wooden castal)etS with little bells attached to them. 

It accompanies Bhaja1t1 (hymns) or mournful songs on sad occasions. 
Jaltarang. These are sixteen china cups, arranged in a row and fitted 

with sufficient quantity of water to form the scale of notes, and are struck by 
two cutved rods. The sound is more or less choppy, and the style of the Gut 
Toda of the Sil4r is executed on this to perfection. It is accompanied by the 
Siu,r. 

This is a rough sketch of the well-known instruments. There are very 
many more of lesser imporr:;nce belonging to different provinces, districts 
and villages. They have their own distinct music and songs. 

The music of South ln.dia is quite distinct and has its own instruments, 
Rogas a&i To'4s. 





CHAPTER VII 

RAGA AOHYA 

CI.ASstFJCATION of Tunes. The order in which the ,tunes of the Hr.1111111011 Math are classified is as follows : 
They are divided into six Raga$ (male tunes). Each Riiga has its own five Riigiliis (female tunes) and eight Putras (sons), and their eight Bharyas (wives), making in all one hundred and thirty-two tun~ . 
The important tunes arc the six Riigas and thirty Riigi1iis ; the rest, ninety-six in number, are min<'r tunes, though some of these are as beautiful and melodious. 
The Ragas display the most exquisite form of musical conception. They are rich, heavy, melodious and of a highly classical order, and a devotional vein of spirituality is found in all of them. 
T hey touch the deepest emotional chords of the human soul, and transport one to a higher and nobler realm. 
The Ragas have still retained their notes of original purity, notwith• standing the ravages of time and crudities of man ; nothing seems to have disturbed or affected their sublimity of expression and divine conception. They are very difficult of execution, and none but the most accomplished musicians or profound masters comprehend the varied and numerous techni­calities which go to make them complete, and who alone dare venture to perform them. 
The Ragiliis are perhaps of a comparatively softer nature, though some ar~ equally rich and deep in fee.ling and quite as difficult to perform. These classical tunes vary in the numbers of notes they possess in the octaves to form their s.cales. 
In some tunes all the seven notes occur. These are termed Sampuran. In others only six notes of the octave form to make a scale and these are 
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called Kl,adat!, and some have only five or less notes of the octave which 
complete their S(l\lc, these are termed Odhao. 

VARIOUS M£Tl!ODS OF SINGING 'IVN'ZS 

There are various methods in which a t-,me may be sung or played in 
Indian music. 

Dhru~d. A Dhrt.-pad of any classical tune may be sung provided the 
perfonner is able to do it. It is very ancient. It is a manly and heavy way 
of singing, and is the most difficulr of all the methods. Dhnpad is that style 
of singing which comprises dwelling upon each note with masterful control 
for some moments. 

The " Division of Notes " in the previous chapter has shown how 
extremely fine and subtle is the space of sound li.llowed differentiating on,e 
note from the other. The slightest vibration in the voice tends to produce 
a S11ni ($bade of tone). Each note therefore, should be struclt in its purity 
and richness of sound and dwelt upon clearly and distinctly. So that the power 
of retention with correct intonation, and with absolute cont.'"01, is the first step 
of i..ost vital importance. to be leaqit in singing a Dltrupad, and is ~ely 
difficult. 

When the notes of a Dhrllpad of any Raga are str.ick with that accuracy 
and precision which it demands, a strange tremor overpow~ one, so that one 
is conscious of nothing but the sound divine, that nlls the atmosphere and holds 
one in a magic spell. Each note is ~ung clearly and distinctly in its purity, 
with magical effect, and retained in its own glory as long as the power of the 
performer will allow. 

Its theme is generally historical or religious. It is never sung quickly, 
but invariably in Bila,r,pat or MMddha, Jai, i.e., first or second speed.• 

Dlirupad smging is divided into four equal parts. 
The fu-st part is called AsJJ,ai. The opening notes of a tune are shown 

in, this, part 

• There are three spttch in which a song may be sung or p!ayed: 
1st Speed. Bil.,,.P,,,. (,low). Vilo"'°" Kala. 
2nd Speed Maddli (medium), Ma,!Jiya J(ala. 
3rd Spe<:d, D.,.,., (,apid). Dwrl<J l<a/o. 
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The second part is called A111ra, All the notes that occur in the rune are 
sung in this portion. 

The treatment of the higher notes of the tune is shown in the third part 
called A -bhog. 

The last part is called Sanclu:ri. It was against the royal etiquette of !he 
formei, days to sing any other style of tunes, excepting Dhrupad in darbars. 
Dhrupad singing is also called the Kha11dari Bani. It is the most difficult 
·mode of execution and one which is restricted to only a very few musical 
families in Indi~ 

Iuja Man Tanwar, 148.6-1516, was the inventor of Dhrtipad. 
Naik Beyjoo, the famous singer, lived in his time. After the death of 

the Raja, Beyjoo went to the c;ourt of Sultan Bahadur of Guljarat, and in his 
reign invented a new Todi, which is known as Bahaduri Todi. It is a beautiful 
melody. 

5_adra is something like the Dhrupad, but sung with the quick rhythm of 
'f haptad. The subject~ of the songs are military and sometimes eulogistic. 

Hori These beautiful songs contained the love stories of Krishna, 
the god of love, and the gopis. The method of singing them is most fascinating, 
but most difficult. They are performed on the intricate unequal Tala (rhythm) 
ofDhamar. 

Dhrupad, Saadra and Hori singing are the most diflicult styles, and 
eminent musicians disdain to perfo~ by 9ther methods. 

Khyal. A Khyal of any clas.sical tune may be sung. Unlike Dhrupad, 
each note merges iuto the other in quick succession. Wave after wave o' 
delicious ethereal melodies float in the air. El~ds of scales succeed onc­
another, forming most exquisite combinations, And the effect is divine, 
owing to the rapid rise and fall of the scales. Trills, variations, tremors and 
all such productions of the voices have full play in this kind of singi'ng. Khyal 
singing was inV:ented by Sultan Hussain Sherlci, in the fifteenth century, and 
brought to a state of pi:,rfection by Sadara!lga, the Duro.ar Singer of Mohamlll4d 
Shah of Ddhi. 

Sultan Hussain /)herki was the inventor of many beautiful melodies, 
such as Jaunpoori, H11ssai11 Kanhra, Hussai11 Todi, whish are still populai,. 

Tappa. These were originally sung by the capiel and mule drivers in the 
E 
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Punjab, in which they related the story of Heera·and Ra11ji. Slwri, the famous singer in the Court of Asaf-11d-dD'llllah, the King of Oudh, put new life and soul into it, and converted the simple ditty of the desert into a e>.tltivatcd form of singing. 

Baz. Khani method of music was invented by Baz Bah11d11r, the king of M11lw11. There are many lovely songs relating his passion for the beautiful Rllpmati. 
Baz. Bah;idur and RMpmlJJi have also been a favourite subicct with the artists. 
The fantastic Amir Kh111r11, poet, musician, minister, statesman, soldier, in the reign of the T11ghlal:s, tz95-1316, was so enamoured of Indian music and became such a great master in the art that even Nail. Gopal, the great musician of the period, acknowledg~d him as a great master of his art. He intrpduced a sweet blend of the P ersian mode of tune and modes and invented new melodies like Gara, Sar Parda, Zu/JJJ, etc. 
In this reign Paraoa11d and Chand were sung in Brig Bhtisha, the poet Lshrll, who was unable to appreciate the classical Sanskrit, resorted to the soft melody of Persia in compromise. 
Tarana, Kou!, Naksh, Gul, etc. 
Koul was sung with Kawali Tti/;, in Perswi, similar to Kall,a1111, Nalr.sh and G11l, the theme was generally S11jism. 
Tarana was invented by Amir Kh111r11, certain expressions like Ta/11, Lom, Tom, Non, Dani and also Persian couplets are inserted in Tara11a. Unlµ,ce Al.ip this is sung to Ta/a. 
Aliip. This is to sing the melody of songs by inserting such expressions as Aaar, Te, Ray, Re, Nom, Ta, etc., instead of the real words of the song, without Ta/a. 
Sargam. This is to sing the tune ot the song by, µie notes 9f the song, instead of the words. Such as sa, re, ga, ma, etc. 
Tarwat. This is to sing the tune of the song by inserting the expressions of the T11bla (the drum-like instrument to keep time), and not the words of the song, such as DhirJ:a1, Dirlr.111. Dar, Dhina. 
Chatrang, lit. means four parts. A mixture of .dlap Sargati Tara11ii and T{lNl)IJI expressions are used in this. 
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It is difficult to perform ; therefore it is not a popular mode of singing. 
Bhlljan. These are pathetic religious songs of appealing nature, ,Sung 

by Z-ogis (ascetics) on the strange weird instrumtnt called the Eluara, also by 
a band of devotees in .a temple. 

Th:c recital is led l?y a leader followed by the followers in a chorus­
P ad, Kinans, also of sacred character. 

These musical performances relate the stories. Heroes, gods and god­
desses performed individually or by a circle of ascetics on special or religious 
occasions in temples or hol!).es. 

'Fhumri. These are extremely pretty little songs and a.,-e very popular 
and delightful, sung by all in !ndia. They are generally composed in Brij­
Bhas1,a, and contain all the characteristic events. 

Gazal. Beautiful verses of Urdu and Persian poets, set to simple pretty 
music with simple Ta/a. 

Dhun are fascinating short melodies< and mixtures of simple Rag-as like 
Lnmis. 

Guzzal, Th11mri, Dh1111, and such light songs are popular and sung 
l?y the high and low. Hut Dhrllpad and Dhamar, Sadra, Kou!, Chatrang 
and like methods are restricted to some ustads. There .u-e some good Kliyal 
singers. These styles are difficult, therefore not popular and understood 
by the masses. · 

Apart from these methods there are also other ways of singtng songs 
at diff'erent occasions. The varied parts of the country have their own 
individual characterjstic singing like Lad;chi in Punjab, Mand in Rajptitana. 
These are CV\:ning tunes sung b.y a maiden who goes to fetch water from a 
well dr by a mother .rocking a baby to sleep. They are very beautiful. Garbas 
are gay joyous tunes sung in Gujerat and Katlriawar on some festive occasions 
by a group· of young maidens. They move in a circular form with .slow 
rhythmic movements, bending their lithe figures gracefully beating their. 
hands in rhythm. 

HAJ/,~ONIOUS AND JNHARMONIOUS NOTES IN A TUN)! 

~di, Sambadi, Ambadi, Be6adi : these are the four expressions given to 
the notes which are harmonious or discordant in a tune, for instance : 
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(I) Badi ; this t"erm is applied to that note which is dominant and gives 
colour to a tune; like the note Dha in the Raga Bhairon ; or the note Ma fo the 
Raga Mallaus ; or Koma/ Gandluu- (fiat Ga) in the Ragin, (feminine tune) 
Todi. 

(2) Sambadi, is the expression which is applied to that note which gives 
additional brilliance to a tune, and heips the Badi, like the Sur Dha in Todi. 
This note is sub-dofuinant. · 

(3) Ambadi, is the expression applied to those notes which are not dis­
cordant in tune. 

( 4) Bebadi, is the expressfon applied tp a note or notes which are com­
plete1y discordant in a tune, like Tivr;, Ma, in ,vfa/lcaus ; or Ti'llra Ga in Todi • 

.EXPR£SsIONS DEl>OTINC INFORMATION ABOUT RAGAS AND RA•INIS 

The following are certain musical expressior.s used in giving informa~on 
about the Raga and Ragi,iis, 

Marg, is the cxpresslon appiied w those Ragas and Riigi.~;; that :.re sung 
exactly alike in all pans of tµe <;puntry, but that the ::node of execution should 
be so difficult, so as not to be c9mprehensibi~ t p ail, like the Khandari-B,ani 
or Dhrupad singing. Marg is celestial. 

Desi, is the expression useg for those tunes wJ.uch are sung differently 
everywhere, but that the method of its singing s,hould be so facile, so as to 
be understood by all. Desi is terrestrial. 

Su<lha, is the expression given t<:> those tunes which have reta,~.,e4 the• 
notes of original purity, ,,nte!n.pcred by a11y f.rc3k of tirr-.e O!° ma.'l1 like the six 
Ragas {m2te tc.nes), a~d a t~ .. .,., lt:1-p<.,rta~;t Ragbiir (fer:1ini:tc tui!e~). 

SI· , h ... . ., • " 'T'' a .u~..c, a.re t ose. cunt":S wh;ch. cave sen1c.-~r.C'"c os vti. ... er tunes.. ... n~ 
are ma~;-. 

Sanke-Run ar~ those tunes which ~re either ci"eated o-ut of the co~ 
bination of two Shudha tunes, or five or six Raginit. These are numerous. 

Maha-Salink are those runes which are formed from Salinlc and S411ke-R111, .• 
There are no end of these. Some are of a rem;,.rkably beautifui and d;i.ssical 
_nature. 
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MURCHANA 

Murchana is that alluring and pleasing oddity in Indian music which 
helps· to establish the inde.fufable charm and the merging of tones which 
characterize the melodies so forcibly and fully. · 

M;urchana is the harmonious and gentle gliding of sounds which occur 
while uniting one note to the other consecutive one. 

There are twenty-one J111lrcluz11as in the three Saptaks (octaves), each 
!111reha11a comprises the sounds created during the blending of one note 
into the othe,, of the Rohi (ascend.ing from the lower notes to the higher in the 
scale of one octave), and the .drohi (descending from the higher notes to the 
1,ower). 

The following are the Mur.chanas of the Ma11dra Saprak :' (I) U1ra-Ma11da, 
this !111r.eha11a is formed by starting from the note Sa, in the Rqlzi scale, and 
coming back to the note Sa, in the Arohi scale. The following Murcha11as 
arc in their proper order, each having a successive note for a starting-point, 
in the scale, and coming back to the same point. (z) Ra11jani. (3} Um;­
lha. (4) Suddha-Khar.ja. (s) · Bajhri-Kana. (6) Aso11-Kra111a. (7) Aph­
Rokta. 

M.urchanas of the Madhyam Saptal:: (1) Sobray. (z) Har11suad. (3) 
Kloh11a. (4) Bar,/iirf. (5) Parl:harka. (6) Saddhya. (7) Gorpay. 

Murchanas of the Tar-Sapral:: (1) Pra. (2) Basa/a. (3) So11ky. (4) 
Partarka. (s) Ro11i. (6) Barkhata. (7) 0111a. . 

QtJALIFICATIONS OF MUS!CIANS 

In ancient days there were institutions of music where .a student acquired 
knowledge an!i attained a certain degree of proficiency which qualified him 
in his profession and gave him a certain standing and position in the musical 
world. And the~e is a veritable vocabulary of titles that marked the different 
grades to which h~ b.elol!ged. I shall quote a few important ones. 

Naik was the higliest degree conferred on one who was a past-master 
in the science ;. he not only rendered all the Ragas and Ragims in their original 
purity and correctness, but was also able to produce pupils equally great, 
Baijoo and Gopal were Naiks. 
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Gandharb was the degree given to an efficient performer of Marg and 
Pesi. Tan-Sin was a Gandlzark. 

Guni was the degree given tQ him who w-..s able to execute Dbi well. 
Pandit was he who learnt t~e science to p.crfection in theory but not in 

practice. 

Uttam was the name given to him who had such an enraordinag command 
9ver his singing that he cou!Q. sing witho1,1t any accomp,miment, and not be 
dependent in any way on his instruments for Tiilt! (time) ;i._nd Sur (note). This 
is quite extraordil)ary in t)le Indi~ music, and only an efficient student c:;9~d 
aspire to attai!.l th~ .rank. 

Madhyam was one who was more or less dep .. 1:dent upon his accompani­
ment. 

Adham was he who was entirely dependent ·upon his. .accompan'in,ent 
for singing. 

~UAL!TIES OF VOICE 

The singer had to be distinguished with the thirteen qualities in Ais voice. 
Mirisht, that the voice should affect all who heard it. 
Madhur, that the voice should be sweet and entertaining. 
Jhapal, ~hat the voice should n.eithcr ·be very loud nor vr.ry low, but 

deep and rich, and that while singing he should be able to retain the breath 
for a Ion g time and not suffer from short breath. 

Taras-than. The three saptaJ:s should be executed with equal facility 
and ease. 

Sakhaba, that the voice §hould be possessed of the power of creating 
laughter in the asse/Jlbly. 

Karan, that the voice should be possessed of $UCh pathos as to produ_ce 
deep feelings and tears. 

· Koma!, that the voice should qe soft and stirring. 
Sara-dak, that th_e voic~ sho1,ld be big and heard distinctly at a distance. 
Ghan, that the voice, shpuld be clear with.out tremor. 
Sang-da, to execute '!ll the Tans (variations) with .gz:ea,t pse. 
Gad, that the command should be so entire as to be able to pro,duce 

loud and soft sounds at will. 
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Sa!ohil.o, to be able to sing at length without break. 
Parjar, that the singer should be of a prepossessing appcaz:ance and 

noble disposition. 

DEFECTS OF N'OSICIANS 

There were several objectionable mannerisms which disqualified a singer. 
A loQg list of them is given in the sacred books. The following are a few : 

Sandasht, to sing with closed teeth. 
Bhut, to sing with fear. 
Sanket, to sing without confidence. 
Kampat, to start with a tremor in the voice. 
Karagi, to sing with mouth .wide open. 
Kapal, to sing with flourishes. 
Kagay, to start with commotion and noise. 
K~ba, to crane the neck like a camel. 
J umbuk, to shake and whirl the head and neck while singing. 
Parsari, to make frantic gestures with the hands. 
Namiluk, to sing with eyes closed tight. 
Abagpat, to sing with all the words jumbled up together, and rolling in 

the throat so as to be incomprehensible. 
Stek,ari, to sing by taking sharp qujck brcat)ls. 
San-Nasik, to sing with a nasal twang. 
Pava-Chat, that the voice should be shaky. 
Ase-that, thac the voice should be disturbed. 
Nasar, that the voice should be closed and tight. 
Kaga, that the voice should be like the cawing of a crow. 
Karish, that the voice should be thin-Bat. 
~hikan, that the voice should resemble the bz:aying of a donkey. 
An efficient singer W-!S supposed to follow these and several other in­

junctions, he Wl!S also carefully instructed to impress upon the hearers with the 
sum of the song. 

S~ is the -important beat or juncture of a tune where all the attention 
06 the hearers is deeply concentrated. In other words it is the climax of the 
song. 
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The singer shoul!l- a~ gc discriminate, and maric the occasion l;>y ~il)ging 
opportune songs. He shou!d have a good mcmoryi, and shouid be some­

thing of a poet. 
The musician of old days must have Qeel) an ideal person.age. He was 

regulated by all the laws so appropriately atid becomingly laid down for a 

master of sucli an agreeable art. 
The modern musician is altogether devoid of these pleasing qualincatiohs, 

his studies in etiquette of singing neglected and ignored, and that is the reason 
why modern singing results in grimaces, painful gest-.ires and disagreeable 
sounds. 

TANS 

A Tan is a variation or run, which occurs wben a tune is played or sung. 
There are countless varieties of executing Tans, and these are so numerous 
tl,at a finished performer can sing or play a tune for hours with tbe intro­
duction of Tans before he has exhausted his ,tock, and y~t not repeat the sa..-ne 

Tan twice. 
This is that extraordinary part of the Indian music when a musician has 

the unique opportunity and advantage of asserting his knowledge and indi­
viduality during the course of a performance by harmonious combination of 
notes into Tii11s--0n the spur of the moment. 

These Tans are best understood when' sung or played : to convey any 
definite idea of what they really mean in writing is an impossibility. 

The inflections, modulations, trill, etc., they form 2re so nu."J'lberless and 
so !nspiring t...½.at in spite cf cncsd~, one is up1ift-ed in an enchanted rcg!(,o, 
full of ~yste:-icus ch:lrrns and be2utiCS~ 

As I b.~ve said before: there are v~.,riouS d.asse·~ vf T4:ts. ! shilf now 
endeavour to d~monstrate one kind of Tan oi,iy ';7!lich produces five tF.ousand 
and forty ; diversified I'iiiis from !he se,ren notes of the octaves, Sq Re, Ga, 

~, Pa, Dha, Ni. 
' lt may help 'to convey to the reader the extent of the grandeur and 

beauties that these tunes possess. It may seem impossible a't first glanlle 
that such a smali number of notes should be able to produce va,ried str.>.ins of 

. . 
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such magnitude, but a close study will show how skilfully and with what knowledge it was manipulated by the ancient masters of Indian music. One note will give you one Ta11a only, Sa. Two notes will give you two Ta11s of diF.erent varieties, Rom (ascending from )ow to the high notes). ( 1) Sa, R.e, Arohi (descending from the high to the low notes). (2) R.e, Sa. In three notes, Sa, &, Ga, you get six different Ta111 : (1) Sa, R.e, Ga. (2) Re, Sa, Ga. (3) Sa, Ga, Re. (4) Re, Ga, Sa. (s) Ga, R.e, Sa, and (6) Ga, Sa;&. 
£our notes produce twenty-four Ta1ts, thus : (1) Sa, Re, Ga, Ma. (2) Sa, &, Ma, Ga. (3) Sa, Ga, Ma, R.e. (4) Sa, Ga, &, Ma. (s) Sa, Ma, &, Ga. (6) Sa, Ma, Ga, R.e. (7) R.e, Ga, Ma, Sa. (8) Re, Ga, Sa, Ma. (9) Re, Ma, Sa, Ga. (10) R.e, Ma, Ga, Sa. (11)· &, Sa, Ga, Ma. (n) Re, Sa, Ma, Ga. (13) Ga, Ma, Sa, Re. (14) Ga, Ma, R.e, Sa. (15) Ga, Sa, Re, Ma. (16) Ga, Sa, Ma,&. {17) Ga, Re, Sa, Ma. (18) Ga, R.e, Ma, Sa. (19) Ma, Ga, Re, Sa. (20) Ma, Ga, Sa, Re. (21) Ma, R.e, Ga, Sa. (22) Ma, R.e, Sa, Ga. (23) Ma, Sa, R.e, Ga. (214-) Ma, Sa, Ga, &. Five notes have a capacity to create one hundred and twenty Ta11s. If the arrangement of the four notes permitting twenty-four Ta1ts above, is followe4 carefully, it will be seen that 6.ve notes must needs necessarily furnish one hundred and twenty Tans. 

It is clear th2t four no~ produce twenty-fo~ Ta1ts. I t is in itself a group of four notes only. Five notes therefore have five groupings of four notes, thus : 
Sa, &, Ga, Ma, Pa, arc the five notes and in tjiese the five groups of four notes are (1) Sa, R.e, Ga, Ma. (2) &, Ga, Ma, Pa. (3) Ga, Ma, Pa, Stl. (4) Ma, Pa, Sa, &. (5) Pa, Sa, &, Ga, place the remaining note at the beginning of a Ta11. Each of these groups of four notu will produce twenty­four Ta11s, making in all one hundred and twenty Tans, for example : S2 (at the beginning of Ta11), and the remaining four Notes are Re, Ga, Ma, Pa. 

These four notes will supply twenty-fe,ur Tam acce>rding to the explana­tion above, thus : (1) Sa, Re, Ga, Ma, Pa. (2) Sa, &, Ga, Pa, Ma. (3) Sa, Ma, Pa, Ga, Re. (4) Sa, &, Ma, Ga, Pa, etc., etc. 
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When these twenty-four Ta,u of the hundred and twenty arc exhausted, 
start by placitig the consecutive note Re, at the commencement of a Ti11, 
making a scale like this : Re, Ga, M;;, J'-a, Sa-Re at the beginning and the 
four notes Ga, Ma, Pa, Sa, will yield 24 Ta11s. Example : Re, Ga, Ma, Pa, 
Sis. ~ - Ga, Ma, Sa, Pa. Re, Ga, Pa, Ma, Sa. Re, Ga, Pa, Sa, Ma, 
etc., etc. 

Then place the following note·,1t the beginning of a Tn and the remaining 
fout notes Pa, Sa, Re, Ga, will give twenty-four Ta11s ; similarly start the 
Ta11s with Pa and the four notes Sa, Re, Ga, Ma, will contain twenty-four 
Ta11s, completing the hundred and twenty Ta11s. 

Six not~, Sa, Re, Ga, Ma, Pa, Dha, at once multiply the number of 
one hundred and twenty Ta11s six times, making an enormous increase of seven 
hundred and twenty Ta11s. 

The same method follows the building up of these Ti;,s all throughout, 
facilitating their comprehension. 

The scale of these six, note's has six varied groupings of five notes ~h, 
with the one extta note which falls at the beginning- of each Ta11 successively, 
as follows : 
(1) Sa, Re, Ga, Ma, Pa. (z) Re, Ga, Ma, Pa, Dha. (3) Ga, Ma, Pa, Di.a, Sa. 

w~~~~&m~~~~~oo~~~~• 
Each of these groups of live notes forms one hundred and twe~?' Ta11s. 

Similarly, seven notes form live thousand and fotty different Ti11s. Multi­
plying the last number of seven hundred a:n:d twenty Tans, seven times, making 
live thousand and forty Tii11s. 

In these seven notes, Sa, Re, Ga, "Ma, P-a, Dha, Ni, there are seven 
different groups of six notes : 
(r) Sa, &, Ga, Ma, Pa, Dha. (z) Re, Ga, Ma, Pa, Dha, Ni. 
(3) Ga, Ma, Pa, Dha, Ni, Sa. (4) Ma, Pa, Dha, Ni, Sa, Re. 

' . (s) Pa, Dha, Ni, Sa, Re, Ga. (6) Dha, Ni, Sa, Re, Ga, Ma. 
With the one note extra, coming at the beginning of the scale of these six 
notes successively in the order of the octtvc;. ~sh of these groups of six 
notes yields seven hundred and t'wenty Ta11s; and seven hun<4'cd and twenty 
times m:ultiplied by seven, is live thousand an-a forty Ta11s. 

The skeleton of a Rl;ga or Ragi111 is sung _first, then a. line is taken, and 
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repeated with the introduction of these Ta11s, and other kinds of Tiilts which 
I have not mentioned, but always bearing in mind the scale of the Raga and 
/Ugims that is sung. 

For all the Ragas and Ragittis. have their own scales of variegated notes. 
These Ta11s are adjusted to the scale which is true for that particuW Raga 
which is sung or. played. These are called Ki,1-Ta11s. 

'nns (expansion) other than above combination of notes by which the 
melody expands. 

Alan!car Baran, or Pa/Jae 11, according to Earijat, there are sixty-three 
varieties, for. example : 

(I) Bhader - sr, srg, rgm., etc. 
( 2) Nand - ss, rr, gg, etc. 
(3) Jit - srgs, r, mgr, etc. 

Kan, to render a higher or lower note--to a Jar with a slight rapid jerk. 
Mend or soot, to slide from SIIT- to Sur : 

like SR GM. 
Andolit. Tremor. 

Garnalt. Pronounced jerk of notes and others. 

llACAS AND llACINls 

All the Ragas, Raginis, Putras and Bhoryas, and other tunes have names 
to distinguish them from each other, so that there is no confusion, Si,me are 
named after deities, some after tribes, some after the comp-o-sers, some after the 
countries, etc. They have also appointed seasons of the year all<i hours of the 
day, when tli"ey should be sung and played. Musicians abide by this Jaw 
strictly. It may be thought, perhaps, it is merely a matter of imagination 
and habit of centuries, that a cultivated ear c!lnnot tolerate a song sung out of 
season or time. 

A Bil:ag is full of sweet meanings and appealing sentiments when sung 
at night ; in the morning it is entirely discordant and loses its beauty. 
Similarly; an Asa-ori sung in the early hours of the day stirs the depths of your 
higher thoughts ; at night it loses its charm and falls fiat. 

This is not :i. nµtter of habit or imagination ; a deeper mystery pervades 
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the arrangements. There are certain notes that are characterized by fi'CIT 
temperaments. These arc dominant in the tunes to be played or sung in the 
hot months. Then there are other notes that are attributed with cold tem~ia­
mcnts. These are important ir. the tunes to be played in the cold season . 

• '.f.he musicians of olden days were profound students of nature ana knew 
the cosmic laws, They unravelled the hidden secrets of sound l:>y long study 
and made sure that certain sounds harmonized with_ certain notes in certain 
seasons, and adjusted the notes in accordance with nature. 

• The twenty-four hours of a J?ight and day are divided ,into eight parts, 
and each part lasts for three hours. The first morning pai;t is from six o'clock 
to nine o'clock. The tunes that are to be played or sung during these 
.hours are slow, dreamy and pure, and the n9tes Re and- Dha are komi:/ (fiat). 
Bhairo11, and all its species which are eight, ~d Ramkali, are sung at this time. 
Re, Ma, Dha, are komal. 

Nine to twelve is the second morning part. And all the notes tha:t occur 
in the tunes to be sung and played in these hours are /r.oma/-likc Asaori­
BhairrJenr. and Todi, and such others. The K,,,..,,/ .notes now change into 
Ti-vra. At noon exactly Sara11g is played. It is a bright melody, All the 
notes in the rolzi arc thlra and Ma and Ni are lr.omal in the rohi. Sara11g is 
Udhao, and has five notes in the ~calc, viz., Sa, /:{e, Ma, Pa, Ni. 

From twelve to three, Bhimpalasi, Dha11asari, Dha11i, etc., are played. 
Ga, Ma and Ni in these tunes arc Ju,m.al and Re, Dl,4 that wer,e ko11µ1/ in the 
morning tunes. become Tivr.a. Three to six p .m., Poorvi Purya-dhanasari 
and Marwa ar,e playe\f in these hoµrs. Shri Raga is played at about silt o'clock. 
Ga, Na and Ni,in these. tunes become Tiwa and R~ and D,!,a become Ko/JSal. 

F~om six_ t_o .nine ali the notes. beccme Ti-.Jra.. reme:r, Ka/ia;; and all the 
Ka.liar, tunci-'l"b~ch are numcrous-ru-.e played in these hours. 

FroI!l nine to tweive p.m, a:c played Bih.ag-Sa.nb-a liesh, etc. They ate 
all in Trvra nctes. At about mid!light, Bageshari, Behar, Ad,ana and such 
4?thers, are played ; and Ga, Mti s.nd Ni again become Koma/ in these tunes. 

Fro~ twelve t~ three: a,m. all kin,ds of .Kar.hrizs, which ru-e eighteen in 
number, arc played, including µic famous Durbttri; excepting Sugrai Ka_nhra, 
which is played in the morning. Malkat.s is also played after midnight. Th.c 

• Seo Appa,dix, No. II. 
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notes Re and Pa do not occur in these tunes. All th,: rest are Koma/. From three to six a.m. are played Hi11dolo, Soh11i, Paraj, etc. The Koma/ notes of Malkaus change into Tiwa and it becomes Hi~dolo, which is Odhao. Then by adding Re komal, the tune becomes Sohni, which is Sadhao ; and then by adding Pa to the scale it becomes Paraj, Basant and La/ir are also pbyed in these hours ; both the Tivra and the Koma/ Ma occur in these tunes. Sandhi Prakash. All those melodies which are to be sung at the twilights when a change· in nature seems to take place, and they take Re and Dha Koma/ &nd Ga and Ni Tivar, as in BJ:airaon. 

Tivar Madhyam Ragas are those which are sung in the evening and night. 
Shuddh Madhyam Ragas are those which are sung in the o,orning and day. 
The scale is divided into two parts. PttrVa A11g is the first part com­prising of s r g m. 
The Ragas which are recognized by the lower notes s r g m of the scale and called i'11r.:a Ang Ragas are sung from noon to midnight. Utter Ang is the second part comprising of Pans. The Rtig,:s which are recognized by the higher notes, p a n s of the scale are c:11led U11er Ang.; Ragas. 
These are the valuable observations made by Pandit Bha1kha1:de and facilitate the location of a tune to the ho.ir. 

When the Ragas are sung in proper time and season and wi•.h perfect knowledge of the science, an at.solute and inexpressible sense of calm and inner satisf.iction is derived. 
In such a state of perfection the Ragas are supposed to be possessed of supernaturaJ powers. 
They have chronicles of their births, which point out the mysterious sources from which they have originated. They have a series of interesting legends, recording their life-histories. They arc benefactors of humanity, by c:uring various bodily ailmel>(S. They charm the elements of natute and invoke fire and water ; in short, they ptrform mirades. The idea of personifying all the forc:es of Nature seems to be quite 
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common in Hinduism. All the Riigas and Riiginis are impersonated. There 
arc quatrains and verses illustrating the form, colour, symbolism and mean• 
ings of each tune. The Riigas and Riiginis have been favourite themes with old 
Indian artists, who have painted them over and over again, but a fine illus­
tration is rarely seen nowadays. 

CHRONICLES OF II.ACAS ANn llAOINiS 

Mahadev, the god of music, is distinguished by having five heads. 
Each of the four heads being tuF!)ed towards the four quarters of the globe, 
north, south, east and west, while the fifth head is turned towards the Heavens. 
And from each of the five heads the five great Ragas or demi-gods, Bhairo11, 
Hindole, Dipal:, Shri and Megh originate. The sixth Riiga, Malhs, comes out 
of Parvari, the wife of Mahadev. Brahma created the thirty Raginisor nymphs, 
and each Raga or demi-god was presented with five Raginis of sympathetic 
strains, whom he preserved with the tenderest care. Saraswari, the goddess 
of Music and Learning and the wife of Brahma, left an exquisitely graceful 
an<) poetic legacy to the world, in the shape of /,'ma, the most cherished and 
valu~d musical instrument in India and the demi-god Narada was appointed 

to play it. 
" Frain Nada (sow,d) arose Sun,. 

From Surli came Swara (tone). 
And from Swara was formed Raga (scale). 
And from Raga was created Gi:a (tune). 
59 that the soul of Gira is sound." 

Raga means passions, and different tunes excite different "emotions and 
feelings, such as Bfiair'/Jeen; is signi/icant of beauty. Nur, of valour. Marwa, 
of fear. Shri, of grandeur, ,'vtalkaus, of passion, Asaori, of renunciation, 

Bihag of joy and brightness. 
Raga-Bhairon. This Raga originates from that head of Mahadev 

whj~h is turned southwards. This tune along with its Raginis, Putras and 
Bl,aryas, may be played in the r.i.onths of September and October. The 
time for its perform;ince is from i::arly dawn to _sunrise. It is sumpooran, i.e., 
has all the seven notes of the octave for its sc;ale. Sa, Re (J:omal), Ga, Ma, 
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Pa, Dha (komal), Ni ; in the Rohi and Arohi. In form it is like Mahade'O, bving five heads, four heads turned towards the four directions-north, south., east and west-while the fifth head is turned towards the Heavens. He is represented as a Togi or Sanyasi (one who has retired from the world). His body is besmeared with ashes, his tresses, grey with dust, are gathered on the top of the head ; two Gangas (rivers) come out from his Mir :uid Bow on either s:de of his head. These are the two sacred rivers in India, the Ganga :uid the T11mna. A jewelled K.angan (bracelet) is fastened on his wrist, and a crescent in the centre of the head. The third eye of wisdom is located between the eyebrows. Two powerful Cobras (Cobra de Capello) are coiled round his arms, on the forehead is the mark of the sacred emblem, called the Thrip1111da. He is seated on a skin of tiger in the heavens, encircled by glittering clouds, holding a trident in one hand, and a rosary of Rudrakhas in the other. His throat is adorned with a chaplet of eight human s.kulls. Bhairon has five Ragin1s : Berari, Madhmad, Bhairueen, Sindluroi :uid Bengal. The Ragill'il are represented as ideal graces of -womanhood, most divinely fair and of incomparable beauty. The radiance they shed is so great that the sun seems as if ashamed, -who hides his face behind the clouds, and the moon withdraws in modest retirement on seeing their sweet lustre. The description of the Ragin, Bhairveen, is sylph-like and of a most exquisite symmetry, with the youthful freshness and bloom of a shy young maiden of seventeen. Her hair still humid with the Snana (sacred bath) is thrown back in a heavy dark mass. From beneath her long drooping eye­lashes, there escapes an ineffable light, giving a calm serenity to the beautiful profile. Her slim hands are clasped in reverence. Her whole attitude is bent in submissive religious fervour. A breathing poem of devotion at the altar of the piva Linga. She has taken out her garland, heavily scented of golden Champc, (6.owers) and has consecrated it to the gods. 
The scheme of colour of her costume and jewels is red and white. Her dainty person is bejewelled, and enveloped in an opalescent gossamer, more of an imaginary description. The temple of Ma/zade'O is built on the summit of a hill encircled by a fort. Flowering blooms of the lotus scent the atmosphere. Two young maidens are engaged in playing and singing on the Majir,i (musical bells). Pearly dawn is creeping invisibly bathing the realm with a delicate 
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and roseate light. This is the enchanted hour when the tune Bhairvee11 is sung. 
The tune is Sampooran. Sa, Re (A:omal), Ga (A:omal), Ma (lu,mal), Ma (liw-a), Pa, Dha (A:omal), Ni (A:omal) in the Rohi. The sea.le changes in the Archi and only one Ma (ti-vra) is retained. 
Shri-Rag. It is created out of ~at head of Mahadev which is turned towards the east. This tune along with its female tunes, may lie played in the months of November arid December. The hour of its performance is about 6 p.m. It is Sampooran and hu g;ven notes in the octave. Sa, Re (A:omal), Ga, Ma (1rura), Pa, Dha (A:omaf), Ni, in the Rohi and Arohi. 
N.B.-The Tamooura (musical instrument), in the hands of the singing girl in the painting, is a mistake on the part of the artist. It should be a Majira instead. 
In appearaace it is like a man dressed in rea garments with a handsome pearl and ruby necklace and drops of the sam.e in the ears, holding a sacred lotus Bower in his hand, seated on a royal dais, wrapt in listening to the intoxi­cating strains of the //iha (musical instrument), with his Ioveiy companion. " The Shriraga is famous in the Hindu musical reaim, sports sweetly with his nymphs, gathering fresh blossoms from the bosom of yon grove and his Divine lineaments are distinguished through his graceful vesture." Shri-Raga has five Raginis : Basa111, Malsari, Asaori, Marwa and Dhanasri. The Raginis are represented as shy young maidens of surpassing loveli­ness, iiving in perpetual spring and seeking heavenly bliss in music. Asaori has an ascetic character, It is represented as a female rogin ( one who has renounced the world), seated on a promor,tory inside a fort, surrour,ded by water, and beneath ~ huge Sa11dal tree. Its delicate, massive and perfo.med fofo,gc is bent towards her ir. :ende:- prot-ection and is shading her from the morning sun's warrn ~ays. The hour for its performance is morning. Her dawning womanhood is arrayed in the simple salmon-coloured garb of a rogin (f,:ma!e ascetic), d.:fini.,g the beautiful az:d subtle lines of her figure. Her raven hair is massed on top of the head. On the white brow gleams the sacred emblem of religion in camphor. Her ~lumbcrous eyes are heavy and languorous. with the power of her own music. Her sweet mouth is intent en blowrng the soul,.scirring notes of the Pugi (musical instru-
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ment). Her personality glows with music. The serpents and peacocb 
are attracted beyond control by her music. They c:-eep and crawl towards 
her; amazed and entranced. 

N.B.-The Sandal-wood tree has a great attraction for serpents, is the 
tfute (Poong,) has. 

ltiga-Malkaus. This Raga has originated from Paroau, the wife of 
Mahadro. The tune with its Ragi11is, Pu1ras and Bharyas may be sung in Janu­
ary and February, which are tlie months congenial to these tunes. The hour 
in which it should be performed is past midnight. It is Udhao and has Sa, 
Ga, Ma and Ni not'es in the scale. All the notes are komal. He is repre­
sent;:d as a glorified image of the rich, deep, passionate and mystical melcxiy. 
Dressed in soft blue, his drean;ty ey~s· are veiled with emotion. He is holding 
a severed human head in one lwid and a naked ·sword in the other. He 
stands ehti-anced listening to the delicious music by the maidens, ii). the un­
defined distan.ce. Towering 01, either side are the Morechals (insignia of 
royalty). 

N.B.-~he idea of conquering enemies is a favourite Olle in Indian music. 
The Ragas were qualified as brave, undaunted warriors oyercorning their 
torrnidable opponents. 

Mallcaus has five Ragi,tis : 7 .ambh=ali, GunRali, Todi, Gouri and Kadab. 
The Ragi11'is are fair bevies of beauties; each lovelier than the other, dreaming 
away the pleasant hours of life in enjoyment and sweet musings. No cares or 
troubles cross their serene path, no clouds di.sturb the eternal gay sunshine 
of their lives. 

Todi is represented as a young maiden of ravislii.ng fairness. Dressed 
in white and gold with the saaed emb1em marked in Camphor and Saffron 
on her !;;row. Seated on a hilltop in the midst of a lovely forest, wholly 
absorbed in playing of the //ma. Her palses beat in a rhythmical whirl of 
emotion, causing a crimson tinge to rise on her lily"White cheeks. The ciarlc 
depths of her eyes catch the gold of the rising morning sun. The time for 
the execution of this 'tune is morning. 

The wild deer venture within the sacred precincts of the temple in meek 
submission and adoration, completely fascinated and subdued by so glorious a 
picture and such thrilling music. 

E 
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N.B.-Certain tunes attract certain animals in nature. The Todi is 
always associated with the deer whom it subjµgates.. 

Raga Hindol. This Raga bas sprung fr~m. that mouth of Mahadw 
which is turned towards the, north. The months in which it should be played 
are March and April. The hour for this performance is when the night has 
far advanced. J t is Udhao, and has only five notes of the octave in the scale, 
Sa, Ga,. Ma, Dha, Ni. The latter four nptes, Ga, Ma, Dha, Ni are Tivra 
in the Rohi and .drohi. 

In form it is like Krish11a, the god of Love, seated on a Hilldola (cradle), 
playing the Bansari (musical instru,mept), surrounded by his gopis who are swing­
ing him in responsive motion of' their songsi and his Ba11sfl?"i, The li_q~id 
depths of his eyes are brimful of mirth a.nd love, locks dark as musk are braided 
away from his forehead. Rainbow-coloureg. qt:aperies of gossamer airiness 
encircle the graceful form of the young maidens, kissing the blooming cheeks 
and falling lightly over their heads. Jewels shed their brilliant lustre, enhanc­
ing the chiselled loveliness of face and figure. Hindol has five Ragi11is : 
Bilawal, Ramkali, Lalita, Dev-Salr.h an<! Patman-j,ar.i. The Ragi11is live jn a 
nest of swansdown, in their soft sweet thoughts. Their years of music~ life 
roll smoothly l:!y. 

Lalita is represented as the most exquisite specimen of fe.ni.nine beauty. 
Her skin is lily-white with a lustrous brilliance behind it. H~r bejewellecl 
and beautiful bead poised on a graceful neck, defies rivalry 0£ the jewelled, 
arn1'1; throa!, ears and feet. Golden gauz.es of scintill_ating tints pf-- glori.ous 
c-olours and richness float round her exquisite symmetrical form, disclosipg tlie 
perfect lines. Her perfumed tresses are thrown in a dense cloud belwid. 
The mysterious expression of her large limpid eyes is p~rtly reve,!Jed in the 
shadow of t)le long dark, silken lashes whi.:h veil them. She re~lines with 
ease on the flower-be~prinkled, gorgeous divan, subjugating the senses by her 
poetic grace and indefina~le elegance. A woman with a garland of Rowers 
is standing n~ar her in attendance, gaz.ir.g on her rapty.rously. 

It is Sampooran and both the Ma (lr.omal) and Tiwa occur i,n $is tune. 
The scale differs in the Rohi and .drohi. Rf?hi ·: Sa, Re (lr.omal), Ga, Ma (lr.omal), 
Ma (ljvra), Dhfl (lr.omal), Ni. Arohi ; Sa, N_i, Dha (lr.~.ma/), Pa, Ma (lr.omal), 
,Mi; frivra), Ga Re. 
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Raga Dipak. The tune of fire. Dipal: is created out of that mouth of 
MaluzdefJ which is turned towards the east. This tune witli its Raginis, Putras 
and Bh,zryas may be played in the montbs of May and June, the hottest time 
of the year. And the hour for its performance is dusk when the<shades of the 
night are beginning to gather on the waning light of the day. This tune has 
the remarkable power of invoking fire in Nature and if played at the right 
hour with that correctness which it demands the effect is so magical that all 
the lights burn instantaneo1,1Sly. It is a very complicated and classical tune. 
The scale differs in the &hi and Arohi. &hi: Sa, Ga, Ma (1ivra), Pa, 
Dlta (komal), Pa, Sa. Arohi: Sa, Ni, Dka (liomal), Ni, Sa, Ga, Pa, Ma (Jivra), 
·Ga, Re O,omal), Sa. 

This mystic Raga is extinct now and the legend attached to its extirpation 
is that the Court musician, Tan Sin, was singing it in the presence of the mighty 
EmP.eror Akbar. His whole soul poured jnto the piece of music lie was 
singing and note after note vibrated through the air, and thrilled the hearers. 
His .ong had no ending, till at last even Nature was movetl beyond control. 
Fire was ignited through the occult l'ower and the Dpali-a Raga, and the place 
was in flames. 

This extraordinary incident has proved fatal to the tune, and none has 
dared to sing it since. The awe and fear with which it is regarded even to­
day is beyond belief. The greatest musician will bend his head in reverence 
and silence at i.ts very name, and will refuse the honou, of singing it.. It is 
s~nge that an incident whi~ happened centuries ago should still exercise 
the same infiuence on the minds of the people-as if it had happened to­
day. 

The notes are there, the melody is there, but no one has t:1e courage and 
boldness to sing it and the deplorable fact remains that one of the six great 
Ragas w lost to th::: wodd; pernaps for a mere sup,erstition. The tradition 
goes on to say that the record may only break if the worl~ produces another 
Ta11 Sin, which is not likely. 

Dipak is ~r~nt~d as a handsome young man in the prime of life, 
most gorgeously robed in red; sparkling in darkness. The brilliancy of his 
person is so enormous that the rays penetrate the gloom and shoot like tongues 
of fire. 
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Dipak hl\5 five Riiginis ; Ka.mode, De#, Kanlrra, Kidara and Nut. 

These female tunes have variegated qualifications. Kamode and Desi 

are personifications of" beauties in disttess." Kidara has lost her individuality 
in thought of..Mahadev, and he~ conte,;nplation of the deity has been so deep 
that her person has actually ..ssumed. the form. of the Divinity. She is repre­
se.ntcd as Mah,;~·ev. 

Nut and Kanhra are magr,ific,:nt women with moral and physical courage : 
"Daring and bold in War, 

Arqent and impa:tient in l..ove." 
Nut is repres~nt'ed as a co.nquering hero having overcome her enemy 

after a brief struggle and holds a severed head in one hand and a .naked sword 
in ~e oth<;r. 

K;in!ira h~s. clear-cut handsome features and dign-ity df manner and 
p~rsonality. She is dressed in whi-te, cover.ed with shimmering gems. Her 
bf<lW is gr'!ced with the sacred emblem of religion in camphor. She holtls one 
tooth ot ar. elephant in one hand and a naked sword in the other. A massive, 
grey elephant is cowering before bcr, supplicating fo~ his lost tooth. Her 
delicate nostrils are dilated in disdain. Her dark eyes flash fire. She gives 
him a withering glance. 

There are eighteen varieties of this tune and most of them are Salinkh, 

1.e,. having ~mblance of othe~ tunes. 
The time for its performance are the early hours of the night. 
Raga Megh. This has come out of tpe fifth head of Mahadev, which is 

turned ht!lv-!nwar:ds. The months in which it should be played are July 
and August. 

1-t i.s the Lo:d of Rai11s. 
It charm.e the element of water in nature and acts 2.:; a spell to br-ing forth 

torrents of rnih flooding the co..:ntry. It may be played at all times of the rainy 
season. Megb is represented as a dark, ho.ndsome man of formidable appear­
ance. He holds a naked sword in the hand fiourish!ng in.mid-air, as if to rend 
the very sl,:ies growling and snarling in rage. H-, scowls heavily. His eyes 
are fierce. His hair is drawn upwards and twisted like a t;-,!rban. The 
heavens are blackened with angry ciouds. Thur.der s.nd lightning tear the 
murky and thick atmosphere, creating ar. altogether dreadfol aspect. 





, 
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It is Sampowa11 Sa, Ro, Ga, Ma, Pa, Dha, Ni (komal), and Ni (trt.'ra) 
in Rol,i and Arohi. 

Megh has five Ragillis: Bhopali, Malar, Gojr-i, T1mk and D~yte-kar-. 
All are lovely maidens of young years, leading happy lives of unbrpken joys 
and pleasing thoughts. 

Gojri is represented as a blllShing young maiden dressed in ;m orange 
and crimson scarf wound round her beautiful limbs, seated on a f!ower­
bcsprinltled meadow, engaged in playing and singing on the been with her 
companion. 

... 



CHAPTER VIII 

TALES oF INnIAN Musxc ' 
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Music has a wonderful power over animals, and certain tunes exercise:fascina­
tion on certain animals. 

(x) Siraj-ud-dowlah used to hold concerts in the jungles for the benefit 
of the animals, and when Todi was played it attracted the deer who would 
come nearer and nearer listening to the strains with rapture and pleas1,m:. 
Similarly, Asaori would attract serpents and peacocks. 

(2) Mirza Mohammad Bulbul would play the Nai in his garden. The 
nightingales would hover around him and flutter from branch to branch un.til 
they actually dropped down in a state of ecstasy. 

(3) The Prince of Mysore would take his court musicians to a neighbour­
ing district, inhabited by deadly snakes. The performers would form into a 
circle and play the Poongi. As the sounds grew louder, th_ey would draw the 
snakes from their holes, who came gliding to the place whence the sounds 
came. They would crawl and creep towards the players encircling tl.cm on 
all sides, rear up their heads, and sway perfectly intoxicated with the weird 
sounds. 

As soon as the music stopped, they would glide away quietly without 
injuring anyone. 

(4) lGdara, the female tune, is connected with a superstitious belief that 
those who play it come to grief, that is why it is unpopular. It is an extremely 
classical and pretty air. 

(s) Mahadev went to Naradji and said, "What do you know of Yin.11 
playing that you dare to •ttempt to handle the sacred instrument ? " Nar,uiji 
said, " If you can produre anyone who has the .:ourage to play before me I 
will aqnowledge his superiority." 

Mahadev at once sent for SaraS'Wt1/i'{l.nd asked her to perform before him. 
86 
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Naradji was breathless with surprise at her great ability an<1 bowed down 
before her as the presiding Deity of"Music. 

( 6) Hanuman was very proud of his music:al attainments, and foolishly 
boasted about it. Rama was annoyed on hearing this and devised a plan to 
bumble hls boastings. 

In the jungles there dwelt a noole Risn i who practised music with success, 
until he caused the Sapt-Sw1ara (seven notes) to become ciribod:ied in seven 
lovely nymphs. 

On the pretext:efhunting, Rama took Ha11uma11 in the vicinity oftlie abode 
of the Rishi, and begged of liim to give them some music. In the meantime, 
Hanuman, wanting to show off his qualifications, took up the Vina proudly 
and b~ to play. 

Ju~t then the seven lovely nymplu or notes, passed by them ; they were 
going to fetch water. Hearing tlie music one stopped, swayed an.d fell dead. 
Hanuman had sung that note incorrectly. 

The sister notes (nymphs) were comfortless, and moaned and lamented 
her death piteously : the Rishi seeing all smifod, took up the Vina and struck 
the notes loudly. As soon as the dead note (nymph) was played correctly it 
revived and gaily rejoined the sister notes al'!.d there was much rejoicmg. 

Hanuman, thoroughly ashamed of himself, hung his head down and 
performed p-enance for- his silly vanities. 

(7) In the reign of the great Emperor Alt/Jar their lived a saint-ascetic, 
named Haridas Swami, in lv.f:itthra, whose wonderful acquisition of music 
readied the-ears of the Emperor, and he was impatient to behold him. He tried 
his best to seellim and failed. At last he ~ ht for Tiiitr>Sbt and confided in him 
his troubles. T ii11-Si11 replied : " He is greater than all emperors, G 
Emperor, anp. recognizes i:io man on earth, save his own glorious sacred art 
which he respects above all. He will not come to see you, but if you con­
des~nd to go to M111hra you will see him." Akbar accordingly travelled to 
Mu{hr.a, and beheld the gre,a:t Sw,fmj coIIUnlu1ding the presence of the R:ftgin,s, 
to appear ai will in their .own g)or-ious and beautiful form with the power of 
bis ~CS. 

Wh:en Bhaiveen came·she looked dej~ ed and sad. The Emperor, asked 
her the· reason of lier, sorrow, and she repliecl, "What can I do ? I am most 
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unhappy. It~ thi~ Tann• (Ta11-Se11) who di~~bs my pe;ice by playing at 
all seasons and hours not congenial to me." 

Akbar perfectly wonderstruck, rccogni:ied the gr~tness of t)le Stqami. 
(~) Music llo~hed cQnsiderably under the distinguished patronage 

of the Moghul Emperurs. Aurangzeb, the last great Moghul Empqor, was a 
bigoted Mohamma~ :µid had a ~ustic dry nature, which ch~ked the 
flow of all arts, and music speqally ~ered at ~is han_ds. The people got 
stilled and devised a scheme to soften his hard heart. They prepared a bier, 
an~ !>ea_ting their breas~ and tearing their hair, pass.ed it slowly under his 
windgw. The splCJI\11 ai,,l heart-remiing sight impressed him. He inquired 
the reason pf their wild grief, ~d was told th:i:t the go.ddess of. Music had died 
for want of appreciation and was being buried. "Dig the grave deeB," he 
cried, " so that no 51>und or echo should reach forthwith." 

(9) T-an-Se~ the court-musician, the last and greatest singer that India 
had produced, had such extraordinary power over his music that by way of 
boasting he b,egan sii)ging one of the night-tunes at noon. He sang with 
such effect that so far as his glqrious voice could reach, the world became 
enveloped in darkness .• 

(ro) Tan-Sen was once singing Raga Dipak in the court of Akbar, and the 
place Has in flames. 

A water-carrying maiden passed within its precincts and hearing the 

tunes and seeing the place in flames stop~d; set the vessel down, clasped her 
hands an.d bent her figw;e supplicating thi: god to assi~ her, stood up again 
and drawing a deep breath began to sing Raga lrfegh. She sang this with such 
sincerity that the Heavens were disturbed -and rain pour cd forth in torr.en.ts; 
extinguishing the Barnes. 

Skilful performers have often averted famine by singing the Raga l,,!egh .. 
( 1 1) There are many legends attached to th~ fiery qualities of the Riiga 

Dipalc. 
l 1uthe innermost san.ctuary of ~n old temple, there burned a sacred light 

for ages, 2nd through the forgetfulnes,s of the priest to 611 it with fresh qil, 
the light became extinguished. The whole country was at once thrown in 
disturbance and despair. They attributed the incident to. some evil spirit 
hovering round them, and tliought all ills would now befall the country. 
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A famous musician hearing of this offered to burn the light with the magic 
power of his song. 

The Raja of the land escorted him with great honour to the shrine. 
At the hour congenial to the Raga he began his song and sang it witn 

such effect that there gleamed a tiny light in the innermost gfooin of the 
sanctuary. Then, one by one, all the deevas (lamps) were mvsteriously lighted. 

He had averted the calamity. 
(1z) The end of Naik Gopai, one of the mightiest singers the world has 

produced, was most tragic. Emperor Akbar, in one of )lis moods, insisted 
on his singing the Raga Dipalc. The celebrated singer had at this stage attained 
such high perfection that he could not sing a song without stirring the super­
n.atural forces of Nature. 

He begged of the Emperor to hold him excused, but the monarc!i's 
wayward wishes had to oe humoured. 

Gopal disappeared for six months and came back prepared to meet his 
awful doom. 

He placed himself neck-'<ieep in the sacred waters of the Tumna and began 
his song. The pure notes vibrated the air. The water began to heat and 
soon began to boil. The slow torture of the singer was more tjian he could 
bear. He begged of the Emperor to allow him to discontinue. Akbar was 

merciless, and the unfortunate singer was compelled to resume the fatal 
tune. 

In the agony of his dreadful sufferings he burst forth with tremendous 
vigour an_d sang with such power that the element of Ii.re was excited in Nature, 
each note turned to ftame, and his whole person exhaled fire and slowly con­
sumed his body. 

Tlln-561 had four sons, and unlike their father, they had no taste for music. 
The eldest son, called Bi/as Klum, was of a roving nat•<I"e, and inhal:5-ited the 
Jungles. It was a great disappo'intment to the people that none of his own 
sons were capable of occupying the same high position i,, the musical world 
as the great father, and that one of his pupils might have to be selectea to take 
his place after his death. 

In course of time Ton-Sin died, and the question now arose as to .who 
should be appointed in his place. 
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The pupil.,- fought among themselves for s,upremacy. The public could 
not decide-as one was as good as a.nother. In the meantime, Bi/as Kha,r 
returned from his wa.nderi,igs, say, his revered father's coffin lying on the 
threshold, and became very sad : he also saw his dear mother inconsolable, 
bemoaning the loss of a great name. 

He stepped into theii midst and said : " He who can move my father's 
coffin with his sorg will be awarded the Pugree (turban). 

The pupils were stagger~d to hear this bold proposal and stood still and 
fright~ed. 

When n9 on,i: a.nswered hi~ ch)llenge he s~g the Ragit:i To3i with such 
pathos a.nd fo,)ing that the CQffin ai;tually moved. 

P<"ople acknowledged his greatness and the Emperor tied the turban 
on his hei:td, 

The tune is now known as " Bi/as IJham Todi." It is a dignified, manly 
and slow melody. 

Al Farabi, the great scholar ar~d philosopher, and inventor of the musical 
instmment, Kaanoon, once went to the Court -0f Saifu,ddowlah, who was holding 
a Dur9ar of learned ~en. 

Al Farabi was in the qabit of hiding his identity by donning the uniform 
of a Turkish soldier. 

Saifudde~p,, on se~i_ng him, ,motioned him t-0 sit down. Farabi said, 
" In my place or in yours ? " 

The king, a little angered, said, " Of course in yours." On hearing 
this th~ philosopher press;ed his way through the throng, reached the dais 
and sat down. 

Saifuddeen was compelled to move away a little-Faraci pressed further 
until be ocr.upied the centtr.l scat. The king, pale with ange(, addressed 
his sla~ in a .language incpmprehen~iblc to mcst of those present, and said, 
"I shall put him a few i~rned questions; ifhe is able t-0 reply,all we!! and gooa, 
if not you In?-Y do ~way with him. l'he old fellow is impude1,c and manner­
less, ~d we ~ball have to teach hi111 a k.sson." The old philosopher immediately 
replied fluently in the same language, and said, " Have some patience, your 
~ajesty, and await r-esults I " The king was dumfounded, and said, "Do 
you then understand this language ? " Fara6s said, ·• Not only this, but 



&mlrrit 
namoa of EngUth 

the f.laut ol na.ine, ,of 
Ori( n in t>• tho ,ame. 

body, 

NAbhi Navel 

Hridhaya Heart 

Kanta Throat 

Th!llu 'Pala,al 

NAsika Nose 

Danta Teeth 

-
Oaht Lips 

APPlLNDIX II 

TABLE OF SVARAS AND THEIR ASTROLOGICAL SIGNIFICAl-lCJt 
BY l'HAK.UR S 1u ]ESSRA]'lilN-OHJI SEES-ODI A 

Narne-1 "'· 
Ni ln,es of t~ I the luoar Si~ol HngU,b 

const.ellat\(:\!U the ~ . Sign Ruler, Gender. iTattva, name, Day1, 
n1lh l e..cb j 'Sa11t1rrit, of the ume. s,...a. 

Kumbha Saturn Positive 
Satabhishja (Aq,iarim) h or V4yu Ai-r Saturday 

= Masculine 
ISl 

15th 

Thul! Venus Positive 

r VAyu 

1--· 
Cl>itra (Liwa) ~ or -- Air Friday Ist 

""' Masculine : 5tb - -
.arkata Moon Negative 

Pushya1 (Ca11ct1) () or Apa Water Monday ISl 
2D Feminine 15th -

Simha Sun Positive 
Ma-gha (Lw) 0 or ;ni Fire Sunday Ist 

si Masculine I 15th 

Kanya Me,cury Negative 

r l>rithivi Utt rA (Virgo\ i; or Earth Wednesday IS! 
UR Feminine 15th -

F Dham:s Jupiter Positive 
Purva-Ashada (Sagiua, ius) u or Fire Thursday Ist 

f Masculine 15th 

Vrishchica Mars Negative 
Anura.d-h (Soo,pio) t o,r Apa Water Tuesday 1$\ 

Tit Femiuhie t5tb 

-

Houn .• 8111,,periodo,1 c ..... , ••• 

- ·-
8th I Sl lhh Kamalvar110 

22nd 151h 

8th IS! 8th Pinjaravam, 
und 15th 

8th JS! 8th Suvaranvam1 
22nd 15th 

-
8th 1st 8th Kundh&prabh 

2:ind 15th 

8th 1st 8th Sithavama 
2ind 15th 

8th 1st 8th Pitbavama 
22nd 15th 

8th ISt 8th Karburavama 
aznd 15th 

:adhaiuslA<t," eh . J, verse 42, which st-em, a mist8'le. u the ruler ia given fortbtr down u tb& 
nlitha, 

>our.s begin from s unrise. The day portion, Le., from soni!se to .sunset is dlvJdt'(I into 1,2 equal patlt, cmd the night (>OrHon io the same way, by whkh tbe u t and ,he 1.5th hour becom.c J>Ot,:itive io the 
>f Saturn, Jupiter, Mars and the Sun, and in the ca·se or Moon, Vt'nus antl Mercury , the 8th and u11U hours arc posihve, ar.:1 arc considered to be po,-.aerfu1 and ta,,c,urable for tbe Svarll tbey tuJe,. 
>erlods 'lte the JS part.a of ao &atr:ological hour . In the case of a positive l1ou r tho u t and 1,5th aut,,pertod a rc fav-ourable, and in the c.-.e of a negatti.•e period, the 8th tub-period ls powerful. Full 
nation, of the workiog ol the 0<eult aignlficance and the woy to <alculate them, Is aiven in my fot\llcomlna book cntill<d '"Occult AJtroloay." , 
coloor, could not be given for <>«ult re,.,on,, J .S. 
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sev.enty more I " He at once rose in the cstjmation of the king, :l.'ld there 

follow~ a learned c!iscourse, in which all the scholars were defeated. 

Tnc king then said, " Now what can I do for you ? Will you have some 

refreshment ? •• On getting a reply in the negative, he sent for all his court 

musicians of renown, and they began to perform. Farabi criticiud the 

knowledge and pcrforo,ance of each, until the king got disgusted, and said, 

"Perhaps you yourself can perform better.'' Farabi quietly took out a few 

pieces of reeds from his pocket, adjusted them, and began to play a bright 

melody. The result was that ~e whole company burst into an incontrol­

ab!e 5t of mirth. He then changed his tune and began to play mournful 

notes, with such effect that all present were moved to tears. Again he changed 

his theme, playing slowly and dr<'a.tnily, until gradually the listeners sank into 

a profound slumber, when he quietly slipped away. 



APPENDIX I 
BY 

THAKUR SJU ]ESSRAJSINGl:{Jr S.EtsoDrA OF UoAIPuR 

ASTROLOGY 

INNUMERABLE references to planetaty rulerships, temperaments, coloU1'S, 
seasons, periods and other astrological matters by the Begum Sahibii, without 
any explanation, have made it obligatory to add a few appendices on the subjects 
unexplained, instead of foot-notes as was originally intended. 

This is the first instance in which the connection of astrology with music 
has been referred to by an author writing in English on lndian music. The 
works on music in Sanskrit, Persian, .:,r the other vernaculars of India, devote 
a section on the connection of music to astrology; but no recent author, 
European or Indian, who has written in English on Indian music, nas ever 
touched the subject in connection with music. 

This may be partly owing to ignorance of the subject, and partly to 
popular prejudice, but in any case as the Begum Sahil,ii has touched upon the 
subject which is the very key to music from an Indian point of view, it has 
become necessary to explain the rationale of astrology in connection with 
music. The connection of astrology with music in general, and with Indian 
music in particul•r, is highly interesting as it expiains a certain phenomenon 
hitherto unexplained in Western music, and it is very important from an 
occult point of view to understand the raison d'itre of it. Musi~ in India is 
part of the occult science, hence the rig~d rules and canons regarding its insµu­
mental execution or vocal demonstration in keeping to 1.ertain times, seasons, 
days anJ hours, which are strictly adhered to bv tne great master musicians 
of the country. 

In India, to music is attributed enraordin,ary potentialities of phenomena• 
producing properties. \Vhether this is justified or not is only 10 be judged by 
thoroughly going into the .matter in all its phases, as required by the canons 

• 9z 
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of astrolow. Indian ,nusicians, when requested to "pro:ve the marvellous. 
powas alCributed to the Raga-Raginis, one and all give the same answer, 
that is, that one could not properly judge a musical domonstration of the 
above description, unless it was given under correct asvological conditions. 
Hence this appendix to explain the rationale of astrology to _European and 
American readers, who are unacquainted with the subj~t, ' so··that they may 
ve.rify the facts mentioned in the book, if desired. • 

Astrology, as known to the West, is still in its infancy,. as ft is only applied 
to some phases of,!ife, but not known as the basis of cosmic law, though it may 
have been better known in ages past. Owing to popular prejudice and re­
ligious opposition, it has been very much kept in the background, hence its 
full development and growth has been greatly hindered, and owing N this 
attitude many pretenders to this sublime science, without any speciai • training 
or knowledge, have come into existence. The science of astrology in india 
is studied under rigid co?ditions and by people of very high academical 
attainments. One has to be a good mathematician and astronomer to become 
a good astrologer in India. 

It is curious that such eminent astrologers and men of science and 
philosophy as Newton and Bacon in England, and Kepler and Tycho Brahe 
on the Continent, who \Vere all ardent astrologers as well as being prominent 
men in their own spheres of science, as they knew it to be the only key to 
cosmic forces, should have their opinions regarding astrology ignored by their 
own countrymen. This has made it possible for charlatans to dupe people 
in the name of this most occult scie.'lce, owing to its non-patronage by men 
of science-by non-patronage I mean men of scientific attainments not taking 
up the study seriously to investigate the tru,h of it ; as a thorough knowledge 
of real astrology is hard to be achieved without possessing the required attain­
ments from an Indian point of view. By the above remarks I do not mean that 
sham astrology does not exist in India. On the contrary, it also fiourishes 
there and catas to the silly and the simple as in Europe, but in its higher 
adherents, it has men of culture and position who devote years to its study, 
and owing to its hidden symbology as an occult key to ail cosmic laws it is very 
dulicult to acquire. It is only through this key that the cosmic secrets can 
be made known to man, and the reason of itS application to this highly culti-
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vated science of music. Music in India or to the Hir.du is a part of the divine 
revelation, therefore is held in rugh veneration. Let it not be misi;nde:-stood 
when we say divine re'Velation, that i; is meant in the sense that Christianity 
understands the word revelation, but as having been taught QY men who had 
reached, through self-abnegation, higher states; so as to have developed higher 
mentalities to see or rediscover the eternal truth which is hidden to the ignorant 
and known to the wise. In that sense it is a p:.rt of the Ga,;_dharua J'eda, 
one of the Upa J7edas of the Hindus. 

The marvellous wonder-working phenomena of Indian music cm only 
be achieved by the knowledge cf the cosmic laws through the key of astrology. 
No one would regard as a !)liracle the raising of a whc;at crop by a farmer, 
who is guided solely by natural la~, which he has learned by watching and 
tabulating, instead of sowing i.-, mid-winter, waits tili spring, an4 achieves it. 
It.is only by S)'llChronizing the natural laws to his own knowledge, and this is 
due to past experience. The science of agriculture is entirely guided by the 
tabub.ted experience of past generations, codified and ;reduced to a precise 

scence. 
So, music, when made to synchronize with certain seasons, days, hours, 

and su~perioqs, also conforms to cosmic laws and produces dfects when 
desired, and is thus workable according to the canons of astrology, if properly 
adhered to and rigidly foliowed. · ' · 

The Begum Salubii refers to the seven planets in connection with the seven 
surs (wariis), and emphasizes the fact thar it is very necessary, if phenome.'lon 
is desired :n playing or singing the Rag~Riiginis, that particular attention 
must be paid to time, that is, in reference to special days, hours, months, sea59ns, 
etc. 

The canons of starology attribute certain elemental properties to die seven 
planets, l\lld as these severi planets are also given rulerships of the twelve 
signs of the zodiac, each of the folll" gross elements, air1 fire, water and earth, 
or in other words, sonif erous, gaseous, li1juid, and solid, has a group of three signs 
of the zodiac assigned to one of the elements. Hence the statement about the 
Dipak Raga, that when it is played or sung it produces heat or flames, is owing 
to its hot temperament, and this only if properly sung or played at the precise 
moment on the exact day synchronizing with the season and the place, by a 
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fit person whose knowledge is perfect in the.science of music, and so on with 

each of µie Riiga-Riigi1iiJ. 
A spccw Table made to show the relationship is given for the benefit 

of rcader-s, with a comprehensive description, with tables to calculate time at 
different 1atitudcs, and the way to synchronize the elements with the Riiga­
Riigfois, and the various methods of manipulation to produce effect. 

"\ 



......................................... ~ .. 
• Fmm tho curliest times. mu,sic was regarded as sacred. It sprang lrom • 
: God and wns performed by the smaller diviniti<is. Thure were professional : 
• cl'l,•stial beings. such as Gondharvos and Apsaros, who perfol"ll)ed before • 
• tlw D,,vas. Brahma indulged in the art for relaxation. Saroswoti, the • 
: guddcs.~ oi learning and music, invented the exquisite Vina, which bears : 
• h11r name. Narodo is a l)rilliant figure among the divine beings, in the • 
: mu\it al wotld. Shiv(I, in the act of dancing his divine dance, shook the : 
• 1111iv1•1,(• with his marvellous performance. His wif!!, Porvati, has been th.e • 
: :.uhjrct of many a poctic:;11 idea. The Rudra Vina is tho d!lfiruto : 
• 1c•p11•s1•ntation of her lovely sleeping form. • 
: 1111, l1•,1tling motive of Indian music: is an expression of the fcdings and : 
• rmotion~ in a series of melodics. The mysteries and misconceptions • 
: Png11 W11g ii arc dispelled by an elucidation of our important parts (angas): : 
• .'lur ArihayCJ (Law of tone) 'fo/a Adhoya (Law of Rhythm), Ast Adhaya (Law • 
: ot Mmit.-nl instruments) and Raga Adhaya {Law of Tune). : 
• The Indian music is woven with Jllgends and traditions of the poetic • 
: ranr ws and 1P.veri<!s of the human soul and spirit of the country whid1 the : 
ouuthor has JUlmu11illis<·d in a series of beautiful paintiJ1gs, th(l /logos and • 
• /1t1guu.~ • • • 
•• • • • •• ••••••••••••••••• • ••••••••••••••••••• 
ISDN 81--85557 94•2 

LOW PRICE PUBLICATIONS 
Delhi-110052 

.. 


	1
	2



