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FO R EWORD. 

·n 'At/ya o.Naz•, Kihim near Bombay in 1913, a seaside resort belonging tot It was 1 • 

. H H The Nawab Begum Saheba of Janjira. Tbe spring donned its garment of gree 
llS

t
er · sh~ its golden rays on the frolicking ocean. The swaying of the feathery paln 

The sun · h I h h · f b h h" · I · of waves the song of the mg tmga es, t e ummmg o tes, t e w 1spenng the app1ng • . . . 
the winds, breathed in unison, creatmg a lleavenly Symphony, There was a stir m memo 
of the long lost chords, the sub-consciOU!i self was awakened, and I sang the eternal melodi 
Rahamin immortalized them in a series of beautiful paintings, I wrote a short history a1 
technique, and we left for Europe. 

In 1914 responding to the eager appeal of the French Scholars, I had t 
honour of spenking- under the auspices of the Sorbonne University and noted Saloi 
of Orientalists, Musicians, and Artists, including Baronne de Les/andes, Prlncesse de Bry/klti 
Prlncessede Ugne. Prince de Oo'oubeuf, Baron D'erlanger and the Prima Donna Mada~ 

P11allae Viardoc wbo paid me a high tribute by inserting my name in the opening lines 
the Opera Lakml. My songs were recorded in the Sorbonne. My book on "lndl,vn Musi 

was published by William Marchan( & Co. We received invitations to visit the great capit, 
of .Europe and America, but this artistic and musical career · was arrested by the big we 
and the end of 1914 saw us back in India. 

Resp0nding to our appeal , H . H . the late Maharaja Sir Saya/J Rao Oaekwad, a gre 

patron of Arts and Letters, graciously consented to hold an All India Music Conference 
Baroda in 1916. It was an event of historic importance, as almost all the noted practi 
exp0uents and theorists attended, and revealed the hidden secrets of the sacred science. 
my speech I emphasized the urgency of founding a CENTRAL ACADEMY OF MUSI 

~
th 

branches all over, and recommended employing the existing Ustads and Khan Sahe 
\loaned from the states) to teach; and thus nrrest the gradual decay that had already set i 
The result was that a school was opened in Baroda, and a few years later in Benare 
Allahabad, Madras and Lucknow. 

II 
1 

left for America in 1918, and had the honour of speaking in many important cente 
a o~er 

th
e 

st
ates and also in Japan. On my return in 1919 I attended the Music Confe ence in Benares and . 

r 1 ft f ' once more urged the importance of teaching Classical Sangi.t. In 19J e or Burope was pr· ·1 d . . 
Berlln VJ ' 

1 
vi ege Ill bemg tl1e guest of honour, of the great music centers • enna and Munich I · d 

of Prof s · · receive an unforgettable surprise to find in tl1e wonder·libra. essor 1n1eon in B r 
Sangft Sb ' er m, an exhaustive record of all the well known Ragmala astras and auth ' t . k . 
anywher 1 ' ' on ative wor s m Arabic and Per!'ian guch as I have not se< e e se and mo h , 
(flat) and R.e Tl re so w en the learned Professor expounded the Asaorl with Re, Kom 
and deep kn ' l dvra (sharp), both styles in their purity showing a comprehensive stuc h owe ge of the beauff 1 · 
t e walls c-,f h" 

1 
u science. The learned Professor bad never been beym ls sanctuarv B, th ' t · h l 

- · I 1s 1me t e c assical Music of India rer:eived a high p]a, 

A 



intellectu~l circles of Europe and _America, my book was translated in several Janguageg 
n 1924 dunng our prolonged stay m Rampur I received another memorable shock, fro 

b I shall never cease to wonder. I found in H. H. The late Nawab Hamid Ali Kb 
r of Rampur, a profound student and practical exponent. He expounded the 13 TodJs an 
:ties of Kanhra, 4 of Bhlraon, and 14 of Ka/Jan, rendered the extinct Tals (time)', ~

8 

rma, Rudra, Shiva, and also the four classical styles of Natch (dancing), leaving me full 

:ement. The High Art of classical Sangit, closed its tragic chapter with the passin 
· of th€' late Ruler of Rampur and bis court Musicians, Wazir Khan, Mohammad A. 
11, Kale Nair, Fida Hooselu, Mushtaq Husein, and Sadat Ali Khan. 

The demonstrations year after year in the western hemisphere intensified its recognitio 
appreciation, and it was Leopold Stokowsky who carried away from India to America th 
us Rudra Been belonging to Ustad Majeed Khan. The publication 'Indian Music' by Willi 

:hant & Co. London, in 1914, ran off into a revised edition called the 'Music of lndl 
shed by Luzac & Co. London in 1925, and in 1925, I completed my manuscript of t 
. cal Sangit series. By this time Indian Music received a definite status in world mui;i 
Founding of a CENTRAL ACADEMY OF SANGIT still remains to be done. 

In 1941, I had the honour of presenting prizes in the Music Conference' organized b 
Bhattacharaya under the auspices of the university of Allahabad, and I would like 
ion the wonderful performance of Renuka Saha, and VJ/ayet Khan, the pupil, 
>f the late /nayet /('ban, on the Sitar. The Kathak Natch (danciug) of Jharna Sab 
Shahnalplaying of Blsmllla Khan of Benares anrl. the singing of Di/Ip Chand I an 

1z Khan, who have preserved the ancient classical Art. 

I beg to acknowledge my deep sense of gratitude to H. H. the late Hamid Ali Kh 
r of Rampur, the Khan Sahebs of Rampur, Jamaluddeen Khan, Majeed Khan, the I 
Nawab Ali Khan of Akbarpnr, and the late Pandit Bhatkhande, all of whom gave 

tble information. The works I have consulted are the following: Al Aghani, A' 
tri, Risalae Tan Sen, Risalae Amir Khusrao, Indian Music by Pingle, Naghmae A 
fohammad Raza, Sarmaye Ishrat and Kanoone Musiki by Sadiq Ali Khan, Persi 
ence on Hindustani Music by Monlvie Sharar, and most of the Sanskrit works throu 
rts and Pandits. 

FINALLY I HAVE THE HONOUR AND PRIVILEGE OF DEDICATING 
iK TO MY R.ijSPECTED FRIEND, H. H. THE GENERAL KAISER RAN 
NEPAL WHO COMBINES 'IN HIS PERSONALITY RARE GIFTS OF DE 
TURE AND LEARNINGS. FROM THE HIGH MOUN'l' TOPS HIS HIGHNF: 

r YET BE THE GUIDING SPIRIT FOR PRESENTING THE SANGIT 

IA, FOR INDIA, AND FOR THE WORLD. 

SANGIT OF INDIA 

Chapter I 

History of Indian Music. 

Tbe History of Indian Music ~s the History of Ancient Races lost in mists of 

antiquity. The leading motif vf Sangtt is an expression of feelings and emotions called 
Rags. After a careful research we find that there is no dearth of material on the subject, 
and that froru the regions of fancy !'Ind fables 30 centuries ago, interwoven with legends 
and traditions of the poetic reveries of the son!, sacred Sangi/ was created and practised 
by Deities and Celestial Beings, and handed down to kings and mortals on earth. It is 
an elaborate and complicatP.d science, based upon the faiths and customs of the people . 
The Art was freely cultivated by all and its study was compnlsory in education. 

Processions of musicians carved on the ancient monuments proved that music existed 
among the early Assyrians, Babylonians, Per5ians, Egyptians and Arabs, Twelve cen•ur. 

ies .igo when the Muslims came to India, they brought with them their own styles. and 
gradually h1si<1n began and the Birth of Hindustani ,t1uslc took place Th , . e conquerors 
fo_und the sacred seats and temples in Benares, Mathura, Ayodhya and Gujerat thronged 
with votaries seriously engaged iu Devotional Ssngit. Thousands of · · fl · 1 d . • musicians ouns 1e 
'.n the l~~d and multitudes of professionals were supported by the state free from imposit­
ions, gallllllg further popularity under the new patronage. 

The _bards and minstrels entertained the village folks with miracles and romances of 
Gods, ascetics, and heroes, in tuneful verses. With the decline of th M r · 
the decline of Sa11git Fr . . . e us im powe1, came 
0 db T . . om the nnghty Delhi Emperors it passed on to the Nawabs of 

n • he tottenng sceptr f th A f T e O e rt was now clutched feebly by the few noted 
am1 ,es of experts who were spr d . R A 

Jeypore Th ea m ampur, lwar, Gwalior, Indore, Baroda and. 
. ese were represented in th bl All . in 1916 Th h e memora e India Music Conference in Baroda 
. ose w o were privileged to h th 

of their sup b f ear ose great masters will carry the memory 
er Per ormances beyond th · er T eir c,ra ves. hey have all passed away since. 

For the past twenty five . h k 
high class ruus·i . 

1 
year,, t e nowledge has diminished to zero. The taste for 

c 15 owered and d t · d . 
Music have effe t 11 e enorate • Under the British Regime our Arts and 
1 . c ua Y been crushed Th · 
abonous and unint . · e system of education became stereotyped 
. h erestmg. It did not incl d h h' ' 

Wit the result that th u e t e 1gh Arts and traditions of India, 
San • t e sense of apprtciating d h · 

g, along with oth A _ au compre endmg the beauties of classical 
sw er rt~ fell at a low 1 1 Th eet strains of th S i . eve· e ghastly harmonium instead of the 
discb e arang gnpped th ' . , 

arged their final d t· e seuse of hearing. The cinema. and stage 
the mo t u ies of destruction Th 1 . . 
. s necessary pi ff . · e genera public mtroduced harmonium as 

discord . ece O urmture iu th · · h T -
ant noises numbed th . eir omes. he upstarts opened scboo:s of music 

Patronage and . e lllner perception of true tones, In the absence of 
h respons1 ble A d . state 

as struck and todo ca em1es and Sangit Sha/as (Halls of Music) the death knel! 
~Y a mournful echo f d. . 0 irge cries the valleys of Hindustan. 
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Chapter I SANGIT OF INDIA 

Origin. 
There are 14 versions regarding the Origin of Music out of which the following J 

are popular and invariably quoted, 
1. That it is descended from Brahma, brought into vogue by Mahadev and Naradi 

and performed by the great Naiks ( Masters of Music.) 
2. When Moses was crossing the Nile the Angel Gabriel appeared and said 'Take thi1 

Black Stone with you, it may be useful in time of necessity'-When Moses was in a jungle 

and suffered from acute thirst an inward voice told him to strike the Black Stone; an~ 
he did; instantaneously sprang from it the Seven Springs with seven melodies of seven tones. 
carrying the pure crystal waters to the Seven Tribes, singing, bringing 'Song' into their lives. 

3. That a strange bird called Muslkar or Dlpak_Lata (hot scorching winds) inhabit 

the Caucasius mamntains, its beak had seven apertures ; through each of these openings be 

was able to blow a different note, and at different seasons of the year he combined these 
notes into harmony and produced Rags congenial to that particular hour of the day and 
season of the year. His age was of a thousand years and when death drew near he fell "into 
a state of ecstasy, accumulated a pile of combustibles from his environs, and danced 
around it in frenzy, playing the various notes and tunes from his beak in harmony with 
the seasons. When, however, he touched upon the notes of Rag-Dipak,, fire was igntted, 
the pile got burnt up, he plunged into it, and became Sat/. After a time an egg was 
created out of the warm ashes which in due course became a Dlpak Lata. Thus fro1t 
times immemorial, olle bird was born, lived its weird life ~md in the end turned to ashes, 
and another. The bird is extinct now. Sangit in Arabic is Musiki. Mu means sound and 
Siki means knot, meaning 'sound tied in a knot'. The word music is derived from Musiki, 

BRAHMA, indulged in the Art for rehixation. Snrasvatl, invented the exquisite Vina, 
which bears her name. Narada practised yog (contemplation) for several years. His prayers 
reached Mahadeo and he blessed him with the gift of music. Shiva, in the act of dancing 
his Divine dance Tandav, shook the universe with his marvellous performance. The Rudrn 

Been is the definite representation of the lovely sleeping form of Parvatl his wife. Oandh. 

arvas and Apsaras (celestial dancers) performed before Gods. 

\Vhen the Art was cultivated so freely among the Devas in Henycn, it affected the 
mortals on earth. The kings indulged in it, so did their subjects, until the study of music 

was considered to be of vital importance, gaining further in popularity and becoming a compul· 
sory subject of education. The youths were taught -to sing the Divine praises and prayers 
and the secular studies were imparted to them in tunes. Thousands of musicians ~f al! 
grades flouri~hsd in the land, and multitudes of professionals, were supported by the State 
There were no rites, ceremonials and observances, in which music did not play an 

important part. The villages had bards and minstre!s who entertained th6 
village folks with: deeds of heroes, philosophies of the ascetics and sages, biograpllies of 
noble men and women, and love romances, in tuneful ve1·ses. With the decline of the 

Moghul Empire came the decline of music and today the mysteries of this snblime Art are 

confined to literature, or restricted to members of the celebrated families secreted away in 

remote corners, and handed down traditionally. These families are still to be found ; bul 

are few and far between, and gnard the knowledge jealously. 
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SANGIT OF INDIA History of Indian M t1sic 

Mutt-Bani. 
MUTT means op1mon or style. The Deities were great exponents of Sangit and 

each being efficient, created a style of his own, which was ci.lled Mutt. There were 21 Mutts 

out of which the following 4 are popular named after the inventors. 

(1) SOJHESJ-JAR or Sff/VA /rfUTT, an appellation of Mahadev (Adam). The method 

of sing-ing and playing in this is like the method with which Mahadev sang and played, and 

ont which is extremely difficult. It has 6 Ragas, 36 Raginis, and 8 Putras (sons), 

(2) KALINATff MUTT, named after Krishna, who was once_playing with a ball on the 

banks of the sacred Jumna, with his playmates. In the enthu~iasm of a throw the ball felf 
into the river, Krishna immediately jumped in the water in 5earch 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 inhabited the Jumna. The Kirg Serpent on being thtts 

ruthlessly disturbed was annoyed and tried to injure him \\ ith the head on which he stood. 
Krisbn;i jumped gracefully on to another head, and thu:,, by jumping from one head to another 

avoided its deadly bites; till at last he found a piece of rope with which he successfully tied 
him up, and thus freed him.self 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 elegant actions and movements, which the historians are pleased to comment upon and this 

to-day is a recognized classical form of dancing called Lasya. Now when he got hold of the 
string and mastered the situation, he began to sing in sheer joy; he sang with a certain 
method, and this method is called Ka/lnath Mutt, commemorating that incidirnt and estahlish­

ing the style. It h::is also 6 Ragas, 36 Raglnls and 8 Putrag. 

(3) BHARAT MUTT, so called after the gre1t Bharat Munl, who sang Bhafans 

(religious songs), an appealing mode of singing, distinguishing it from the two others in 
method of execution and arrangement of tunes. It has 6 Ragas, 30 Ragh1is, 8 Putras and 

8 Bharyas (daugh1ers-in-law). 

(4) ffANUMAN MUTT ~o called after the fa'mot1s general of Ram Chandra. The King 

of Monkeys, who conquered Lanka (Ceylon) flushed with victory sang praises in his own way 

establishing a style thus called. This Mutt was followed more or less since. It has 6 Ragas, 
30 Raglnis 8 Putras, and 8 Bharyas. The word ''monkeys'' is used here instead of 

''aborigines," owing to 'a misconception of the mediaeval commentators of the epic poem 
Ramayan, as the aborigines of South India being uncivilized at the time of Rama's 
invasion of Lanka., they were called Vana Naras really meaning "forest men", hence the 

misnomer monkeys. The fight of Ramchandr:i was not with monkeys but with the aborigines 

of Lanka. 
The Mutts displayed great confusion regarding Rag and Tai, and the difference of 

opinion led to incessant wrangle, raising field for enquiry and research. This went on till 
the reign of Emperor Akbar, when the genius Tan Sen made a minute examination of 

the so called 16,0'J0 Rags and 360 Talas, studied the distinctive featnre of each Rag and 
1al, and finally determined upon 200 Baslc Rags and 92 Basic Tals. 

None but a master-mind like that of Tan-Sen could have brought about sL1ch a com-

3 
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Chapter I SANG IT OF INDIA 

plete systematization of so intric<ite an Art. In his Rlsalae Tan Sen, the significant symbolism 
beauty and subtlety of each Rag and Tlil is ascertained leaving no doubts anywhere making 
music intensely popular and progressive. This is the arrangement which bas been followed 
more or less since, and has influenced modern northern Indian music. Dlpak, was a melody 
which ignited Fire in the elements. Rag Dlpak was last sung by Tan Sen. It is tbe 
tradition not to sing this melody out of respect for the memory of that great sini~er. 

Four different classical styles of singing were also invented called Bani. 

1. KlfANDARI BANI, was invented by Noubat Khan which admitted Dhrupad, 
Dhamar and Hori styles of singing• 

2, OOBARlfARl BANI, was invented by Ata lfusseln Khan (the name of Tan Sen,) 
which admitted Khya) Asthai and Tarana styles of singing. 

3. DA OUR BANI, was invented by Sura} Khan, which admitted of Koul Kalbana style. 

4. NAHAR BANI, was invented by Chand Khan which treated of Folk Music. 

12 Banis of Kawa/I methods were attributed to the Genius Amir Khusrao viz , 
Naksh.Oul, R.oza, Ouzzal, Koal, Ka/bans, Soz, Sufi, NIKar, Tiinatlll, Bliseelat and Sob/a. 

In the south of India, music is of a different character, the instruments also differ a good 
deal from the north. They have a system of their own. Instead of classifying tunes accord­
ing to Mutts, having so many Ragas and Raglnis. they simply have 72 Melakartnnas 

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

composed hence the scale stands in place of a Thaath (mode) . Each scale has so many Rags 
belonging to its group, and th~efore becom~s a basic mode. Though the Southern Music is 
academic and shastrlc the experts invariably try lo learn the Hindustani Music. The seat of 
Tanjore was famous for Sangit and it was the late Abraham Pandither of Tanjore who with 
his daughters exponded the 22 shrutls, 24 shrutles and 28 shrutls ( shades of tones) in the 
All India Music Conference in Baroda in 1916, 

Today there is neither discrimination of R.iig nor Ta.I with the result that the chapter of 
classical Sangit is closed• 

4 
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SANGIT OF INDIA 

Chapter ll 

Works of Indian Music. 
Few subjects have been more enveloped in mystery and darkness than Indian music. 

From time to time attempts, have been mnde to collect, reanange, assimilate 11nd consolidate 
existiug practices, so as to reduce the same to an intelligible and workable system. But, 
for lack of interest to-day this rich harvest of ancient literature lies buried in dusty 
manuscripts, and unless superhuman exertions are directed towards its recovery, our know­
ledge of the science must remain defective and unconnected . 

Indian music is so ancient that its origin is credited to primitive gods. To trace 
something of its history the old Sanskrit literature must be divided into four periods, 
the Mantra period, from 2,000 to 1,500 B.C.,; the Chhand period, from 1,000 to 800 
8, C .. ; the Brahmans period from 800 to 600 B.C .. and the Sutra period, from 600 
to 200 B.C., This takes us back to a time which, may seem to be !est in the mi!its of 
antiquity, clearly shows that in all these ages music not only existed but had attained 
a high degree of · perfection, and that the musical scale, the fundamental basis of the 
science, and the result of musical activities of ages, was practised by the Vedic Rlshls. 
The Aryans were, therefore, foremost in bringing the Art of music to a high standard, 
of development. and creative genius were the fruit of the ages. 

SAMA - VEDA, (hymns), extract from the Rig-Veda, to be chanted during the 
,acritices, have their own metrical system. 

SAMA. SUTRAS, contain rules for chanting and singing the Vedus,, and possess all 

the fine elements of music, with a proper musical notation to denote the metre and the mode 
of chanting. ''Let an Udgatrl (priest Sama singer) who is about to perform the sacrificial 
work desire that his voice be sweet in tone and let him acquire the musical notes with 
Udgitho (sound pure and simple), and by that Udgltha perform the riteis of the Rit-Vl/, '• 
so says authority. 

SAMA VEDACliCHALA, was a Sama Sutra, a treatise of seven chapters, denoting 

the method of singing the Vedas, directing the modulations, intonations, triils, etc., of 
letters, syllables and tones; music being co-relative with the teaching of the Vedas and an 
inseparable part of devotion, the hymns of the Vedas were sung; Upavedas developed 
it as an Art, and the Rlshls and Munis included it in their studies. 

UANDfiARYA VEDA, is justly looked upon with Divine reverence. When and by 
whom it was composed is shrouded in mystery, though almost all the ancient works, 
have wholly and solely drawn npon the Oandharva Veda, when dealing with its 

technicalities. There arc traces, dim and obscure, that even previous to the compilation 
of the Oandharvo and Sama Vedas, a free ·and original music !>pirit, was at work. 
That there was a succeeding age, in which that spirit was condemned, is proved from 
the Dharma Shastras of the RJshls. Now the Vedic period established music a:, an Art. 

The Briihmana period shows that not only was the musical scale practised by the ancient 

5 



Chapter II SANG IT OF INDIA 

Aryans, but its internal value to notes was studied scientifically, This would be 

unintelligible witho11t the admission of a preceding musical age. 

UPAN/SflAD, literature of the Brahmana period is closely envelope<l. by the mystical 

symbolism which characterized ecclesiastical Hinduism of that age. But when the verses are 
stripped off their spiritually enigmatical garb, they are connected with the corresponding 
number and value of Notes, Murchanas, Orama etc. of music, and their subtle compositions 

treat of the numbers indicating their relation to musical scale and its intervals. They 
had songs which differed from hymns, and the names of the metric hymns and songs were 
associated with the names of gods. "Let me sing for the immortality of the gods, for 

desires of mankind, for seeming grass and water, for ailment, for self and for Heaven to the 
institutions of sacrifices. The vowels constitute the body of Indra, the sibilants and 'ha' 
that of Prajapati, and the consonants that of Death. Should anyone revile the singer 
about the sibilants and 'ha, ' he should say: I seek the protection of Prajapatl, who will 
grind thee down; and about the consonants: I seek the protection of Death, who will hurl 

thee into flames. The vowels to be recited with sound and force, saying: I seek the 
strength of Indra. The sibilants and 'ha' are to be sounded internally, yet distinctly, 
saying : To Prn/npatl I resign my life. The consonants are to be repeated slowly and 
distinctly, saying: From Death I extricate myself." The singer was then revered and 
protected from any ridicule or blame. 

CHANDOOYA and other Upanishads, m spite of the tendency of mystification 

say that '' In chanting the Vedas, the deeply significant and supernatural ·Om' is articulated. 
What is "Om"? It is the All-Pervading, All-Essential, All-Absorbing, All-Sacred, 
R.lk is the essence of speech, Sama is the Pian (breath), Rik and Sama make a 
Malthuna (couple). Udgltha is Svara (sound, pnre and simple) , and Udgltha is the 

quintessence of all essences. '' Om" is Udgitha the most supreme and adorable of all. 
It is listened to in the ether of the human heart with its seven sounds, which, having settled 
in the soundless st1prerne, tmmanifest ed Brahmst1, becomes inclistingt1isbable as the various 
flavours of the flowers lost in the honey, securing safety a11d immortality." Thu~ the 
Udgltha and its epitomized sound '•Om," is a composition of music and notes with word~. 

Sfl/KSHA (phonetics), were compiled by the sage, Ylijnavalkya, a R.lshl of the Brahma11a 

period, and the recognized author of the Suk/a (hright) Ya/ur Vedas. He mentions the 
Anusthuba ( a metre ), which was practised with considerable acquaintance of its intrinsic 
value and r atio, and refers to it as having existed in the Oandharva Veda. This exquisi~e 
Anusthuba was used in the Vedic period; a passage in the Rig Veda, runs thus : 
'' Poets by their wisdom discovered Indra dancing to the Anusthuba. •' Yafnavall<ya, in 
explaining the so-called Atman (.self) to his wife Maitrlya, quote.; a verse which classifies 

the Deities, the castes of the R.lshis, and the metres into three divisions, under the 
appellation of Ucha, Nicha and Svarlta, and groups the seven notes ri with dha, ga with 

nl, and sa with pa and ma, in such a way that it points to the extremely advanced form of the 
progress by fifths, technically. 

PJNOALA SUTR.AS, were written by Plngalanga. In the Sutra period, he was the 

greatest authority on Chhandas (metres). 
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SANG IT OF INDIA Works of Indian Music 

Bff110VAD a1TA, is favourably disposed to music and treats it affectionately and 
comprehensively, unlike the Anuglta, a portion attached to the Bhagvad Oita,, which 
discloses a forwa'rd form of Hindu thought, but condemns music altogether, similarly as do 
the law givers Manu, Apasthamba, and others in the Dharma-Shnstras. This emphatic con­

demnation of Sangit (dancing, singing and playing) showed that it was a separate Art 
and th:it it had reached a high state of p-c:rfection and was all-absorbing. The 
Gita, in securing to itself the oldest, highest and best religious and secular matter,; 
of the early Hindu institutions, gives preference to the Sama among the Vedas, to the O:iyatrl 
among the Chhandas (metres), to Chitraratha among the Oandharvas ( ideal celestial 
choristers), and to Narada among the Rishls,. 

AMAR KOSMA, by Amarslngha, th~ celebrate_d Buddhist compiler of a lexicon, treats the 

seven notes at length, In the Buddhist period, the writings and teachings speak of Sang it 
as exemplary for high moral pri nci pies to be adopted in life. 

MR.JCf/f/AKATJKA, (Toy Cart,) was a work of considerable importance by 
Kumbha/Jka in the reign of King Su lralw, about the time of Chri:;t, gives the number of 

diatonic scales in describing the flute and vina. 

MEOM DOOTA & Sf/AKUNTALA, in the fifth century by Kalldasa were compositions 

in the form of musical dramas, (opera). 

TORA, 500 b. c. the sacred book of the Prophet Moses, treats of singers-

ZABOOR., the ·sacred book of the Prophet David, mentions music and instruments. 

NATYA Sf/ASTR.A, by Bharata, in the 4th century is a comprehensive com-
mentary 011 the musical <lrnma <1nd the allied Arts. It says: '' The poet, who is al way,; the 
musician in India, is to employ choice and barmonio11s expressions and au elevated and 
polished style embellished with the ornaments of rhetoric and rhyme." 

In the unsettleu conditions of the country in the next 5 centuries many musical 
works were written• Sangit was intnnately connect~cl with dramatic representations, and 
the clas~ic writers in introducing them in the Sanskrit dramas were fully acqt1ainted with 
the chief features of the Art of music. 

RAOTARANGJNJ, 12th century, hy Lochanakavi :was the first work of importance, 
after the Muslim invasion, 

RISALAE ARABI, was written by Hazrat Bahauddeen Amali. 

SANOJT RATNAOAR., 13th centu1·y, was wri '.ten by Sarangdeo. It ranks as one of 

the premier authorities, but faded into insignificance within a hundred and fifty years in 
spite of Knlinaths' and e;ght more commentaries written upon it, 1425. 

RISJtLAE TAN SEN, was most important work of the time, deciphering the compli­
c~ted Rags (tunes) and Tals (times) and systematizing them in definite Basic Rags and 1nls. 

RISALAE AMIR. KlfUSRAO, was an invaluable link in the History of Music. 

MATLAULFUNOON, Madani Jlme Raz, Majmaululoom, Nagmal Sanam, Khu/a_ 

satul A/sh, were all important works. 
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NAR.TANANIR.NAYA, R.AOAMALA, R_AQAMANJARI & SADRAOAC/fANDRODAYA, 

by Pundarika 'Vithala, are invaluable for the store of knowledge they possess. 

R.AOAV/BODffA, was a work of value by Somnafh in the year 1610. 

SANOJT DAR.PANA, was a popular work composed by Damodar Misra in 16,5. 

SANQJT PAR.IJATA, was brought out by Ahobala Pandit an excellent work, 

ANUPAL VILASA, ANUPANKUS/fA & ANUPA TATNAR.A by Bhavabhutl were written 

at the end of the 17th century. The dramatic compositions of Surlraka, Kalldasa and 
Bhavabhuti, are immortal for their extraordinary beauty. Such an abundant, varied and rich 
treasure of poetic genius has never been brought to play upon the emotions and finer sentimenti 
of any other peoples. They are arrayed in metrical form so as to be sung with musical 
rhythm and performed with proper gesticulations, 

In the eighteenth and nineteenth centuries, when the remnants of the Mohamadar 
power were struggling to hold the sceptre in Ajodhya (Oudh), the following works wen 
produced, 

NAQ/fMAE ASAP/, was written by Mohamad R.azo, Here, for the first time, wt 
come across a reliable authority with the Bllaval scale as the Shuddha scale, a scale whicl; 
Is the foundation of llindustanl music. 

SANQJT S.1R.A, by Pratap Singh Deva of Jeypur. 

SANQIT KALPADRUM, was written by Vyas. 19th century. 

SAR.MAYA 1S11R.AT AND KANOONE MUS/Kl, 1895 by Sadiqali Khan, In th< 

next twentyfive years the following works were written. 

NAO/fMAJ DILRUBA, by Jang Baz. 

NAQHMAE JAN FIZA, by Hussein Khan, 

OUNCllAE RAO, by Mardan Ali Khan of Moradabad. 

PERSIAN INFLUENCE ON ll/NDUSTANI MUSIC, by Moulvi Sharar of Lucknow, 

NAO/IMAE SAADAT, by Sahebzada Saadat Ali Khan of Rampur. 

S.4RMAYE MUS/Kl, by Sadiqali Khan. 

MADANUL MUS/KI, by Karam Aman Khan, 

MAARIFUN NAQHMAT, 4 Vols, by the late Raja Nawabali Khan of Akbarpur it 
Urdu is the most important work of our times. He bas collected the hidden secrets o 
300 Dhrupads and Dhamars from Mohammad Ali Khan of Rampur (desceuded in his famil) 
from Tans en) and set them to Notation• Raja N awabali himself was a great artist, sang anc 
played well and was also a composer. 

LAKSllYA SANOIT, series of 5 books by the late Pandit V. N. Bhatkbande ar< 

works of great importance in which he has set to notation Rags belonging to varied Thsnth, 
(modes) as texts for schools, He collected his materials from the U~tads and Kha1 
Sahebs of Rampur, Al war and Indore, and set them to notation. 

These valuable Records are imperishable in print, but the exponents have all passe< 
away, TO RE-CREATE THE CLASSICAL 'MUSIC-LIFE' REMAINS TO DE DONE 
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-SANGIT OF INDIA 

Chapter III 

Practical Experts. 

Music being regarded as sacred, from times immemorial we find that Deities, Rii 
and Prophets freely practised it. 

BRAHMA, indulged in the Art for relaxation. 
SARASVA11, invented the Veena which bears her name, 

Sff/YA, in the act of dancing the Divine Dance called Tandav, shook the Univt 
with his vigorous performance. 

PARBATI, has been the subject of many a poetical composition. The Rudra Bi 
represents her lovely sleeping form. 

TAMBOOR, the Vedic Rishi invented the Tamboora. (Tambourine is derived f1 
Tamboura.) 

NARAD, the Vedic Rishi the distinguished son of Brahma practised Tapasya (ascetis 
for a 100 years. His prayers reached Madadeo who rewarded and blessed him with 
gift of music and he became a musician of exquisite skill. 

JAYADEVA, composed hymns and set them to music 1000 b.c. 

BffARA T, was the first inspired sage who invented dramatic representations and t 
consisted of three kinds, Nat}'B, Nritya and Nrltta. 

RA VAN, was a proficient performer and allotted a large part of his province 
the maintenance of experts. There is a musical instrument, played in Oujerat, cal 
after his name. Ravanhatta, used by mendicants. The kings were patrons a11d artists 
music and it formed a part of the early education of Princes; even the royal la< 
cultivated Sanglt in their own Sanglt Sha/as ( music salons), built specially for t 
purpose, and attached to their palaces. Chand: mentions of th!s " The Chohan wa: 
past master in the Art, both vocal and instrumental.•' 

GAUTAMA BUDDHA, the noble religious reformer was deeply versed in music, : 
expounded his doctrines by musical representations and references. Abstemious Buddh 
and reclt1se Jains, too, were not indifferent to the charms of mnsic. 

ASllVA, OHOSHA, who travelled with a party of musicians about the beginning of 
Christian era, was the means of converting many persons of distinction by the skill , 
magic of his performance, In his " Life of Buddha," be says : '' They placed the d, 
body of Tathagatha, using all kinds of dances and music. To win over the deity is 
sing its praises and prayers. Music hath power to make the Heavens descend upon eartl 
displays the early innate belief in the mythical portrayal of this wonderful Ecience. 

BEllRAM OOR, Emperor of Persia. himself a musician, patronis~d mnsicians from 
parts. King Shankol of Hind, sent many musicians to Persia who encouraged by his mu 
ficence entered his domain. The dancing girls in Persia were ca1Jed Kasull. 
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When the celebrated Greek harpist, Terpander, introduced A, and E, and Pythagoras 
B, completing the diatonic scale, in the sixth century B.C., the Hindus had already estab. 
lished a complete diatonic scale. It was Alexander who carried the chromatic scale from 
the banks of the Indus to Greece. The early Gregorian and Ambrosian 'Chants' are 
Eastern in spirit. 

When the Muslims came over to India nbout a 1000 years ago, the Hindu thoughts were 
checked at first, but gradually the intermingliug begau; the Arab, Greek a.t1d Persian element 
blended itself into the Hindu music, and by the powerful patronage at1d intercourse of the 
conquerors, changed the original spirit and Hindustani music came into being, 

The South of India being less disturbed by foreign intervention, retained the material of 
Aryan emotions and feelings and preserved and practised the Shastric traditions; with the result 
that the two systems prevailed viz: the lfindustani or northern, based on the Bilawal'scale; and 
the Karniitald or Southern based on the Kanagangi scale. The chief difference lies in the 
perfectly independant Shuddha or primary scales. These two schools have existed in the country 
for several centuries. Of the two kinds the alluring fascinations, graceful embellishments and 
pleasing excellencies of the lfindustani music cannot possibly be denied. Music existed in Arabia 
since prehistoric times, and was the means of forming the basis of lfindustani music several 
centuries later, A sketch will be of value to the readers in understanding the present constitu. 
tion of the Rags in India by knowing something of the early music of Arabia and Persia, 

MOSES, and the children of Israel, while crossing the Nile, sang a hymn of thanks­
giving. 

MIRIAM, the prophetess, Aarons' sister, played on the Duff (Tambourine) and danced 
with her women. 

DAVID, played divinely on the Kanoon (harp), his chanting is known ·as the Lahne 
Daoodi. His performance petrified the animal kingdom. 

BIBI SARA, sang with such sweetness that the birds listened to her songs intoxicated. 
In the time of the clan of Aad there were two songstresses known as the Jadaa Tan (jewelled 
voice). They have illuminated the pages of history. 

With the advent of Is-l.am, women still sang and played in assemblies and entertained the 
audiences in all kinds of functions. 

There were 3 basic melodies which were sung all throughout Arabia, and particularly in 
the centers where fairs were held, in Medina, Tail, Khyber, Yamana, Kadah, Wadiyulkina 

and D09matul-Jandal. viz: 

(1) SANA V, an elaborate melody full of fantasticisms to be sung in assemblies. 
(2) lfEJAZ, a popular song sung by all. 
(3) NASAB, a powerful melody to give impetus, to youths and caravans. 
The singers who acquired great fame after the foundation of Islam, were the following:-

TOWAJS OF MEDINA, a slave of Osman,, son of Affan, who sang lfejaz and Ramal 
equal to none. Other names are, Saeed, Kand, Bedih, Ibne' Ziyad, Mabld and Dalal (pupib of 
Towais). 

Klf.4L/PA OMAR, (63-J.) was a composer-
KlfALJF.4 OSMAN, (64-J.) was a patron of tl:e gr.:at mt1dcim Ibn Surried. 
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SANGIT OF INDIA Practical Expert 

KlfALIFA ALI, (656) and Khalifa Moawia, (661) were great patrons of music and cult 
vated the Art. 

YAZfD, (680) was a composer. 

ABU ZOBAIR, was rebuilding the Kaaba, (687), he employed masons from Syria an 
Persia and they sweetened their labours by siuging the songs of their country. 

SAEED IBN MUSJAII, a negro slave, listened with rapturotts longing and to acqui1 
efficiency repaired to Syria, where Greek ond Roman sciences were imparted and in fnrth( 
quest travelled to Persia, learnt Chang and Rabt (musical instruments), and the famous songs, 
Bareed, Nakeesa, Shlrln and Shakar the favourites of the Court of King Khusrao Parvh 

completed his studies and returned to his country a finished performer and W,!}S honoured 1:: 

Kha/ilia Abdul Ma/Jk of Baghdad. He left the legacy of noted pupils Rafique, Abu Ayesha ar 
Sareekh, who became very famous, 

In the eighth century, music had become a necessary adjunct to Arab life, 

Walid I, (705) was a performer on the flute, 
KlfALIFA ABU ABBAS, (749) and Mansur, (754) were great patrons of music wbil 

Mehdi, (775) was a marvellous musician, and all his children were also accomplished 
the Art. 

IBRAIIIM MOUSSILI, (750) acquired marked popularity as an inspired and lnspir, 
Oenlus, and was known as the patriarch of Arabian Music. lbne Jame and lbne Mahrlz, we: 
contemporaries, The Khallfa in full Durbar, invited the opinion of his courtiers regardir 
these three experts of repute. 

''What do you think of Jame?" 

"He is like honey, whenever yon taste him he is sweet." 

"And what about Mahriz?" 

"He is like a bouquet of flowers scenting the atmosphere with a thousand perfumes." 

"How about Ibrahim?" said the Khallfa. 

"He creeps into the hearts of all, dwells there and responds to the tune within." 

YUNUS SULEIMAN, and Zobair Ibne Dahman, were such favourites that villag, 

were assigned to them. 

ZALZAL, was a noted Berbet (musical instrument) player, also Mokhary and Ulvly, 

ULVIYA, the sister of the Kha/Jfa, and her son Ibrahim were both so efficient th: 

history comments favourably upon them. 

MABID of MEDINA, introduced female singers in the harem, from whom they learn 

MOHAMMAD IBNAL MARES, wrote an important book indicating how to modula 
the voice in bringing to effect a melocly. 

ABU AYESIIA, son of Motawakkll, was a composer of 300 songs. 

ZANEEN, DUBAIS and MOSHADDAD, were famous musicians. 

ISIIAK son of Ibrahim Moussi/1, was no less renowned than his father, was 

author, composer, and editor of many important works. 
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OR/BB, was such a songstres~ that the pages of history are illumined with her 

remarkable talents, She boasted of knowing 21,000 tunes, was a great poetess and 

composer also. 

Baghdad had now become the capital of the Arab empire, which stretched from 
Tartary in the East, to Spain in the West. Here was gathered the finest talent, It was 

the golden age of Arabian music. Here was held the refined and dazzling court of the 
son of Mehdi, the world-famous Khalifa HaroJn Al Rashid, whose name is immortal 

in Eastern song and story. The unlimited patronage of Art and music at his conrt is on 
the lips of the Arah minstrel to-day~ Music institutions sprang up all tbrougbout the empire. 

KHALIFA HAROON_ALR.ASHID, (786) was as brilliant and illustrious a mon­
arch in Baghdad, as Emperor Akbar was in Delhi- He was a learned scholar and a highly 
finished performer. 

BMPRESS ZUBEIDAH Kf-lATOON, (his distinginshed c011 ort and co-rnler) conduct­
ed a women's orchestra of a 100 Violins faultlessly; and played with surpassing feeli11g and , 

expression. Orchestral music was not of European im·ention but originated in the East, ages 
before the \Vestern world came into prominence as '·civilized''• 

KHALIL, the poet (about 780 A. D.,) wrote his "Book of Sounds" and '' Book of 
Rhythm.'' 

OBEIDULLA BIN ABDULLA, wrote a treatise on "Tones and Mutations in Song.'' 

AL KINDi, in 862 A. D., wrote six books on music: (1) On composition; (2) Laws 
of tones; (3) Elements of music; (4) Rook of rhythm; (5) On instruments; (6) and Union 
of poetry and music. 

AHMAD BIN MOHAMMED, his pupil wrote works_ on music, including an intro. 
duction to the science of music. At Cordova the capital of Arab Spain, the cultivation of 
the Arts and sciencs were carried out even on a greater scale than at Baghdad, In the 
reign of Kha/Jfa Hakam I, (796), a famous Baghdad musician named Sarjab was invited 
to the court of Cordova, He was a pupil of the celebrated Ibrahim Moussill, He arrived 
in Spain in 821, and under the Khalifa's patronage opened the music Institution at Cordova, 
which became a fountain head of learning, each of its pupils received name and fame. 

The famous violin called Stradivarius was assembled and made by a Moorish student of 

this school, Other music institution opened out at Seville, Granada, Valencia and Toledo. 
In this illuminated age the field of Arnbian music btcame so extensive that hundreds 
of new tunes were invented. 
led to the compilation of 
learned experts. 

Expre:;sed opinions, close snn·ey and critical examination, 
a large nnmber of books, by eminent philosophers and 
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had commissioned to collect songs comp0sed during his reign; all flourished abou t 850 A. D. s 
ABUL FARAJ, of Jsphaban (died 918) the renowned and eminent scholar. wrote the I< 

world famous treatise called 'Al Agl:sni,' in twenty one large volumes, The aim of this 

stupendous immortal work was to record and illustrate the one hu11dred select tunes of the p 
Abbas/de period, explaining their scope and nature and tracing their origin. S 
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ABU NASR PAR.AB!, Scholar, philosopher and musician of wide repute was the 
inventor of Kanoon (harp.) 

BU ALI SENA, was the 3rd great contemporary medicine Hakeem, ::rn thor of the 
powerful book Shafa, expounds music as the healer of , incnrable <leseases. He invented 
the 'Sena/' (flute) called after his name-known and used in India a great deal as Shahnaf. 

At this glorio11s period of Arabian Music, 18 notes were admitted in the scale, and 17 
varieties of Tals; called Doyek, Tsrke Zarb, !(1okhammas, Dour, Sakeel, Kiiafif, Darafshan, 

Mabein, Zarbul Path, Fakhta, Cheez, Neemsakeel, Azfar, .4..zsad, Ramal, hejaz and Dotal. 

The melodies were based upon an elaborate /Hessel (scal e system) derived from the 
12 principal Makams (modes) and named after the 12 signs of the Zodiac. viz: 

1. RAHA VI, was sung from dawn to sunrise. 
2. MOOSSE/NI, till three hours afte r sunrise, 

3. lRAKI, till noon. 

4. RASTA, at midday. 

5. KCOCMICK, three hours before sunset . 

6. BUSAL/K, at a little after noon, 

7. USHSflAK, near sunset. 

8. ZANOULA, for three hours after sunset. 
9. BUZURG, followed Zangu!a. 

10. NA VA, at midnight. 
11. JSPAHANEK followed Nava. 

12. HEJAZ, came last , and lasted till early dawn. 

Six other modes were called: Schenas, Meia, Selmek, Noores, Khardamiah -and 

Koucht, The nature of these scales was demonstrated by circles divided into eighteen 
points. representing the 18 tones, and from these '• circulation of modes" resulted the 
eighty-four scales, showing a very accomplished and comprehensive system. 

SERJAL, a known geni11s, introduced a less complicated but thoroughly finished 
system of his own in all his music schools in the ninth century. Mixing 2 melodies was 
called Ahang, aud several came into existence such as Sa/mah, Gardanla Nowroz, Gowisht, 

Saar, and Shahnaz; certain types were called Gosha and these were of 48 different kinds. 

ABU BEKR IBN BAJEH, of Granada, wrote a commentary on Aristotle's "Treatise 
on Sound." Other names are Abdul Mounim (11th century ), Mohammed bin Ahmadcl 

Hsddah, (12th century), and Mohammed Shiraz!, 13th century. There has been no dearth of 
musical theorists, and in the 14th century, all Arts and sciences were put forth with 
considerable vigour, and music specially rec-:ived fresh impetus. 'The leade r of this revival 
was an Arab of Bai;hdad, named Safiuddeen Abdel Mounim, whose principal work, the 
Scherefflge, was written _ in Arabic; Mohammed Ben Abu Bekr, Ben Scerounl, Abdul 

Kader, Mohib, Af:,Jl, and Moussali m11st also be mentioned as famous musicians . 

Thus the Persian element, found its way into the heart of the desert Arab, and 
pouring ot1t its impressiYe tcnes, canght tne vast empire of the Khalifas from Sindh to 

Spain. When tlle Mnslim conquerors came to India they brought with them their own music 
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and musicians; iutroducing new names of Rags and Tals; the intermingling of the 2 musics 
began, one mirged into the other, the revival of this new phase was really the Birth of 
lfindustanl Music. 

There were many musicians in the court of Mahmood Ohaznavl, who sang Persian 
songs. The taste for Kawa/J style of chanting was also introdttced by tbe Sufls whose 

religious tendencies inclined towards devotional demonstrations and made them extremely 
popular both with the Hindus and the Muslims. They came originally from Baghdad and 
brought into practice the Dervish's ecstasic dance called 'The Whirling Dervishes'. 

In the reign of Sultan Altamsh, the leading exponent Kazi Hamiduddeen of Nagor 

got admission to the Royal Court and the Sufi Ch/sties gave religions sanction. This 
tended towards popularizing Sufi music at once, and people began to indulge in it unres­
strainedly. The intermixing continued with vigour and Sa11git R.atnagar was brought out 
in the reign of Sultan Feroze Shah, son of Altamsh, in 1237, adding a valuable link to 

the music of that period. 

FER.OZE SHAH, collected Persian, Arabian, and Indian musicians of both sexes and 
mttsic reigned sttpreme. 

KAIKOBAD, fifty years later came on the throne and stressed the cultivation of 
music as a compulsory Art, was himself a great patron and performer. Two years later 
the Khilji dynasty was founded and Jalaluddeen Feroze Shah, came on the Masnad (throne.) 
In his Durbar flourished the famous exponents :-Mohammad Shah, Fatuha, Chang!, 
Nasir Khan and Bahroz. 

SVLT,4N ALAVDDEEN Klf/LJI, was another lover of nmsic, and Sangit, really 
became an academic cult. The Muslim sway began to spread towards the south in the 

Decc11n. Here ruled two rival powers the kingdoms of Bahmini and Vljyanagar at that 
time. They were ever watchful and jealous of each other. One day Kazi Slra/ Chander 

crossed the river Krishna, and went to the house of a famous female singer, and finally 
got an entry and with a great deal of clever manipulation got himself engaged as a clever 
drummer, who in course of time became iudispensible to her as an accompanist answeriug 
to the call of her vagaries and moods. Finall y he was able to affiliate himself with her 
cortege to the Durbar of the Rajkumar who was enamoured of the singer. Tbe Kazi 

poured magic into the performance until the Rajkumar became intoxicated and was lost 
in the singer and her marvellous ~inging. The f(azl watched his opportunity and with a 

swift movement killed the Rajkumar, and still more swiftly carried away the lovely 

singer to bis own land. He loved the singer so did the Rajkumar, 

Another romantic incident is that of Prathal, the famous singer of Murklml, whose 
fame attracted the Raja of Vijyanager. He sent a Brahmin with a proposal of marriage 

to make her his R.anl. Prathal politely refused the offer. The Brahmin was chagrined 
at the refusal and asked if she, a mere singer, was aware of the consequences of refusing 

a mighty ruler. She said '' I have dreamt a dream and my destiny is centred elsewhere." 

Tte reply confounded the Raja to such an extent that he marched on the Bahmini Kingdom 

with a view of annihilating it and bringing Prathal a captive home, The troops positioned 
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on either sides of the Tunga Bhadra, a fierce battle · was fought, All the captives were 

brougl1t before the king but Prathal was not to be found she had vanished, Prathal had 

sensed danger and incognito fled into the kingdom of Bahmini. When tbe escapade was 

brought before the Sultan, he married her with great eclat to his son Hassan Khan in 
Gulbarga. Beautifnl Pratha/ said to her distinginshed husband. '' My dream is realized.,., 

In the regin of Sultan Alauddeen the cultivation of music rose to high perfection 

lbne Batuta relates in bis chronicles that AMIR KMVSR.AO, the adventurous enchanter was, 

a creative genius who_se popularity as an exquisite poet musician was flung far and wide. 

He was gifted with a rich and foll imagination has left a permanent mark as a foremost 
inventor of 23 Rags like Zeelaf, Sarparda Sazgiri etc. and 17 Tals viz: Khamsa 
Savarl, Farodost, Paha/wan, Jat, Zamani, Pushto, Adachoutala, Kawai!, Dobhar, Jald 

Tltala', Jhoomar, Roopak, Soolfakhta, Panch and Chapak and also the musical ins trument 

Seh-tar (three wires) mis-called Sitar, and 12 Bsnles (styles) of Kawa!l, including Jaunpoorl, 
Kabir/ and Khalrnbadl. 

MOU LANA KAMALUDDEEN ABDUR RAZZAK, the son of Timur Lang came to India 36 
years later as an ambassador of Shah R.ukh Shah to the court of Vljyanagar, he discovered 

Deccan the seat of music, and when the Sultan conquered it, ·he took hundreds of male 

and female performers to the North, among them being the great Naik Oopal, of unrivalled 
fame. The latter was presented at tbe royal court and his defeat in the musical corubat with 
the exclusive genius, Khusrao; was an event of historic importance. His pranks and romances 
are a well spring of sunny delightful humour. His composition in Brij Bhasha and 
Persian are of enthralling sweetness and charm, Amir Khusrao's memory will remain, brilliant 

and ever green. Deccan was flooded by great masters of this Art, and the city of Vijynnagar 

was the principal magnet which drew hundreds into its ocean of melodic lustre, under the 
patronage of its emperors. At every gate of the city wall hundreds of dancing girls were 

stationed. Demonstrations were given by them on every occasion and they led the royal 
processions and danced in durbars. 

SULTAN MOHAMMAD SlfAlf TVOLUK, in bis glorious reign, a most fantastic circular 
structure called Tarabad was erected in Doulatabad. This was embellished by tastefully 

furnished rooms, all round in the shape of an amphitheatre, with a huge demonstration 

ball in the centre, In these elegant rooms, open to view, reclined beautiful maidens, 

on swings surrounded by handmaids in glittering costumes. Thi! Darogha or leader, was a 

Persian nobleman of high extraction, named Sf/AMSUDDIN TABRIZ. The title of Amir 

was bestowed on the preceptor, thus pointing t? the prestige and status in which nmsic 

was held in those days. Thi~ "e/ysium of Joy" with its most elaborate arrangements was 

reserved for the entertainment of royal guests, who, as a great mark of favonr, were 

located there, Grand variety performances took place, under the able guidance of the 

Choudhary in the domed hall reserved for the purpose, 

The harmony of Arab-Persian-Hindu music had by this time result ed in many new 
tunes such as Zeeluf, Nowroz, Zangula, Iraq, Yemen, Moosselni, Zilla, Durbarl, lfejaz 

KhamaJ, Sarparda etc, These were adopted and sung all throughout the Empire. 
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Chapter III SANGIT OF INDIA 

sa names of Tals in vogue were: Chou, Panch, Ast, Ganesh, Bhalraon, Chapak, 
Kooha, Avadat, Shudh, Jya Jewat, Rupak, Durat, Lila, Shrltal, Amehlo, Rang, Dareen, 
Ou/ Lila, Hans Llla, Saranz Lila, Rangvat, Raf, Sangad, Hlmall, Ang, Hansnarslngh, Jey, 
Nandan, Kookhla, Deepak, Narthakl, Ram, Sum, Ahlnand, Abhlnand, Barabor, Bedbadhor, 
Bir, Kai, Orcha, Phar, Yek, Ra}bedh, Surbikrat, Jeymangal, Oandharp, Bikram, Perbat, 
Rangbhara, Nerat. 

In the illustrious reign of the dazzling Timur/as, a still more vigorous impulse w1s 
given to all Arts and reforms; hence there are endless elegant mementoes of a brave, noble, 
brilliant race, who conqttered, governed, and achieved everlasting glory, 

In Akbar's gloriotts reign the fottntains of learning overflowed and spread to all parts 
of tbe vast F;mpire. 

TAN.SEN, the divinely inspired, unequalled paragon of cadences, personification of 

sound, was one of the Nau.Ratan, (nine gems) of the illttstrions royal court. He was India's 
last brilliant jewel in the sphere of music, the hero of countless dazzling stories, the writer 
of many books, the creator of many classical melodies, now lies buried in a modest _grave 
in Gwalior. His tomb is overshadowed by a tamarind tree. Musicians make pilgrimage 
to his memory, lay offerings · at the tomb, and a strong superstition prevails that by 
chewing the leaf of that tamarind tree, the human voice gains in sweetness and beauty. 
The descendants of Tan-sen are now known as Senyss, and mostly inhabit the district of 
Al war. Tiin means variation, and Sen means bath, i, e. bathed in variations, Tan.sen, the 
unapproachable, still inspires one with awe, stands high like a luminous star of unabated 
brilliance, scintillating throughout the confused centuries. 

Other famous mttsicians were_ Qopal, Noubat Khan, Par Been Khan, Tan Tarang 
Khan, Baz Bahadur, Mian Lal, Sargyan Khan, Rang Sen, Sobhan Khan, Barkat All, 
Baba 0/randas, Maseet Khan and Raheem Khan. The female noted musicians were, 
Raheeman, Sherfoo, Heera, Qulbada11, Sukhbadan and M'ussammat. The expert dancers 
were, Prakash, LullooJJ, Wazeeran, Shah Zadi, Jiddan and Blggan. The Alne Akbari, speaks 

of 41 efficient musicians attached to the Royal Durbar in the reign of the mighty Emperor 

Akb11r, who Wfi§ n great reformer, a patron of all Arts and sciences, and a great lover 
of music. Haridas Swami, Tan-sen's Guru, was a musician and sage, who lived at 
Brindaban on the sacred banks of the Jumna. The Swami's seraphic compositions form 

the basi~ of many a legendary lore. 

RAJA MAN T.4NWAR, the ruler of Qwolior, invented the Dhrupad style of singing, 
and the school of awallor rose into prominence. 

SULTAN NOOSSEIN SHARK/, of Jaunpur was another devoted lover of music and 
who invented 4 kinds of Todi. Naik Bakhshoo whose powers were second to none; Boljoo, 

Po11dYi, Lohung, Jurjoo, Bhagwan, Dhondee and Daloo, were all renowned musicians of 
those times. .. 

RANI MIRABAi, of Udalpur, poetess-mnsician, dissatisfied with the vanities of the 
world, consecrated her life to the services of Bhajans (divine compositions) in the temple 
at Ch/tor. This beautiful monument 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. 
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SANGIT OF INDIA Practical Experts 

The dulcet pathos of Surdiis, Kablrdas, Bhlkoodas, Tulsidas, 'tlarld'iis, Lada Kapola, 

tl1eir predecessors and successors, are remembered and cited with affection and reverence to 
this day. These were godly men, who preferred asceticism to worldly enjoyment and made 
music their life-long study. The eminent Pundarlk Vithal, too, lived in these glorious times. 

The famous singers of JBlfANOIR' S, court were ChatarKhan, Parvlzad, Jehangirdad, 
Khurramdad, Makhu, lfamza and Bl/as Khan, son of Tan_Sen. 

The principal artists of Sl/All JEllAN' S durbar were Jaganath, who received the title 
of Kavlraj (prince of poets), from the Emperor, Dirang Khan, Lal Khan, known as Ounsa­

mudra (ocean of excellences), and the son-in-law of BJ/as Khan. Dirang Khan and Jagan­

nath were awarded their weight in silver in token of appreciation. 

In the latter half of the 18th century, Muslim power declined and the country began 
to be influenced by the English, and the decay of all indigenous Arts set in. A slow and 
sure death gripped the cult of mnsic too. 

MOllAMMAD Sl/All RANQJLAY, (merry), 1719 A, D. was the last Emperor who 
had performers of repute attached to his Court. Among them were Adarang, Sadarang, 
the preceptors of the Khyal, style of singing, and Shorl, the initiator of the Tappa, sty le of 

singing. Most of their compositions are associated with the name of Mohammad Shah. 

They brought these styles to the highest form of perfection. Enticing, classical adornments 
featured the many new modes, like Rekhta, Qoul, Tarana, Tervat, auzzal, Kalbana, Marcia, 
Soz, etc· Noor Khan, Ladoo Khan, Piyare Kha11, Ja11ee, Ooolam Rasul, Shakoor, Mukhan, 

Tithoo, Mithoo, Mohammad Khan and Che/Joo Khan were all experts of fame. 

Since the advent of the Mu,lims, theoretical labour of authorship was reserved for 

the Hindu authors and Sanscrit scholars, and the practical Sangit, was rendered by the 
Muslims, lately in blissful ignorance of theory. Asafuddowlah, the Vazir Nawah of 
Lucknow who wrote Naghmat, was an expert musician himself. The Kings of Oudh were 
the last rulers holdng the sceptre of Muslim supremacy in Iudia, and all the members 
of the Royal family excelled in the Art of dancmg and singing. The last king, Vajid All 

Shah, wa,; a past master in the Art. Many important works ::.re ascribed to his name. 
The classicai music of India ,;eemed to be coming to an end-

The followers of Tan-Sen were divided into two musical sections, the Rub'iiblyas 

and Beenkars. Both were classically represented in Rampur, a State sheltered by an 
amphitheatre of the Himahyan range, in the north of India: the Rubabiyas, were repre­
sented by Mohammad Ali Khan, and the Beenkars, by Vazir Khan, the descendant of Nab/ 

Kha11, of the court of Emperor Mohammad Shah. The rulers of Rampur, have not only 
been great patrons of the ancient Art, but were themselves celebrated musicians and poets. 
Nawab Ka/be Ali Khan and Sahebzadeh Saadat All Khan, were both musical genius; 
while the late ruler, Nawab llamld Ali Khan, combined in him the great tradition of hi:s 
Royal house by being an eminent poet-musician-theorist, Classical Sangit, was controlled 
by a group of extremely clever practical experts. Hidden from the curious gazes of 
man's eyes were Vazlr Khan Beenkar, Piyare Saheb Dhrupadya, Mustafa Khan Khyali, 

All R.aza Khn11, singer of Kou/ Ka/bona, Fida lfoossein, the Sarode player, Mohammad 
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Chapter III SANGIT OF INDIA 

All Khan, the R.ubab player, and Achchan, the extraordinaTy dancer of the house of Kalka 
Blndadin. All these excelled in their own spheres and were complete masters in their respective 
A.rt. They have disciples who are endeavouring to keep alive the noble legacies handed dowu 
to them from their forefathers. Rampur guarded the knowledge of musical culture with such 
jealous secrecy that very few indeed were privileged to enjoy the high class classical Sangit, 
in full. Guests were honoured with an occasional performance, but the great wealth and store 
of information remained with -those who were versed in it. Among the many noted 
musicians of recent times, the names of Mohammad Khan, Sheroobal, Omrao Khan, Khoshal 
Khan, may be mentioned. lfaddoo Khan, held .an undisputed sway over his contemporary 
Khyal singers, so did lfassoo Khan and Tanras Khan. Vazir Khan ( Dhamar singer); 
AJJ/an, and Tasudduck Rasul, (Tlrwat and Tarana singers); Dadu Fatehslnghji, Kudao 

Singh, Zorawar Singh and Nasrat Khan (Pakhwajls or drummers); Goo/am A/J (Sarode­

player); Varls Ali, Jamaluddln Khan, Musharaf Khan (Been.players); Bahadur Sen Khan 
(Rubab.player); lmrat Sen, Rahim Sen, Kale Khan (Sitar.players); All lfoasseln, Zaklruddln 
Khan (Khandarl Bani): lmdad Khan, Alabande, Waheed _Khan, Lateef .Khan, Nasiruddeen 

Khan, lnayet Khan, were the last exponents of the Khandari Bani. These musicians are dead; 
and now their progenies are groping in the dark to grasp the hidden meanings, in vain sacri. 
ficing their lives to attain the unknown, the breathing tragedies of confused humanity. 

Thus we see that at a very early period of history, Indian music had developed into 
a science, rich and perfect in composition, combining in a high degree the requisite virtues 
of melody and rythm. With Muslim influence, northern music underwent vital changes, 
gaining considerably in beauty. With the decline of the Muslim power the Art of music too 
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 understand the subject, bttt their interest was 
academic and antiquarian. At present, music receives no support or impetus from Govern­
ment, 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. These Court-artists were preserved and exhibited more as curiosities than 
as exponents of a great Art. Even the Indian princes under the so-called ''new education", 
ac(luired hybrid notions and began to display indifference towards Indian music, The 
older generation of musicians died away withont bequeathing their knowledge to their 
representatives and descendants. 

All that remained of a once superb Art therefore suffered deplorable neglect- Such a 
state of medley conseq nently resulted in producing upstarts and charlatans, who, · affecting'poses, 
h1>d the impude n ce to bring out books on the subject, and a l so put up pttppet s hows to a 

sensation-!oving public in the western world and India, a matter completely meaningless 
and misleading. THE 'SOUL OF INDIA' POSSESSES A CREATIVE MISSION, OF 
WHICH IT IS HALF CONSCIOUS, PARTLY YIELDING TO AND PARTLY 
STRUGGLING AGA:INST THE TENDENCIES OF THE AGE, GRADUALLY 
CRYSrALLISING IN ITS TRUE FORM AND GETTING CON"SECRATED TO ITS 
TRUE WORK. 
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SANGIT OF INDIA Practical Experts 

AL.AO/fANJ, was undoubtedly one of the greatest works on music, ever written by any 
one, in any age · and in any clime- It describes the select 100 basic melodies of the Abbaside 
period in metre, composed by famous poets for the specific melody, denoting the rythm and 

key to its composition- It also gives most elaborate life hi.story of the famous 100 musicians 
and their marvellous achievements, and also the details of 100 select instruments. 

AL.AO/fANI, in Arabia, a stupendous work of 21 large volumes. and centuries later, 
R.ISALAE TAN SEN in India, the 2 i;re:it important m11c;ical works, clarify the following 

points, bringing music on a systematic basis,-: 
1. The classical melodies, their uses and symbolic significances. 
2, The noted musicians, of the times. 
3. The instruments, of the times. 

4. The determination of the classical styles, of the times. 

It is significant to see that many of the Rags, TiUs and instruments bear the same 

names in Iuclia derived f:-om the parent stock in Arabia. Herewith a few extracts from 
.4/,~ghanl-: "There are 18 kinds of drums, 

DUFF, was played on the nuptial night of BJ/kls and Suleiman. 

TOPffA, was played by the Hebrews before the Golden Calf. 
AL-MISRI, was played by the Egyptians. 

itlORABBA, was patronized by the noted Towais. 

JAff/LI, was used by the professional females, Kaina, Karlnn, and Dajini. 

TABLUL KABIR, a monster drum the height of a man, was played by the male 
professionals Mughannl. 

Other drums were:- Bandalr, Rik, Tir, Daera, Shakshak, Mazhar, Oirbal, Slptlk, 

Atari and Tab/. ( The Indian Tub/a, bas derived its name from Tab/)· 

The DUFF, E>ounds a social note. 

The TABL, sounds a martial call. 

The TABL, main varieties were--: Duhol, (Dhol), Kus, Kasa, and Dubdub. Other 

musical instruments were Arghanun (a monster organ), Buk, Nakkar, Anfar, Naflr, 

Mazmar, (reed pipes, played by female professionals leading armies), and Tumbur, 7th, century. 

Buk, was a long spiral cylindrical shell or conch which was s,mnded on important occassions 
111 the 8th. century in Arahia. Buk, corresponds with the Sank, (conch in India). 

The DUFF, was introduced in F.urope by the Moors. 

The TUBL.Kf/ANA, (band house) was a Royal insignia, in charge of an Amir. 

The Sultans' band in Arabia comprised of the following instruments:- Kusats, (Kettle 
drullls) 40. Duff, 20, trntl}pets 20. Abwak, (horns) 20. Mazmur, 4. and Duhol. 4. 
The loss of a Tab/khana, meant r. n'ltional defeat and a severe blow.'' 
From Rlsalae Tiin Sen. 

''The NAKKAR KHAN A, of the Emperor Akbar, of India, comprised of the following-: 
Kurga, (monster kettle drums) 18 pairs. Nakkara, (big drums) 20 pairs. Dhol, 4. 

Surnal, (reed pipes) 9. Karna, (large trumpet) 6. Naflrl, (trumpet) 2. Sing, (horn) 2. 

and Jhsnf, (cymbol) 3 pairs. Such a Nakkar Khana was an attribute of sovereignty." 
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From Al-Aghanl; 

"MUS/Kl, means 0/Jlna (singing). 
MUS/KAR, means Moghannl, (singer). 
MUSJKAR.IYA, means instruments. 
Of/INA, was of several styles as follows-:Nouh, was lamentation. Nasb, was secular, 

Bait, was the repitition of a melodic phrase, Misra. was restricting the tetrachoral 
limit. Nashld, means measured singing ( on Tai). TartJJ, mean~ unmeasured singing 
(on Lay,) 

Of/INA AL RAK/, and Mutkar, means classical Art songs. Asba, means melody and 
Eeka, means time. Musical syllables such as-:Tlr, La, Tar, Re, Tiri, Ya, Aman, and Ah, 

were inserted between words, or in the beginning, or end, to harmonise with the measure, 
verse, or tune, rythmically, (In India we insert fl'iin, Mlyan, RI, Are and so on). 

There were 3 classical important methods in which songs were sung pointing to the fact 
that human voice received academic precision and training. lstly, the Solo; 2ndly, the Chorus, 

and 3rdly, the Antiphon. The choral symphony, brought into full play the beauty of trained 
humau voices with i ts complement of variations, trills, grace notes, and all the adornments 

of finest singing , showing an extremely advanced stage of music. (Choral singing, was of 

Eastern origin and not of the West). 

AL-OAREID, who flourished in the reign of Yazid II, was gifted with such ri rar~ 
golden voice that he was said to receive his training and iospiration from a hidden Jinn. 

One day while singing on a grand festive occa;;ion, he was suddenly struck dumb, hut 

the song floated i11 the atmosphere long after, and the assembly did not realise what had 

happened so overpowered were they by the magic of his singinif, till gradually the strains 

subsided, and they disco,·ered that Al-Oareid, was struck dumb and bad died hy the po\\'er 

of the Jinn, (71 6), but his beautiful vvice haunted the precincts and attracted large audiences . 

SAR.EID, was the leading exponent of Sakeel, rythm;; ; p;lgrims to Mecca clamoured 
for bis singing. He was the leading artist in the concerts of Jamila. He also played on the Ud 

(lute), Duff, and Katlb (musical wand). 

ZALZAL, (styled Al Darib), who flourished in the reign of il'Iahdf. (775), was a pupil of 
Moussill, and the most famous Ud player, without an equal before or after. He invented the 

Ud-ul-Shubbat, (the fish shaped), which surpassed all otber Uds. He was of a very humble origin, 

ZIRYAL, in the reign of Abdur Rahman, II, (852), received large st1ms from the 
privy purse of the monarch. He was most deeply versed in all the branches of musical 
Art. Tradition spoke of his knowing 10,000 tunes, with their specific Allcars (airs). He 
introduced the Mlzrab, (plectrum), made of an eagles' talon. He was the founder of 
Muslim music history in Cordova, Spain, and his powerful influence passed on, into the South 
of Africa, where it still lives,'' 
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SANGIT OF INDIA 

Chapter IV 

Sur Adhya (Law of tones) 

SANOJT, is formed of Surs (tones), and TiIIs (times). Bach is dependent upo 

other for a complete sympathetic arrangement for a final expression of Oayan (sin{ 
Vadan (playing), and Nritya (dancing). All creations in nature have sounds. Som, 

positive, and loud, and can be heard distinctly without paying special attention to 
like thunder, the roaring of the sea, the bellowing of a buffalo; there are other s1 

that are definite, and have to be listened to with attention, like the singing 01 

birds, the whispering of the winds, and the trickle of water; then there are the frird 

of sounds that are inner, and have to be perceived by developing the hidden subtle sen 
hearing, like the movement of the stars, the vibrations in the atmosphere, and an unexpr 

melody.unidentified. These 3 kinds of sounds were defined by the 'ancients and deten 
into Surs, Surats, and Srutls, forming a comprehensive scale, as the foundation of n 

SURS, (full tones) are positive, and 7 ia number viz: Sa, Re, Oa, Ma, -Pa, Dhc 
called Saptak, ( diatonic scale). 

SURA. TS, (semitones) are definite, and 5 in number, and together with the Sa 
form a chromatic scale of 12 notes called Sargam. 

SRUTIS, (quarter tones) are shades of tones, to be perceived by an Inner sen 
percept/011, 10 in number; so that together with the Saptak, and Sargam, constitute a 

prehensive scale of 22 notes, called Murchana. Murchana, is a delicate stage comp1 

of vibrations, spread over by 22 notes of n classical scale, finely distributed in the me: 

lo be used with ultra care and precision, to <listinguish the secret of the true basis c 
formation of a Riig. The Srutis, are not imaginary sensations but concrete tones t 

used with knowledge and protound study• 

Saptak, (octave). 
ANUD.4 T, Svarlt and Udat, are 3 octaves which a classical singer must develop. 

V.4DAN, playing, on a classical instrument like Been, must develop the 5 octaves 
Mandra Tiir Saptak, the lowest octave. Mandra Saptak, the lower octav~. Madhya Sa, 
the medium octave, Tar Saptak, the higher octave and Tar Tar Saptak, the highest octave. 

OAIK, was a title given to one who was able to render Tans, variations of the 3 oct 
Mandra, Madhya, and Tar, with its fnll complement of tones and with ease. Mand, 

produced from the head, Madhya, from the throat, and Tiir, from the abdomen. 

modern singer renders an octave and a half, hardly g0ing beyond, 

AROHI, is ascending from low to high in the scale; Sa, Re, Ga, l\fa, Pa, Dha, N 
A VRO!fl, is descending- from high to low in the scale; Sa, Ni. Dha, Pa, Ma, Ga, R 

Sn, written as such belongs to the Madhya Saptak, middle octave, 

Sti, written with a dot above belongs to the Tii.r Saptak, high octave. 

S~, written with a dot below belongs to the Mandra Saptak, lower octave. 
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DIVISION OF NO TJi:S. 

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 
half-tones, quarter-tones and eighths of tones, The difference in these sounds as can 
be well imagined is so subtle and so exquisitely fine tbat before one has tbe conscious;ie;, 
of one sound, it has merged into the other of its own accord, forming soft modulatiom 
and unexpected impressions. They are tmutterably pure, classically beautiful and sublime in 

e. 'f)J'C..S )f)n, T.h~c );a.de of tDDfS cvrre :J)OJJd J~dtb the Murchanas~ _previously mentioned. 

There is a certain stage in each note, which is neither Tivra (sharp), nor Koma/ 

(flat), but a sound in between the two. This sound or note is called the Shudh Sur , anrl 
forms the central sound of a note. There are three tones in a higher key than the Sht1dh; 

and three tones in a lower key than the Shudh; and these together form the seven tones 

in one note, 
A tone which is one degree higher than the Shudh, is called Tivra. 

A tone which is two degrees higher than the Shudh, is called Ta-Tivra. 
A tone which is three degrees higher than the Shudh, is called Tam-Ttvra. 

A tone which is one degree lower than the Shudh, is called Koma/. 

A tone which is two degrees lower than the Shudh, is called Atl-Komal. 

A tone which is three degrees lower than the Shudh, is called Shlkarl. 

These are the seven tones that divide the one note. The subtlety and fineness of 
these sounds may better be imagined than written. To an untrained ear these delicate 
shades of tone are meaningless 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 the Murchanas, already mentioned. These di visions of 

notes, as given in the 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 Murchanas, 

or shades of tones in one scale in Indian music; and the difference in these is merely that 
of a hair-breadth, hardly distinguishable to the foreign ear in a melody. And yet lt is thest: 
delicate sounds, which are of great Importance In the formation of a tune and In retaining 

its lndivldual and classical character. They are clear sounds and easily heard when an 

expert renders them slowly and distinctly in the scale. The classical Rags are discriminated 
only by the Bhed. (secret), of application of Murchanas. The M11rcha11as or 22 Shrutis, are 
Teebra, Kumodvatl, Munda, Chandovatl, (Kharaj), Dayavatl, Ranjlni, Raktika, (Rishab). 
Rudri, Krodahi, (Gandhar), Vajrika, Prasarini, Priti, Marjini, (Madhyaru), Shriti, Ritka, 

Sandl'pnl, Alapni, (Pancham), Madantl, Rohlnl, Ramya, (Dhaivat), Ugra, and Shrobini, 

(Nishad). 
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The range of tones in the classical Sanglt, 1s extensive. One octave comprises of 22 t 
tones. A Been, player has to manage 5 octaves and must be able to manipulate 110 tones. c 
A singer should develop 3 octaves i,e, 66 tones, and render tbern with ease. The instrument 

to be used for the keytone is Tambura. The modern music teacher is a slave to the harmo- c 

nium, which shatters the sense of true hearing, ancl tbus the pupil becomes deaf at the very 1 
initial stage. Classical Sangit, has no place in the modern Indian home, and there is the tragedy, 
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SANGIT OF INDIA Sur Adhya 

Personified Chronicles of SURS, (notes) 

S/fUDff pure Surs, [notes] are seven in number and are named individually as 
KharaJorShadJ, Rlshab, Oandhar, Madhyam, Pancham, Dhalvat, and Nishad, and c,)llectively 

theyarecalled Saptak; and to simplify:their use in music, they have abbreviated names to distin­
guish them, such as Sa, Re. Oa, Ma, Pa, Dha, NJ. These Surs, have interesting biographies, 

human and supernatural in composition._ '!'hey are human in having temperaments, cos­
tumes :ind colours, and like products of nature, flourish in particular seasons. They are 
descended from the Heavenly bodies and trace their lineage from above. Certain Surs, are 

dominant at certain stages of a man's life, they are produced from the various parts of the 

body. The Surs, occur in certain animals from whom they are taken. Those Surs, which 

possess bot temperaments have the mysterious faculty 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 specified season of the year and hour of the day, when they should be sung; 

then alone will the desired effect be obtained. 

Temperaments are astrological; us the various Surs, are grouped under the rulership 

of the seven planets; and the planets according to the canons of astrology; are given 

mlership over the elements, The Sun and Mars are considered to be hot; as they rule the 

t!ements of fire, Jupiter and Moon rule water, Vent1s and Mercury rule air, and Saturn 

rules the element of the earth, Hence these various temperaments. 

Astronomically, the day is divided into twelve equal parts of light, and twelve eqt1al 
parts of the night. '!'his is done from sunrise to sunset, and from sunset to sunrise again • 

These parts are given planetar.v rulerships, and each astronomical hour may vary in length accord­

ing to the latitude of the place and season, the knowledge of which is very necessary to know 

the exact Rag, which is to be played or sung to produce the desired effect, at the 
specific time. 

KHARAJ, SffADJ or Sa, means original, and born of 6. This note is Achal, (permanent) 
This Sur, is under the protection of Agni Deva, and like Pancham, does not lend itself 

to change into Tivra, tsharp) or Koma/ (flat, J but is permanent. It is connected with 

the first Heavens and the planet called Kamar, moon in Arabic. It has a peaceful temperament. 

In effect it is cool and moist. Its complexion is blue. It is arrayed in exquisite azure white 

garments !lnd starry ornaments. Its seasons arc-all the seasons of the year. '!'his note is pro­

duced from the abdomen. Its sound has been taken from the cry of the bird Taoos, peacock. 
It is prevalent in the voice of a human being when he is seventy years old. '!'his tone is 
necessary and harmonious in all the Rags, 

RJSffAB, or Re, means Bull. This Sur, is under the protection of Brahma. This 
tone changes into Ttvra, or Koma!, It is connected with the second H~avens and the planet 

called Atarud, Mercury in Arabic. It has a hopeful temperament. In effect it is cold and dry. 

Its complexion is pale-green; it :s arrayed in a green costume and is decorated with fairy 

ornaments. Its season is the hot season, 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 
hnmnn beir,g when he is sixty years old. It is harmonious in the tunes Des and Kanhra, 
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Chapter IV SANGIT OF INDIA 

and quile unpleasant in Malkaus and Hindole; etc-. It has three Shrutls: shades of tones 
Kamodvatl, Munda and Chandovatl. 

OANDHAR or Oa, means a woman whose beloved and children are dead. This Sur, is 
under the protection of Sarasvatl. This note changes into Tlvra and Koma/, It is connected 

with the third Heavens and the planet called Zohra, Venus in Arabic. It is of a sad temperament. 

In effect it is cold and moist. Its complexion is pale and arrayed in grey garments. Its 
season is the hot weather. This note is produced from the chest. Its sound has been 
taken from the cry of the animal Ooos~fund. It is prevalent in the voice of a human being 

aged fifty, It is pleasant in the tunes Kallngra, and Khamaf, and is quite unplea,ant in 
Sarang. It has three Srutis: Ranjinl, Ragtlka and Krodlhl. 

MADHYAM or Ma, means moderate or middle. This Sur is under the protection of 
Mahadev. It changes into Tivra or Koma/, It is connected with the fourth, Heavens, and 

the planet called Shams, S11n in Arabic. It has a restless temperament. In effect it is bot 

and dry. Its completion i~ red. It is arrayed in reddish black garments and is heavily 

ornamented. Its season is the hot season. It is produced from the throat, Its sound has 
been taken from the cry of the bird Saras, Crane. It is prevalent iu the voice of a human 

being when be is forty years old. This note is pleasant in Malkaus, and Behag, and 
unpleasant in Bhopali, It has three Srutis: Prasarlnl, Pr/ti and Marjlni. 

PANCHAM or Pa, means fifth. This note is under the protection of Lakshmi. It is 
connected w;th the fifth Heavens and the planet called Mlrrlkh, Mars in Arabic. Pa is 

Achal, like Sa, bt1t is taken in such Rags, where Pa, occur5, It bas 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 wea ther. This note is prodnced irom the mouth. Its sound has been 
taken from the cry of the bird Koy al, Cuckoo. It is prev .. !ent in the voice of a human being 

when he is thirty years old. It sounds pleasant in the tunes 'Jodi, and Asavrl, and is quite 
tmpleasant in Malkaus, and Hlndole. 

DHAIVAT or DHA, means black hearted. This Sur is under the protection of Ganesh. 

It changes into TiYra, or Koma!. It is connected with the sixth Heavens and the planet 

called Mushtarl, Jupiter in Arabic. It has an equable temperament. In effect it is moist 

and wet. Its complexion is green, and arrayed in veridion garments with lovely ornaments. 

Its season is the rainy weather. It is produced from the palate. Its sound has been 

taken from the neighing of a horse. This note is prevalent in the voice of a Irnrnan being 
when he is tweuty years old. It is harmonious in Bilawal, Alaiya, etc, and is inharmonious 
in Zeelnf, and Mo/sari, etc, It has three Srutls: Ritka, Sandipnl and Mundantl. 

NISHAD or NI, means seated. This ' Sur is protected by Surya. It changes into 
Tlvra, or Koma/, It is connected with the seventh Heavens and the 'planet called Zohol, 

Saturn in Arabic. It has a contemplative temperament. In effect it is cold and dry. Its 
complexion is ochre; it is arrayed in black garments and is most beautifully ornamented, 

Its season is the ccld weather. It is produced from the nose. Its sound has been taken from 
the trumpeting of an elephant, This note is prevalent in the voice of a human being when he 

is ten years old, It is pleasant in Bihag, Para/, etc , and quite unpleasant in Sorath, etc, It 
has three SruUs:Rohini, Ramya, and Kshoblni. 
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Names 

1. Teebra 

2. Komodv~ti, 

3. Munda, 
4. Chandovati 

5. Oayavatl, 

6. Ranjini , 

7. Ragtika, 

s. Roudri, 

9. Krodihi, 
10. Vajrika, 

11. 

12. 

13. 

14. 

Parsarini, 
Priti, 
Marjini, 
Shriti, 

15. Ritka, 
16. Sandipni, 
17. Alapnl, 

18. Madanti, 
19. Rohini, 

15 

'' 

" 

,, 

" 

" 
" 

,, 

SANGIT OF INDIA 

Table of 22 Murchanas. ( quarter tones). 

Shudh Sa, 

Ati Koma] Re, 
Komal Re, 
Shikari Re, 
Shqdh Re, 

Ati Komal Ga, 
or Tivra Re, 
Komal Ga, or 

Ta Tivra Re, 
Shudh Qa, 

Tivra Ga, 
Shudh Ma, 

Tivra Ga, 
T<i 'l'ivra Ma, 
Tam Tivra Ma, 
Shudh Pa, 

Ati Komal Dha, 
Komal Dha, 
Shudh Dha, 

Tivra Dha, 
Ati Komal Ni, 

R';gs in which they occur 
, , In all Rags, 

,, 

,, 

,, 

" 

" 
" 

Bhairaon, 
Bhairaveen, 
Bibhas, 
Yemen, 
Komal Bageshri, 

Bageshri, 

Rageshri, 
Yemen, 
Chhaya 
Chhaya, 
Chhaya, 
Chhaya, 

Shri, Lalit, 
Shri, 
Gouri, 
Bilawal, 
Todi, 

Bhopal, 

Bhopal, 
Tilak Kamode, 
Bihag, 
Bihag, 
Kalyan, 
Purya, 

In all Rags where Pa, occurs, 
Komal Bageshri, 
Asavri, 
Berari, 
Pahari, 
Komal Bageshri, 

Bhairaveen, 
Bhopali, 
Kukab, 
Jejevanti, 

Sur Adhya 

J ogiya Asavri, 
Ramkali, 
Prabhavati, 
Kafi, 
Darbari, 

Malkaus, 

Yemen, 

Bilawal, 
Purbee, 
Basant, 
Basant, 

Bbairaon, 
Bibhas, 
Sohini, 
Yemen, 
Megh, 

20. Ramya, Koma! Ni, , , Bhairaveen, Asavri, Megh, 
21. Ugra, Shudh Ni, Bilawal. Khamaj, Dnrga, 
22. Kshobini, , , Tivra Ni, Durga, Khamaj, Gunkali, 

I have heard PJ/oo, and Deepak, in Rampur, with the full complement of Murchanas, 

and on rare Tills. Such a profound performance is totally extinct in India today. 

C/f/fAYA, is a Rag, in which occurs Tlvra aa, and all the 4 kinds of Ma. Such a 
Chhaya, was sung by Rupmati, the songstress of Mandu, when she performed Sati in me­
mory of Baz Bahadur. There are other classical Rags, in which occur a Shudh, tone and 
its corresponding Srutis. The secret of applying these tones are known to the Ounls, 
(experts). Any violation of the prescribed law is regarded as sacrilege. 

Close observation of Al Aghanl, Aine Akbari, and Risa/ae Tan Sen, sum up the 
Important fact that the Murchanas, the basis of the classical Arabian and Indian Rags 
remain the same scientifically, proving the 2 systems as identical. In course of time the 
practice deferred, the method of producing the voice and rendering Tans, be~ame individual, 
so that though the classical melody remained the same ~t sounded different, because the 
training was different and the style of singing was distinctive. THE HINDUSTANI 

MUSIC, IS BASED UPON THE EARLY ARABIAN MUSIC IS INDEED VERY 
CLEAR & INTERESTING. 
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Chapter V 

Tai Adhya, ( Law of Time) 

The secret of the gravitation of the Universe, the poise, balance and discipline of the 

movement of the Heavens and earth is symbolically and mystically the result of Rhythmic 
Motions. Rllythm. is the essence of music, The production of tones, at regular beats, ii 

the law and order of music. In Sangit, there are 2 kinds of rhythms. One is Tai, and the 
other is Lay. 

TAL (time), is an important factor regulating the relative durations of musica; 

sounds, a mathematical proportion of equal returning values of symmetrical beats. Tai, 
comprises of vibrations, and vibrations are based upon the beat of human pulse, hence 
Tai, pulsates with human life itself. Tai, is an abbreviated form of Tandao, and Lasya, 

Ta, for Tandao, and La, for Lasya. Mahadeo and Parbatl, danced in ecstacy to the rhythm 
of the universe. Mahadeo's dance was called Tlindao, and Parbati's response was called Li,sya, 
which descended to Krishna, and to the Oopis, and on to the women of Sourashtra. The com­
bined mysti•!al measure was called Tal, which was played on the classical drum Pakhavaj, 

an invention attributed to Mahadeo. In course of time many drums were invented like 
Tub/a, rasa, Choughada, Nakkara, Dumru, Jhan}, Dhol, Kartal, Man/era, and Daera. 

TlUs, invented by Amir Khusrao, 700 years ago and still surviving the many centuries 
are: P11shtoo, Zoobahar, Savari, Kawali, Sulfakhta, .lat, Tirtala, Ada, Choutala, Z11mra, 

Dastan. Khamsa, Farodast, Kaid, Pahafvan, Put, Chapak, and Asvarl. The Matras in 

these T:ils, range from 4 to 32. The popular Tals, are Keherva, Dadra, Ektal, Tirta/, 
Choutal, R.upak, Jhaptal, Khemta, Zumra, Chachar, Dhamar, Dlpchandi, Tilwada, Tevra, 

Ouzul, Kawali , Ekvai, and Punjabi. The Matras in these Tiils, ra1:ge, fron• 4 to 16. Other 

classical Tiils, used in Rampur State, in the regime of the lnte Ruler Hamid Ali Khan, 

in 1924, and also by the last group of famous musicians who gave extraordirtary demonstra­
tions in the Music Conference in Baroda in 1916, were, Jagpal, Rudra, Vishnu, ShiY, Brhama, 

Shekar, and Ast. The Matras in these Tiils, range from 4 to 82, There were 360 varieties 

of Tals, in ancient times, systematized and reduced to 92 basic Tals, by Tan Sen, ·further 

reduced to abo11t 25, till 25 years ago, and today there are only about 12 Tiils, that are 
popularly used. 

LAY ~rhythm), is connected with inner vibrations, and which develops the power 

of apprehension beyond the confines and limits of regular intervals, and transports one into 
the regions extending the mental embrace of melodic freedom , closely related to the plane 
of creation, like the singing of birds, the whistling of winds, and the running of waters. 

Tai, is exect1ted with Rags, and Nritya (dance), Lay, is executed with Jodkam, and A lap, 
(special scales). Lay, is unmeasured tempo. 

Tf/EKA, are tenchnical syllables to be rendered on the dmms by both hands and 
sticks. They are 15 in number viz, Dha, Dhid, Ghi, Ta, Tin, Nin, Na, Tlr, Kut, Tut, Kra_n, 
Tug, Dhln, Dhum, and Katta. 
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SANGiT OF INDIA Tal Adhya 

PA RANS, are phrases formed from the syllables, viz-: Tirkat, Tina, Tina, Katta, Ghinu, 

Kran, Dhadan, 11wn, Dhignn, Nagan, Qhadan, Dhakit. etc. There are unlimited combinations. 

MAT1"<A, is Yihration or unit, the duration of a heating of the human p11lse, and 
varies in number in the different 1als, ranging from 4 to 82. 

ZARB, is a stroke, denoting the division of Matras, in a Tai, mathematically, 

BILAMPAT, is slow tempo., Madhya, is medium speed. Dhurat, is fast speed. 
Tha , is half speed, Barober, is equal speed. Dooni, is double speed. Chougan, is four 
times speed. Ada, is a quarter and a half speed. Savai, is one and a quarter speed. 

A performer starts with Bilampat (slow speed) , and displays the Swarup (formation), 
of the Riig, (melody}, then proceeds in Madhya, (medium speed); and finally goes off into Dhurat 

(fast speed). After a full exhibition of bis mastery over the speeds, he strikes, the difficult 
quarter and half variety of speeds, proving that a demonstration of this kind is not de­
pendant upon the superficial calculation of mP.:..sure but is dependant chiefly upon the inner 
rhythm of life, ·which is linked with the movement of the universe. 

TAL, and Lny, are unconscious motions of calculations which begin to stir when the 
impression of sounds penetrate our susceptibilities and take a definite shape of melody and 
harmony form, grasping and reducing both to uniformity. This combined sense of feeling is 
music, which rouses the organism, stimulates the currents, wakes the imagination., links up 
durations and fragments of Joug lost memory and space, and finally acts as mediator for a 
harmonious combination of the manifold factors of life. Manifestly the study of Tai and:Lay, 
forces, strengthens, and endures the knowledge of Musical education. The class of experts 
who imparted Musical education, on these lines are extinct. 

Music is an Art of sound, and should be accentuated and developed in Tai, (time) and 
Lay, (rhythm), It is not only the outcome of some intellectual process, but is a vital ins­
tinct. Our minds are recepticles 0£ first irnpTessions, and the centre which sets in motion 
the beat of life. Regularity of beat is re(;ularity of physical health, Similarly regularity of 
Tai, !lnd Lay_ is regularity in musical edt~catiou. Music without rhythm is lifeless, The Ori­
ental rhythm restores freedoru to spontaneous movements, and lends suppleness to the wealth 
of picturesque turns and twists. offering unrestained outlet to our innermost feelings and 
onr original impulses. Rhythm, is instrumental in our perceiving the relations of measured 
duration in faultless music, hence rhythm and time ii, the expression of symmetry and order 
which penetrates by way of the body to the soul and into the entire man, revealing to him 
the great hidden harmonies of the entire mystic unknown. 

INSTINCT AND CREATIVE FACULTIES ARE DORMANT AND PASSIVE IN 
HUMAN BEINGS, THESE ARE STIRRED BY 1AL, AND LAY, INTO ACTION. WITH 
THE SENSE OF TIME AND RHYTHM, COMES THE SENSE OF SOUNDS, FORM­
ING HARMONY AND MELODY. THE LAST QUART:SR OF A CENTURY SHOWS 
AN APPALLING GAP OF CLASSICAL PERFORMERS AND TEACHERS, OF 1AL, 
AND LAY. 
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SANGIT OF INDI A 

Tal Chart. 

Keherva-Matras 4 

1 2 3 4 

Dhagin, Tinakdhin, Tagin, T inakdhin, 

X 

; 

Do Tal- Mo tras 5 

1 2 3 4 s 

Dhin , Dhinak, Tak, Dhin, Na, I 
1 

X 2 

I 

Dadra-Matras 6 

1 2 3 I 4 5 6 

Dhin, Dhin, Na, Dha, Tin, Na, 

X 0 

Push tOO-Matras 7 

1 2 3 I 
4 5 6 7 

T a, Ka, Dhin , Dba, Dha, DJ1a, Din, 

X 2 3 
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Tal Chart. 

5 Rupak- Matras 7 

MATRA 1 2 3 4 5 6 7 

THEKA Ta, T111111 , Na, DJrnm, Kit, Gid, Gin, 

ZARB 
I 

2 3 

I 
X 

6 Mol-Matras 8 

MATRA l 2 ~ 4 5 6 7 8 , ) 

THEKA Kit, Tat, Tit, Ta, A, Dhit, Dhit, Dha, 

ZARJ1 X 2 0 3 

7 Nusrak-Matras 9 

MATH.A 1 2 3 -+ 5 6 7 .7 
THTIKA Dhin, Na, Dhage, 'l'irbt, Dhin, Gin, T in , Tin, Ta, 

ZARR 

I 
X 2 3 4 0 

8 Sulf akhta-Matras 10 

MATRA 1 2 3 4. 5 6 7 8 9 10 

THHKA Dhin, Dhin, 

ZARB X 

Dlia, Tirkit , Dhin, Dhin, Dfot, Titki t, :in~ 
0 2 I 3 
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Tal Chart. 

Jhaptal- Matras 10 
T 

MATRA 1 2 3 4 5 6 7 8 9 10 

THEKA Dbin, Na, Dhin, Dhin, Na, Kit, Ta, Dl1in, Dhin, Na, 
I 
I 

ZARB X 2 

I 
0 3 

10 Kunbh-Matras 11 

I MATRA r 1 2 3 4 5 6 7 8 9 10 11 

I THE.KA Dha, Dhicl, Tik, Tat, Dha, Dhid, Nak, Tat, Kat, Gad, Gin, 

ZARB X 0 2 3 0 4 0 5 6 7 0 

11 Khemta-Matras 12 

MATRA I 1 2 3 -1- 5 6 
1 

7 8 9 10 11 12 I 

THEKA Dha, Te, Dhe, Na, Te, Ne. I Ta, Te, Dhe, Na, Te, Ne, 
I 

ZARB X 2 I 0 3 

Ektal-Matras 12 

l\IATRA 1 2 3 -1- 5 6 7 8 9 10 11 12 

'l'HEKA Dhin, Dfon, Dlia, Trik, Tu, Na, Kat, 'l'a, Dha, Trik, Dhi, Na, 

ZARB X 0 2 0 13 4 
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Tal Chart. 

Choutal- Matras 12 

10 ;-; 9 10 I 11 

'---------------'-- -------Jj_: _id_,_G_in_._ 

MA1'RA 1 2 3 4 5 6 7 12 

THEK.\ rn1a, J)Ji:,, I Dhin, Ta, I Kat, Ta, Dhin, 

I 
ZARB I 

0 2 l o X 

I 

1-1 Farodast-Matras 13 
ll 

ilL·\TH .t,,.. 1 2 3 4 I 5 6 7 8 

THEKA Dliagc, Tirkat, Nage, Tirkat, 'l'itta, 'I'irkat, Dhin, Dha, 

ZARB I X I 2 3 

I 
4 

I 

.MATRA 9 10 11 12 13 

12 1'HEKA , Dhinin, Dha, C~el Nag, Ghin, 

ZARB 0 5 

Adachoutal- Matras 14 

2 I 
' 

1IATRA 1 2 3 4 5 6 7 8 9 10 11 12 13 14 

l, THEKA Dhin, Tirkid, ! Dhi, "\Ta, Tn, Na, Kat, Ta, Tirkid, Dhi, Na, Dhi, Dhi, Na, 

ZARB X 2 0 3 0 4 
' 
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Tai Chart. 

6 Zumrn- Matras 14 

MAT RA 1 2 3 4 5 6 7 8 9 

THEKA Dhin, Dha, Tirkit, Obin, Dhin, Dba, T it, Tin, Ka, 

ZARB Ix 12 0 

17 Chachar-Matras 14 

MATRA 1 2 3 4 5 6 7 8 9 

THE KA Dha, Dliin, In, Dha, Ge, Tin, In, Na, Tin, 

ZARB X I 2 
0 

i 

8 . 
D,pchandt-Matras 14 

MATRA 1 2 3 4 5 6 7 8 9 

THEKA Dhin, Dhin, Na, Dha, Ga, Tin, Na, Ta, T i, 

ZARB X 2 0 

~9 DI -namar-Matras 14 

MATRA 1 2 3 + 5 6 7 8 9 

THEKA Ga, Dhe, Ta, Dhi , Ta, Dha, A , Ghe, Te, 

ZARB X 2 

I 
0 
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3 

11 12 13 14 . 
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Tal Chart. 

-
14 .AO Tilwada-Matras 16 

'I'it, 

MATRA 1 2 3 4 5 6 7 8 

THEKA Dha, Tirkat, Dhin, Dhin, Dha, Dlia, Tin, Tin, 

ZARB X 2 

-I 
14 .MATRA 9 10 11 12 13 14 15 16 -

In, THEKA Ta, Tirkat. Dhin, Dhin, Dha, Dha, Dhin, Dhin, 

ZARB 0 3 

v-21 Tirtal-Matras 16 

4 . MATRA 1 2 3 4 5 6 7 8 9 10 11 15 16 

fa , THEKA Ta, Dhin,Dhin, Dha, Ta, Dhin. Dh;n, Dha, Dha, Tin. Tin, Ta, Ta, Dhin, Dhin, Dha, 

ZARB Jx j 2 0 3 

22 Punjabi -Metras 16 

14 MATRA 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

A., THEKA Dha, A, Dhinag, DJ1a, Dha, A, Dninag, Dha, Dha, A, Tinag, Ta, Dha, A, Dhinag, Dha, 

ZARB X I 2 0 3 
I I 
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Tal Chart. 

23 Rudra-Matras 17 

MATRA 1 2 J 4 5 6 7 8 9 

THEKA Dba, Dhid, Nak, Dbid, Nak, Dht1m, Kit, Dhid, Nak, 

I 

ZARB X 0 2 3 0 I 4 5 6 0 

MATRA 10 11 12 13 14 15 16 17 

THEKA Nak, Dhnm, Kat, Tak, Dht1m, Kit,, Gad, Gin, 

ZARB 7 8 9 10 0 11 0 0 

24 Ashtmangal-Matras 22 

THEKA, I Dha, A , Dhu, Ma,) Ke, Ta, I Ta, Ka, Dht1, Ma, I Ke, Ta, I Dlrn, Ma, T i, Ta, 
Ka, Ta, I Gi, Da, Ga, Na, I 

25 Pooran-Matras 23 

THEKA , I Dha, A, Dlta, Ke, Ta, Ke, Ra, I Dhe, Ta, / Ta, Dhe, E, Dhe, E. Ta, A, I Ta, 
Ke. Ta, Ke, Te, Ta, A, I 

26 Nakshetar -Matras 27 

THEKA, I Dha, Dhi11, Nak, l Tak, Dhin, Nak, I Dba, Kit, Tak, I Dhum, Kit, T ak, I Tag, 
Dhin. Nag, I Tag, Tbun, Na, [ Kridha, 'l'ag, Nag, [ Take, Tedha, Kit, I Krnu, 
Kran, Dha. I 

27 Asvari -Matras 30 

I 

'l'HE:KA, I Dhi , Ta, Ke, Dhi, Ta, Ke, Dhi, Dhi, I Na, Ka, Dhi, Dhi, Ta, K:2, Ti, Na, I 
T i, Na, Tir, Kiti Dbi, Na, Dhi, Dhi, [ Na, Dhi Dhi, Na, Dhi, Na, I 

28 Savari-Matras 32 
THEKA, I Dhi, I, N1., A, Dhi, I, Dhi, I I, Na, A, Dhi. Dhi, Na, Dhi , Dhi, Na, I Tin , Tirkit, 
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Chapter VI 

Ast Adhya, ( Law of Musical Instmments) 

SAN(JIT, (vocal, instrumental music and dancing), came into being with the crea­
tion of humanity as an essential part of their existence. In India from ancient times music 

had attained a high form of perfection, mystic, philosophic and. scientific. The inventions 

and practices at tributed to the Divinities. Three types of humans were depicted in ancient 
times, (1), The Devas (godly men), who were only concerned with High Arts, (2) The 

mortals who struggled to achieve something, (3) The masses who existed. 

OAYAN, (siuging) was cOiJsidered the highest form of Sangit, andconnecte<l with the Devas. 

VADAN, (playing), was the next in order of accomplishment. Ast Adhyo, is the Law 

of .Mnsical Instruments, directing the method of playing each instrument correctly, which 

are of infinite variety, structure, sounds, shape and scientific. Their functions are varied. 

Some are to be played by themselves, like Been, Veena, Sitar, Rubab, Bansrl and Sarode, ac­

companied by Pakhavaj, and Tub/a, as the case may be for Tai, (time). Other instruments 

meant for accompanying purposes are, Sarangl, Taus, and Dilruba. Pakhavaj and Tub/a, are for 

Tai, (time). Tambura, stands for the key tone for all purposes. Though it has 4 wires only 

tu ned to dominating notes, 1ts sound is full of rich and coloured resonance. Vadan, is con-
nected with the Devas, and mortals. Tut, Betat, Ohu11, and Sekhar, are the 4 great h3ads under ./ 
which are classified all the musical instruments, each having its own individual~ 
specific purpose, where it functions. 

TUT, comprises of those instruments that have long necks, set with brass or steel 
frets, and have groups of wires of steel, brass, cord and guts, to be struck by finger nails, 
wire finger ends called Mizrab, tal-011, · pieces of ivory, wood, or stone, and the long neck 
set on 1. 2, or 3, gourds, sometimes wi.th brass plates, as the c::ise may be. The instru­
ments belonging to this group are, Rudra Been, Sarasvatl Veena, Sur Been, Sur Slnghar, 
Rubab, Sarode, Kanoon, Sitar, Kachwa, Tambura, Chartar, Ektaro and Tarab. 

B8TA T, comprises of those in truments, that have long necks, set with frets some. 
times, and skins stretched on the hollow squarish frames, having groups of wires of steel, 
brass, cord or gut, as the case may be, to be played with a bow. The instruments belonging 
to this group are, Sarangl, Kamancha, Sazinda, Taus, Dilruba, and Dotara. The number 

of wires in the di"fferent stringed instruments range from 1 to 58. 

OHUN, comprises of the dn1m like species, struck by the hands, elbows, iron rods, 
or wooden sticks, viz-, PakhavaJ, Tub/a, Nakkara, Dhol, Dhoomas, Champ, Duff, Daera, 
Damru, Deru, Choughada, Tasn, and Kasa. 

SEKHAR, comprises of the pipe like instrnments to be blown by the mouth by half, ur 
fn!l breaths viz: Sena1, Tota Qazi, NaJ, Bansrl, Nafeerl, AJguza, Pungl, Bhir, Singra, and Sank. 
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RUDRA BEEN, Sarangi, Pakhavaj, and Sena/, are the most difficult and intricate 

instruments, and lwve the greatest scope and range for variations and tonal gradations. The 

volume and depth of glorious music that can be derived from these marvellous classica: 
instruments is simply inconceivahle. By acquiring the Art of playing on these 4 great 

classical instruments of the 4 heads, all the rest of the other instrnments can be manipnlated 
with great ease. Rudra Been, is the King Instrument; Sarangl, the Vazir ~prime minister) 

instrument, Pakhava/, is the commander in chief instrmnent, and Sena/, represents the 
intellectuals. The usual method of producing notes and melodies on the wind intrument, 
is by placing on, and lifting off from the apertures, 011 the long, hollow circular rods, 
but there are the great experts who manipulate classical Rags, only by the control of 
breath, and not using the finger tips. Such a performance is said to be controlled by the 
spiritual self and the Devas. 

(a) The following instruments are fitted with metal wires and frets and are played 

with various kinds of plectrums and fingers. 

BEEN. The musical instn1ment is of two kinds Rudra Been, and the Sarasvati Veena, 

1'he Rudra Been, was invented by Mahadevata. One twilight night Mahadeo saw Parbati 

sleeping ou a bed of flowers, her arms laden with bangles folded on her breasts, a warm 
flush on her cheeks. her long trec;ses entwining her straight form, the rising and falling 
of her fair breasts mingled with soft breezes and scent of flowers, and the glow of the 
setting sun created strange, exriuisite music. Mahadeo, gazed and listened spellbound. 
After a long time the scene developed into a real shape, and he saw in beautiful · Parbati, tht 
definite shape of a Been, the delicate figure transformed into the long neck, her ivory breasts 
representing the two gourds, the bangles into frets, the tresses into strings, the jewels into 
pegs, the crown into a peacock, and the rings into Mizrabs ( finger ends elaborately made of 
thick wires). Thus was the vision complete and the Rudra Been, came into existence. 

BEEi\/, has about 50 parts which have to be as~embled together- · The central long 
neck about a yard long is made of thick finest quality of red bamboo, carefully smoothed 
and hollowed out, and outside caught up in 3 places with flat rings of a steel compo~i­
tion called the Metal of Bokhara, and of pure silver, Two very large gourds are screwed to the 
neck l>elow, and on top are fixed 40 frets made of prima quality of steel. The frets are about 3 

inches long and are the shape of thick blades, affixed on the neck with a special preparation of 
black wax. At one end are the 5 pegs, and at the other extreme end is a dainty little highly 
ornamented silver peacock whose spread feathers bold the 5 strings, at adequate distances, 
in compliment to which, at the other end is the Jawahlrl, (rest made with dents to hold the 5 

strings at the desired height and distance). Jawahlrl, is made of ivory, Been, has seven strings 
made of gut, brass and steel, the 6th and 7th pegs are at the sides. Been, is the most st:ientific 
musical instrument ever invented in any country or by any man. To master its variegated tech­
nicalities is not only a serious undertaking of a lifetime, but certain secrets have to be handed 
down traditionally from father to son. It is regarded and held a sacred heritage, the performers 
are abstemious recluses engaged in prayers and devotion. Tlie first rehearsal of a student 
starts at 3 a. 111. and ends before sunrise. 
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SANGIT OF INDIA Ast Adhya 

The SANaiT, of India, is a highly complic:tted, elaborate an<l scientific system. 

Broadly seven octaves are admitkd in the classical instrnmeuts and each oct,,ve has a range 

of 22 notes in the scale, hence a fine sense of hearing is essential. Memorization is encnmbent 

as the music is recorded in the mind and not on paper, The power of improvisation and 

individual assertion on the spur of the mori1ent during the course of a performance i!, a matter 

of habit and training, deeply instilled into the ~onl of a musician. An Indian performer of 

classical Sanglt, really performs with inner soul perception reflecting in the onter physical 

expression which holds one in a profound spell transporting you into Heavenly spheres. And 

now here is a picture in words of a performance on the Rudra Been. The audience sit 011 the 

carpets spread in a spacious hall, at one end sits the Beenkar (player), in the centre, the two 

Tambura_walas, on either sides aud the Pakhavajl, slightly in front on the right. Tambura, 
is an instrument with one large gourd at one end, on a long neck with four strings. This 

is for sounding the keytones, the first and the fifth at proper intervals. Pakhavaj, is the 

classical drum, the invention of the Belly god Ganeshji, a thick circulated form hol1owed out of 

the wood called Bija Saar, and covered with hide at the 2 ends, and struck with the palms, 

fingers and full hands. The player folds his hands, closes his eyes, murn1t1rs a prayer, suddenly 

places his fingers on the lobes of the ears, bends his head low in homage to his teacher, raises 

his head, opens his eyes and revernntly takes the Been, in both hands, turns it upright, places 

the gonrcl crowned with the Taus (peacock), on his left shou!Ger, The left hands' !Jst two 

fingers have long nails, and the right hands' three fingers are encased with elaborate thick steel 

wire finger ends called Mlzrab, and the last small finger has once more a long- nail, All the 

eight fingers strike the wires in extremely difficult expressions called Murk!, Ohaseet, Choot, 
Mlzrab, Jhala and Jhatka, individually or in groups. Dead silence prevails. The Tamburas, 
drone the keytones, the Beenkar, strikes the main wire and the keynote. In the great mome,1t 

of expectation and suspense a rich Yolume of sounds, encircles the atmosphere, more and more 

sounds follow in quick succession, developing into what is called the Jod Kaam. Jod · Kaam, 
is a classical strnin controlled by an inward s~nse of rhythm called Lay, and opens the pro­

gramme. Then follows a Out Toda, a brilliant execution. This is accompanied by the 

PakhavaJ, and both musicians breathe a supreme whole in unison, their perfect abandonment to 

the supreme ingenuity of composing- and weaving the phrases together, finally, the cliuwx 

comes in the mid<;t of feverish expectation on the part of all, swaying in ecstasy. It is some­

time when the silence is broken, A music party is regulated by rules and etiquette called 

Adaabe Jaisa. No demonstration . clapping, laughing and talking is permissable, before or 

after the performance, a music p~rty generally starts at 10 p m. and encls with day break, and 

excepting for one hours' respite in the middle of the night, there is a deep silence or hus!ierl 
tones displaying profound feeling, emotion and apprr:ciation, Rudra Been, is the Been, played 

in Northern India, and is made of the fmest quality India blackwood called Sheesham. 

SARAS VAT/ VEENA, is the invention of the Goddess of Learning and music, Sarasvati. 

One end has a sloping somewhat elongated gourd shape, while the other end is lavishly orna. 

mented with the head of a Sinha (lion). It is called the lion instrument. It is played in 

the South of India, and there have been many famous women pbyers of this Veena. Unlike 

tlie Rudra Been, which is held upTight one gourd resting on the left shoulder and the other in 
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the lap, the Vcena, rests on the squat legs of the player, and played with both hands, Thelega('j 
of Been, playing was handed dow11 by Mahadeo, to Narad, the Sage, the earth shook, the stars 

glimmered, the wild animals crawled subdued to listen to his miraculous performance, 

QAUTA,HA BUDH, expounded bis great preaching through the medium of Been, The 
winds wafted the strains for :rnd wide, the disciples responded to the mystic call and beard 
its n,eaning. Ten Sen, the master of cadences excited fire and water in natt1re. Nawab 
Kalbe Ali Khan the great grandfather of tbe present Ruler of Rampur, was struck with para­
lysis, his court Beenkar, played the Rag, (melody) Jcjcvantl, for 3 years, and so miraculous 

was the power of healing that the Prince was completely cured,proving- that the control of tone 
eventually leads to tlie control of elements, is the firm conviction based on historical facts in 

India. The celebrated Becnkars, were cherished and nourished in the Rnling States of Rampur, 
Indore. A/var, Baroda, Jeyp<>re and Mysore viz:, Vazeer Khan, Mohamada/J Khan, Saadat 
Ali Khan, Kale Khnn, Musharruff Khan, lmdad Khnn, Lateef Khan, Waheed Kha11, All 

Hussein Khan, lnayet Khan, and Majeed Khan. The famous Veena, players were Abraham 

Pandicher, Seshanna, Bli:1gwathir, Te/ang and the w0ma11 expert Veena Dha.nam, all these 

mighty scions have passed away since the last quarter of a century. The cont.emporary in­
stru,11e11ts of l3een, are RufJa!J, Kanorm, Sarode, Sur Slnghar, and Kachwa, but Rudra Been, 

remains the King lnstrnment 1_111parnllaled and equal to none. India snffers from lack of res. 

ponsible music institutions. The popular taste and education is exploited by ccmmon, cheap 
and hybrid music . The field for chssica] music is gradually diminishing. 

S/T.4.R ( Sehtar, means 3 , wires), is an extremely fascinating, popular and clever 

invention of Amir Khusrao, whose name in the mnsical world has achieved immortality 
and fa1;1e, both as an inventor, composer, poet, and performer. Sitar, is a classical iustn:. 

ment aud is played by itsdf. A particuiariy colourful style is played on it called the Out 
Toda. The drum Tub/a, accompanies it. It is highly ornamented, played seated, the 

right arm pressing the gourd the fingers striking the wires with Mizrabs, (wire finger ends) 
the long neck with frets resti ng on the shoulder, the left hand fingers moving on the frets, 

and the highest form of precision is acquired when both the drummer and the Sitarist, play 

with electric rapidity and in nniso11. 

EKTARA, is a modest little instrnmcnt of one wire only, used by wandering mendi. 
cants, who sing Bhajans, (hymns) on it, A bit of skin is stretched in the hollow circular 

form and 011 the neck or rod, one wire is strung . That one wire is struck at intervals to 
accompany th e song.- The sonncl is exceedingly pathetic, and droning . 

(b) The following instrnments are played with a bow and have metal bars for the 
guidance of notes. 

KAMANCHA, is made entirely of wood and a skin stretched on the lower portion; the 
upper portion is jl1st like a Sitar, and the lower like a Sara11gl; and like the Sarangl, it is 

played with a bow. It is mostly used in the Pnnjab as accompaniment to songs. 

TAUS, so called because to its beautiful colour and shape which is like that of a peacock. 
It is painted in all the metallic shades of the beautiful bird. Its tail is the straight finger board, 
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fitted with movable frets jllst like the Si!ar, and the lower portion is like the head of the 

fascinating bird. It is played seated with a bow, as an acco,11paniment for songs. 

DILRUBA, is similar to Taus. 'l'be only difference is that the Taus, h:1s got the head 

of a peacock, and this has not. It is played seated ,.,-it!: a bow, and accompanies songs. 

(c) 'fhe foilowing instrnments are pl::iyed with a bow and have no metal bars. 

SARANOI, tile \'iolin 0f the East. lts tone is de!icate and sweet, aml is qnite a 

necessary asset to singing and dancing. It is a Yery popular instrument all over India. All 

the f111ct11ations, inflections and variations of the human voice are most exL1nis:tely produced 

on this instrument, A skin is stretched 011 the lower squarish portion and two gronping;; 

of wires are placed npon the surface one on the other• The upper ones are played with a 

how. It bas no bars, so that the notes are produced on the snrfr.ce wires. It is played 

standiug or seated just as the occasion may require. It is the i11vention of a Ha/elm, of 

Arabia. The story goes on to my that a Mak.Im, was once travelling on foot and worn out 

with heat and fatigue, rested b,neath a huge tree. Suddenly some sweet strains of music 

reached his ears; he listened astonished, attentively, and se~.·ciJed in ,·ain from whence the 
sound came, until at last looking up he disccyerecl t!Je 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 caus~d melodious sounds. He carefttllv removed the sbn and 

guts, replaced them on a construction of wood and after some years of labour, with dne 
modifications and additions, com11leted the present clay Sarangl. Stu·angi, is the most 

popnlar i11strnment for accompanying purposes. Jaunpuri Saran~is, are tl!e 1110st famous. 

SAZINDA, is a quaint looking instrnrnent. invented by Ouru Am.1rdas, the founder 

of the city of Aulritsar, whose temple in tltat city is so well-known. lt is made entirely 

of wood, and has an oval, hollow form beneath, and a strip of wood across on which wires 

are strung. It is p:aced in the same position as the Sarangl, and is played with a bow. 

The fingers are pressed on the wires to form notes. 

DOTARA. This two stringed instrument is like a simplified miniature Sarangl, used 
by the peasantry. It is called Dotara, which literally means two wires. Mendicants and 

villagers use it, 

MARWARI DOTARA. This is oniy used- in Marwar. It has a goi.ml of a half 

cocoanut, with a skin stretched O\'er it. The neck is made of wood, on which are strung 

tlvo wires. It is played with a bow. Village folks use it and beggars. 

(d) The following instruments have four wires, have no bars and are played with 

a plectrum. They are all Yery difficnlt to learn and are played seated· 

RUBA.B, i£ ~upposed to be the invention of Sikandar Zulqarneln. It is made of 

wood, and metal sheet stretched on the lower portion, It has two groups of wires one 
below the other. The surface has got four wires, and seven below, called Taraps. It is 
played witll a triangular piece of wood and the notes are created on the wires, it is a very 

difficult instrument to handle and played by itse,f. 
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SARODE, is similar in construction to Rubab, bllt different in form. It has a circulr 

hollow gourd, with metal sheet stretched over it, and the neck ends in a hook like arrange. 
ment on the top. To master Rubab, is extremely difficult. It is played by itself. 

CflARTAR, literally means four wires. This instrument is very much akin t 
Sarode, in construction but di!Iers slightly in shape, and the method of playing is simpler, 

KANOON, is an invention of Al Farabl of Arabia, and is the origin of the spinet. 

KACflWA, is something like Sitar, and equally difficult to acquire. 

SUR BEEN, was invented by Kale Sahib, a prince of Delhi. It is like the Sitar, in 

sh&pe without the bars. The surface is covered with a thin plate of steel. It has twc 
g roups of wires, four on the surface and seven below• It is played by itself, and is classical. 

SUR SJNOHAR. Like Rubab, it is made of wood and skin stretched on the lower portion 

that widens into an ovalish elongation. Owing to its extreme complications, there are veri 
few musicians who attem1~t to,; play on this instrument. Bahadur Sen, one of the Court 

musicians of Rampur, was an expert on the Rub:1b and Sur Singhar. It is played by it, 
self, and is classical. 

TARAB. This 1s a quaint instrument, made out of one piece of wood, and skit 
stretched on the widened lower pmtio11. It has many wires but no bars. The method of p\ai·· 
ing it is peculiar. Jt is laid flat on the ground and struck by a long thin piece of semi. 
circnl:-tr ;,trip ot wood. 1t is played by itself. 

TAMBOU~A, was invented by the Rish/ Tambour. It has a huge gourd a11d a 1011g 

11eck strung by 4 wires only. The object of this instrument is to form the keytone aua 

basis for accompanying purposes to songs and classical instruments that are played individ, 
nally. It i~ indispensible to <Jayan, (singing). and Vada11, (playing). It is played seated, 

the gourd resting between the legs, and the neck resting on the right shoulder, the first two 
fingers strike the wires in succession at regular intervals in tune and rhythm, forming rich 
cadences and deep sounds. TBmboura, seems of Egyptian origin, as it is painted on the 
ancient tomb walls of Egypt, of extremely graceful symmetry having 14 frets, and striug 

of wire to be sounded by vultures, feathers, highly ornamented and painted, and of exquisite 
shape and form. The instrument is inscribed as Tamboura, 4000 b. c. 

(e) The fo!lo\ving are pipe like instrnments blown by the mouth. 

ALOUZA, It is a flute made of bamboo and black wood. It is slightly wider at th1 
bottom than at the top, and bas seven apertures at equal interval s. 

PAIR OF ALOUZA. These are two pipes of similar kind, blown at one time and are 
used by the peasantry, 

NA/, has been the theme of many poets and love ditties; it is the invention of Omar 

Aiyyar, to ensnare maidens with its magic sounds. It is an exact facsimile of the barrel ofa 
gun, with seven openings. Identically Nal, as depicted on the ancient Egyptian tomb~ 

3000 b. c. was a reed with 6 boles, yielding soft melodious tones, commented upon very 
favourably by historians. 
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BA.NSR!, magic flute, is th_e the invention of the love god, Krishna, to entangle the 
aopls (milk-maids). in its charmed meshes. He succeeded in bis object, for we have endless 
legends and songs, depicting the surrender of lovely maids, to the Divine magic of his Bansri. 

Its sacred notes may be heard through the practice of Yog, (meditation). It is accompanied 
hy the Duff. 

SANKH, is sacred conch, to be blown as a warning note, a call to prayers. It is a 
shell held in great reverance, and no place of big worship is without a Sankh. It is foun d 
in a sacred tank near the seven Pagodas, upside down in shap€, and if its spiral has a right 
hand twist it is called a Valamperl. 'The tank yields one Valamperl, every 1112 years, the 
water making a tremendous roaring noise, and fetches fancy prices. The Sankh, sounder 
learns to take an inward very long breath. One shrill long note is blown and the sacred 
shrine or temple entered. In certain very sacred rare and exclusive spots, if it is placed at 
the right angle, the wind sounds the note automatically, and such a performance is consid­
ered to be of special significance. Sankhnad is the call of Sankh, heard in Yog,' 

SJNOMRA. This is really the horn of a deer, which is blown in the temples, and is 
thns considered sacred, 

TURAI, is made entirely of brass and is played ,vith Duff. 

BMEER, is one of the most ancient flutes of mythological interest. It was played in the 
marriage of Mahadeo and Parbatl. It is made entirely of copper, and has a shrill sound. 

KARNA, is a heavy curved pipe awkward to bold. It is blown hard and is played 
in a band, on important occa~ions like war, marriage and such other big festivals. It is 
entirely made of brass and its sound is harsh and loud. 

PU/\/Qf, this is a flnte like instrument used by the snake charmers for fascinating 
and training snakes. The sound is supposed to exercise great power over them. It has an 
oval gourd of marrow, and holes perforated on the neck. It has wt!ird captlvating tones 
which linger long, while the other kind is composed of a dried gourd with an opening at 
the narrow end. Two thin smooth, round, Singapuri bamboos, with seven holes, are 
at tached in the centre of the gourd below, Two human hairs are inserted in the pipes , 
and attached with wax. The big opening in the narrow portion of the gourd is blown by 
the mouth, and notes and tunes produced with overpowering effect. It is extraordinary how 
the weird sound of a Pungi, affects serpents. The snake charmer sits on the floor, playing 
a monotonous tune, swaying bis body to and fro in a circulat movement. The serpent 
gets strangely fascinated by the movement. It raise:; its head, and unconscious of all his 
surroundings, follows the snake charmer, bewitched. It sways its body and moves circularly . 
The notes getting louder, the charm of music so fascinating the snake, till 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 gets broken, the 
snake drops down fatigued and gradually glides back into his bole. 

MURCHANO. This is a strange instrument. It is entirely made of thin strips of 
wire, in a fork like arrangement. The central strip is elongated and curled at the end. It 
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i~: held in the left hand. The central portion is held quite close to the mouth and certain 
expressions like Dar Dir, etc., are whispered musically over the fork. The right hand 
taps the curled end in rhythm. The sound is soft and delicious. In some parts of India 
it is quite a popular pastime. 

UNS, this flutt like instrument is played by a band of four people, called Roushan 
Cluuki, comprising of two Uns players, one dntmmer, who beats on the Champ, and one 
bell ringer who shakes the Jhun Jhuna, in rhythm. This band is played on festive cccas, 
iom;, and precedes the bridegroom in a marriage procession, or goes in advance of a noble­

man's cortege, also placed at Palace gates and performed every 3 hours. 'I'he construction of 
Uns, is as follows . A tube of seven holes is inserted into a cast cup of metal, and three 
strange little contrivances are held togetber with silk strings. They are fitted into one an­
other on the mouth of the tube. The first is a metal needle, which is adjusted half way 
in the tube. A disc of ivory, with a hole in the centre is fitted into this needle, and lastly 
a blade of a rare spec:ies of grass called Pala, is settled carefully on top. TJie grass i~ 
soake<l. for an hour and then the Uns, ii=; ready for use. It needs careful adjustment always. 

SENA/, is the remarkable in vent ion of lfakim Bu Ali Sena/ of Arabia. It is custo­
mary in India for the pupils to make a Ii ttie offering and prayers, iu the name of the inventor, 
before making a start to learn. Sena!, is more or less similar to Uns, in appearance. Its 
tube is narrower on the top, and widens at the bottom. Affixed in a cup, both tube and 
cup are made of blackwood. The metal meedle, ivory disc, and blade 0£ grass are adjusted 
on top as in Uns, only they vary in size. This wonderful grass called Pala is cultivated in a 
special region, with the greatest care. It is white or red, very flexible, and only used for 
the purpose of Sena/, and such instruments. All the ttmes, with their fluctuatious and 
variations, are very finely executed on this. It is a highly classical instrumrnt. Senaf, is 
played in the temples and in a band called Noubat. 

NOV BAT, f'llou Baj liternlly means nine performers. Two Sena/chis (Sena/players), two 
Nakkarchis (drummers), one Jhanj Rmger (bell ringer), one Karna/chi (Karna/ player), 

one Damama (drum beater), one Barldar (attendant to warm the drums and fill the hookas 

for the party), and one Jamadar (conductor and leader of the band). Novbat, was a band 
exc!Ltsh·ely organized for the dignity and majesty ot the kings and noblemen, dead or living, 
and placed on the gateway of the palaces, mansions, mausoleums, tombs , etc., of Royalty, in 
recognition of their presence therein, living or dead. The custom was widely prevalent in 
India, and stiil in vog11e in some important Ruling States. Noubat, was played eight time~ 
during the twenty four hours, · at an interval of every three hours. In olden times it was 
used for martial music in battle, and most stirring anecdotes are related of famous leaders 
of Noubat, who stimulated the warriors 011 the battlefields with bravery and courage, with 
stirring songs and praises. Sangur, and Bha/lun, are most brilliant names 'in tht history 
of India's fighting days. Their spirited performance inspired the warriors with fresh energy 
and confidence to face the enemy ,wer and over again. Bhallun, and Sangur, fell fighting 
on the battlefields, and were buried on the spot they fell. A pi lgrimage is made to the 
tombs by all the musicians of this class; prayers and offerings are made to their respective 
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names. fhe legend snys that the sticks with which they beat the drums were also entomb­
ed , which after some times grew into beautiful t1ees shading their graves and yielding most 
delicious frnit. The significance of Roush an Choukl, and Noubat, sounding every 3 hours cor­
responds with the rnle that the duration of the specific Rags, to be played at certain hours 
last for 3 hours each. 

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

PAK HA VAJ, has got nearly two or three hundred varieties of beats for each Tai, and 
it is quite an ordinary thing for a finished Pakhavaf, player to go on playing varied beats 
for a number of days. Pakhavaf, was invented by god Oanesh, and is the classical drum 
of India. It is the most difficult of its kind. It is only accompanied on Dhurpad, and 
Mori, style of songs, also with classical dancing. and the Been and Veena, It is in the shape 
of a barrel, and made of one piece of Bir wood, wiih skins stretched on the sides. On 
one side black ink is applied and on the other the dough. It helps the dash of tone, and 
makes lit rich in sound.. The skins are strung with cords which are loosened and tightened 
according to the tone of the singer. The variety of beats that are produced on the Pakhavaj 

is nothing short of a marvel. Sometimes it is the booming of guns, sometimes it is thund. 
er, sometimes it is nasal, sometimes it is the CTy of birds, animals, and so on, The beats 
of the Pakhavaj are first produced vocally and the same wording is reproduced on the dmm , 
each beat has got a name of its own, and the knowledge requires life long study. They are 
composed of such expressions as Kit, Tika, Oiddi, Ohun, Tuk, Dhlkat, Dha, etc. It is wonder­
ful how the very words of the mouth are executed, on the Pak/Java/. PakhavaJ, is called 
Mr/dang in the South. 

TUBLA BAYEN, is the invention of Sudhar Khan Dharl, and is a very popular drum, 
of a lighter and easier nature to play than the Pakhavaf. In appearance it is like Pakhavaf, 

e:i na!ly divided into two parts. The construction is also more or less similar. It is either 
played squatted on the floor or standing, with both hands on the two parts, Tub/a and Bayen, 
with equal rapidity. The beats are as follows: Dha, Dhin, Dinna, 1'urkat, Kittack, etc. 

MA .'1/JERA. These are metal cups of extremely pleasant sounds attached to each other 
with a loose piece of string and mostly played in rhythm with Tub/a. Both the cups 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. 

Dl/OOMUS AND Cl/AMP. These are two funny little drums, one for the right hand 

and one for the left. They are earthenware cups 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 accom­
panies the flute Uns, in the band of Roushan Chouki_ 

l'iAKKARA, is the royal drum. It accompanies the Sena/ in the band Noubat. They 
are two in number, one smaller than the other. The smaller is callod Zeel, and is placed on 
the right hand side; and the larger one is called Nar, and is placed on the left side, The 
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drummer takes two sticks in both hands and goes on striking according to the time and tune 
required, sometimes striking both with equal beats on each , and sometimes unequally, i.e. 
on Lay. They are extremely large, made of metal, in ti.le shape of kettle drums with thic\ 
11ides stretched on their su rface. The sound is deep and loud, majestic and imposing. 
J\'ouhat, is the corruption of Nou Baj (9 instrnments), and located on the gateways of fortresse!, 
and Palaces, peifomzing on al forwal oflicia occasions and cerernoniais. 

DlfOL, is a barrel shaped drum, tl!e invention of Amir Khusrao played by women call, 

ed Domnls on festive occasions, accompanied by songs snited to the occasion, and also useri 
for village dances, songs and wedding. 

TUBL.4., is a flat drum made of metal, clay, or BIJnsar wood with a skin stretched on 

it and struck with two sticks. The origin of Tub/a, is the Tubl , of Arabia. 

,HARPA, is more or less similar to the above and is struck with one stick. Marfa 

and Tasha, are both played in a band at weddings, etc. 

JlfANJ, is a castanet species made of metal and accompanies hymns. 

DUFF, is another drum made of wood, with skin stretched over it. It accompanies two 
Bansris, aud one Tural, in a band. 

DERU, is the oldest drum of India, invented by Mahadeo. 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 
Rajputana. It accompanied th;;: extinct Chand, and Praband styles of chants. 

DA/RA, is a ronnd flat drum, strnck by the Jiand and played in bands, and is of Arab 
origin. 

KlfANJRI, is a round flat drum played by both hands and is excellent for circular group 
dancing. 

DAPffRA, is a magnified Khanjari, played in the /foll, festival in Marwar, in groups. 

DHOLAK, Simplified heats of Pakhavaj and Tub/a, are played on this drum used by a 
large number of perfonuers. 

KARTAL, is a pair of wooden castanents with little bells attached to them. It accom­
p:anies Bhajans (hymns), or mournful songs on sad occasions. 

JALTARANa, are sixteen china cups, arranged in a row and fitted wit11 sufficient 
11ua11Lity of water to form the scale of notes, and are strnck by two curved rods. The sound 
is like tbe tinkling of resounding hells and the style of the Gut Toda, of t11e Sitar, is execut. 
eel on thi s to perfection. It is accompanied by the Sitar, and forms a very fascinating 
combination indeed. 

India is a vast country fu ll of variegated peoples, following their indh·idual manners 
and customs hence nrnsical instrnments are of nnlimited varities spread all over. Each 
village has its own folk mnsic and instruments too numerous to mention. 

In tlte far off dim distances are str:rnge instruments worth mentioning. 'fhe real American 
called the Red Indian, has a curious drum of pentatonic scale. This is accompanied with a 
ruttle made of gourds fi lled with pebbles, shaken to time, also a plaintive reed which the lover 
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:10unded at dawn to accompany his beloved who went to fetch water, stopping only when she 
reached home. 'l'he Jurupuri, was a monster trumpet, created oy a Demon, to be used for 

the worship of the Great Spirit. It lay hidden in the bed of a sacred stream, from which 
110 man was allowed to take water. After much fasting and scourging in full moon the 
Juruparl, was taken in procession to the brink of huge mountain tops from where the cere­
mony of the blowing of the trumpet invoking the Great Spirit ,v.as gone through, the loud 
sonnds resounded the valleys and mountains on the auspicious full moon night. 

Ancient music was built up on simple natural lines, at the same time they had great 
value for Lay, ( rhythm) and e\·en the most 111onotonot1s strokes on a crude <lrnm had definite 
swinging time. 

TEBOUMI, (harp) painted on the frescoe of the tomb of Ramesis III, 1250 b. c. and 
on bao; reliefs of Thebes 3000 b. c. was 7 ft . . high, most fantastically, shaped, carved and 
painted, had I3 strings, supplying the diatonic, chromatic and the enharmonica, proving 
that the va1.tte of Shrutls, <¾ tones) was familiar to them and the performers freely used 
the delicate shades of tones. 

NUBIAN K/SAR, the Ouitara Berber/ya, was the national instrnment of Barabras, 

the descendants of the most autiqnated of original inhabitants of Egypt, the Berbers. It 
was held in esteem, was made of wood, sheepskin, and strings, made of the intestines 0£ 
camels, and played with a plectrnm .of horn. 

MESflROKETfl, was a small organ. /Hagrepha. was a powerful organ played in the 
Temple of Jerusalem. Klnnor, was King Davids Lyre. Monouln, was a triangt1lar Lyre. 

Nebel, was dulcimer. Sebi, was a single flute. Senasel, was an ancient Sistrum. a rattle 
made of metal rings, used in times of sacrifice and to drive away the evil spirits. All these 
were instruments of Egyptian origin. The Doriun, Phyrigian, and Lydian, scales were also 

inventions of Egyptian antiquity, 5000 b. c. which were taken to Greece 2500 years later. 
The early Egyptians had a procession of several hundred performers playing on harps, lutes, 
flutes · and pipes- The first perfect instrument discovered on the banks of the Nile abont 

2000 b. c. were 2 long flutes made of thin cane and 4 double flutes, the thickness of a lead 

pencil to be blown across the top, striking the edge and passing down the tube. The early 
Assyrians marched on their battles with small harps, dttlcimer, and bagpipes and stamped their 
feet for rhythmic effects, 2000 b. c. when the Queen Semiramis, marched on India, the cere­
monial incan.tations were identical to those that existed in India, in Oayan, and Vadan, for 
minute intervals, and tonal gradations. 

SflOFAR. In ancient Jerusalem, 7 priests sounded the 7 mystic J1orns of rams, 7 times 
round the city of Jericho, after the 7th round the walls of Jericho, fell and the city surrend­

ered. This horn call Shofar, was used later in the reign of King Solomon; in the temple 

of Jerusalem, for accompanying psalms in the temple service. Gold bells attached to priests 

robes and to the scrolls were also rung with rhythmic values. 

KI!vO, The Chinese music is based upon the pentatonic scale. Each tone was named 
as Emperor, minister, people, state, and material objects, the musical instruments were 

made from the 8 substances, gourd, earth, skin, silk, metal bamboo, stone, and wood, and 
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named as such. The most important instrument was called the King, made of 16 differe11I 
kinds of stones hung on a stick by long threads and struck rhythmically with a mallet. 'fhii 
King, was struck in the morning to rouse the Emperor, dating 2200 b. c. 

LION, another curious instrument was a crouching Lion, with quantities of pegs on 

its back, which were struck with a stick in musical rhythm. Confucius, 500 b. c says, "011, 
tone should follow another, slowly and distinctly passing from ear to heart and thence to 
the soul, for music is holy and uplifting". 

LYRE. Apollo, the leader of ancient Greek music, made the first lyre from the she:] 
of a tortoi5e. Amphion, the King of Thebes, performed on the magic lyre, with such mar­
vellous effect that while fortifying the city walls, the huge stones moved to action in obed­
ience to the great music and piled themselves of their own accord, building the formidable 
fortress. All things in nature have sounds. Sympathetic sounds respond to each other in 
obedience to the arrangement of the supernatural inner world controlled by the elements, 
which in its turn is controlled by inner vibrations and sounds. 

PIPES OF PAN. In the classical Greek period, Pan, the forest God, loved Syrlnx, the 
dainty nymph of Arcaala, but she was so frightened of his horns and hoofs, that she fld 
to the water spirits for protection, who enfolded her an<i urned her into a singing cluster cl 

reeds. Pan, encircled the reeds together and created the Pipes of Pan, on which he played 
his haunting melodies. This beautlful legend bas been the subject of many classical musical 
compositions. Music soothes and charms the savage and wild temperaments is illustrated 
in the following story . About 800, b. c. there was fierce revolt among the Spartans. Ter. 
pander, the illustrious rhapsodist was summoneo. He played on his harp for three days, i11 
such an expert manuer, that gradually the wonderful music crept into the hard heart; of 
the Spartans, softeuing and soothing their irritations into feelings of love and friendship, 
they felt thoroughly ashamed of tuemselves and the horror of a civil war was thus averted. 

MONOCHORD. Pythagoras, about 600, b c. ~tudied Arts, and music with the Egyptian 
priests, learnt true values of tones, and their powerful effects on the supernatural forces of 
nature, was the inventor of the instrument called Monochord, it had one string and s6veral 
movable bridges upon which he created the Pythagorean, scale. He preached to bis large 
number of students that "music cured ailments, was essential for building a noble character, 
it inspired the mind for intellectual pursuits, was a guide to virtue and finally war, the mean. 
of uplifting the souls.'' In Fgy pt he acquired the secrets of the music of the spheres, that 
each oi the 7 great planets issned forth one great Sur, (note). That these notes 7 in 
number passed through the Heavens and descended npon the earth, and entered the 7 strings 
of the Lyre, giving to man the Saptak, (octave). 

The mystic 7, has many significant symbolisms of the mighty creations and its man­
agement. All things move with Rhythm, hence Tai, and Lay, are the souls of Sanglt. 
The Karnatak music is based upon the 72 Melakartanas (combinations), some names of 

songs in the north and south are identical but the melodies are quite different, 
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Karnatak Sangit, (South India Music) . 

by R, SRINIVASAN. 

In the national life of India, the Soul has expressed itself through i ls characteristic mu­
,ical system. Sanglt has been recognized as a patl1 to the realization of Goel. From the sim­
plest folk song to the wonderfully complex compositions there has been a spontaneous stream 
of religious zeal and devotional adoration in which emotion and fee/Ing have played great part. 
TJ1e ancients l1ave classified the melody types according to the emotions connected with them. 
This classification has been ratified by the experience of ages. I shall now give you a few 
prominant examples-: 

Emotion. Rags which express the emotion. 
Joy: Kalyaui, Natakuranji, Hindolarn, Jayanta, Sri, 
Sadness and Pleading: 1'odi, Sriragam, Dlianyashri, Punnagavarali, Nilamburi, Satana, 

Mukltari, Nadanamakriya. 
Surprise: Atana, Bilahari. 
Sympathy: Madhyamavati, Saveri, Sahana. 
Despair: Varali, Ganta, Parazu. 
Calm: Sankarabharanatn, Bhairavi, Nadami.makriya, Navaroj, Harikambhoji. 
Devotion and Love: Yadukulakambhoji, Kamas, Ananda, Chakravaham, Janjooti. 
Passion: Poorvakalyani, Karaharapriya. 
Argumentation : Hamsadwani, Behagra. 
Adoration and Praise: Mayamalavagwala, Pantuvarali Kamhhoji. 
Sweetness: Mohanam, Canada, Kapi, Behag. 
Power and Majesty: Nata, Durbar, Nagas,varali, Shriranjani, Keclaram. 
Mystery : Arabhi, Sura ti. 

It is also said that certain ags are suited to certain seasons of the year and to certai11 
times of the clay, for instance : Sh/raga, in February and March ; Vasanta, in Apri l and 
May ; Bhairavam, in June and July ; Panchamam, in August and September ; Megham , 
in October and November ; Natanarayana, in December and January. 

Again' for the different times of the day we have the following divisions-: 
4.30 to 7.30 a.m. (a) Devagandhari, Vasanta, Lalita, Bhupalatu, Dhanyashri ; (b) Ma-

7.30 to 10.30 a.m. 
layamarutam, :\1:ayamalavagwala. 

( a) Bilahari, Mukhari, Malahari; (b) Dhanyashri, Saveri, Kedaram, 
Arabhi, Tocli. 

10.30. a.m. tol.30p.m.(a) Saranga, Madhyamayati, Shriragam, Nilambari ; (h) Natak11ra­
nji; Karaharapriya. 

1.30 to 4.30 p.m. 
4.30 to 7.30 p.m. 

7.30 to 10.30 p.m. 

(a) Mohanam, Kalyani, Kapi, Shankarabharnam, Natakuranji. 
(a) Todi, Sowrashtram, Huseni, Panthnvarali ; (b) Poorvakalyani, 

Nadanamakriya, Kalyani. 
(a) KmnbJ1oji, Saveri, Behagra; (b) Bhairm·i, Nata, Ananclabhai­

ravi, Yadnkulakambhoji. 
10.30. p.m.tol.30a.m.(a) Punuagavarali, Kedaram, Asaveri; (b) Nilambari, Sahana. 
1.30 to 4.30 a.111. (a) Smati, Manjari. 
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Southern Musical Instruments. 
by R, V. PODUVAL B. A. 

The South of India has a very large variety of musical instruments. They were ori-

ginally of three kinds according to ancient Tamil texts, Oltnanga, Nrthanga, and Ubhanga_ 
Oithanga was used as accompaniment for vocal music. Nrthanga for dance alone, and 

Ubhanga for both. The musical instruments were collectively denoted by the term lsaik. 
karuvi of which fonr kinds are distinguished. Thorkaruvl made of leather, Thulaikkaruvl, 

provided with boles, Narambukkaruvi stringed instruments, and Midattukkaruvi throat inst­
ruments. Of these the flute, known as Vankiyam in old Tamil, was the most important wind 
instrument, and mention is made in Tamil literature of different flutes such as Kontaiya. 
nkulal, Ampalanthlnkulal and Mu/Jalyankulal. The Ya/ was the chief stringed instrument, 
of 4 kinds. 

Periyal consisting of 21 strings Makarayal consisting of 19 strings Sakodayal consist­
ing of 14 strings Senkottiya/ consisting 7 of strings. 

The following is a list of leather instruments mentioned in Silappathikaram which were 
accompaniments for any performance. 

J. Perlkal 

2. Padakam 

3. Jdakkai 

4. Maddalam 
5. Udukkal 

6. Chal/Jkai 

7. Karadlkal 

8 Thlmilai 

9. Kudamula 

JO. Thakkal 

JI. Qanapparal 

12. Damarukam 

I 3. Thannumal 

14. Thadari 

IS. Anthari 

/6. Mulavr1 

A kind of kettle drum. 
Tom-Tom. 
A double- headed drum, 
A kind of drum. 
A hand drum like the 

hour-glass. 
A kind of large drum. 
A kind of drum. 
A drum of fishermen. 
An earthenware drum. 
Tabour. 

A kind of drum. 
A little drum. 
A kind of drnm. 

A drum 111 general. 

I 7. Chandravalaya m 

18. Monthal 

19. Mui-as11 

20. Kan_ vldu_thambu 

2 J. Nlsalam 

22. Thudumal 

23. Chlruparal 

24. Adakkam 

25. Thakunicham 

26, Vlraferu 

27. Pakam 

28. Upankam 
29. Nallkal 

30. Para/ 

JI. Thutl 

A kind of drum. 
A drum open at an end. 
A variety of kettle 

drum. 
A kind of, drum. 

One headed drum. 
A kind of drum. 
A small drum. 
A kind of drum. 

A big drum. 
A small drum tapering 

from each end form. 
ing a small neck in 
the centre. 

Of the percussion instruments that are now in use are the Bherl, Damarukam, Mrda. 
ngam, Oajjall, Dolak, Thutl, Udukku, Chenta, ThlmJJa, Jdakka, ThakJJ, Ohata Vadyam, Mil. 

1ivu, Murasu and Para/. The chief wind instruments are the Nagaswaram, Nedumkulal, Ku. 
r11mkulal, Mura/I, Pullankulal, Sruthl, Pampu Nagaswaram, Mukha Vina and Kompu, 

The importan t stri11ge::l instruments are Nanthuni, Vina, Thamburu, Swarabhlth and Kottu. 
vadyam. 
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Chapter VII 

Rag. (melody). 

AL FARABI, Born in Transoxi.ana in the year 870, was educated in Harran and Bagh­
dad, and was a practical ml'lsician philosopher of fine repute. Under the patronage of Sul­
tan Ramadan Saifuddowla he wrote his Kitabul Musiqiul Kabir (grand book of music), in 
which he says, "Rag, is the Art of thought in sounds, and the thought is the manifestation of 
deep instinct. They are composed on the great mythological legends of the nations, a re alle­
gories of Heavenly devotions, and are enduring monuments to the memories of the inventors. 
Song is composed from melodies, melody from notes, and notes ari se from beats and rhyth­
ms, and the origin of all is, the eternal music of the universe.'' Ancient races executed cho­
ruses in t1niso11, and in octaves, consisting of sequences of thirds and fifths ; such combina­
tions of intervals existed among what is popularly known as uncivilised nations ! Marmo. 
nlcs, are soft derivative tones, and have the susceptibility of being innate with man. The 
priests were taught music and medicine at one and at the same time, how to cure the 
ailing body with the healing of music. Purity of tones and tunes e:xisted in old times , 
and music was regarded and imparted on serious classical lines. 

RA.OS, melodies are classified as follows : Rag, is god tune; and are 6 in number : 
Ragnl, is goddess tune, each Rag, has 5 Ragnls. viz, 30 in number : Putras, is son . 
Each Rag, R.iignl, has got 8 Putras, i . e. 48 in number : Bharya, io daughter in law, and 
each Rag, R.agni, ha:i 8 Bharyas, i. e. 48 in number, totalling 132 tunes. The important 
tunes are the six Rags, and thirty Ragnis, : the rest, ninety six in number, are minor tunes, 
though some of these are as beautiful and melodious. fhe 1?ags, 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 fonnd in all of them. They touch the deepest emo­
tional chords of the human soul, and transp;)rt one to a higher and nobler realm. The Rags, 
have still retained their traditional notes of original purity, notwithstanding the ravages of 
time and ignorance 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 tech­
nicalities which go to make them complete, and who alone dare venture to perform them. 
These classical tunes vary in the number of notes they possess in the octaves to form 
the ir scales. 

SAMPURAN, is a term used where all the 7 notes of the scale occur. Khadao, is a term 
used where only 6 notes of the scale occur. Odhao, is a term used where only 5 notes of 
the scale occur, hence Rags, are Sampuran, Khadao, or Odhao. The least number of notes 
admitted in the formation of a Rag, is Odhao (five notes), there is however onl y one ex­
ception in tbe entire conception of Rags, where 3 notes only, form the basis of the melo­
dy and it is the Ragni Ma/sari. The secret of singi11g this exclnsi ve Rag Malsari, is only 
known to the gun is (experts). 
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Various Methods of Singing Riigs 

There are various methods in which one tune may be sung or played in classical Sangh, 

DlfURPAD. A Dhurpad, of a classical Rag, and Ragnl, may be sung provided the perfor. 
mer is able to do it. It is very intricate and requires much study. It is a manly and a heavy 
way of singing, and is the most difficult of all the methods. Dhurpad, is that style 
which comprises of dwelling upon each note with masterful control for some moments. The 
Shrutls, or the division of notes, in the previot1; chapter have shown how extremely fine 
and subtle is the space of sound allowed differentiating one tone from the other. The slight. 
est vibration in the voice tends to produce a Shruti (shade of tone). Each tone therefore, 
should be struck 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 con t rol, is the first 
step of most vital importance, to be learnt in singing a D hurpad, and one which is extremely 
difficult. When the tones of a Dhurpad, of a Rag, are sung with that accuracy and precisi on 
which they demand, a strange tremor overpowers one, so that one is consci ous of nothing 
but the eternal sonncl., , tJ-,-, t i:; p .1.-~ ... ~.~~., .... 1, c , · <lllll. u o ru oue 1n a m agic spell. E ach note is 
struck clearly and distinctly in its purity, with overwhelming effect, and retained in its own 
glory as long as the power of the performer will allow. Gradually the per former asserts his 
knowledge and executes various technicalities connected with this'.heavy style of singing , dwell­
ing long in Bilampat, (slow speed) and Madhya Lay (middle speed), the climax following in, 
Dhurat, (fast speed) . Classical Dhurpad, singing is divided into 4 parts, Asthai, Antra, Abhog 
and Sancharl. Asthai, the opening notes are shown in this first part, the singer displays bis 

talent by the control of breath, in the control of tones. Such a control is affiliated with 
the inner power of Yog, Asthal, is restricted to Madhya Saptak (mid<lle octave), and Mandra 

Saptak, (lower octave). Ancra, is the second part, where the melody advances, and displays 'fnr. 
ther formation of the Rag, including the Tar Saptak, (higher octave). Abhog, is the third part 
in which there is more of the treatment of the higher notes. Sancharl, is the fourth part in 
which th ere is a g rand display of all the 3 octaves on a comprehensive scale. Dhurpsd, is 
called the Khandarl Bani, the most complicated and difficult style in Sanglt, and it was 
against the imperial ettiquette to sing any other style except the Dhurpa!l, m Durbars. 1t 
admitted the inner tones called Oamak, the mode of executing the deep tones was such that 
it was restricted only to healthy strong men. Women have never been Dhurpad, singers. 
Rafa Man Tanwar, 1486-1516 was a well known exponent of Dhurpad, so were the great 
Nalks, Beyjoo, Bakshoo, Cherjoo, Oopal, and others. 

SADRA, is something like the Dhurpad, but sung with the quick rhythm of Jhap­

tal. The subjects of the songs are martial, eulogistic, and national. 

lfORI. These beautiful songs contain the love stories of Krishna, the god of love 
and the gopis. The method of singing them is most fascinating and alluring bnt most diffi. 
cult. They are performed on the intricate unequal Tai, (rhythm) of Dhamar. Dhurpad, 
Sadra and Hori, styles of singing are t he most difficult and eminent mt1sicians clisdain to 
perform any other styles. 
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KHYAL, A Khyal, of any classical tune may be sung. Unlike Dhurpad, each note 

merges into the other in quick succession. Wave after wave of delicious ethereal Tans, (va­
riations) float in the air. Floods of scales succeed one another, forming most exquisite com­

binations. And the effect is divine. owing to the rapid rise and fall of the scales, Trill~, va­

riations, tremors and all snch manipulations of the voice have full play in this kind of singing. 
Khyal, singing was invented by Saltan Husein Sharki, in the fifteenth century, and brought 
to a state of perfection by Sadarang the Durbar Singer of Mohammad Shah of Delhi. Sultan 

Husein Shark/ was the inventor of many beautiful melodies, such as Jaunpoori, Husein/ 

Kanhra, Husein/ Tod/, which are still popular. 

TAPPA, These were originally sung by tbe camel and mule drivers in the deserts of 
Punjab, in which they related the story of lteera and Ranji. Sharl, the famous singer in 
tbe Court of Asafuddowlah, the King of Oudh, put new life: and soul in to it, and con­

verted the simple ditty of the desert into a cultivated form of classical singing. 

BA.Z KHAN/, method of music was invented by B~z Bahadur, the king of Malwa. 

There are many lovely songs relating his passion for the beautiful Rupmatl, dedicating 
them to the noted songstress. Baz Bahadur, and R.upmati, have also been favourite subjects 

with the artists, poets and writers. 

AMIR KHUSRAO, the romantic poet, prince, musician, (1295-1326) wns so enamoured 
of Indian music, and became such a past master in the Art, that even Naik Oops!, the musician 

of the times acknowledged him as equal to none. He was the inventor of the sweet blend 

of Persian and Brij Bhasha, and many melodies including Oc1ra, Sarpardn, Zeelaf, Bihar, 

etc. and many new modes and methods of singing like, Tarana, 7irwat, Kou!, Naksh, Oul, 

aazal, and Kawa/J; be was also the inventor of musical instrument~ including the Sehtar, now 

known as Sitar. his musical genius spread far and wide and influenced India all through­
out the ages and lives till today. 

KOUL,. was sung with Kawall Tai, in Persian, similar to Kalbana, Naksh and Ou/. 
The theme was generally that of Sufism, (ascetism.) 

TARAf'vA, invented by Amir Khusrao, contain certain expressions like Ya/a, Lom, 

Tom, Norn , Dani and also Persian couplets are inserted in Tarana. Unlike Alap thi s is sung 
to JB/. 

ALAP, This is to sing the melody of songs by inserting such expressions as Aaar, 
A, Na, Ta, Re, Nom, Ta, etc., instead of the real words of the song, without. Tli.l. 

SAROAM. This is to sing the tune of the song by pronouncing the notes of th e song , 

instead of the words, such as sa, re, ga, ma. etc. 

TARWA T. This is to sing the tune of the song by inserting the express ions of the 
Tub/a (drum), and not the words of the song, such as Dhirkat, Dirkat, Dar, Dhina. 

CHATR.ANO, lit. means four parts- This is to sing the tune of the song by a mix­

ture of Alap, Sargam, Tarana, and Tarwat, expressions. It is intricate hard, captivating , 

and exclusive and only performed by the experts who have the knowledge of sing ing the 

different 4 classical styles. 
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B/IAJAN. These are pathetic religious hymns of appealing nature, sung by Yogis, 

(ascetics) on the strange weird instrument called the Ektara, also by a band of devotees 

in a temple. The recital is led by a leader followed by the followers in a chorus. Pad, 
Klrtan, and Laoni are also of sacred character. These musical performances relate the stori~s 

of )Jero~ gods and goddesses, performed individ11t1!ly or by a gro11p of ascetics on special or 
religious occasions in temples or in homes. 

THUMRI. These are extremely attractive and catchy pretty little songs and are very 
popular and delightful, sung by all in India. They are generally composed in Brij Bhasha, and 

contain all the characteristic events. They are sung on Ta.ls, Dadra and Punjabi. 

OAZAL. are beautiful verses of Urdu and Persian poets, set to popular mu si c. Gaza/, is 

sung on Tai, (rhythm). called Oazal. 

DHVN, are mixtures of delighttnl melodies, and a good deal of license is taken in giving 
them an individual touch, Oazal, Thumrl, Dhun, and such light songs are popular and sung 
by the high and low. But Dhurpad, Dhamar, Sadra, Kou/, Chatrang, and Khyal methods are 

restricted to ustads, ( experts) These styles need careful, academic study. 

Apart from these methods there are also other ways of singing songs on different 

occasions. The varied parts of the country have their own individual characteristic !-inging like 
Lachcbi in Punjab, Mand in Rajputana, Kajri, of Mirzapur, Charbalt, of Datia, Chblf, 

Benaresi Dadra, and Paharl, of the hills, then there are evening tunes sung by a maiden who 
goes to fetch water from a well, or lullaby by a mother rocking a baby to sleep. Oarbas are gay 
joyous tunes sung in Oujerat, and Kathlaw,,r on some festive occasions by a group of voung 

maidens. They move in a circular form with slow rhythmic movements, bending their lithe 

figures gracefully beating their hands in rhythm, almost each village has its own way of expre­

ssing its own characteristic in music and song. Styles and methods have been changing from 

time to time according to the customs, manners and psychology of the moment. The ancient 
Chand, and Praband, were specific methods of chanting or reciting devotional verses. Then 

came the Muslim influence and various kinds of religious recitations like Kou!. Knlbana etc. 
came into prominence. The heavy, classical, styles like Dhurpad, Sadra are advantageously 
rendered by Bass, Khyal Tarana by Baritone, and Hori, Thumri, Oazal, both by soprano 

and tenor. 

Tl1e severe classical styles of Hori, Dhurpad, were the ettiquette of the Imperi al 

Courts, after the fall of the Muslim supremacy came the gradual downfall of high ideals, 
and the easier Khyal, Thumrl, styles became more popular. The deep rooted religious 

tendencies gave way to worldly flippancy, and religion was reduced to forms with the sad 
result that all sense of responsibility of Truth and Beauty ,·anished, Fashion became the 

controlling goddess, the film industry ruined the final impulse and successfully obliterated 
classical gayan. Today music is a jumble of meaningless sounds drifting aimlessly through 
chaotic sensations extremely detrimental to 'soul' . 

The pronounciation should be clear. The hearer has a right to know what the singer is 
singing about. Pure pronounciation acheives ri gh t tone production. The sung word should 

have the penetrating power which belongs to the fine elocutionist . 
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Harmonious and Inharmonious Notes in a Tune 

BAD/, Sambadl, Ambadl, and Bebadl : these are the four expressions gwen to the 
notes which are harmonious or discordant in a tune: for instance : 

(l) BAD/ ; this term is applied to that note which is dominant and gives colour to a 
tune, iike the note Ati Koma/ Dha, (¼ tone Dha,) in the Rag Bhalraon; or the note Ma, in the 
Riig Malkaus; or Koma/ aandhar (flat (}a), in the Ragnl (feminine tune) Tod/. 

(2) SAMBADI, is the expression which is applied to that note which gives additional 
brilliance to a tune, and helps the Badi, like the Sur, (note) Dha, in Todi. This note is sub 
dominant. 

(3) AMBADI, is the expression applied to those notes m general which are not dis­
cordant in a tune. 

(4) BEBADI, is the expression applied to a note or notes which are completely dis­
cordant in a tune, like Tivra Ma, in Malkaus; or Tlvra Ga, in Tod/, 

Academic expressions concerning Rags 

The following are classical expressions used in conveying information about Rags, 
MARG, is the expression applie(l to those Rags, that are sung exactly alike in all parts 

of the country, but that the mode of execution should be so difficult, so as not to be com­
prehensible to all, like the Khandari Bani, or Dhurpad, singing. Marg, is celestial, therefore 
no license is permissabJe. 

DESI, is the expression used for those tunes which are sung differently everywhere, 
but that the method of its singing should be so facile, so as to be understood by all. Desi, 

is terrestrial. therefore individual assertion is admitted• 

SffUDff, is the expression given to those tunes which have retained the notes of 
original purity, untampered by any freak of time or man, like the six Rags (male tunes), 
and a few important Ragn1s (feminine tunes). 

SALINK, are those tunes which have semblance of other tnnes. These are many. Sa/Jnk, 

are blends of melodies. 

SANKERU!v are those tunes which are either created out of the combination of two 
Shudh tnnes, or five or six Ragnis. These are numerous also-

MAffA SALINK, are those tunes which are formed from Sa/ink and Sankerun, There 

are no end to these, Some are of a remarkably beautiful and classical nature. Musicians and 
composers take liberty in new modes and under these headings they have a right to do so. 

MARO, Desi, and Shudh, terms are almost unknown today in India, the tendency and 
taste resort to hybtid cheap compositions that , ha.ve no pretensions to any name ;or style. 
Poetic expression and refined vocalism were exclusive with an inherent harmony linking them. 
The principles and standards of great singing have vanished, and the lover of music at every 
turn goes astray with the meaningless discords rampant . The universal law of art still re-
1113ins ht1t the application is unknown. 
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Qualifications of Musicians 

In ancient days there were institutions of music where a student acquired1 kuowled~ 
and attained a certain degree of proficiency which qualified him in his profession and gan 
him status and position in the m~sical world. There were many titles that marked the di1-

tincti ve grades to which he belonged. I shall quote a few important ones. 

NAIK, was the highest degree conferred on one who was a past master in the science 
he not only rendered all the Rags, and Ragnis, in their original purity and correctness, bm 

was also able to produce pupils equal/)' great. f\!aiks, were not dependant upon instru. 

ments for Sur (tone), and Tai (time), but they retained both values in their minds, ani 

with supreme correctness, rendered the classical Rags, with their intricate and varied tech. 
nicalities. Naiks, have been few and far between throughout the ages. It is the great f;s/ks 

who were able to control the supernatural forces of nature with the power of their Song 

It is the great Nalks, who were able to cure ailments through the power of their musi~ 
The names of the traditional Nalks, banded down to us are-: Charjc,o, Be_vjoo, Sohang, 
Waloo, Bhagwan, BtJkshoo, Dhondoo, Mlranmadh, Panday and Oopal. 

GAIK, was the title given to one who was able to execute Tans, ( variations) of th1 
3 octaves, Mandra, .MadhyB, and Tiir, with its full complement of tones, with ease, 

OA/liDlfARP, was the degree conferred on one who was an efficient performer cl 
Marg, and Desi. Marg, means the melodies composed by the Heavenly beings. Desi, mean; 
the foli;: songs composed by the earthly beings. Tan Sen, was a Oandharp. 

OUN/, was the degree given to him who was able to execute Desi, well. 

PANDIT, was he who learnt the science to perft.ction in theory bn t not in practice. 

UTTAM, was the name given to him who had such an extraordinary command over 
his singing that be could sing any song without any accompaniment, and not be dependent 
in any way on his instruments for n1, (time) and Sur, (note), This is quite extraordinary 
in the Indian music, and only an efficient student could aspire to attain this rank-

MADlfYAM, was one "'·ho was more or less dependent upon his accompaniment. 

ADlfAM, was he who was entirely dependent upon his accompaniment for singing, 
Singing comes nearer to being universal than any other high ;form of expression, to knit 
humanity together in the fraternity of a pleasing bond of spiritual solidarity; no other cons. 
ciousness is so powerful in stimulating the mental equilibrium, the fore runner of action, as 
music. Feelings of deadly animosity; grave, serious, religious and political deadlocks, have 
been averted by the mystic force of beautiful singing, which have been more effective than 
,-hetoric. Luthers' battle was won when the people began to sing the hymns of tlJe Reformation. 
The honours conferred on the able musicians of olden days were carefully selected, the Em. 
perors were efficient and lec,rned and in a position to discriminate, hence bad music was in. 
tolerable and had no excuse. 1'he ecstacy kindled by an entrancing Yoice Lad a deep source. 
Its communications extended to higher instincts and involved a world of past associations, 
makin g il live in the present. 
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Merits of Voice 
The singer had to be distinguished with thirteen qualities of voice production . 
MIR.JSMT, was the voice that should affect all who beard it. Madhur, was the 

voice that should be sweet and entertaining, Jhapal, was the voice that should neither be 
very lot1d nor very low, but deep and rich, and that wbile singing be should be able to retain 
the breath for a long time and not suffer from short breath. Taras Than, that the three 
soptaks should be exect1ted with e,:iual facility and ease. Sakhaba, that the voice should 

be possessed of the power of creating laughter in the assembly. Karan, that the voice 
should be possessed of such pathos as to produce deep feelings and tears. Koma/, that 
the voice shot1ld be soft and stirring. Sara Dak, that the voice should be big and heard 
distinctly at a distance. Ohan, that the voice should be clear without. tremor, and possess 
depth . Sang Da, was to execute all the Tans (variations), with great ease. Oiid, that 
the command of voice should be so academic so as to be able to produce loud and soft 
sounds at will. Salohan, was to be able to sing at length without break- Parjar, that 
the singer should be of a prepossessing appearance and noble disposition, and not resort to 
facial and bodily contortions. 

Demerits of Voice 
There were several objectionable mannerisms which disqt1alified a singer. A long list 

of them is g-iven in the sacred books. 'I'he following are a few : 
SANDAStiT, is to sing with closed teeth. Bhut, is to sing with fear. Sankst, 

is to sing without confidence, Kampat, is to start with a tremor in the voice. Karagl, 

is to sing with mouth wide open. Kapa/, is to sing with flourishes. Kagay, is to start 
with commotion and noise. Karaba, is to crane the neck like a camel. Jumbuk, is to 
shake and whirl the head and neck while singing. Parsarl, is to make frantic gestures 
with the bands. Namlluk, is to sing with eyes closed tight. Abagpat, is to sing with 
all the words jumbled up together, and rolling in the throat so as to be incomprehensible. 
Stekarl, is to sing by taking sharp quick breaths. San l'vaslk, is to sing with a nasal 
twang. Pava Chat, is that the voice should be shaky, Ase That, is that the voice should 
be disturbed, and hesitating. Nasar, is that the voice sho11ld be closed and tight, Kaga, 

is that the voice should be like the cawing of a crow. Karlsh, is that the voice should 
be thin and flat. Bhlkan, is that the voice should resemble the braying of a donkey. 

An efficient singer was supposed to follow these and several other injunctions. he 
was also carefully instructed to impress upon the hearers with the sum climax of the song. 
Sum, climax is the important beat or juncture of a tune where all the attention of the 
heat ers is deeply concentrated. A classical song had to be presented with pleasant demeanour, 
and good manners, inspiring confidence as 'one who knows' to the listener, who would be 
impressed. 'I'he singer should also discriminate, and mark the occasion by singing opportune 
songs. He should have a good memory, and should be something of a poet. The musician 
of olden days was carefully brought up on these ideal principles. He was regulated by all the 
la ws so appropriately and becomingly laid cown for a master of such an agreeable art, The 
modern musician is altogether devoid of these pleasing :i.ualifications, his studies in etiquette 
totally neglected and ignored, and that is the reason why modern singing results in grimaces, 
pai nful gestnres and disagreeable sounds. 

55 



Chapter VII SANGIT OF INDIA 

TANS (Variations) 

TAN, 1s a variation or run, which occurs when a tune is played or sung. The11 
are countless varieties of execttting Tiins, and these are so numerous that a finished per, 

former can sing oI pJay ,a iune fo.r .hour_s with the introd11ction ol Tans, b eioie he nt 
exhaastea his stock, and yet not repeat the same Tan, twice. This is that extraordinarJ 

part of classical Sangit, when a musician has the unique opportunity and advantage of 

asserting bis knowledge and individuality dnring the course of a perform ance by harmonious 

combination of notes into Tans, on the spur of the moment. These Tans, are best under­
stood when sung or played : to convey any definite idea of what they really mean in writing 
is qnite impossible. The inflectious, modulatiom, trills, etc., they form are so nLtmberless and 

so inspiring that in spite of oneself, one is uplifted in an enchanted r egion, full of my~ 
te rious charms and beauties. As [ have said before, there are various classes of Tans. I 

shall now endeavour to demonstrate one class of Tim only, which produces five thonsand 
and forty diversified Tans from the seven notes of the octaves, sa, re, ga, ma, pa, dhn, nl. 

It may help to convey to the reader the extent of the grandeur of scope and wide range of 
productive beauties of composition. It may seem impossible at first glance that such a 

small number of notes should be able to produce varied strains of such magnitude, but a 

close study will show bow skilfully and with what knowledge it was manipnlated by the 
ancient masters of classical Sanglt. This is called Kut Tiin. 

KUT TAN, ONE NOTE, will give you one Tan only, ss, 

TWO NOTES, will give you two Tans of different varieties, Rohl (ascending from low 
to high). (1) sa, re, Arohl (descending from high to low), (2) re, sa. 

THREE NOTES, sa, re, ga, will give you six different Tans : (1) sa, re, ga, ( 2) re, sa, 

ga, (3) sa, ga, re. (4) re, ga, sa. (5) go, re, sa, and (6) ga, sa, re. 

FOUR NOTES, produce twenty four Tans thus : ~1) sa, re, ga, ma. (2) sa, re, ma, ga, 
(3) sa, ga, ma, re. (4) sa, ga, re, ma. (5) sa, ma, re, ga. (6) sa, ma, ga, re. (7) re, ga, 
ma, sa. (8) re, ga, sa, ma. (9) re, ma, sa, ga. (10) re, ma, ga, sa. (11) re, sa, ga, ma. 

(12) re, sa, ma, ga. (13) ga, ma, sa, re. (14) ga, ma, re, sa, (15) ga, sa, re, ma. (16) 

ga_ sa, ma, re. (17) ga, re, sa, ma. (18) ga, re, ma. sa. (19) ma, ga, re, sa. (20) ma, 

ga, sa, re. (21) ma, re, ga, sa. (22) ma, re, sa, ga. c 23) ma, sa, re, ga, (24) ma, sa, 
ga, re. 

FIVE NOTES, have a capacity to create one hundred and twenty 1ans. If the arrange. 

ment of the FOUR NOTES, permitting twenty four Tans above, is followed carefully, it will be 
seen that five notes must needs necessarily furnish one hundred and twenty Tans. It is clear 
that four notes produce twenty four Tans. It is in itself a group of four notes only. Five 

notes therefore have five groupings of four notes, thus : sa, re; ga, ma, pa, are the five 
notes and in these the five groups of four notes are (1) sa , re, ga, ma. (2) re, ga, ma, pa, 

(3) ga , ma, pa, sa. (4) ma, pa, sa, re. (5) pa, sa, re, ga, place the remaining note at the 

heginning of a Tim. Each of tllese g roups of four notes will produce twenty four Tans , 
making in all one hundred and twenty Tans, for example : sa (at the heginning of a Tan), 
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and the remaining four notes are re, ga, ma, pa. These four notes will supply twenty four 
Tans, according to the explanation above, thus : (1) sa, re, ga, ma, pa. (2) sa, re, ga, pa, ma 
(3) so, ma, pa, ga, re. (4) sa, re, ma, ga, pa, etc., etc., When these twenty four Tiins, 
of the hundred and twenty are exhausted, start by placing the consecutive note re, at the 
commencement of a Tan, making a scale like this : re, ga, ma, pa, sa,_r/3, at the beginning 
and the four notes ga, ma, pa, sa, will yield 24, Tans. For example, (1) re, ga, ma, pa, sa. 
!2)re, ga, ma, sa, pa. (3)re, ga, pa, sa, ma. (4) re, ga, pa, ma, sa, etc. then place the following 

note ma, at the beginning of a Tan, and the remaining four notes, pa, sa. re, ga, will yield 

twenty four Tans. Similarly start the Tan, with pa. and the four notes, sa, re, ga, ma, will 
contain twenty four Tans, completing tlie hundred and twenty Tans. 

SIX NOTES, sa, re, ga, ma, pa, dha, at once multiply the number of one hundred and 

twenty Tans, six times, making an enormous increase of seven hundred and twenty Tans. 
The same method follows the building up of these Tans, all throughout, facilitating their com. 
prehension, and study. The scale of these six notes has six varied grottpings of five notes 
each, with the one extra note which falls at the beginning of each Tan successively, as follows 
(1) sa, re, ga, ma, pa, (2) re, ga, ma, pa, dha. (3) ga, ma, pa, dha, sa. (4) ma, pa, 

dha, sa, re . < S) pa, dha, sa, re ga, (6) ·dha, sa, re, ga, .ma. Bach of these groups of 

five notes form one hundred and twenty Tans. 

SEVEN NOTES, sa. re, ga, ma, pa, dha, nl, form five thousand and forty different 
1lns. Multiplying the number of seven hundred and twenty Tans, seven times, creating five 
thousand and forty Tans. In these seven notes, sa, re, ga, ma, pa, dha, nl, there are seven 
different groups of six notes : (1) sa, re, ga, ma, pa, dha. (2) re,ga, ma, pa, dha, n/. (3) 

ga, ma, pa, dho, nl, sa. (4) ma, pa, dha, nl, sa, re. (5) pa, dha, nl, sa, re, ga. (6) dha, 

nl, sa, re, ga, m11. With the one note extra, coming at the beginning of the scale of these 

six notes successively in the order of the octave. Each of these groups of six notes yields 
seven hundred and twenty Tans, and seven hundred and twenty times multiplied by seven, 
is five thousand and forty Tims. 

The Swarup, (formation) of a RJ,g, ~melody) is sung first slowly and distinctly, then 
from the beat sum, (climax) a Tan, is inserted in tune and time, the process advances 
showing the skill of the performer by the introduction of Kut Tans, in endless harmonious 
combinations, permitting full opportunity of the talent and creative power of the musician. 
The individual assertion thus obtained is satisfactory both to the creator and the appreciator.- Tans 
(expansions), others than the above combinations, are Alankar Baran, Paltaen, of which there 
are sixty three varieties for example. 1. Bhader, sa re,.sa re ga,_sa re ga ma, etc. 2. Nand; 
sa sa,_re re,.ga ga,-ma ma, etc. 3. Olt, sa rl ga sa,.ri ga ma rl,.ga ma pa ga, etc. 

Herewith some graces of sound productions which are inserted during the variations. 

KAN, is to touch upon a low or high tone with a slight rapid jerk. 
MEND, is to glide softly high and low. 
A.!vDOL/7: is to swing notes gracefully and appealingly. 
0 .4MAK, are forceful guttral jerks, which occur in Dhurpnd singing. 
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Chapter VII SANGIT OF INDIA 

Rag < melody) 

All the melodies have different names to distinguish them. Some are named after the 
inventors some after the deities, the kings, the musicians. some are named after the towns, 
villages, and the elements, some are named after the customs and manners, of the people, some 
after historic and legendary events. The melodies have appointed seasons and hours when they 
should be performed, and musicians abide by this law strictly. It may be thought perhaps 
that it is a matter of habit or imagination of centuries that a cultivated ear cannot tolerate 
a song sung out of season or time. In fact it is neither imagination nor habit, but a deeper 
mystery pervades the arrangement. There are certain notes that are characterized by fiery 
temperaments. These are dominant in the tunes to be played or sung in the hot months. 
Then there are other notes that are attributed with cold temperaments. These are important 
m the tunes to be played in the cold season. 

The secret of the science is based upon the great secrets of Sur (tone), and Tal ( time). 

in nature, and the melodies are based upon the eternal harmony and rhythm in nature. The 
musicians of olden days were profound students of nature and knew the cosmic laws. They 
unravelled the hidden secrets of 5ound by long study and made sure that certain sounds har. 
rnonized with certain notes in certain seasons, and adjusted the notes in accordance with nature. 
The twenty four hours of a night and day are divided into eight parts, and each part lasts 
for three hours. The first morning part is from six o'clock to nine o'clock. The tunes that 
are to be played or sung during these hours are slow, dreamy devotional and of selflessness. 
Bhalraon, and all its species which are eight, and Ramka/1, are sung at this time. The notes 
re, ma, dha, are komal, (flat). Nine to twelve is the second morning part. And all the notes 
that occur in the tunes to be sung and played in these hours are komal, like Asaorl, Bhal. 
raveen, Tod!, and such. The komal, notes now change into tlvra (sharp). At noon exactly 
Sarnng, i~ played. It is a bright melody. Sarang, is Odhao, and has five notes in the scale, viz., 
sa, re, ma,pll, nl. From twelve to three Bhimpalasl, Dhanashrl, Dha11i, etc., are played. ga, ma, 

nl, in these tunes are komal, and re, dha, that were komal, in the morning tunes become 
tlvra (sharp l . Three to six p. m. P11rvl, P11rya_dhanashrl, and Mllrva, are played in these 
hours. Shri Rag, is played at about six o clock. ga, ma, and nl, in these tunes become 
tlvrn and re, and dha, become komal. From six to nine all the notes qecome tlvra. Yemen, 
Knllan and all the Ka/1an tunes, which are numerous, are played in these hours. From nine 
lo twelve p.m. are played Behag, Snnkra, Desh, etc. They are chiefly in tlvra (sharp), notes. 
At about midnight, Bageshrl, Beh1r, 'Adana; and such are played ; and ga, ma, and nl, 
again become komal, in these tunes. From twelve to three a.m. all kinds of Kanhra, which 
are eighteen in number, are played, including the famous Durbarl; excepting Sugral Kanhra, 
which is played in the morning. Malknus, is also played after midnight. The notes re, pa. 
do not occur in these tunes. All the rest are komal. From three to six a.m. are played Hin, 
dole, Sohn/, Para], etc. The komal, notes of Ma/kaus, change into tlvra, and it becomes 

Hindole, which is Odhao. Then by adding re, komal, the tune becomes Sohn!, which is 
Khadtw; and then by adding pn, to the scale it becomes Para/. Basant, and Lnlit, are also 
played in these hours; both the tivrn, and the komnl, ma, occur in these tunes. 
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SANGIT OF INDIA Rag 

There are a few very important laws which must be memorized for locating a certain Rag viz-: 
SANDHI PRAKASH, means meeting of the two times i, e, the dawn and the twilight. 

Rags, to be sung at these times take re, and dha, komal (flat), and ga, and nl, tlvra (sharp), 
like Bhairaon, Ounkall, OourJ. 

TIVRA MADffYAM Rags, are those melodies that take ma, tlv-ra (sharp), and are to 
be sung in the evening and at night, like KaJJan, Abhlrl, Marva. 

SlfUDH MADffYAM Rags, are those melodies that take ma, natural, and are to be 
sung in the morning and day, like Bilawal, Bhalraveen, Asaorl. 

PURVA ANO, means the first part of the scale, sa, re, ga, ma,. Those R.ags where these 
notes of the scale are prominent are called the Purvs ang Rags, and these are generally the 
morning and day Rags, like, Durga, Ma/ohs, Sukkul. 

UTTAR Alva, means the second part of the scale, pa, dha, nl, sa. Those Riigs, where 
these notes are prominent are called the Uttar ang Rags, and these are generally the evening 
melodies, like Kousi, Adana, Durbarl. 

MUR.CffANA, is that alluring and pleasing character of Sangit, which helps to estab­
lish the indefinable charm and the merging of tones which characterize the melodies so for -
cibly and fully. It is the 22 Shrutis, in the scale, as well as the 21, scales of the 22 Shrutls, 

in each scale; starting from each consecutive Shruti, as given on page 25 of the chapter of 
Sur Adhya. Murchana, is the harmonious and gentle gliding of sounds which occur while 
uniting one note to the other. There are twenty one Murchanas, in the three Saptak (oct2ves), 
each Murchana, comprises of the sounds created during the blending of one quarter tone into 
the other of the Rohl, (ascending from the lower notes to the higher in the scale of one octave), 
and the Arohl, (descending from the higher notes to the lower). 'I'he following are the Mur_ 
chanas of the Mandra Saptak: (1) Utra Manda, this Murchana, is formed by starting from 
the note sa, in the Rohl, scale, and coming back to the note sa, in the Arohl, scale. The 
following Murchanas, are in:their proper order, each having a successive note for a starting. 
point, in the scale, and coming back to the same point. (2) Ran/an/. (3) Utratha. 4) 
Shudh Kharaj. (5) Ba/hr/ Karta. (6) Ason Kranta. (7) and Aph Rokta. Murchanas, of the 
M,'ldhya Saptak are : (1) Sobray. (2) ffarnsuad. (3) Klohna: (4) Barkay, (5) Parkharka. 
(6) Sadhya. (7) and Oorpay. Murchanas of the Tar Saptak are : (1) Pra. (2) Basa/a. (3) 
Soni. (4) Partarka. (5) Rohl. (6) Barkhllta (7) and Onta. 

By reason of this knowledge, the scientific and technical musical structure is appreci­
ated, and the design and emotional conception impressed, and the souls profound feeling of 
immortality by sound is determined. 

When the Rags, are sung in proper time and season and with perfect knowledge of the 
science, an absolute, inexpressible sense of calm and inner satisfaction is derived. In such 
a state of bliss the Riigs, are supposed to be possessed of supernatural powers. They have 
chronicles of their births, which point out the mysterious sources from which they have ori­
ginated. They have a series of interesting legends, recording their life histories. They are 
benefactors of humanity, by curing various bodily ailments. They charm the elements of na­
ture and invoke fire and water ; in short, they perform miracles. The idea of personifying 
the forces of Nature, seems to be quite common in Hinduism. All the Rags, and R.agn7s, are 
impersonated. There are quatrains and verses illustrating the form, colour, symbolism and 
meaning of each tune. The Rags, and Ragnis, have been favourite themes with old Indian 
artists, who have painted them over and over again, but a fine illustration is rarely to be seen. 
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Chapter VII SANG-IT OF INDIA 

Chronicles of Rags and Ragnis 

MAHADEO, the god of music, is distinguished by having five heads. Each of the four 
heads being turned 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 
Rags or demi-gods, originate viz-: Bhalraon, Hlndole, Deepak, Shri and ~fogh. The si:xtb 
Rag, Malkaus, comes out of Parbatl, the wife of Mahadeo. Brahma created the thirty Ragnis 
or nymphs, and each Rag, or demi-god was presented with five Ragnis, of sympathetic strain:, 
whom he preserved with the tenderest care. Sarasvati, the goddess of Music and Learning 
and the wife of Brahma, left an exquisitely graceful and poetic legacy to the world, in the 
shape of a Been, the most cherished and valued musical instrument in India, and the demi-god 
Narad, was appointed to play upon it. "From !vad (sound), arose Shruti. From Shr11ti, came: 
Sur (tone). And from Sur was formed Sargam. And from Sargam, was created 0/ta,(melody}, 

So that the soul of Oita, is sound.'' 
Rag, means passion, emotion and feeling; Tim Sen, discovered 200 Rags, of different 

emotional value, and adjusted each Rilg, in accordance with deep emotion, that touched th' 
human chords. The Rags, possessed the capacity for curing ailments, subjugating wild animals, 
controlling the elements and exciting many feelings and emotions. Bhalraon, converted fli. 
ppancy into serious devotion. Jog/ya, turned worldy feelings into those of asceticsm. Sohlnl, 

excited tears; Behag, created a sense of gladness and joy, Hindole, set the swings moving 
Shri, melted stones, Basant, gave life to flo~ers, Ramkali, was a call to Koyals, (bircs) tf 
sing, Sarang, was a call to animals, Jejevantl, cured paralysis, Megh, brought forth rains1 

Deepak, ignited fire, Nut, · excited valour, Bhalraveen, initiated a sense of devotion, Prabha. 

vati, was a call to prayers. 
It is a natunl law that a certain sound awakes a certain imagination, hence there bav~ 

been exponents who have been famed throughout the ages for having sung a certain J{ag, 
with miract1lous effect for instance-: Miran Madh, sang Malkaus, at midnight. and stars shed 
their lustre bright and sparkling, Tim Sen, sang Megh, and the Heavens poured bounteona 
water. Beyjoo Bawre, sang Deepak, and lamps lit up shining. Samokhan, sang Shrl, and 
stones melted. Bllas Khan, sang Todi, and the wild deer crawled near st1bdued. Bnz Baba. 
d11r, sang Zee/al and birds began singing in tune. Suitan Sherk/, sang Purhee, and the flow 
of water became motionless. Sura} Khan; sang Jejevantl, and cured paralysis. Chand Khan, 
sang R.amka/J, and the branches swayed in motion. Chanchal Khan, sang Bhairaon, and 
turned flippant natures into serious devotional characters. Amir Khusrao, enchanted man and 
beast with the beauty of the attractive styles of which be was the inventor. _ Kabirdas, sang 
Bageshri, equal to none. Bl Raheeman, sang Bhalraveen, and the Neeloofar (blue lotus), 
swayed to rhythm. Cherjoo, sang Hlndole, and set the swings swinging. Mirabal, sang Bhll­

Jans, and was able to separate the soul towards higher regions. Parbal, sang Sohinl, and 5 

the army in tears and sorrow. Haridas, sang Asaorl, and venomous snakes turned away subdued, 
Such effects produced are not physical but psychical, when one's entire self quivers 

in sympathetic vibration. The ecstacy kindled by such entrancing singing comes as a great 
blessing to the worlds tortured soul. 
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SANGIT OF INDIA Rag 

RAO BlfAIRAON-:This great god tune originates from that bead of Mahadeo, which 
is turned southwards. This tune, along with its Ragnls, Patras and Bharyas, may be played 
in the months of September and October. The time for its performance is early dawn to sun­
rise. It is sumpooran, i.e., has all the seven notes of the octave for its scale. sa, re (komal), 
ga, ma, pa, dha (komal), ni, in the Rohl and Arohl. In f~rm it is like Mahadeo, having five 

1ieads, four beads turned towards the four directions, north, south, east and west, while the 
fifth head is turned towards the heavens. He is represented as a Jog/ Sanyasl (one who has 
retired from the world) . His body is besmeared with ashes, his Jata, tresses, gray with dust, 
are gathered on the top of the head ; two Oangs, (rivulets), oose out of his Jata, and flow 
on either side. These are the two sacred rivers the Oanga and the Jumna. A jewelled Kangan, 
(bracelet) is fastened on iiis wrist, and a crescent in the c'entre of the head. The third eye 

of wisdom is located between the eyebrows. Two black venomous serpents (cobra de copello), 
coil subdued round his arms, on the forehead is the sacred mark of religion, called Tripunda. 
He is seated on the skin of a tiger in the heavens, encircled by glittering clouds, holding a 
trident in one hand, and a rosary of Rudraksha (seeds grown only in Nepal), in the other. 

Around his throat · is a chaplet of eight human skulls, his conquered enemies. It is a rich 
heavy Rag, only" to be rendered in the most difficult styles, capable of creating deep mystic 
feelings, altering the attitude of flippant natures into that of serious mindedness, and possessing 
the power of curing many deseases and arresting decay, Rag Bhairaon, is fit to be sung before 
high dignatories and in places of prestige and status, and by Ounls (profound musiciats). 

Bhairnon, has five Ragnis: Berarl, Madhmad, Bhairaveen, Slndhavi and Bengal. The 

RiJgnls , are represented as ideal graces of womanhood, most divinely f~ir and of incomparable 

beauty. The radiance they shed is so great that it shames the Sun, who hides his face behind 
the clouds, and the Moon withdraws in modest retirement on seeing their sweet lustre. 

RAONI BtlAIRAVEEN, tj1e goddess tune of . Rag Bhalraon, is sylph-like and most ex­

quisitely proportioned. All the tender freshness and bloom of shy young maidenhood of four­
teen years is her birthright. Her hair, still humid with the Shnan ( sacred bath), is thrown 

back in a heavy dark mass. From beneath her long drooping eyelashes there escapes an in­
effable light, giving a calm serenity to the beautiful profile. Her slim hands are clasped in 
reverence. Her whole attitude is bent in submission of religious fervour, a breathing poem of 
devotion at the altar of "Unga." She has taken out her garland of heavily scented golden 
Champa (flowers), and consecrated it to the gods. Her scheme of colour of costume and jewels 
is red and white. Her dainty person is bejewelled and enveloped in an opalescent gossamer 
of fairy imagination. The temple of Mahadeo, is built on the summit of a hill encircled by a 
fort. Flowering blooms of the Neeloolar ( blue lotus), scent the atmosphere., Two young 
tnaidens are engaged in playing and singing on the Majera ( musical bells) , and Tamboura. 
Pearly dawn is creeping invisibly, bathing the realm with a delicate, roseate light. This 
is the enchanted hour when the tune of Bhairaveen, is sung. 

T he tune is Sampooran. sa re (komal), ga (komal) ma (komal), ma (tlvra), pa, 
dh ' ' 8 (komal) , ni (komal), in the l?.ohi. The scale changes in the Arohl, and only one ma, 
(tlvra) is retained. 
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RAO SHRI. the great god tune, is created out of that head of Mahadeo, which is 
turned towards the east. This tune, along with its Ragnis, Putra and Bharyas, may be played in 
the months of November and December. The hour of its performance is about 6 p,m. It is Sam. 
pooran, and has seven notes in the scale: sa, re (koma/), ga, ma (tlvra), pa, dha (komal ), n/ 
in the Arohl, and Avrohi. In appearance it is like a man dressed in red garments, with a band: 
some pearl and ruby necklace and drops in the ears, a lotus flower in his hand, seated on a 

royal dais, absorbed in listening to the intoxicating strains of the unrivalled Been ( musica). 
instrument), holding bis lovely companion encased in a mystic lotus bloom, in his left hand, 
and in his right hand holding a naked sword ; a monster fish (sign of royalty), stands up. 
right in obedience to his comands. Shrl Rag, has the power to melt stones and cure many 

mental deseases. It is a rare heavy classical melody the secret of performing it is known only 
to a few Ounls (experts). "The Demi-god Shrl R.ag, famed all over the universe, sports sweet. 
ly with his nymphs, gathering fresh blossoms in the bosom of yon grove, and his Divin 
lineaments are distinguished through his graceful vesture.'' S hrl Rag, has five Riignis. Basant 
Ma/sari, Asaorl, Marva, and Dhanasrl. The Riignls, are represented as coy young maidens 

surpassing loveliness, living in perpetual spring and seeking heavenly bliss in music. 
R.AONJ ASAORI, the goddess tune of Rag Shrl, has an ascetic character. It is represent 

as a female Jog/ ( one who .has re~ounced the world), seated on a promontory inside a fort, surr 
unded by water and beneath a huge Sandal tree. Its delicate. massive and perfumed folia 
bent towards her in tender protection; and shading her from the morning ·sun's warm rays. 
The hour for its performance is morning. Her dawning womanhood is arrayed in the simple 
salmon coloured garb of a Jogan, defining the beautiful and subtle lines of her figure. Her 
raven hair is massed on the top of the head in a Jata (sacred knot). On the white brow 
gleams the sacred mark of religion in camphor. Her slumbrous eyes are heavy and languorous 
with the power of her own music. Her sweet mouth is intent on blowing the soul stirring 
notes of the Pung/, (musical instrument). Her personality glows with music. The deadly seT· 

pents and peacocks are attracted beyond control. 'l'hey creep and crawl towards her fascinating 
being amazed and entranced, wholly worshipping her, coiling round her body with affection. 
The Sandal wood tree has an affinity to serpents, so has the flute Pung/, which issues strange, 

weird sounds, and so have the peacocks. 
Asaori, is a classical popular Sampooran Ragnl, re, ga, ma, dha, nl, are komsl, 

It is a classical tune and though the scale is that of Bhairaveen, at the same time the ·Catch' 

being different, the melody is distinct. 
The secret of rendering the classical Rags, is known to the aunls, experts. Jaunparl, 

takes re, tlvra, and is often mistaken for Asaorl, by people of little knowledge, hence great 
care should be taken in learning Sanglt, from professional Ustads (teachers), in whose fa• 
milies the Art, is handed down as a precious legacy. Jaunpuri, and Asaori, are distinct iSI 
character and effect. The general public makes no discrimination, a universal inartistic cus­
tom results in ridiculous false judgment. Instruction and training of the right kind, sho1' 
that the tones should be true in intonation, that is to say the voice must be cultivated 

011 

the pitch in every note, and that it must be carried throngh without the slightest waverinl 
or effort, whether the tones are soft or loud, whether the Tan. ( variation) be quick or slo\f 

Snch a present::i.tion is equivalent to ecstacy. 
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RAO MALKAUS, the great god tune. This RBg, has originated from Parvatl, the wife 
f Mahadeo. The tune, with its Ragnls, Patras, and Bharyas, may be sung in January and 

;ebruary, which are the months congenial to these tunes. The hour in which it should be 
erformed is past midnight. It is Odhao, and has sa, ga, ma, dha, ni, notes in the scale. 

~ll the notes are komal. He is represented as a glorified image of the rich, deep, passionate, 
and mystical melody. Dressed in blue, his dreamy eyes are veiled with emotion. He is holding 
a severed human head in one hand and a naked sword in the other. He stands entranc-ed, 
listening to the delicious music by the maidens in the undefined distance. Towering on either 
side are the "Morecha/s" (insignia of royalty). In front crouches a poet singing his praises. 
In the <lirn distance is a maiden completely intoxicated with the mysterious effects of the 
melody. Malkaus, is a classical beautiful melody popularised by all. Though it takes komal, 

(flat), notes the Pakad <catch), distinguishes it, and this fact is known to the experts. 

Malkaus, has five Ragnis_Lambhavatl, Ounkall, Todi, Gour/ and Koukab. The R_agnls, 

are fair bevies of beauties, each lovelier than the other, dreaming away the warm hours of 
life in pleasant and sweet musings. No cares or troubles cross their serene paths ; no clouds 
disturb the eternal gay sunshine of their lives. The idea of conquering enemies through the power 
of song is eternal in classical Sanglt. The Rags, were qualified as brave undaunted warriors over­
coming their formidable opponents, with the mighty power of song. The great secret of a tone that 
is always steady, always pure, always true, is the art of breathing correctly. The breath taken 
should be inward and deep witho~ physic effort, and not with the hitching up of the shoulders, 
audible aspirations, and breathine!;s in th ound. The breath is taken secretly, its volume so 
sustained that the singing will give an impression of exhaustless resources; like the rise and 
fall of pleasant winds. Like other classical Rags, Malkaus, has many sustained notes, hence 
the volume of sustained breath is important. 

R.AONJ TOD/, the goddess tune of Rag Malkau~, is a highly classical extremely diffi­
cult melody. It is represented as a young maiden of ravishing beauty. Draped in white and 
gold, with the sacred mark of camphor and saffron on her brow, she stands on a hill top, 
resting gracefully on a willow tree, entwining a sesame tree, wholly absorbed in playing on 
the Been, her pulse beats in rhythmic response to the swaying of the willowy foliage in a 
Whirl of motion, causing the glowing crimson to mount the fair cheeks. The wild deer venture 
~ithin the sacred precincts in meek submission and adoration, completely subdued by so glo­
rious a Picture, and such thrilling music. Certain tunes attract certain animals in n~ture. 
'rhe Tod/, is associated with the wild deer whom it subjugates. There are fantastic legends 
aud compositions based upon the sacrifice of deer at the altar of the R'iignl. It is Sampooran, 
and k 
nf ~a es 7 notes in the scale, sa, re (komal), ga, (k:Jtn:Jl) ma, (tlvra), pa, dha, (komal), 

lll ' 
1 

e combination of ma, pa, dhn, is difficult, and requires careful training. It is a morning 
e ody and only the most difficult styles can be performed upon it. 

Ragni Todi · f n· · · · · ·1 1 Bha/ , 1s one o. the ..... ags, painted over and over agam by artists, s1m1 ar Y 
raveen d A i - . . d awe . , an saor, have also been favourite themes. The Rags, somehow have msp1re 

the instead of a congenial appeal, and poets and artists are timid to touch upon them. The 
ory Pre ·1 

th vai 5 that if they are able to do due homage to them it would be auspicious, but if 
ey fail · 

m thei r duty the great R.ags, would harm them, hence the hesitation. 
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RAO /f/NDOLB, The great god tune bas sprung from that mouth of Mahadeo, which i 
turned towards the north. The months in which it should be played are March and Ap, 

~he hour for its performance is when the night has far advanced, It is Odhao, and 
only five notes in the scale- sa, ga, ma, dha, nl. The latter four notes, ga, ma, dha, 
are tlvra (sharp), in the R.ohi and Avrohl. In form it is like Krishna, the god of lo 
squatting on a ffindola, the mystic, golden swing, suspended in the ethereal regions hy 
Apsaras, (celestial female singers) elegantly bejewelled, playing on the Bansrl (magic' flu 
encircled by gaily dressed (Jopis, (maidens) who are swinging hiru in rhythm with the m • 
of the universe. The liquid depfos of his eyes are brimful of mirth and love ; locks dark as m 
are braided away from the forehead. Rainbow coloured draperies of gossamer airiness enc· 
the gracefnl forms of the young maidens, kissing the blooming cheeks and falling lig 
over their heads. Jewels shed their brilliant lustre, enhancing the chiselled loveliness of f 
and figure. It is a heavy classical rare Riig, and very few experts are aware of the seer 
of performing it. Mindole, bas five Ragnls- Bllawal, Ramka/J, La/it, 'Deosakh. and P. 
manjarJ. The Ragnis live in a nest of swansdown in their soft sweet thoughts. 

years of musical life roll smoothly by. Agility and power in a high degree are elem 
in rendering the great Rags. There is a sequence of ascending and descending which fl 
with varied tone colours, changes 1n volume and speed, over a range of at least two and 
half octaves, then dwelling upon the top note gradually .returning to the original ke 
without E'affort. 

R.4QN/ LAUT, the goddess tune of Rag tlindole, is represented as the most brill' 

specimen of feminine aristocracy. Her skin is lily-white alabaster with a lustrous g 
behind it. Her bejewelled radiance and beautiful head poised on a graceful neck, defies riv 
of the jewelled arms, throat, ears and feet. Golden gauzes of scintillating tints of glo · 
colours and richness float round her exquisite symmetrical form, disclosing the perfect lin 
Her perfumed tresses are thrown in a dense cloud behind. The mysterious expression of 
large limpid eyes is partly revealed in the shadow of the long dark, silken lashes which 
them. She reclines with ease on the flower besprinkled, gorgeous divan, subjugating 
senses by her poetic grace and indefinable elegance. A woman with a garland of flo 
is standing near her in attendance, gazing on her raptt1rously. A Been, is lying idle nei 
by. 'fhe tllndola, (swing), sways to music. La/it, is a highly classical melody of baun~ 
sweetness, and fanciful imagery. It demands the manipulation of emotional climaxes, wbi4 
ar e expected. The voice technitJ,tte expresses that singing is the rendering of pure tones, 
clear words, with a view of reinforcing the ideas and sentiments set forth in the text, unitilll 
the world of outer experience. with the sensibilities of the inner world of past associati011t, 
Languate is defined and limited, while with Rags, like Lallt, it is a mysterious appeal to tJi11 
subconsious self, wh.ich transports one into regions without boundaries. Lallt, is Kbsdll 
Sampooran, and both Ma, ( koma/) and (tlvra), occur in this tune. The scale differs in the 
R ohi and Avrohl. Rohl, sa, re (komal) , ga, ma, (komal), ma, ( tlvra), dha, (kornal 

Av.roll/ : so, nl, dha ( komal) , pa, mo, ( komal,) ma, tiivrt1), ga, re, (komal). 
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SANG IT OF INDIA Rag 

,iAa DEEPA K, the great god tune of fire . Deepak, is created out of that mouth of 
Jttahadeo, which is turned towards the east. This tune with its Ragnls, Putrns and Bharyas, 

lllaY be played in the months of May and June, the hottest time of the year. And the hour 
for its performance is Sandbl Prakash (dusk), when the shades of 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 then 
the effect is so magical that all the lights would burn instantaneously. It is a highly complicated and 
classical tune. The scale differs in the Arohl and Avrohl. Arohl: sa, ga, ma 1

, (tiYraJ, pa, d!!_a, 

(komal), pa, sa. Avrohi': sa, nl, d~a 1_komal), nl, sa, ga, pa, ma', (tlYra), ga, !:,e (komal), 

SB, 1'his mystic R_ag, is extinct now and the legend attached to its extirpation is that the 
Court musician, Tan Sen, was singing it in the presence of the mighty Emperor Akbar. 
His whole soul poured into the ·piece of music he was singing, and note after note 
vibrated through the air, and thrilled the element and the spellbound listeners. His song 
had no ending, till at last nature was moved beyond control. Fire was ignited through occult 
powers 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 sil@nce at 
at the very name, of Deepak, and will refuse the honour of singing it. It is strange that an 
incident which happened centuries ago should still exercise the same influence on the minds 
of the people as if it bad happened to day. The notes are there, the melody is there, but no 
one has the courage and boldness to sing it and the deplorable fact remains that one of the 
six great Rags, is lost to the world. The tradition goes on to say that the record may only 
be broken if the world produces another Tan Sen, which is not likely. Deepak, is represented as 
a handsome young man in the prime of life, most gorgeously robed in red, sparkling in dark­
ness. The brilliancy of his person is so intense that rays penetrate the gloom and shoot like 
tongues of fire. He is riding the Deepak Lat, (bird of music), who shoots flames of fire 
from his seven beaks, and catching fire as he floats along the· atmosphere and space. Deepak, 
has five Ragnls : Kamode, Desi, Kanhra, Kediira and Nut. Kamode, and Desi, are beauties 

in distress. Kedara, is so lost in the thoughts of Mabadeo, that she assnmes his form. Nut, and 
Ki:mhra , are magnificent women with moral and physical courage. "Daring and bold in war, 

ardent and impatient in love''. Nut, 1s represented as a conquering hero holding the severed 
head of the enemy in her hand. 

RAQNJ KAN/IRA, the g-oddess tune of Rag Deepak, is represented as a female warrior 
conqueror, with clear cut handsome featmes standing straight, robed in white, and :shimme­
ring gems, a naked sword in one hand, and an elephant's tooth in the other band. The entire 
Premises is burning and dry with smouldering fire, a huge grey elephant is cowering before her 
sup r . 
. P icatmg her for his lost tooth. Her delicate nostrils are dilating with disdain, and she 

gives him 'th . . a w1 enng glance. Her dark eyes flash fire. The time for its performance is early 
~ighst. There are 18 varieties of Ktinhra, the one represented here is Karniitl Kanhra which 
is am · ' ' 

pooran, and takes, sa, re, ( tlvra), ga, ma, ( komal), pa, dha, ( th·r·B.) and nl 
(koma/) I . 

· t 1s a classical, difficult and impressive R'iignl, 
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ter VII 
SANGIT OF INDIA 

RAG MEGH, One of the six great god tunes. It is the Lord of Rains. 'I'his has 
of the fifth head of Mahadeo. which is turned heavenwards. The months in which . 
layed are July and August, along with its R.agnis, Putras and Bharyas. It ch~t 
t of water in nature and ac t s a3 a spell to bring forth torrents of rain flooding the 
ay be played at all times o f the rainy season. Megh, is rspresented as a dark 
of formidable appear~nce. H e ~olds a naked_ sw~rd in the hand flourishing it ' in nsli 

f to rend the very skies, g rowlmg and snarling m rage. He scowls heavily. Hise 
e. His hair is drawn up,~ard:s _arnl twisted like a turb_an. The heavens are blackened 

ry clouds. Thunder and ligbtmng tear the murky, thick atmosphere, creating an al 
dful aspect. Megh, was sung by Tiin Sen, in the time of Emperor Akbar, and it 
h torrents of rain, avoided famine, and cured pestilence. Megh, is rendered in a 
ttral forceful variations), resembling thunder and storm, · and only sung by strong 
etic exponents. The last time Megh, was sung was by Khansaheb Zaklruddeen 
Udeypore, ( Dhurpadla), in the last great music conference in Baroda in l <:116 and 
ur amazement, a sudden st orm brewed, rains poured in torrents and the disturbance 
a couple of hours. It was a historic memorable occurrence. Such a Megh, could 

rendered by Mohammadall Khan, of Rampur also. Rag Megh is extinct tody. It is 
takes 5 notes in the scale~: Arohi,- sa, re, mt1, pa,!!..'• Avrohi, sa, '!!, pa, ma, re, sa. The 
is characteristic. Megh, has five Ragnls, Bhopal I, Malar, Oofrl, Tank, and Deskar. 8 
bright most attractive and popular melody, and is Khadao, ( 6 notes in the scale ) 

s not take ma, it originated in Bhojpal, (Bhopal). Malar, is draped in white j 
ers, singing on '.the Dotara. Tank, is also called Tilang, and much patronised in Pua/ab 

lines on a Divan, of lotus flowers. Deskar, is represented as a beautiful female an · 

h sandal wood paste, playing chess on a terrace. 

RAO~/ OOJRI, the goddess tune of Rag Megh, is represented floating on au i 
water, with palaces of mists and. bubbles of a hundred colours, made of lotus 
ecy clouds encircle her dainty limbs. She is seated on the foliage of lotus, playing and si 
ompanied by her lovely companions, existing, in eternal bliss. Oo}rl-, is Khadao, and hal 
e scale as Todi, but pa, is dropped. but those Ounis, who had the knowledge of the 
P1kad, (catch), of Todi, and Oo}rl, knew how to discriminate between the 

Jr/, is extinct. The Arohi, is sa, re, ga, ma, dha, nl, and Avrohl, is sa, nl, dh_!, 

, re, sa. Regn/ Oo}rl, is really a kind of a T~dl, and Rag Megh, is really of the Ma/Bl', 

th; same time there is a secret method of giving prominence to the Pakad (catch) , of 
'J!S, in such a way that the affinity is extremely sympathetic and harmonious, at 

the 

e the distinctive feature of each Rag, is very clearly and cleverly displayed. 

The real value of music is, when it arouses a beautiful thought and image, The 
in the sound of the inward nieinory of something known, an allusion which recalls a gl 
ect of nature, of moonlit waters, of forest glades, summer twilights, gliuunering s 
e heavens, of the winds and birds combining in everlasting songs, it is then that a co 

ell is woven upon ones imagination, and entire self. 
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SANGIT OF INDIA 

Chapter VIII 

Rag Adhya. (Law of melodies) . 

MURCtlANA, is the scale of 22 Shrutls, (1/4 tones). , 
SAROAM, is the scale of 12 notes, written thus- : sa, r,:, re, g~, ga, ma, ma, pa, 

db ni ni The notes underlined are ( komal), ma, is natural, but ma
1
, with an accent 

dh8, a, _, · 

is-(ti'fra). 
stlUDlf, (pure) notes are 7 in number viz : sa, re, ga, ma, pa, dha, nl. 
VIKRIT, (affected) are 5 in number viz : re, ,KB, ma, dha, nl. out of these 5 notes, 

4 
are (komal), viz-: r~. g,!, d!!,a, 1!.i, and one note ma', is (tlvra). 

JANAKA TfJATlf (Rag producing modes). They are 72 in number. 

BASIC TlfA Tlf, are 10 in number, under which are classified all the derivation Rags, 

Ragnls, Patras and Bharyas that bear affinity to each group, and also classifies the position 
of the Janaka. The Basia Thath (modes), are very cleverly arranged indeed, and are named, 

as 81/awal Kalum . Khamil/ Bhairaon Bhalraveen Asaori, Tod/, Poo1·vl, Marva and Kall. 
J ' ' ' ' , 

Under these 10 basic Thath, about 200 Rags, are placed, carefully selected in classified groups. 
Out of these, 150 Rags, have become obscure, and only about 50 Rags, are known and popularized 
all throughout the country. The secret of the 150 classical Rags, is still preserved in some 
families of Ounls, as a precious legacy, but its destiny has slowly been worked ot1t, and 
the grave is being dug deeper and deeper, until no traces of the beautiful melodies will be left, 
which is a had symptom in Art, 

Please Remember that -: 

1. Every Th"iith, is capable of producing Purva Rags, and Uttar Rags. 
2- That Purva Rags, are nothing but the counterparts of Uttar Rags, 
3. That ftfadhyam, is AdhYa Darshak, i, e, that which sho.;.s the way, There are 2 

Madbyams . 1 . . . . 
one 1s natura rna, wluch generally occurs m the mormng melodies, and ma1, 

tlYra ·h· h . 
• " 1c occurs 111 the evening melodies. 

4· In the 8.<mdhl Pr&kash (chwn and twilight), Rags, re, dha, are komal. 
5

· ~n the advanced morning and evening re, ga, dha, ar~ n;ural. 
6

· n the middle of the day and middle of the night ga, ni, are komal. 
7. Tb V di . - -

e a , or the most important king note, will determine the exact time of the Rag. 

forms a.d It may be stated that it is impossible to set a /?iig, to notatior; in all its varied 
1' an details. Th s 

he f 1 e w arup, (formation) of a Rag, may be indicated by notation only 
ie d of an f . . 

try of th ar lSllc academic production deoends upon the individual assertion and artis-
e e:x:pone t h • 

of the sin . n ' t e resourc~~ he may apply are inex haustible, and it is the great privilege 
ger to mclud b 

Course of e many a stract principles, that underlie the practical art during the 
th a Performanc 0 

e same Tan ( e. ne song may last for 2 hours, and the performer will not repeat 
lear I expansion) · 1 a og to sin , • m t.le same m :inner when he sings the same song again, hence 

g by Notation' ls arlppllng ones Jndlvfdua/ity in Indian Music. 
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Chapter VIII SANGlT OF INDIA 

No. 1. Bilawal Thath sa, re, ga, ma, pa, dha, nl, sa 

BILAWAL TlfATH, is also called Shankra Bharan Mel, the scale is Shudh, 

takes ma, (natural). Most of the Bllawal Thath R.ags, are morning melodies. and str~ 
laid upon the Uttar ang, (2nd part of the scale). The beauty of the Uttar ang Riigs, 1 

chiefly i n the A rroh.fJ (desc.en.t from hi_gh to lnw J.11. th.e .sc,ale), si, .n! dn11,, pa. 
KaFfan Thath, is the counterpart of the Bl.lawal Thath, the distinguishing feature. 

in ma. In Bllawal Thath, it i5 ma, (komal), and in Kali'iin Thath, it is ma', (tlvra), 

therefore stress is laid upon the Purva ang (1st, half of the scale), and the beauty of 

Purva ang Rags, lies chiefly in the Arohl, (ascent, from low to high in the scale). SI 

re, ga, ma. 

Bllawal Thath, corresponds with no. 29 of the Janaka Thath . 

A group of 21 /?Bgs, is placed under this Tho.th. Viz-: 

.u. Shudh Bilawal, 12. aunka/1. 
2. Allya Bllawal, 13. Sarparda, 
3. Nut Bllawal, 14. PatmanJrl, 
4. Sukut Blfawal. 15. Koukab. 

.,e. Behii.g. 16. Maloha Kedara . 
6. Behagra. 17. Jaldhar Kedara. 

,:; . Mand . . . 18. Nut . 
..-8. Paharl . 19. Hem. 

9. Deskar. ~o. Durga. 
10. Deoglrl. 21. Lacha Sakh. 

.. u. Sankra . 

Out of these 21 Rngs, only 6 are popularly known viz-: Allya, Behag, Mand, Paharl 

Sankra, and Sarparda. The rest are only known to experts. Bllawal ang r style), is clearli 
demonstrated in these Riigs, There are many kinds of BJJawal, but only a few are quoted here 

In learning to sing Indian Music, it is best to start with the Bllawal scale, the vi\. 
ration of each tone is more or less uniform, and . to acquire the full tones, mentally and mu. , 

sically is the first step of importance. The Swarup, (formation), of the Thath Rag, must 

be indicated, so that the student gets a firm hold of the Thath scale and its value in the 
Rag, thus facilitating his introduction to the Vikrlt, (affected l, tones gradually: The counter 
part of Bilawal, i. e, Kalian, sh~uld form the second stage, in which one Vikrlt note ma', 
(tivra) is introduced; then, KhamaJ, should form the 3rd stage in which both ni, are fnlli 

displayed; Bhalraon, should follow KhamaJ, and it takes r,: and cJ_ha (komal). By this tim1 

the pupil has acquired a firm 110ld of the Saptak, sa, re, ga, ma, pa, dha, nl, full tones 
and the Sargam, sa, r!, re, K!_, gs, ma, ma1, pa, dJa, dha, nl, ni, sa, half tones. 
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No. 1. 

No. l Name Aroh1-A vrohl. 

SIIUDII s, rg, m , p , d, n, s, 
1. BILAWAL snd, p, mg , r, s, 

2. AL/YA BIL.4WAL 
s r s, gr g p, d n d s, 

s ~ dp, d~d p, g mp g mrs, 

NUT BILAWAL 
s s, g m g, m p m , d n s, 

3. 
s n d,n_ p, m g n1 rs, 

SUKKUL s g m, m p !! d p , d n ~. 
4. 

BILA WAL s n cl , 1!, d P, m g r, m r s, 

. . 
5. BEIIAO 

':1 s, g m P, n s r , 

s n d p, g m g , r s, 

6. BEIIAORA 
1:1 s, g m p, n s, 

s D cl P, !.1 d P, m' lll g r s, 

7, MA/'l;D 
s gr, mg, p, mdp, nd s, 

s d, n p, d m, pg, m r, g s, 

-·, 

8. PAHARI 
s r g, pd s, 

-· s d P, gr s ~' 

-

. s, r g, p d, s·, 
9 , DESKAR 

, · ; d, p, g p g , r s, 

- ~ - ~ -

s1;1cln_~. srg, gmg, 
10. DEDaJRI p dnd s, 

snd n p, m' gm r s, 

11. SAfllKRA 
s g pd, n d s, 

S D, P ll d, s Il P, g P• g S, 

12 . QUN KALI I s, g r _s, ~ 1 s, g p n cl s, I 
<:nnn D"r!': 

Chart 

Pakad. 

d p m g r gpnds,. 

gr g p cl n s, 

s g g p, mg m rs, 

s g 111 m r P, d Il,_ d p 

n1 g r , m r s, 

n s, g p, m1 g mg r s, 

• I n s, ~ d p, m g m 

g r s, 

s g m p rn gp m gs, 

s r g, pd P, gr s ~. 

d, P, g p, g r s, 

--

s d, s r g m r s, 

s n p, n d, s n P, 

g P, gs, 

gr s n d n rs, I 

SANG 

Bilawal That~ 
Vadl I Sum I Vadl. 

D, G, 

D, G, 

M , s · , 

M, s, 

G, N , 

G, N, 

M, s, 

S, P, 

D, R , 

s. P, 

N, G, 

I 
s. I P, 

Bara11 

Sampooran 

Khaclao 
Sampooran 

\Vakr 

Sampooran 

Wakr KJ1adao 

Sampooran 

0dh:10 
Sampooran 

0 dhao 
Sampooran 

Wak r 

Sampoor:m 

Odhao 

0 dhao 

, 

Wakr 0dhao 
Sampooran 

I 

I 

0 dliao 

Sawroor:w 
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CJw.pter 'i'III 
. SANGiT 0 

No. 2 Chart Kalian Thath sa 

No. Name Arohl.A vrohl. l'akad. I Sumi Vad/ Vadl. Baraa Timi 

YEmEN 
s, r, g, m1, p, d, n, s, 

1111, r, g, r, s, G, N S :rn1poora11 Eve11i1 1. • . I • ' s , n, d, p, m, g, r, s1 

---

2. YEMEN KALIAl'v s, r, g . n1', p , d, n, s, ~, n, d, p , n11
, P, G, N, S::tmpoor:rn Eveni 

n, <l, p, rn\ g , n1, g·, r, s, 11,t~,p,1111 ,g ,m,g,r,s, 

3 . SflUDff KALJA!'V s, r, g, p, cl, ~. 

s, u~l', g, r, s, 

g, r , n , ~1d~, ~s. 
GorR, D, or 1 

g, r, pg, r, s, Sampoorau 
Eveui 

-,.-______ .!,__ __ _;.- _.,.,::- ;...._ ____ ...:-_______ -:-__ --:-________ .,.. __ =i 

BHOOP KALIA ,'t 
4. or s, r, g, p, d, S, 

BIIOPA.L/ s, d, P, g-, r, s, 

s. JET KA.LIAN s, r , g, PP, dp, s, 
s, d, P, p, gp, grs, 

S.4VAM KAL/Af,f 
. s, ~1,\1' 1_1,<l,p_, s,r, s, g, p, d, < 

6. 
s, n, d, n, cl, p, g-, r, c~, 

, 

I d • 
SIIYAM KALIAN 

3?-s,1;,mr,mp, p,ns, 
7. 

s11dp, m'pdp, gmrs, 

. 

R. CHANDRA KA-NT 5, r, g P, d n s , 

9, KEDARA. 

10. flAMEER 

s, n, d, p, m. g, r, s, 

sm, mpp, dp, nds, 

;,nd, p, m1pdp, m, gmrs, 

srs, gtnd, nds, 
sndp, m'pdp, gnus, 

g ,r,s~l,srg,pg,dpg,r,s, G, D, 

. 

s,g,p,:;,p,dgp,dpr ,s, P, s, 

!,, n,<1,n,d,p,g,p,p, -- ..--. s, N, d,d,p,p, pg, r, sd! 

--

,,...,_ ,,...,_ 
m r,1_1s,r,m1p,d prt~s s, R, 

-s,g, g, m1g, nn, 1n1pg, n - -·· r, n,r,g, 

s, m, mp, dpm, rs, M, S, 

sndp, m'pdp, gmrs, P or D, Sor D, 

. 

Otll1:to 

Odhao 

Kliadao 

S:1 mrcoran 

K1iadao 
:S:impoor:m 

Oc'hao 
Sampoor:.m 

\Yakr 
Sam;ioonrn 

E\·eni 

Eveni 

n\-ell 

-

Mom1 

£yeni 

Eveni1 



-- ·-

r 
0

DESKAR 
s, r g, p d, s·, 

d, P, g p, g r s, D, R, Odhao 9. s d, P, g p g, r s, 

I .. -..--,,---. - . - --- - ~ - -- - ----·1 k...-- .. - -· 

I 
s1:1 dn_ ~. s r g, gmg, 

s d, s r g 111 r s, 
,v akr Odlrno 

10. DEOaIRI pdn ds, s. P, 
Sampooran 

sndnp, m'gmrs, 

~ 

s g pd, n d s, s n p, n d, s n p, 11. SA!'liKRA N, G, Odl!ao s n, p n d, ; n p, g p, gs, g P, gs, 

12. auN KALI I s, g r _s, ~ ~ s, g p n d s, l 
gr s n d n rs, I s n d p, gr s, 

s, I P, I Sampooran 

s r g m, d p d n s, S, 

13. SARPARDA 
s r g m, d d p 111 p 111 

D, and 
sndp, ndp, dpm, gmrs, g gr s, Sampooran 

P , 

14. PAT MANJRI 
srs, 1.1 ~?:P• grgmp, sgrgmpmgrs s, P, Sampooran 
m p n s, s n d, n p, mg rs, n d n cl p ..... 

s r r p, m p d n d s, s r r, pp, ru pd m Khadao 
15. KOUKAB 

sndp, mpmgmgmrs, 
R, P. 

Sampooran gr rs, 

m p n s, r s, g m p n s, 
s n d pm p n s, Wakr Odhao 

16. MALOflA KEDAR 
.. s, P, 

; n d p, m g m r s, .. ' .. Sampooran 

1-r. JALDflAR KE A . , m r p p d p m r s D RI srs, mrpp, dpm, nds, I I 
s n d p, m cl p, m r s, 

P, I R, Khadao 

. 

sgmm, pm mm, pdns, srs, gmpmgm, M, s, Wakr Odhao 
18. NUT 

Sampooran sdnp, mpmgm, srs, s rs, 

pd p, s rs, gm P, d-p, s, 
ffEM 

... s~~.srsgmpgrnrs, s, P, Odhao ' 19. s d p, g m p, g m r s, 

20. D(!RUA 
s r, m r, pd s, ~ M, s, Ochao s dp, dmr s, p d p , d m , m r ,., 

21. LACHCHA SAKfl 
srgmp,mpmg, d_Edns, s r gm p, gm pg r, s, P, Sampooran s n d d p, p d p m gr s, gr s, 

. 
; r " 

" , 



. . . .' "':,,.,....,...,s,P-r""f' --,-- ·-·····-· '"" ,-,-s:--1 I rs,"': (,_ S.4VAM KAL/.4~ -. ... -.. S N . Kl1 adao s, 11, d, n, d, p, I!, r, d, cl,d,p,p, pg , r, sJ! ' 

I --- ·---
- I 

I , 

SHYAM KA.LIAN 
'!s, ~· mr, mp, tlp, ns, ,-..., ,-.. 

Morn; 1. 
sndp, m'pdp, gmrs, m r,1~~,r,m'p,d p ri~ :- 8, R, ~b mpooran 

I 

l 
s, r, g p, d n s , -- K: wd::io S. .. ,.._. .... _., __ ..,. .,.z,N'I' ?,g, g, m1g, nn, m'pg, ;- - d-- f - G, - n , 8.111 1poor:in 

E,cn' 
s, n, , p, m, g, r, s, 

r, ~,r,g, 

(j' KEDARA sm, mpp, dp, nds, M, S, 
Ochao 

E\·eni 
s,nd, p, m'pdp, m, grnrs, 

s, m, mp, dpm, rs, Sampoor:m 

srs, gmd, nds, \Yakr .... . 10. ffAMEER 
sndp, m'pclp, g-um, 

sndp, m1pdp, gmrs, PorD, SorD, 
Sam;1oornn 

t'.Velll 

11. KAMODE sr, pm'p, mpclp, ds, r, p, m'pdp,gmp, P, R, Odltao Even: s, ndp, m'pdp, gmp, g-mrs, gmrs, Samrooran 

. 

' 
srgmp, dnds, W akr 

I 
12. CliCffA YA NUT sndp, m'p, rgmp, mg-mrs, p,r, gmp, tng, mrs, R, P, Eveni 

I 

Sampooran 

' 

13. aouo S,H/ANU I -,, gnng; pm'dp, nd;, G, D, W akr After 
sdnp, dmpg, mr, p, rs, 

s, gnng, p, r, s, 
Sampooran ll0011 

14. 
YEMENI s, rg, mg, m'pd, nds, s, rg, m1p, dp, s s, P, 

\Vakr 
Mornii 

BILAWAL s, ndp, mg, mrs, ndp, mg, mrs, Sam pooran 

s, g, m1dnd, s, t ,-
Advan1 

15, flJNDOLE s, g , m dndmg, s, D, G, Odhao Morni s, nd, m'g, s, 
~ ---

,-. 

16. itlALSARI 
s, g, m 'p , ll s, P, P, gs, S, np, P, s, Odhao Afte ,-. • I 

mlg, p , g s, noo1 s, np, 1n g, s, 

- - ~JC.~ 
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~ INDIA 

re, ga, ma', pa, dha, ni, sa, 

I Ang., 

!.?: Purva 

~ Purva 

g- Purva 

~ Pnrva 

'-Pnrva 

\ 
I 

Pmva 

i 

Particulars. 

Yemen. is the Tliiith Rag, is of Persian origin, and is more or less obscure, Vadl 

is ga, the Tan (variatio11,) ma', re, ga, re, sa, is characteristic of Yemen oniy, aud of no 
other Rig. Being sampoorsn it lends itself to A/11p (expansion) easily. It is sung in 
difficult styles. Yemen is distinct fr01n Yemen Kai/an, and this secret ls known lo tl1e 
experts. It is suited for male voices. 

Yemen Kaliiin, It is an extremely popular, bright and charming melody sung al\ om 
India, in all styles. Being sampooran, it lends itself.to Tans, and different Lay (rhythm) 
suited for male and female voices, also for J?oushan Chow kl and Noubat, (bands). It take, 
both ma, and is a combination of 81/awol, Yemen and Kai/an. 

Shudh Kai/an, is obscure. ma', and n/, are dropped in the Arohl, and in tl1e 
AYrohl nl, and ma', are taken in /Hend (glide). If the Mend is not distinctly pronounced, 
it would loose its characteristic and would be more like Yemen Kai/an. Vadl is gs, or re, 

Difficult styles may be performed in this melody. It is more suited to men's voices, and 
should be sung in Bllampat (s!ow rhythm) and · in the mickUing notes. If ga is retained 

as Yadl then it should be sung after Yemen. 

Bhoop Ka/Ian, or Bhopal/, is 11:i.mcd after Bhojpal, (Bhopal) A very popular dashing 
melody, suited to festive occasions, and male :ind fema!e voices, also for Roushan Chowkl 
and Noubat (bands). Bhopal/ drops ma'. and nl, both ways; and the difference in 'Bhoop' 
and 'Shudh' is this, tl1at 'Shudh' touches ma1 and. n/, in the A-Yrohl, and 'Bhoop' does not. 
Its Yadl is ga, and therefore it is a Purva Ang, (1st half). If its Vadl was in the 
Uttar Ang (2nd half), then it wculd becone 'Deskr.r', and that is the only difference 
between these two_melodies. Vadl of Desksr, is dha. 'fhe combination of ga, pa, is always 
pleasant in the Rags in which ms, and nl, are weak. In South India 'Bhoop' is calle<l 
'Mohan'. •Bhoop' is the counterpart of Deskar. Bhoop, Shudh and Deskar are like 
each otl1er; therefore care should be taken to render tlie cbaracteristic of each distinctly. 

Jet Kai/an, is more or less obscure and drops ms, and nl, both ways. It is much like 
Bhoop, and ·its Vadl is pa. The 2nd variety of Jet goes under the Marva Thath and take~ 
re, <_komal) suitable for 'Dhurpad' and 'Dhamar' styles of singh1g It is to be sung in th~ 
middling notes and in BJJampat. 

Sm·ani Ka/Ian, is a comparatively modern variety of Kallin, invented by Muslim 
experts and is obscure. ma, is dropped both ways, nl, is weak in Avrohl. sa, is Vadl. 'I'hi. 
Rag, should be sung in the middling notes in Bllsmpst (slow rhytl1m), and thus distinguishe 
itself clearly from 'Yemen Kalliin' and 'Bhopali'. Jet, Savanl and Chandra Kant are only 
known to great experts. 

-- ------------------------------ ----------------------------------------------
Shysm Kallan, is obscure and takes both ms. Its Yadl Sur is sa, and looks like 

Kcmode, the re, ma, combination looks something iike Oound Malar but nl, pronounced 

Utttar distinguishes it from Kamode and Oound Malar. By touching dha, in Avrohl and retaining 

t11e re, pa, combination gives it an exquisite touch. It is a graceful melody to be sttng in 
difficult styles. 

Pt1rva 

' 

Chandra Kant, is obscure, ma, is dropped in Arohl. Vadl is za, and therefore it i~ 
a Purva Ang (1st half) Riig. 'Chandra Kant' 'Yemen Kallan' and 'Shudh' are akin to each 
otl1er, the delicate differences in each is as follow. In Yemen Ka/Ian, Arohl and Avrohl is 
'Ssmpoorsn' and bas good scope for variations. In Chandra Kant, ma, is dropped in Arohl, 
the A.Yrohl is Sampoora . , e ro in- ro , an tn ruhl mn, 
and nl, are weak and will be rendered with a 'mend' and not pronounced as in the former. 
Both the latter songs should be sung in the middling notes in BJ/ampat Lay (slow rhythm) 
so as to retain its pure character. 

Kediira, takes both ma. Its VsdJ S11r is ma, natural which is used frequently. In the 
Aroh/ re, and ga, are dropped and in t11e AYrohl dha, and nl are dropped, The Sur ga, is 
most insignificant in Kedars, re, should never be used in Arohl, It i:i a very popular 
and bright melody suitable for all lighter styles, and also fit for intrumental music. 

llameer is wskr Sampooran (not successive). Yadl sur is pa, or dhii, In Arohl ai, 
is weak, and in the Avrohl ga is weak, viz., sa nl dha pa za ma re, ga ma nl d/Ja pa re, 
paga ma re sa, ga ma dha. If the scale is bken successi.-ely it will become eit11er 'Bilswal' 
or 'Yemen'. Both ma, are 11«Prl >r1 ... - - -•- · -- ·• 
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Shudh Bllawal, is the Thath Rag, and owes its origin to Bilawal, the port in 

Kathlawar. It is more or less obscure. It is called the morning Kai/an. It is a beautiful melody, 
·ning Uttar and lends itself to difficult styles and Tlins (variations), suited to male and female roices. h 

Kallan , gs, is strong, in B1/awal, dha, is strong and nl, is Wakr (crooked), in Aro/JI. It 

is Uttar ang, hence the chief beauty lies in A vrohl. 

ming Uttar 

A/Jya Blfihval, is a popular extremely attractive melody, usually known and sung- a, 
Bllawal. ma, is dropped in Arohl, and nl, ( komal), is inserted in the Avrohl, and it become, 
Allya. This delicate distinction between the two Rags, is known to the experts. It is rendmd 
in difficult styles and suited to both voices. 

-- --------------------------

arly Pnrva 
:ning 

Nut Bllawal, is only known to the exi:ierts. Its Purva ang, (1st half) is like '/\'ut' 

and Uttar ang, (2nd half) is like Bilawal, is obscure. ma, is Vadl, stress is therefore la:d -on its Purva ang, and in this respect resembles Nut. The combination of re , dha. is pleasant. 

arly Uttar 
rning 

Sukkul BJ/aw al, is only known to the experts, like Deoglrl, Nut and fv11t Bllawal an1l 
therefore not at all popular, is obscure. ma, is 1/adl, re, is weak in Arohl, it is Ullar ang 

therefore its chief \Jeanty lies in its Avrohl, the dh;: ma, glida is its specialty. Its formation 
is wakr, (crooked) therefore resembles Goud Sarang, and a slight tinge of nl, lends an adlli­
tional charm. 

ening Pnrva 

Behag, is an extremely pretty melody lends itself to all styles, and A lap ( variations), in 
the 3 octaves, suitable for female voices. re, and dha, are dropped . in tl1e Aro hi, ga, play~ an 

important part, nJ, forms the basis of Tiins. ma1
, (tlvra) is occasionally used lendin:, 

additional cha1111. Both ma, are used with charming effect. 

ening 

All 

1mes 

All 

irnes 

Purva 

Uttar 
and 

Purva 

Behagra, is not known to all, but is a pretty mel<ldy fit for Thumrl, and for female 
voices in particular. It is a variety derived from Behag, and like Beha_g it., Vadl is ra. It 
is sung in Punjab. Both ma, and both 111, are used. 

Mand, owes its origin to Marwar and Ra/putana. It is a folk song of tlie people of 
Ou/rat, and K.'1thlawar also; it is sung in various fascinating styles, also to a dance called, 
Oarba, in group song-dance by men and women. It should be rendered with a tremor to gi1'e 
the melody a characteristic touch. sa, ma, and pa, are strong, ma is Vadl. 

Paharl, is very like Bhopal/, and takes the same scale, the Vadl, marks the distin. 
guisl1ing feature . Easy styles may be sung in this in Bllampat; and in tl1e middle and lower 

Uttar scale. dha, and ni, are dropped, but ma, is inserted bringing a subtle change between Bhopall, 
and Paharl. Vadl, being sa, the sa, dha, combination is characteristic. Paharl is popnlar 
in Punjab. There is P.wharl Jhinjotl also which takes nl. 

orning Utltar 

Deskar, is different to Des, and must not be confused, it lends itself well to Ouzul, 
and Thumrl, &tyle of singing fit for fem::i.le voices. It is a pretty melody, drops ma, and nl, in th 
scale, and is the counterpart of Bhopali (ka/Jan thath), which also drops ma, and nl. Tlie disti11 

gnishing feature of both melodies lies in giving prominence to the Vadi, sur ( king note·). 
Deskar, takes dha,a5 Vadl, and is a morning tune. Bhopall, takesga, and is an-evening tune. 
'the dh,(",,a, combination is a pleasing characteristic combination. 

A11 

times 

8arly 

orning 

orning I 

LV. 
Deozlrl, is known only to the experts and hardly ·ever heard and therefore no 

popular, it is an obscure variety of Bllawal, and posseses a tinge of Kallan, and is there­
fore somet]1ing like YemenLBl!awal. All these delicate differences tend to point to the main 

feature of the Rag, and therefore should be noted carefully. Vadl, is sa, the secret of singii1g 

these classical Rags, is known to experts. I 
Sankra, is a serious melody and lends itself to difficult styles, more fit for male voices 

Uttar It is a dignified impressive Rag, and sonnds well in Bi/ampat, (slow). There are 2 kinds c 
Sankra, one is Odhao, wl1ich drops re, and ma, and the other one drops ma. Sankra, i 
something like Ma/sari, and Behag, and yet quite distinct. 

Uttar 
It is obscure, Vadl is sa, being an Uttar ang its chief beauty is displayed in its Avrohl. I 

Oun Kall. Its shastrlc name is "Oandak Kadi". It is an extremely pretty melod, ---,, 
Saroarda. is a favourite melody with the Sitar players as the stvle of o, 




