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H.is Highness has honoured me by acceptu.b. the 
dedication cf this work on Indian music. 

His appreciation of art, literature and scieP.ce is 
well known in India, and in each of the many coun­
tries in which he has travelled. An ardent supporter 
of Indian music, he has permitted his name to ap­
pear on the lists of donors of the Third and Fourth 

. All-India Music Conferences, besides encouraging 
musicians from his State to participate in the Con­
ference programmes. 

Owing to the person:al interest taken by His Hi~h­
ness in all for.ms of educational development, Jh~l­
rapatan,• the capital of Jhalawar State, is a centre of 
literary activity. 

ETHEL ROSENTHAL. 

Secunderabad, Deccan. 
MCMXXVIII. 

' 
• JNJlmpatatt-, mesm "City of Bells," and, according to 

Colonel Tod, the author of "Annala and Antiquities of 
Rajast~han/' ia so named because of the large number of 
temple · bella heard in the old city. 
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author has striven to acquire some compre­
hension of the -psychology of the Indian people and 
of the Land of' Wonder_s-where she ha~ spent sev­
era-1 years of enthralling interest. Perchance, this 
book may a.ct as a link to reinforce· the chain which 
-unites music-lovers of East and· West. If so, the 
author ,viii be amply repaid for her labour of love. 
She has tried to acknowledge all sources of informa. 
tion, apd has compiled the,'bibliography for the as­
sistance o'f readers anxious · to consult those sources 
for themselves. 

The warmest thanks of the author are due to many 
friends iri India for their valuable assistance. Space 
does not permit of individual mention of each· helper 
who ungrudgingly placed time and talent at her dis­
posal. She is as much indebted to those ,vho urged 
her to proceed with her studies, as to those who 
offered her material aid, by affording·her opportuni­
ties to become acquainted . per-sonall y ,vith Indian 
musicians, and to attend their _performances. 

The several languages 'current in India, the. decay 
of records due to climatic conditions, and .the illiter­
acy of a vast percentage of the population create 

. . 
many 'hindrances to the research worker, anxious to · 
obtain, from local ·sources, reliable information re­
specting Indian music. Owing to the many tongues 
spoken in various quarters _of the Indian ~mpire, 
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characteristics of a people who have submitted to 
_widely divergent influences. 8'ving to ' ··his geo­
graphical position, the 11ortherner has ~n more 
directly affected by foreign elements than his Dra­
vidian brother of the south, yet the same ~pirituality 
underlies the finest and best in music, both no,th and 
south, and Jhis san1c spirituality constitutes a bond 
of sympathy bct\vccn Asiatic and European mwi-
. cians. ~\'ho belie\·e in the sanctity of their a.!t. In 
1-Iindu' lore, the interit1on of nu1nerous n1usical in-. / 

strumcnts is attributed to the gods, and tpe· affection 
of Indian musicians for their vlnas, flutes and drums 
is .similar to the devotion which Western instrument,.. 

· / 

alists bestow upon their pianos, violins and 'cellos. 
The affection of the Eu'ropean concert artist, how­
c \·er, is usually of ~ practical nature, anci is evi­
denced by the trouble which he takes to maintain hts 
instrument in perfect condition. . The devotion of 
the Indian performer is possibly more idealistic. .. . 
Perchance his love for h\is instrument blinds him to 
its defects, \vhilc he is hampered further · by a lack 

' . 

of reliable makers to ,vhom he couJld entrust 'his in-
' strument for repair. 

· The modem tendency to con1binc · the northern 
and southern -systems, is significant ofl the unity 
,vhich constitutes the bedrock of Indian tnusic as a 
,vhole. · The sy~ematisation of 1dgas, and the fusion 
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and the eighth centuries A.D., and . it is probable that 
. - . 

the apex .of Jndian music was reached about the 
same. period._ I~ . the world-famous _ cave tempi~_ of 
A janta, situated in _the nortji-west of the dominions 
of· His Exalted Highness the Nizam of Hyderabad, 
there are many carvings repr~ting musicians and 
dancers: Cave l at Ajanta,-datfilg ·pro!>ably _from 
the commencement . ~f tne seventh ~entury, was de­
signed as- a Bud~ist · monastery, and amongst its 
weAlth of .sculptural decoration, figure mus~cal iµ- · 
struments, such as drums, flutes and trumpets. Pos- . 
sibly one of the causes which has contribut~~ to the 
fall of music_· from its high estate is the absence of 
standard notation. . The vital question of _ notation. 
has aroused mucli.: discussion· at ev~: conferen~ on 

_ ~dian musk, -held dllJ:ing the past. decade. Despite 
the Indian's .i~erited f aci,ity for memorising, the 

· treasures of Indian nation~! :music c~ot be .. pre­
served. satisfu:ctorily until , the problem .of : notation. 
has been solved, ajthough phonogr~phs a:nd gramo~ 
phones serve. -~-useful purpose. · 

In Indi·a, .there .is a vast profusion of_· .folk , music 
which- varies· ~~cording_ to ·locality . . Iri th~ south, 
1011gs are employed <:>n -ever.1-occasion, ~d; before 
it is _too . late, steps sho~ld be taken· f~r th~ -system.: 
atic collection antl preseryation of melodies forming 
some of the most precious ree0rds ~t of· Indian -
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tO\Vn, supplement the references to Govirrda Marar 
on pages 48 and 49 of this ,vork. 

G·ovinda !\-1arar, ·known also as Govind Baba Beri, · 
died a.t Pandharpur, after his visit to Thiruvaiyar, 
to pay his respects to ·ryagaraja. Some of the old­
est inhabitants of Pandharpur, who remember re­
ports, heard in their youth, of Govinda l\f.arar's won­
derful singi11g, recount the follo\ving incident. \Vhile 
Govinda 11arar ,vas living at Pcfndharpur, .th~ 
11ah(:lraja of G\valior, acc,ompanicd by a l\1uhamma­
dan vocalist ,vho sang . daily in the durbar, visited 
this to"·n. One day. while t~e l\1uhammadan was 
singnig, a member of the 3:uclience, ,vho wished to 
gratif:," the Maharaj a, exclaimed W ahwa !-mean­
ing "Well done ! " The . artist .was much annoyed 
by this inter~uption, and requested the Mahara ja to 
prohibit inopportune applause. The Maharaj a com­
p.lied, and otders ,vere issued that se,,cre punishment 
w~ld be inflicted Ujpon any person . daring to mak_e 
a. noise during .a musical performance., Govinda 
Mar~, who was anxious to judge of the Muhc\mma­
dan's skill, concealed himself in a room adjoining 
the d"1ba, hall: Lost in . admiration of the singer's 
art •. Govin9a l\1arar shouted 11" ahwa I at a certain 
juncture, 1n defiance of the 1faharaja's commands. 

Govinda Marar was forced to appear before the 
~faharajJ, and ,v~s ordered to explain his reason for 
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Gwalior State h::\s maintained its musical tradi­
tion untarnished _for many centuries. His Highness 
the late t1aharaja of G,valior extended his patron­
age to the All-India Music Conferences, and several 
artis~s from the Madho Music School of Gwalior 
have co·ntributed to the Conference programmes. 

Panchpakesa Bhagvat.ar, to whom reference is made 
Oil pp. 2 and IOI, as an interpreter cf the Ramayana, 
died on May I 5, I 92 5, and he is still mourned by all 
,;,vh<;> had the privilege of attending his recitals.' He 
was practically self-taught, but genius will out. Al­
though he did not devote himself to his art until he 
was about twenty-five years of age, and ccmmenced 
his public career some two years later, his dynamic 
skill as a singe_r so0n earned for him tremendous 
popularity. He gave his performances in Ta1nil and 
Telugu, interspersed with quotations in 11:arathi and 
Sanskrit. 

· Probably Indian audiences are the most apprecia­
tive and emotional in the ,vorlc;l. They are more 
concerned with the song than the singe~ and concen­
trate so completely on the work interpreted, that 
they establish a wondrous bond of sympathy between 
themselves and the performer. In Indian music, .the 
art of the listener equals in ~portance the skill of 
the interpretative artist. In certain Indian cities, it 
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derived from their language, were, originally, from 
Hindustan, where they are supposed. to have been 
of the lowest class of Indians, named Pana/ts, or, as 
they are called in Hindustan, Sddras. They arc 

thought to have emigrated about 14o8 or 1409 A.D." 

In the middle of the nineteenth century, Sir Henry 
Rawlinson suggested that the gipsies of Europe were 
d~nded from the Lii,#, descnoed by the famous 
Persian poet. Firdousi {circa 941-1020 A.D.), as min­
strels, who were imported into Persia, from India. 

about 420 A.D. 

The nauhal klui.11a, mentioned on page 84, is one 
of the most remarkable institutions of Indian music. 
The effect produced by the bands stationed over the 
gateways of cities, palaces and shrines is peculiarly 
impressive when the gateway is situated on a height, 

fo~ under these circumstances, the- music carries a 
long distance. Recrntly. the author climbed the 
famous Parvati Hill, near Poon~ at an early hoar .. 
and, long before she reached the summit, she ~ 
tinguished the sounds of the IIIZllhat baitd, located 
over the entrance to the temple of the goddess. -In 
the stil~ morning air, heavy with monsoon mists, the 
traditional music acquired f~ charm, enb~ by 
a flavour of mystery. 

Mention of Tibetan musical ,nstrnments ·has 1xc: n 
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taken : "1\t the opening of the service the attention 
of the deities is invoked -by music-a wild appeal on 
cymbals, horns, conchs and drums, swelling in 
volume and increasing in tumultuousness as it works 
up gradually towards a crashing climax. Then fol­
lows a prayer intoned .in soft, deep cadence by the 
la11zas chanting in unison. This method of invoca-
ion practised in Uie monasteries throughout Tibet, 

is characterised by a tone · and rhythm which stamp 
it indelibly upon the memory . .. . The prayers are 
punctuated by bqr~ts of sound, the roll of drum and 
the crash of cymbal, and then again there rises on 
the air the blare of horns and the wild drone of the 
,a-dong . . . .. With. a penetrating crash of music the 
service came to an ·end." 

It would be an inestimable benefit to Indian art, 
were the eff 9rts which ·are bein~ made to I'.3-ise the 
standard of Indian music, to be extended to Indian 
dancing, which has deteriorated sadly since the 
\ 7 edic period, when it was regarded as an occupation 
fit for kings and their consorts. 

At Brindaban, thirty miles south of Delhi, ~shna, 
mentioned on. pp. 26,. 97, 105, 129 and 143, passed 
much of his youth. Here he played his celestial reed 
( bans,i) so entrancingly, that the ,vild beasts and 
reptiles gathered round to listen to his music. Here 
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Aryan clements of music are thought to have origin­
ated with the Vedic hymns, and rules for the per­
formance of the "Saman" chants are recorded in 
Sanskrit treatises. 

The ancient Hindu custom of singing or declaim­
ing the great epics to music is still maintained in 
Southern India. The interpretation of the whole of 
the "~.1:ahabharata," or the "Ramayana," occupies a 
long series of per£ ormances, and the artists em­
ployed are greatly feted. They receive substantial 
remuneratioil, and devote their whole lives to the 
study of the particular epic which they undertake 
to render in its entirety. One of the most famous of 
these singers was Panchpakesa Bhagvatar, who per­
formed the whole of the "Ramayana" in twenty­
f our recitals, each of which lasted from three to four 
hours. He died recently, but the en~husiastic praise 

. . 
of music lovers keeps his memory green. Europeans 
\\-ho attended his entertainments were amazed at the 
manner in which he held his listeners enthralled. 
Possibly the most dramatic portion. of the "Rama­
yana" deals with the rescue of Sita, the wife of 
Prine~ Rama. Sita was captured by Ravana, the 
demon king of Lanka, or Ceylon, and Rama re­
gained possession of his wife, and overpowered 
Ravana, with the assistance of the monkey army of 
King Sugriva. As Panchpakesa Bhagvatar recited 
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14. Kshiti 

I 5. Rakta 
16. Sandipa 

Pafichama or Pa 

17. Ala.pi 

13. 1.fadanti 

19. R6hini Dhaivata or Dha 
20. Ramya 

31. \Tugra l N. h 'd N. 
22. l(sh6bini j l 

15 a a or i 1. 

The list is included in Captain C. R. Day's '' The 
Music and Musical Instruments of Southern India 
and the Deccan," London, 1891, an excellent book 
of reference, now out of !)rint. Day remarked that 
the list was ,,.,ell known, but that the names have 
been varied by diff crent authorities. In Hindu 
mythology the seven principal notes were associated 
,vith the cries of animals and birds, and were classi­
fied as follo,vs: S!tadja (Sa), the cry of the pea­
cock; Rishaba ( Ri), the sound made by the cow when 
calling her c'1.lf; Gdnrlhara < Ga), the I bleat 6f the 
goat; Madhya111a (Ma). the cry of the heron and the 
tonic of nature; P.allcha111a ( Pa), the note of the 
cuckoo or kokila, the Indian nightingale; Dhaivata 

( Dha), the neighing of the horse; Nishada (Ni), the 
trumpeting of an elephant. 

The natural form of the notes is kno,vn as p1al.:1itn 
or .ruddhn, and the chromatics arc called 1Ji/.-1itn. 
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ties cite the follo,ving account of his treatment of the 
art. The Emperor was in the habit of sho,ving him­
self every day at a \vindo,v of his palace, and on 
one occasion he remarked that several court musi­
cians were stationed outside with a bier, and were 
performing funeral dirges. He made enquiries _ as to 
what was taking place, and the musicians · replied 
that melody was dead, and that they were taking the 
corpse to be buried. "Very \\'ell," replied the Em­
peror, "make the grave deep, so that neither voice 
nor echo can proceed from it." Despite his ·Severity 
and Puritanical tendencies, ho,vever, Aurangzeb 
maintained dancing-girls and singers for the enter­
tainment of his wives and daughters. In his "Storia 
do :tvlogor,"• the Italian adventurer and chronicler, 
Niccolao 1fanucci, "\vho resided in India from about 
1656 to 1717, furnished_ a list of the superintendents 
of the dancers and singers at the l\f ughal court. 
They \Yerc kno,Yn by such fanciful names as 

'' Gazc-lle-C'ycd," "Ruby/' "Diamond," "Rosc­
visaged," etc. 

The di\·ision of the octave into t,Yelvc se1nitoncs 
1s superseding the use of t,venty-t,Yo srutis, or micro­
toncs. The modern system \vas f oreshado,ved in the 

----- ·----· . -- . ·- - ·- - --- - . --· --
• "Storia do ~[o!,!or, '' by ~icr.1Jlno !\(nnu<-Ci. London, 

.Tohn ~{urr:,~·. H)(l6-1!Xl~ (four ~·ols. ). trnn;.;btrd b~· ,ri1Ji:n11 
J n·i n<>. 
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northern or Hindustani system, and in the southern 
or Carnatic system. By the Hindustani method 
rd.gas are divided into six male, or principal, ragas, 
each one of which has five or six wives, or rdginls­
secondary ragas, whilst their children, or putras, are 
known as derivative ,dgas. The Carnatic classifica­
tion establishes seventy-two root ragas formed by 
variations of the order of the seven notes of the 
gamut, ascending and -descending. Ragas have 
been derived chiefly from tribal songs, poetic works, 
devotional songs and scientific compositions. About 
the end of the eighteenth century, Sir William Jones 
wrote as follows respecting the 1dgas: "Every 
branch of knowledge in this country has been em­
bellished by poetical fables, and the inventive talents 
of the Greeks never suggested a more charming alle­
gory than the lovely families of the six rd.gas .... 
each of whom is a genius or demi-god, wedded to 
five. rdginJs or nymphs, and father of eight little 
genii, called his put,as or sons." 

The laws respecting the seasons at which certain 
rd gas may be performed arc still closely obseryed. 
and it would be considered a heinous offence for a 
musician to perform an evtning raga in the morn­
ing, or vice versa. He would be severely censured 
also, were he to commit any other error respecting the 
periods associated with certain ragas. A modern 
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A story is extant respecting the Emperor Akbar, 
who commanded the famous singer,, Naik Gopal, to 
perform. raga Dipak, knowing this raga to be related 

co fi.re. Naik Go pal did his utmost to evade fulfill ing· 
tne Emper,ot"s commands, but Akbar was adamant 
Accordingly, 1:be unfortunate musician took the pre­
caution of standing in the river Jumna before com- . 
ml:nciRg his song, but all in vain-the heat of the 

water increase,d as he continued his performance 

until Hames burst from his body and destroyed him. 
In the ancient theory of Indian music three im­

portaflt notes w,ere designated, namely, the gralta, 
or starting note, the a1.1tsa, or predominant note, and 
the n1,a.sa, or final note of the rdga. To-day im­
portance centres solely round the a11tsa or vddJ, 

• known as '' the soul of the raga." The example 

below illustraites the Bhai1dva 1dga of the north, 
'\,·1hich is known in the south as the Mdyd111dlavagaula 

raga. It is associated ,vith da,vn, and is of a revcr­

e,mt and quiet nature. Flattened dha is the amJ-.a. 
This Taga is the foundation of 1'}any folk-songs and 
melodies sung by the peasants when at ,vork. On a 
-r.eoent visit to the sacred river Godavari, where a 

rail"•ay bridge was in process of construction, within 

the con 1fines of Hyderabad state, the authc,:- was in­
terested to note tl1at this 1dga seemed to form the-



CHAPTER 1L 

flME ANO nJNE. 

" RAGMALA," or the art of raga pictures, forms 
an interesting supplement to ,aga music. 

and is described by Lord Ronaldshay in "The 
Heart of Aryavarta" (London, Constable, 192 5), as 
foll0ws: "This practice of weaving music and paint­
ing into a single composite whole provides us with 
a striking example of the intention claimed by the 
Indian for Indian art, namely, that of giving expres­
sion to the idea which lies behind the appearance of 
things~f making manifest the abstract; for it is, 
surely, ideas only and not objects, such as persons 
or things, that lend themselves to reproduction in 
two such different forms of artistic expression as 
music and painting." 

~t is possible to obtain 7'tiga pictures in many In­
dian cities, but the warning expressed by Sir 
William Jones in his article, "On the Antiquity of 
the Indian Zodiac," respecting Indian drawings in 
general, is applicable, in particular, to ,agmala. Sir 
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cal authorities in Southern India, has been in cor­
respondence ,vith the author respecting rdgmala, and 
he is of opinion "that each classic raga has a pen 
portrait of it in the D Jzyana-sloka attached to it. 

. That is the verse depicting the goddess of that 1dga, 
\\·ho, if approached and prayed to in the-proper way, 
confers on the votary, mastery of that raga." 

In his "Universal History of. Music" (Calcutta, 
18g6, no,v out of print), Raja Sir Sourindro Mohun 
·Tagore alluded to the colour scheme which Sanskrit. 
experts have associated with music: "According to 
Sanskrit authorities the seven notes are respectively 
represented by the· following colours : black, tawny, 
golden, white, yellow, purple and green, resembling 
very nearly those mentioned in Field's 'Chromatics.' 
.... The Sanskrit authorities divide the notes into 
ca~tes, C, F and G (each of which contains ·four 
Jrutis) being Brahmanas; D and A (each having 
three Jrutis) being Kshatriyas; E and B (having two 
Jrutis each) being Vaisyas; and the sharps and flats 
being Sudras ( or pariahs, these having lost caste, so 
to speak, by the relative values of the notes they re­
presented being affected). This grouping furnishes 
the key to the combination that should be resorted 
to in setting a musical piece to harmony. The ar­
rangement of the colours, too, f umishes an impor­
tant guide in the arrangement of chords." 
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nisetl as /Jelo11ging· to tne '· Twite-/Jor.11/ · 01 Aryan 
race,: they wereall present at tie greatnatm.nal sacri­
fices ; and a.tr worshippfd tne same Bright G'ocfs. 

,. Beneath them. Wa& a f.ourtb. oi, ~ class, called 

Sudras11 the 1.emnants 0£ the: vanished: aboriginal 
tribes nose lives had been space-d. These wue cidic 
s-1.a.ve-bands of black descent;' tfie- Disas of ttre Veda.. 
They were distinguished fiwm their 'Twice--bom • 
Aryan conquei;ors as being ol!lty "Once-hom,> and by 
many contemptuous epithets.. They were not al­
lowed to be present at the great national sacrifices, 
or at the feasts which followed them, They could 
never rise out of their servile condition ; and to them 
was assigned the severest toil in the fields, and a ll 
the hard and dirty work of the village community." 

Extract from u India: A Bir~s Eye View," ?Y 
the Earl of Ronaldshay (Constable and Co., 
1924) : "It is often popularly supposed that 
the term caste refers to the four great divi­
sions into which, as we learn from the ancient 
Sanskrit texts of a semi-p.riestly and semi-legal char­
acter, the immigrant Aryan people was separated; 
.:hat is to say, the Brahmans or priesthood, the Kshat­
triya or military class, the Vaisya or husbandmen, 

and the Sudra or lower orders~ whose function it was 
to serve the members of the first three These were 
certainly more or less definite classes-as they are 
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of gantaka ,vhich assume importance in Hindu 
melody, and lend dignity and character such d S 

harmony supplies in Europear, music. One of the 
rr.ost frequent ornaments is the H uv,pi.fant or appog. 
g-ia tura (Ex. 2 ). 

E .. 2 .. \. . . 
Humi,i~aru 

-.~~~ ·--·· -- J ·•· ' . ·•· i,laycd 

This grace adds vigour to the principal note, and 
is much employed in singing. Full humpita1n is 
heard when the grace-note is more than a semitone 
below the principal note. Altata occurs wnen the 
grace is a semitone only above the principal note. 

The Andolita,n is another popular form ,)f 
gamaka (Ex. 3). 

Ex. 3. 
AndoJitam 

~-11:. Sq;:§-n 
The- andolita,n produces a pleasant. lilting or 

swinging effect. 

Trills, tremolo passagess staccato notes and Linu,ll 
or sliding notes, introduce welcome variation into 
phrases which might become monotonous, owing to 
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the keyed instruments ,vh~ch are heard ,vith the 
voice, seems to unaccustomed l ndian ears to be ' full 

of holes.' " 
The outstanding categories of melodics in use in 

Northern and Southern India are kno,vn as Dhu,pad 
and /{hytil in the north, and as Ki,1a11a and K,iti 
ir. the south. The individual sections of the l.:i1tnn:1 
or dh11rparl arc more clearly defined than those of 
the l·rili. In his "Treatise on the l\f usic of l-Iin. 
dustan,,, mentioned on page 15, \Villard noted 
a fe\V distinctive traits of Hindu melodies: 
" I. Hindustani melodies arc short, lengthened by 
repetition and variations. 2. They all partake of 
the nature of what is denominated by us 'Rondo,' 
the piece being invariably concluded with the first 
strain, and sometimes ,vith the first bar, or at least 
with the first note of that bar. 3. A bar, or measure, 
or a certain number of measures, arc frequcntiy re­
peated, ,vith slight variations, almost ad lib. + 
There is as much liberty allowed ,vith respect to 
pauses, which may be lengthened at pleasure, pro­
vided the time be not disturbed.'' 

The various sections of the melodics are kno,vn in 
the south as Pallavi, Anupallavi and Clta10-
na111, and in the north as Astdi, Anta,a, San­
chdrz and Abhog. The pallavi, or astdi, ccn­

tains the main subject, and usually possesses a 
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recurrent bar (,vhich is ah•;ays in duple or triple time, 
just as our t\.vo melodic modes are either major or 
minor) and have to look elsc,vherc for the variety; 
they find vJ.ricty in the vibhdg (bar), \.vhosc const itu­
tion is, as we ha vc seen, extreme! y various, and must 
look elsewhere for unity. Both of us fi.nd ,vhat we 
want in the larger spaces of time; they find unity 
in · the dvard (section), ,ve find variety in the sec-

'tions."* There is a very close connection bet\.veen the 
metre of verse and the rhythm of music in India, for 
the musical measure has been affected by the struc­
ture of the language and by the prosody. The Hin­
dustani and Carnatic systems of Tala (time), have 
many points of rcsembh1ncc, and were both derived 
from poetic metre. Accent is unknown in Indian 
,·erse, and great attention is paid to the duration of 
the syllables, with the result that the rhythm of 
music has been influenced by the versification. 

Time may be slo,v, moderate and quick, l 1ila111ba, 
M adhJ1a and Drita, and the subdiYisions include 
duple, trip!e, quintuple, septuple and nonuple 
measures. The last-mentioned is seldom employed 
A bar containing one group of units or Matras, 
produces a more subtle emotional effect than 

- - ------- ----
• Tllf• F.ngl ish "·oru, in brnr.1.:cts have been added to elu· 

ci<l:i.te the menning.- E. R. 
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1\1.4.:SAKAR BAR\·& WITH HIS SARA?-Gi-. 

( See th6 descr, pt ton of- the sri.rangi on page 30 and the refrrrnec w Jlm1al•' 
Barv'e'i sarangi OJI. _1,age 145:) 
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Captain Day observed : • "True triple time, curi­
ously enough, is of the rarest, but. there is a time, the 
accentuation of which is upon the first and second 
beat, ,vhich may be said to be a kind of triple time:· 
1'his hybrid measure is a mixture of duple and com­
mon time, which is frequently employed in love songs 
to lend an imp_assioned character to the music. 

Krishna, the pastoral incarnation of Vishnu, is 
represented frequently playing the flute, and he is 
the hero of innumerable love songs. He is regarded 
as an irresistible enchanter, and the tales of his .. 
amorous advcnturc-s delight young and old alike. 
Music plays an important part in the mystery 
play, based on the loves of Krishna and his 
bride, Radha, described by Sir William \Vilson 

• "The Muaic nnd llusicnl Instrun1ents of-Southern I ndia 
and the Deccan.'' 
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rhythmic independence oi each hand and, as Fox 
Strangv,•ays mentioned in his "1f usic of Hin­
dustan,, : " Indian drumming, then, varies the 
quality rath~r that;1 the quantity of the tone. It 
practically ignores accent for its own sake. Surh 
accent as there is on the first of the bar is due to. the 
iact that tv.o rhythms diverge from that point and 
converge at the beginning of the next or a later bar. 
It is the accent induced by the juxtaposition of op­
posing metres .... that pleases the Indian; not the 
accent, ,vhich is sought for its own sake as a means 
of contrast." 

The drum occupies an important position in Hindu 
myth and legend, and in India the varieties of this 
instrument are legion. The 11zrdanga is considered 
generally to be the most ancient lndiar. drum. T he 
t\vo heads are covered v.•ith parchment and are tuned 
by means of braces. A mixture of fl.our and ,vater 
i:; frequently applied to one head to increase the 
resonance, and the plaster is removed with care after 
each performance, ,vhereas on the other drum head 
"the eye," as it is sometimes cal led, consisting of 
boiled rice, dust and juice, is permanent. Similar 
pastes are applied to the tabla, or pair of drums, 
which has been likened in appearance to a pair of 
cups, one of large and one of medium size. Pro­
fessor Abdul Karim, of Poona, invented recently a 
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dancing girls, who cam~ specially from Delhi to en­
tertain the Maharaja and his guests. Each girl was 
assisted by three instrumentalists, two of whorn 
played on the sdrangl, or Indian violin, whilst the 
third provided the inevitable tabla accompaniment 
The drummers showed great skill in the employ­
ment of curious rhythmic devices, and really consti­
tuted the backbone of the entertainment, as the 
singers and dancers relied upon them to keep time. 
The sarangzs used were of various sizes, some being 
a bout two feet in height, whereas others were con­
siderably larger. In shape these instruments are 
reminiscent of the guitar, and usually have four 
strings, three of gut and one of brass. Formerly, 
Hindus favoured the exclusive use of metal strings 
to obviate the risk of employing gut made from th: 
intestines of the cow, their sacred animal, but gut 
strings are to be found on many sd,angls at the pre­
sent day. The sdrangi is popular both with profes­
sionals and amateurs, and lends itself to all cate­
gories of grace notes, as the stopping is produced by 
placing the fingers against the sides of the strings 
instead of pressing upon them. Th<1'bclly is covered 
,vith parchment, beneath ,vhich a support is placed 
for the bridge. The four strings are tuned to Sa, 
Pa, Sa, Ga, or Sa, Ma (C, G, C, E, or C, F ), and most 
sdrangls ha,·e a number of sympathetic understrings. 
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ated the finenesses of their vocalisation. U nf ortun­
atel y the harmonium has acquired great popularity 
throughout India, although it has little to reco111-
mend it. It is to be regretted, however, that the in,. 

teresting instrument desirned by Mr. H. Keatley 
11oore and tuned in the twenty-two srzstis, which was 
patented by Messrs. Moore and Moore, is no longer 
on the ,market, for the ordinary harmonium, beloved 
of Hindus and Muhammadans alike, detracts i rom 
the enjoyment of all sensitive listeners · 



Plate v. 

Sou'THER:s ViNA PLAYER. 

l!ourt l\(u~ici~n to the M~hani.ia. of Vizianagram 
The vina was presented by the Maharaja. 

(Reproduced by ki'f!d -permission of MTo. C. R M11.rsll..) 
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is a fretted instrument of the guitar kin 
The fingerboard is 21¾ inches long. A little bey 
each end of the fingerboard are· two large gour 
and beyond these are the pegs and tail-piece wbi 
hold the wires. The whole length of the instru 
is 3 feet 7 inches. The first gourd is fixed at I O in 
from the top, and the second is about 2 feet 11 

inches. The gourds are very large, about 14 in 
diameter, and have a round piece cut out of 
bottom, about 5 inches diameter. The fingerboard • 
about 2 inches wide. The wires are seven in n 
her, and consist of two steel ones, very close toge 
in the right side; four brass ones on the fingerboar 
and one brass one on the left side. They are t 
in the follo,ving manner (Ex. 5). 

Ex. 5. 

" .. ~ ] 1? 1? .:: ,I! .. - .. .§· .. ft 

a .: .8A .8 .8-
0 " 

I 
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" The great singularity of this instrument is ~ 
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finger-nails or with a plectrum, and is a popular in­
strument with ladies in the south, whereas· in tbe 
north it is used almost exclusively by professional 
musicians. Rao Saheb Abraham Pandither, of Tan­
jore, recently constructed a vlnd which he divided 
into f arty-eight equal parts to the octave. 

Many charming legends are extant respecting the 
vind, and the following story contains a lesson for 
all musicians suffering from "swollen heads." The 
monkey god, Hanuman, was exceedingly proud of 
his great skill as a performer, and Rama, weary of 
his boasting, determined to cure him. A certain 
risln, or sage, a composer of Vedic hymns, converted 
the seven notP.s of the octave into beautiful nymphs 
who passed Hanuman as he playtd upon the ""'4. 
One of the nymphs died as she listened to the mun­
key god, for she was the embodiment of the note 
which the conceited deity had murdered. T he ,isM 
then took up the vind, and the nymph revived as the 
note was played correctly. Hanuman was ashamed 
of his folly,Alnd repented of his desire to pose as a 
great musician. Various versions of this legend are 
to be found in Indian works dealing with the art of 
music, but they all point the same moral. . . . 

In the Deccan and in Bombay Presidency, 1t 1s 
easier to discover performers on the sitar. than _,; 
players, although the vind is regarded as the national 
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Nander, where the singers and instrumentalists are 
,a-; noted as those at the Golden Temple, Amritsar. 
They perform at the evening ceremonies, which last 
from two to three hours, and are stationed in the 
.centre· of the Nander temple> near the inner sanctu. 

· ary containing the tomb of the great Guru Govind; 
the Sikh leader, who was murdered at N ander a 
little over two hundred years ago. Singing and 
chanting are important features of the ritual, and a 
large number of bells, gongs, cymbals and horns are 
used Various huge shells are employed for fan. 
fares and rhythmic accompaniments, and although 
producing a harsh sound, they are in l<eeping with 
the military atmosphere of the temple, which is 
guarded by armed sepoys, and decorated with votiv~ 
offerings, consisting of two-edged swords and other 
warlike implements. The soldiers ,vatch carefully 
to see that Europeans remain in a small portion of 
the side veranda, from which they can view the pr~ 
ceedings in the central enclosure, without interfering 
with the devotions of the faithful. 

In Hindu temples, chiefly those of the Lingayet 
· sects, a peculiar form of music is employed kno\\'.tl 
as ka,adismela, owing to the use of a large kettl~ 
drum of this name. Huge gongs are conspicuous at 
the Dasaltra f estiva 1, dedicated to the memory of 
ancestors, and, at sunset, Ilindu women carry b~ 
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tants, and this intercourse has affected their music:. 
At Xri Manguexa (Mangucxim), in the Portuguese 
district of Ponda, bells, drums, horns and Indian 
string instruments are employed in the temple con. 
secrated to Siva worship. The norns are constructed 
from pieces of brass which can be fitted together to 
form a long curve; they are known in the south by 
the Tamil name of kombu, meaning horn. and in 
the north as sringa, or sing. They are employed 
extensively at all festivals and processions, and are 
utilised by village watchmen. Several of the instru. 
ments in Manguexim temple are so cumbersome that 
special push-carts are required to convey them from 

· one part of the building to another, but despite their 
primitive construction the performers obtain rhythmic 
and melodil. effects suggestive of \\·es tern com­
positions. 

The sacred ankle-bells of the dancing-girls are 
heard regularly in the Hindu temples at Goa, and 
the pleasant modulations of the girls' voices, as they 
blend with the bells, produce a harmonious combina­
tion, refreshing to European ears weary of the 
strident notes of the conch and the clash of cymbals. 
No dancer ties on these bells without first holding 
them to her forehead and uttering a short prayer, 
for they are the symbols of the profes~ion to which 
she has been dedicated. "To tie on the bells'' has 
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In 1878 Da Fonseca commented upon the love of 
music evinced by the Goanese in general, · and re­
n!arked in his II Historical and Archreological Sketch 
of Goa," that : ''It is a circumstance worthy of 

notice that the people of Goa, as a rule, possess a 

peculiar taste for music; but it is only amongst the 
upper and educated ranks that the ~rincipal Euro­
pean musical instrurnents are in use. The humbler 
classes still adhere to the national n1usical instru­
ments, such as gunzbhot, a quasi-semicircular earthen 
vessel ending in a small open tube, and covered in 
the front with a lizard skin; and 1nadlem, a cylindri­
cal earthen vessel covered on both ends with the 
same skin. The former is played with the right­
hand, and is specially used as an accompaniment to 

Though they like to trace their origin in their own sayings 
to those nymphs who in. heaven are said to enterta1n the 
Gods, the truth is that they are largely recruited from other 
classes, whose children they purchase or adopt. They live 
in houses like thoso of the botter~class Hindus, with broad 
verandahs and large court-yards, in which grows a plant or 
t,vo of tho tacred sweet basil. Their homes arc furnished 
in the plain style of the llindu householder, with mat& and 
stools ll.Ild wooden benches and an abundance of coppor and 
brass pots and pans and water vessels. On]y they wear a 
profusion of gold orna1ncnts on head and wrists and fingers, 
a. silver waist-band, nnd -silver rings <Sn their toes, and they 
make their hn.ir gay with flowers. 'l'heir lives are simple 
and not lux11rious; but the days are idled away in the lan­
guorous ease of the tropic sea. yreezes, r. land of repose, • 
lazy land." • 



CHAPTER IV. 

TY.AGAR.AJA: THE tlEETHOVEN OF INDIAN MUSlc. 

EUROPEANS are prone to ..:ondemn Indian 
singing after listening to .one or t,vo perform­

ances of an inferior standard, at which they have 
been disgusted with the grimaces and coarse v.ocal­
isation of the musicians. The following remarks of 
the fan1ous writer on India, 1'1eadows Taylor, author 
of "The Confessions of a Thug,,, are as applicable 
to-day as they were in the earlier part of the nine­
teenth century : " I am bound to state, that very 
little of the really good or classical music of the 
Hindus is ever heard by European ears. \Vhat is 
ordinarily played to them 1s the commonest ballads 
and love-songs, with modern Persian and I-Iindustani 
ditties, sung by ill-instructed screaming dancing 
women, at crowded native du.rba.r.s, marriages and 
other ceremonies." Fine ·vocalists arc rare in India, 
and frequently they hesitate to perform before for· 
eigners who arc apt to sho,v their contempt for In· 
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able knowledge of ancient literature, befote devoting 
himse![ to the study of singing. In a prodigiously 
short time Tyagaraja's talents were recognised, and 
he was acknow !edged to be one of the finest voc­
alists in the south of India He then became the 
disciple of a swami-a term --£ respect applied to a 
rr,an of distinction-,vho init1 .. . ed him into the mys­
teries of Rama worship, and taught him that any­
one who pronounced Rama's name ninety-six cro,es 
of times would obtain salvation. (A crore equals ten 
millions or one hundred lakhs.) 

At the age of fourteen Tyagaraja lost his father, 
and his mother followed her husband to the grave 
within a year. The cares of the household now de­
volved upon Tyagaraja, ,vho fulfilled his duties very 
conscientiously, devoutly worshipping the idols of 
Ra.ma and Sita, left to him by his grandfather and 
his father. By the time he had reached his thirty­
eighth year he liad uttered Rama's name ninety-six 

. crores of times, as stipulated by the swdmi. After 
he had accomplished this feat, Rama visited him 
while he was at his prayers. As soon as he was re­
cognised, the god disappeared, but from that time 
forth Tyagaraja was enabled to compose songs with 
perfect ease. ·Tya.garaja's fame spread far and wide, 
and people flocked from remote districts to hear 
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performed in praise of Rama on El:dasi days (the 
eleventh days after the new and full moons) are still 
extant.• 

Govinda Marar was a reputed singer of T ravan­
core to whom Rama appeared in a dream. T he god 
told Govinda Marar of the marvellous Tyagaraja, 
and Govinda Marar set o~t upon a pilgrimage to 
Thiruvaiyar, where Tyagaraja resided. He t ravelled 
by bullock cart, and arrived weary and exhal{sted 
after his journey. Tyagaraja, who was seated with 
his disciples, hesitated to perform before the im­
portunate stranger. Ultimately a pallavi was ~ung 
by each person present, and Govinda Marar rendered 
it in shatkala (sextuple time). He excelled in re­
ducing the note values of his songs, and after com­
mencing his the.me in seniibreves, or their equivalent, 
he would diminish six timeS over, until he concluded 
by rendering the melody in semidemisemiquavers. 
Tyagaraja, who was amazed at the talent of his visi-

• In "Hindu Manners, Custo1ns and Ceremonies," by 
Abbe J. A. Dubois, the following note occurs with refer­
cnc~ to Ekdan days : " The eleventh day of the moon is 
religiously observed, not only by Brahmans, but by nil those 
cus~es which have the right to wear the triple cord. They 
keep a stric·t f nst on this day, abstain entirely from rice, 
do no servile work, and give themselves up wholly to de\'O­
tional exercises," 
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tnKeasured idols into the river Kaveri. Tyagaraja en­
to:reated his gods to recover them, and prayed for 
tr.the conversion of his materialistic kinsmen. After 
a 1 year's supplication, the musician was re\varded for 
hiflis unswerving trust in Rama, \vhen he learnt, in a 
dlfiream, the spot in the bed of the river where the 
io .dols were buried, and experienced no difficulty in 
re:egaining possession of them. 1v1oreover, his brothers 
~ame Rama worshippers and persecuted him no 
lolonger. The songs in which he ce letrated the return 
o~ f his images are still preserved in Southern India. 
1fA number of miracles are attributed to Tyagaraja. 
l-iHe is said to· have restored a dead man to life by 
mmeans of his art, and to have converted many of 
h{his hearers to Rama worship. When he was about 
~ ighty-ninc or ninety years of age, Rama appeared 
tdto him and announced that he would require to be 
r1re-bom once only, because the spirituality of his life 
CDOn earth would be taken into account. Tyagaraja 
!sSang incessantly in praise of Rama, and prayed to 
n remain for evermore with the celestials, without re­
v visiting the earth plane. ~t this period he com• 
g posed "Raghunayaka" and "Patti Viduvaradu," 
11 portions of which are cited at the end of this cbap­
t:J)ter. After nine months and twenty days, Raina 
; appeared, and agreed that Tyagaraja should not~ 
L re-incarnated. Tyagaraja had become a S11nyas1, 
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whilst the belief is current that great merit is ac­
quired by performing 'fyagaraja's songs. 

No attempt has been made to eli1ninate the super­
naturai element, so dear to the superstitious Hindu 
mind, from the above biography of Tyagaraja, for 
the full meaning of his compositions would be mis­
understood were his worship of Rama to be ignored. 
The idea that he derived direct inspiration from his 
god must appeal to all believers in the divinity of 
music, and recalls the oft-repeated ar1ecdote of 
"Papa" Haydn, who \\ouid leave his writing table 
and offer up a prayer for inspiration, whenever his 
ideas ceased to fl.ow during the cornposition of his 
symphonies. 

The follo\ving remarks respecting Tyagaraja are 
from the pen of Ivfr. C. R Sreenivas Iyengar, the 
learned musical critic (mentioned on page 15). 
They were included by him in an article which 
he contributed to the '' Daily Express An­
nual" for 1925: "The psalms of David, the 
'Imitation of Christ' of Thomas a Kempis, are 
akin to Tyagaraja's hymns. ,.They are the last word 
on the theory and practice of devotion, music and 
self-culture . . .. . 'fhey are supremely original, f resh, 
deep, suggestive and heart-gripping. They reveal the 
wonderful evolution of the soul of a neophyte right 
onwards until he reaches the goal. .. .. He lived his 
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tive and religious compositions, and excelled in his 
development of sangathis., or musical phrases.• 
He ,vas his 0 , ,.,11 author, for it is considered essential 
for Indian musicians to compose their o,vn texts, and 
he employed the Telugu language, the most musical 
of Indian ver11aculars, known as "the Italian of 
India." 

\Vith referen ce to 1·yagaraja's treatment of the 
sangatlzis, ;\Ir. RamaS\\'ami Iyer remarked: " 1 'he 
first sangathi i9 a very simple melody; the next is 
a little elaborp.tc ; the next is still more elaborate, 
and so on, until the last brilliant sangatlzi presents 
in the comoass o f the same dvard or time-limit as 
the first sa~zgatlti the maximum of rhythmic Ji-veli­
ness and melodic ~ullncss. t All the ·sangathis glide 
into one another so easily and so gracefully that they 
seem to be natural evolutions and involutions of one 
another. Tyaga ra ja will ever be remembered for this 
striking innovation, which has doubtless enriched 
music to an astonishing degree." In conclusion, Mr. 
Ramas,vami Iyer state.cl that Tyagaraja emphasised 
the irnportancc of th~ time-honoured ta11zb11ra for the 
purpose nf the drone and not of the "now-unfortun­
ately prevailing- harmonium." 

* r • ·"'{•( .. 
# 
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rvfc n: it< ·~· l o /;i1f11nrt s :-ind J:,ifis on p:-t g<• 22. 

t Sec rcfcrcnc-c tc ft ranl on page 2-!. 
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every variety of grace on this instrument. Tht In­
dian bagpipe, nosbug or sruli updnga, is also popu­
lar as a drone instrument. The bag, which is made 
of kid, is inflated by the mouth, and there are usu­
ally two cane mouthpieces, one used for the bag, 
and one for the drone. 

Tyagaraja imparted his knowledge to his faithful 
di~~iples, but he forbade those students who were 
endowed ,vith a gift for improvisation to perform 
his own compositions, as he dreaded tbe mutilation 
of his songs. He int.roduced his own name into the 
close of his works ,vith such phrases as : "This is 
the last counsel of Tyagaraja." Specimens of these 
musical signatures will be found in the tw<) songs 
below. Both ,vere transcribed in European notation 
by l\:fr. Chmnaswami M..id.aliyar, M.A., and are in .. 
eluded in his rare "Oriental Music in European 
Notation," published in I 893. For the purpose of 
comparison the Indian versions of these songs were 
performed by a Telugu singer of repute, and the 
present author subsequently played the melodies on 

the piano. A few Indian critics \\-·ho \\'ere pr~sent 
agreed that the European version conveyed only an 
approximate idea of the eastern interpretation. As 
Mr. 11udaliyar remarked in his explana"ory notes: 
'' Indian music lies under a mask at present." At the 
moment, however, the transcription of Indian airs 
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Pallavi.. This section contains the main subjoect 
of the composition. Raghunayaka ni1 padayu~ ar 
rajivamula' net vidazala5 Srf.6 

I, Ni, your; 2, Padayuga, feet; 3, rajivamula, lotu.us­
Iike; 4,. ne, I; 5, vidazala, cannot leave; 6, Sri, te~ rm 

of respect. 

Paraphrase. 

"Raghunayaka f I cannot leave your ivtus-li ike 
feet." 

Anupallavi. This section contains the seco•ond 
subject. 

Aghajalamula1 paratholi! nannadarimpa' nivive' 
gatigada5 Srf6. 

,, Aghajalamula, illusion; 2, parath6li, drivirting 
away; 3. "lannadarimp~, protecting me; 4, nive, yoU>ur­
self; 5, gatigada, are the sa v1c,ur; 6; Sri. 

Paraphrase. 

"Driving away illusion and protecting me, yf'1ou 
are the Sa vi our ! '' 

C Jzaranczm. An am.plification of the above so;ec­
tions. 

Bhavasagaramu7 thataleka! ne' bahuga~i" padi5 n r,i1 

marugujerithini7 AvaniJadhipa !8 Sritarakshaka Ja ,~ 

Anandakara ! zo 

I, Dha vasagaramu, 0cean of births and dcathSt: ; 2, 
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Patti Viduvarddu. Ex. 9. 

Primary raga Kharah.arapriya. See Ex. 8 below. 
Secondary raga Manj_ari. The time (tdla) is Ad~ 

or common time. 
The words are given below both in Telugu and in 

an English translation. 
Pallavi. Patti1 viduvaradu~ na.3 cheyi.' 
1, Patti, holding; 2, viduvaradu, should not leave; 

3, na, my; 4, cheyi, hand. 

Para phrase. 

u When once you have taken hold of my hand you 
should not leave it!" 

Anupallavi. Puttina1 nade' nija3 bhaktini' meda1 

gatti6 ruttu1 chedaraka8 brochi9 cheyi:10 

I, Puttina, of birth; 2, nade, on the day; 3, nija, 
true; 4, bhaktini, devotion ; 5, meda, neck; 6, gatti, 
tied; ;, guttu, honour; 8, chedaraka, without being 
sullied; 9, brochi, prot~cting; 10, cheyi, hana . 

Paraphrase. 

"From my birth you made me your true devotee 
and protected me and my honour from harm." 

Charanam. Nityanityamulanu1 b6dhinchi1 krutY· 
akrutyamulanu3 ' thelipinch.i' pratyekudu~ nivani' 
kanipinchi1 bhrutyudaina8 Tyagaraju9 cheyi.10 
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Arohana (Ascent). Avarohnna or Avoro (Descent). 
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I. Cbaranam · 
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Th~ following extracts from Tyagaraja's songs, 
." Alakalu n and "Ennadu Zutuno," are taken also 
f tom Mr. Chinnaswami Mudaliyar's ". Oriental Music 
in European Notation/' 1893. Owing to the allusions 
which the songs contain to the characters in the 
" Ramayana,, they are of particular interest. The 
composition of the " Ramayana" is attributed to the 
Sanskrit poet, V almiki. In Southern India, the be­
lief is current that V almiki returned to earth in the 
person of Tyagaraja, to develop the exquisite beauty 
of Tyagaraja's le,itis• out of the recitative, associ­
at~d with the "Ramayana." 

Alakalu. Ex. Io. 

"Alakalu" is a song in praise of Rama, and was 
inspired by the fallowing incident in the "Rama­
yana." 

When Prince Rama was sixteen years old, -he was 
sent by his father, King Dasharatha of Ayodhya, to 
destroy the man-eating demons, Maricha and 
Suvahu_. who had attacked the retre_at of the sage, 
Vishvamitra. Rama earned the gratitude of the 
hermit by killing Suvahu and ~ounding Maricha 

The words of the song refer to Vishvamitra's· ap­
preciation of R·am:i's beauty. At the moment when 

• See refere11ce to Tyagaraja'e kriti, on pa.ge 53, 
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1, Cheluvu, beauty; 2, miraganu, ·enhanced; 3, 
marichuni. !viaricha's; 4. madamu, pride; S, anache_ 
curbing er putting do,vn ; 6, vela, time. · 

Clta,ananz. Muni1 kanu1 saiga3 delisi5 • Sivu• 
dhanu\.·unu6 viriche7 samayamuna8 Tyagaraja• viuu. 
turii'l0 momunaII ramjillu.u 

1, l\111ni, Rishi; 2, kanu, eye; 3, saiga, symbol; 4 
delisi, knowing ; 5, Sivu, Siva's; 6, dhanuvunu, ar­
rows; 7, viriche, breaking; 8, samayamuna, at the 

·time :>f; 9, Tyagaraja, Tyagaraja; IO, vinutuni, ad. 
mired or worshipped by; I I, momuna, in the face; 
12, ramjillu, bright (hair). 

l{z. 10. A tnkolu. 

Kharaharapriya. R:iga. lia<lh~·an1ih·nti. • 
Prim:iry Raga ., Associnte<l with ~oon und Peal-e. 

~ -~a_••_:::a_n ~i_- -__ _;___ • fl 
~~~r.z::e- u St· - .. :31 

~• Ri Ga Ma Pa Dha Ni Sa fa Ri Ma Pa Ni Si 
(~ee Example 8, pnge 63). 

l\[us:c and \t"Ords t,y Tyagnraja. 
1'aln Hiipa kn. S t_\·Je of execution. 

F.n('r ;:?ic-o, .\ ll(>~ro con hrio. l\Iet.. / = 17G. 
Arohana (Ascent). Avnrohnnll ,r .\vnro (Descent). 

-I-,' - · ,-1A-=;~2u=.--;- F-;--· · , , I 
~--'i -J ~ - F : 31=r=-r-·--=.-r · 

Sa Ri Ma P2 Ni Sa Sa Ni . Pa Ma Ri Sa 
--~--·------ -·----

• '''hen the rnga. Mndhynma,·ati is sung nt the clo!IO 
t>f n musical ent~rtainment, it is suppos~d to cnn<·<'I the t1,•il 
e ffects p1'odutt'd by the p<'rformnnce of other rarrn51 d11rin1,t 
prohibited, or inauspicious hours. E ond .i\ '"'are ~,1rjn 
(omitW) in this rag:i. 
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E m ~r:-1 ~-..-=· • -- . - - -----~--- -II- =•= --p -~ - - - -+-- 1---E· -- -~----1-3-§ 
--- - --- -11'-t,'- - 1-~lf-11'- -----·- - ------- ·-

·' - I. I~ I:~ ,;:, - i 

~ ··-":t_,.,.... --~:?.~ -W · .-As!11 ,_ _,_ . . ---= ..... -- ~ -e-..1....j-
w ----- w ,_ -·-.. r .- r ._ 

Specimen of the mu~ical signature of Tyagaraja. intro­
duced into the above example of his work. 

:1i'. ••• ·-~- ~- - • . E=·---·~ ::u ~=~-t i.,: :..,._ ... I=~- ~ ~ -~~ .... -~ ... - ' Isa j _..__,._ __ _ 
Ty - a - ga-ra - - ja 

&11adu Zutunoi Ex. I I. 

"Ennadu , Zutuno" is in praise of Rama, and re­
ference is made in it to various personages who 
figure in the "Ramayana," the epic chronicle of the 
Solar race of Ayodhya, or Oudh. The epic records 
that Sita went into exile with her husband, Rama, 
who was accompanied also by his brother, Laxman. 
Incidentally the name of Prince Laxtnan is associ­
ated · constantly with that of Rama in local tradi­
tions. Bharata and /Chatrugna were other ·brothers 
of Prince Rama King Sugriva, the chief of the 
monkey army, assisted Rama to regain possession of 
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1, Dharanija, born of the earth (Sita)· 
son of Sumitra (Laxman) ; 3, Bharata, 0:.C3

;._S 
brothers ; 4, Chatru~na, an~ther of Rama's b 
5, Vanarayudhapat1 (Sugr1va, the chief of ~ 
key army); 6, ''aranjanayadu, noble Aa· . 
(Hanumao, the monkey god); 7, karunanu. ~ · : 
and affection; 8, kaokokairu, together ; 9t . ~ 
praise; I~, atliar~anu-,_ ~th devotion, 11, p 
annu, calling you; 12, · Tyagad.jardiita,. 2'ma 
shipped by Ty,garaja 

ln·the song Tyigaraja. invokes Rama, the · 
or caste mark of the Solar dynasty. who is 
and worshipped by all the· personages menti 
the text. 

Kx. 11. lanada Z•tuo. 

Chnkravikn . 
Primnr:, Rago. 
Associated with love. Any time. 

- ID__.=.a 
~ Ill Ga Ma Pa Dha Nl Sa 

Tata :lladhyadi. Style of execution, with Longingttifl 

Earnestness. ---- - - ...---, M. • 

~:-,-: ~ : •-ff-~--.- ~ • i i W =·Ii•- I _.,. ' s ~ 
Sa Ri Ma Pa Dh:i Sa Sa I>ha Pa Ma Ga _ -~ •.. --

-~--D i~---~:a,:]n .. (on~-i~~~<l·)-- i-~~ ~i1iit··-~li~~--~~~~~::,S 
in the uscending sc:nle. D is onuttcd 1n t h~ <te 
nnd en1ployed only in tho ascending _scale. 
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Specimen of the musical ei~nature of Tyagaraja intro­
duced into tl1e a.hove example of hia work. 

,. L.. - ~ ·--=~ 
-,~ ... :t.2:~c: .':._,,' :F-J;P -~-P ; ·~ Jp .. ...s.;;; ... =·t:-• [ -,,=~= :--·= ..t-·=·-·i•-,_. _!%._ .~_ ,_ - -·-· ___ ..;..... -t:· ' ~ ------ ......, __ 
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Iorroerly every air was taught by ear alone. "Not 
only has the Eastern no written language of a sufli. 
ciently intelligible type for his music, but he is ·barely 
able to understand, much less to master, the endless 
subtl~ties and intricacies-of the celestial art as culti­
vated by his ancestors ; he j!i overwhelmed by his 
strenuous endeavours to retain in his memory, and 
hand down to posterity the unwritten melodies of 
his great masters, most of which he has learnt solely 
by ear and in a mutilated form." The above extract 
from the preface to Mr. t-ludaliyar's monumental 
u 1ork applies to Indian musicians of to-day as it did 
to those of a quarter of a century ago, but a D"odem 
campaign has been started for the uplift of Indian 

· music. from the state of degeneracy into whicl. it 
-has sunk. 

The first All-India Music Conference, convened 
in 1!)16 by H.H. the Maharaja Gaekwar of Baroda, 
inaugu'tated several projects of reform, as will be 

. sten by the following memorandum : 
The aims and objects of the All-India Music Con· 

ference, as settled at Baroda in 1916 are as foJlows : 

I. To take steps to protect and uplift our Indian 
""lusic on nationrtl lines. 

2. To reduce the same to a regular system sucb as 
would be easily taught to and learnt by our edu­
cated country men ~d women. 
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12. To conduct a monthly journal of music on up .. 
to-date lines. 

1 3. To raise a permanent fund for car .. ying on the 
above-mentioned objects. 

I 4. To establish a National Academy of Music 
in a central place where first-class instruction .n 
music could be given on most up-to-date lines by 
eminent scholars and artists in music. 

Up to the end of 1925 four conferences had taken 
place.• Widespread interest .in music is being 
aroused amongst the intelligentsia of India, 
and it is to be hoped that the renaissance of Indian 
music will soon be a fail accompli. The second con­
ference was held at Delhi in 1918, under the prcsi­
dmtship of H.H. the Nawab of Rampur, a skilled 
1nusician, and pupil of the famous Wazir Khan. t . This 
prince furthered the cause of Indian music, by a 
munificent donation of fifty tho_usand rupees towards 
the establishment of a national academy of music, 
and allowed phonographic records to be taken of 
the compositions, belonging to the Tan Sen period, 
which are preserved in his State archives. Tan Sen, 
born at Gwalior, was a distinguished composer who 

• In December, 1927, an All-India Music Conference was 
held in Madras. -

t W a.zir Khan- is :\ lineal d~oondant of Tan Sen, 
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The programme ~f the second Conference included 
some fine interpretations of dhu,pad-the pure f onn 
of Hindu song free from Muhammadan influence. 
introduced about 1470 by Raja Man Singh of 
Gwalior. Dhurpad• is taken in slow tempo, and 
in its simple form it is devoid of any ornamenta. 
tion beyond the murchanast or graces which em. 
hellish the predominant notes of the raga. Efti. 
cient interpreters of dhurpad possess voices 
of extensive compass, and some of the most 
noted of these rare artists attended the Conference, 

/ 

to demonstrate the particular class of work in which 
they specialise. After listening to their renderin~ 
one c~tic wrote: "The dlturpad style of music is 
becoming a rare acquisition; may God bless these 
living exponents of the art with long life, for there 
i~ no doubt that when these renowned artists pass 
away, they will leave a void in Indian art which it 
will be impossible t o fill." 

One of the curious instruments of ancient origin 
heard at this Conference was the jaltarang,'t. played 
by Saadatkhan, of Gwalior. It consists of a num· 
her of cups contain ing various quantities of water. 

• See reference to dhurpad on page 22. 
t See reference to murchana on page 21. 

l See reference to the jaltaranu on page 147. 
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surbalzar~ a species of large sitar, which is well , 
adapted to the graces of Indian compositions. To 
a large proportion of the audience an Indian orchcs. 
tra was an innovation, and the artistic results of the 
concerted music earned general approval. During 
the Conference the naubat played every day in the 
chamber above the gateway leading to the lecture 
hall. The naubat, implying a combination of nine 
instruments, is supposed to have been invented by 
Alexander the Great. Formerly musicians belonging 
to the naubat band performed at regular intervals 
of three hours each, and their music was regarded 
as an encouragement to the troops during period:; 
of warfare. The naqqarah, or large kettle-drum, is 
included in the naubat band, and a special apart­
n1ent, known as "the naubat or naqqdrah khdna,'' is 
usuaflt ..r:eserved for musicians, above the gateways 
leading to palaces and shrines. These chambers arc 
constructed generaliy with open archways on each 
side through which the sound is diffused. 

Lucknow, formerly a prominent centre of music 
and dancing, was selected as the site of the Fourth 
All-India Conference, held in ' January, 1925. His 
Excellency, Sir William Sinclai~ Marris, Governor of 
the United PrQvinces, consented to act as president, 
in the absence of H.H. the Nawab of Rampur, who 
was prevented from attending owing to a bereave-
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The youthful performer upon this musical curiosity 
was awarded a gold medal for his valuable par­
ticipation in the· items contributed .by the Maihar 
State Band, under the conductorship of Ala-ud-din 
Khan. 

One of the instruments most commonly heard in 
the Deccan is the puflji or jinjivi or tombi. The body 
and mouthpiece are made from a gourd in ,vhich.two 
cane pipes are inserted. On~ of these pipes serves ~:LS 

the tonic drone, whilst the other is pierced with fu)ger-­
holes and produces a variety o.f notes. It is piayed 
in rdga N tigarav.dli, a name associated with SI@kes, 
and the music produced appears to exercise a re­
markable charm over serpents. 1'he visit of the 
snake-charmer is of everyday occurrence, and both 
Europeans and Indians have recourse to his service&, 
for the reptiles respond to the sound of his pipes 
,vith extraordinary rapidity. They creep from their 
holes 2.s the musfr:ian. commences his tune, and allow 
him to seize them and place them in his basket. Per­
forming cobras are in great demand at Indian func­
tions, and on. these occasions they are allo,ved'out of 
their baskets, and are controlled solely by the music 
of the puftji. When the melody ceases they wriggle 
back into captivity as though exhausted. 

As a result of the All-India Music- Conferences, aca­
demies and coileges are bein~ established in· various 
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tures should be used, and not such as are exhibited 
by the ,vandering minstrel of India." U p-to-datc in­
structors should realise the importance of voice pre. 
duction, and should endeavour to dispel the idea 

' prevalent amongst conservative musicians,· that prac-
tice ruins the voice. The antics described by Mr. 
Schrab are due to the performers' lack of technique 
and the listeners' indifference as to the singers' de­
portment, for the majority of Indian audiences toler­
ate grimaces and harsh tones that are unbearable to 
Europeans. 

Interest in music was awakened recerJ.ly in 
Gujerat, and a musical conference was held in 
November, 1926, at Ahmedabad, under the auspices 
of the Gandharva Mahavidyalaya, of Bombay, one 
of the leading academies of Indian music. It was a 
sign of the emancipation of women that an Indian 
lady, Mrs. Vidyagauri Ramanbhai, should have been 

' . elected president. She performed her offices most 
efficiently and dwelt upon the importance of music 
as an educational factor. Pandit Vishnu Digambar, 
Principal of the Bombay Music School, mentioned 
that music had been cultivated in Gujerat in past 
age~-, and expressed the hope that before very long 
every Indian child would learn music. Several con­
certs and competitions took place in connection with 
the conferenc~. · 
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1. THE CRY 

My protector, my lord. Oh I Goel. 
The apple of mine eye. ,ve cannot find 
?\ty husband, my Jard. Oh! God. 
?tly wealth ,re cannot see. 
l\le, in my fifth yenr, n1y lord, 
?tie, when I was nn infant. 
In my tenth year, my lord, 
In my milk-sucking age. 
Thou, beautiful-visnged, garlanded me,• my lord, 
And kept me splendidly. Etc. 

3. BREAST BEATING 

Oh I protector, Oh! my lord. Hast 
Thou reached Ky las ?t Oh! the superior, my lord, 
Hast thou renc:hed the Jord of hea,•en? Leaving me alone. 
Is it just for thee 
To run a,t'ay, making me solitary? 
Is it right to jump away? Not sepurnting 
Even for a- da~·, thou ha!-t sepn rated thyself from thy wife. 
For n1an~· ye:irs not separating, why hast thou separated 

thyself? Etc. 

3. HAJR SEPARATION.! 

I hnve untied the false hair. Oh! my golden brother-in-Jaw. 
I have cast down the flower (from my head) on this earth. 
I hnvc loosened the string of the hair-knot, Oh! my golden 

brother-in-law. 

• The reference is to the custom of exchanging garlands 
at marriage celebrations. 

t Kylas or l(ailas. The abode of Si.n, whither the blessed 
go after death. 

t False hair, worn by married W'on1en, is e:xpo.c;ed for sale 
in the bnznars in the Deccan nnd Southern India. 
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Binyon, Arthur Symons and James H. Cousins. The 
last-mentioned author wrote: "This young Indian 
poet with some of the Shelleyan stretch of imagina­
tion and lyrical rapture, shows the ,vay . . .. out 
of the deep valleys of glo~m and, uncertainty into 
the sunlight and elevation of inner realisation of 
divinity." Harindranath Chattopadhyaya is the 
possessor of an exquisitely modulated singing voice, 
rich in tone-and expression. He learnt voice produc­
tion in Germany, and his singing to his own accom­
p~niment is a revelation t>f the beauty of Indian 
music at its best, and proves the truth of Captain 
Day's statement that: "There are singers in India 
whose voices are wonderfully sweet, and when they 
sing their o,vn songs in their simple form, no hearer 
can doubt that, like other national music, that of 
India possesses a charm peculiarly its own." 

When differentiating between the music of Asia 
and that of Europe, a discerning Indian critic em­
phasised the great contrast v.•hich exists between the 
,nethods of constructing musical instruments in the 
East from those employed in the \Vest. A Euro­
pean concert artist pays much attention to the con­
dition of the instrument upon ,vhich he is to per­
form, ,vhereas the Indian musician is content to play 
both solos and accompaniments on a damaged in­
strument. Thakur !\.1uhammad Nawab Ali Khan, 
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ever, ,Nas a horn made from the bone of a 
goat of sheep. Holes had been pierced in the side 
of the instrument, and the Dravidian servants of 
Hydera.bad soon learned to play this pipe \vith grectt 
zest. 'fhe value of Tibetan musical instruments is 
enhanc&d by the difficulty experienced by foreigners 
in proc uring them, as the Tibetan authorities en­
deavour to prevent any curios leaving their country. 

Since the broadcasting of the song of the nightin­
gales to a 'cello accompanirr1ent in England, in I9l5, 
the fol Jowing remarks of Sir William Jones in his 
t1eatise "On. the Musical lVlodes of the Hindus," 
written in I 784, assume fresh interest.• Sir \\lill iam 
Jones rnentioned : "An intelligent Persian~ \vho re­
peated his story again and again, and permitted me 
to --.vritc it down from his lips, decl·ared he had n1ore 
than otlCC been present, when a celebrated lutanist, 
Mirza i 1uharnmad, surnamed Bulbul, '"'as playing 
to a large company in a grove near Shiraz, 
\Vhere he distinctly saw the nightingales trying to 
vie \vith the musician, sometimes \varbling on the 
trees sometimes fl.uttering from branch to branch, as . ' . 
if they ,vished to approach the instrument, whence 

• A re print c f the article appeared in "Hindu Music 
from Va rious Authors," compiled by Raja Gomm. S-Ourindro 
!\!ohun f agore, Calcutta, 1882. See page 157 of the present 
volume. 



Plule XIV. 

INDIAN Bov DANC-1::R DRESSED As ,. GIRL. 

He .came from the 11cighbou1·hood of Bezw~da.,""beyond 
the Eastern !'runtier of the~ dominions of H .E.H. the 

· 7\izam of Hyderabad. 
(Sc,· tlie d,•11rriptiu11 r/ th,: riu111Y:- 011 p,;gcs 99 and 100.) 



98 lNDIAN l\{USIC. 

Vincent A. Smith, in "The Oxford History of 
India/' mentioned that the amusements of the Vedic 
period included both music and dancing. The ac­
companiments to the ancient dances appear to have 
been furnished by flute, lute and drum players. In­
dian dancing is a great science which has developed 
into a magnificent art. The "Natya Sastra," of 
Bharata• included much information with respect to . 
dancing. N a,tana, dancing and acting, form one 
branch of the science of music, SangJta, the other 
divisions being classified as Gita, voc!ilisation, and 
ll dd ya, . instrumentation. Dancing is subdivided into 
nritta, vatya and nittrya. Nritta comprises only the' 
art of rhythmical movements, vatya deals with dra­
matic action, whilst nitt,ya is associated with nautch 
dancing. The ordinary musical accompaniment of 
the nautch is supplied by two sdrangis, or two Eng­
lish fiddles, tuned in the Indian manner, one 
mrdanga or tabla, one nosbug or J,uti updnga, and 
a jalra, or pair of cymbals. t In Indian dancing, as 
in Indian music, time, tdla, may be slow, moderate or 
quick, Vilamba, Madhya and Drita.t The present 

• See reference to " N atya Saatra " on page S. 
t Descriptions of the mrdanga, tabla and ~ardngi are 

given on. pages 28, ~, 30, and the no.sbug or iruti updnga ii 
described on page '56. 
1 See reference to ll ilamba, jJ[adhya and Drita on page 24. 
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been covered thickly witlt powder t<" hide his duskJ 
skin, and bi:; costume included the. ample skirt of 
the dancing girl, which reachec to his ankles. Many 
Indians present declared that never. before had they 
seen such grace of movement in .. a. dancer, and pro­
phesied that the !ad would revive_ a lost art. 

In India, rural dancing ireqg.ently surpasses pro­
f essional dancing in point of inte1est, for the peas­
ants reveal their temperament and racial character­
istics while dancing and singing. Mr. A. J. Gray in­
~luded a fine description of Afghan milita.--y dances 
in his book, " At the Court of the Amir " (Macmillan, 
1901): "The thirty soldiers formed a ring round the 
musicians; the drum beat a sort of slow march, and 
the -.dancers walked slowly round, singing a chant 
in falsetto-one ha!f ~ang a ·verse, the other half 
answered. Presently~ the pipes began their shrill 
wailing, and the dancers moved faster, with a step 
somethinr- like a mazurka. QuiCKer and quicker 
grew the · music, and quicker and quicker the dance: 
turbans and ·shoes were tossed off without a pause. 
The circle widened and lessened at regular inter· 
vals, arms were waved and hands clapped simultane· 
-0usly. Still · continuing the mazurka step, every 

..:1ancer at e-ach momentary pause in the music whirled 
round on his toes to the right, then to the left. Soaie 
were, of course, more graceful than others. One in 



Nos. 1, 2, J and 4 _of this Appendix form 
amplifications of subjects previously mentioned 
in this work, and Nos. 5, 6 and 7 are notes 
on a few 11'...odern artists, Indian and European, 
interested in Indian Art. 
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his ear sparkles with gems, and his eye darts amor. 
ous glances .... who formerly delighted me, while 
he gracefully waved in the dance, and all his soul 
sparkled in his eye." Radha's companion exhorts 
her to seek Krishna: "Advance, fervid warrior, ad­
vance with alacrity, while the sound of thy tinkling 
waist-bells shall represent martial music." As 
Radha enters "the mystic bower of her only be­
loved," she "musically sounded the rings of her 
ankles and the bells of her zone," and Krishna tells 
her that her tinkling waist-bells " yield music almost 
equal to the n:elody of thy voice." 

In his article " On the M ystiqa1 Poetry of the Per­
sians and Hindus,'' also include4 'in "Asiatic Re­
searches," Sir William Jones com-merited on the sym­
bolism of Krishna worship: "Considering God in 
the three characters of Creator, Regenerator and Pi-e.; 
server, and supposing the power of Preservation and 
Benevolence to have become incarnate in the person 
of Krishna, they (the Hindus) represent him as mar­
ried to Radha, a ,.vord signifying atonement, paci­
fication or satisfaction., but applied allegorically to 
the soul of man, or rather to the whole assemblage of 
created souls, between whom and the . benevolent 
Creator they suppose that reciprocal love .... which 
our most orthodox theologians believe to have been 
mystically shadowed in the " Song of Solomon,'' 
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only in Hindustan, but likewise over the occidental 
nations, and probably over the whole world. 

The allowed insignificancy of the female sex in 
the idea of a Hindu, the contempt with which they 
are generally beheld, have very considerable eff~cts 
on their poetry. A transient observation should like­
wise be made on the Arabians and Persians, as their 
music is generally understood and cultivated in this 
country. The Hindu Glzuzuls are in imitation and 
on the model of the Persian. 

In Arabic poetry the man is invariably in love with 
the ,voman who is the object beloved. In Persia he 
is represented, contrary to the dictates of nature, as 
in love with his own sex. This is evident in all lyric 
poems of that country. Their pieces abound with 
the praises of the youth£ ul cup-bearer, the beauty of 
his green beard, and the comeliness of his mien. In 
Hindustan the fair sex• are the first to woo, and the 

• '' We must here make an allowance for I fldian prejudice1, 
which always aseign the active part of amorous intercourse 
to the female, and make the mistress seek the lover, not the 
lover his mistr888." Note on verse 256, translation of 
·' Megha. Duta.." 

I have endeavoured to assign a reason in the next para­
graph after the following, which seems to me to obviate the 
necessity of any allowance being made for the passage on 
which Mr. Wilson has given this n<>te, or of calling it a. pr&­
j udioe. The original ~xt of Calidas appears to me quite 
natural, consistently with the customs of bis country. 
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In Hindustan I can see no other motive but that 
the men being permitted, by law and the custom of 
the country, a plurality of wives, the women should 
grow fond by neglect. Having from the total want 
of education no means of mental amusement, they 
consider the society of their husbands as their 
supremest felicity; and as he has to bestow a por­
tion of his time on every individual wife, it may be 
fairly presumed that no one of them can be cloyed 
with him. From this permission of polygamy she 
is the more solicitous to engage and secure his affec­
tions by ardent demonstrations of fondness. A pre-­
cept of Hindu law should likewise be remembered, 
which prohibits the women to engage in the bonds 
of Hymen more than once daring their lives. How 
far this precept of flagrant injustice is relished by 
the fem ales, I leave the fair sex to determine. 

To comprehend the songs of this country,• and to 
relish their beauties, we must not figure to ourselves 
Hindustan in the state in which it is at present but 
must transport ourselves back tc, those earlier ages 
to which allusions are made by them; to those times, 
when these regions enjoyed not the tranquillity at 
present subsisting in its parts, but when they were 
possessed by petty chieftains, arbitrary in their re-

• See reference to love so~ on page 27, 
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adventures, the skill with which he conducted hint. 
self in the presence of princes, his valour and in­
trepedity in times of danger, his cunning and fore­
sight in preventing or avoiding the toils of the evil­
minded, and all these exaggerated by the vanity of 
the traveller, forrµed the theme of admiration to the 
village, and the subject of pride to his relatives, not 
soon likely to be forgot.• 

It is observed by the author of "An Inquiry into 
the Life and Writings cf Homer," page 26, "that it 
has not been given by the gods to one and the same 
country to produce rich crops and warlike men, 
neither indeed does it seem to be given to ~ne and 
the same kingdom, to be thoroughly civilised, and 
afford proper subjects for poetry." It is this which 
renders Hindustani songs fiat and unpalatable, un~ · 
less we transport ourselves back to their barbarous 
and heroic ages. Their abhorren<:e of innovation in· 
duces them to retain their ancient ways of thinking, 
or at least to imitate their manner of thinking in 
times of yore, notwithstanding the changes intra. 
duced by time. Indeed. from what has been olr 
served in this and the preceding paragraph, although 

• For information respecting the insecurity of Indian 
roads until the nineteenth century, see Meadows Taylor'• 
"The Confessions of a. Thug," The World's Cl¥sice, 1901. 
Another edition abridged and annotated, Bombay, 1m. 



118 INDIAN Music. 

woman in the bloom of her age, wasting her )'ears 

in sighs f.or her absent and beloved husband, in whoai 
are centred all her hopes of life- let us behold her 
at public festivals, where themes to which her heart 
is familiar are sung in the most pa~etic language 
enforced by the charms of melody-let us accom. 
pany her to the riverside, ,vhich she daily visits to 
procure water for the use of the household, and where 
~he witnesses a thousand tender interviews-let us 
tum our eyes to her domestic scenes, we see her hap­
pier sisters-in-law adorning and ornamenting tb,m. 
selves, and sporting in all the gaiety natural to their 
age, and she striving to stifle her grief, and appear 
cheerful. Perhaps she hears news of her husband's 
intention shortly to return; she revives as the 
drooping flower refreshed by sudden and timely 
rain. If this be in the winter, she laments his al,. 
sence during the long cold nights of that season, 
and calls him cruel for not having thought of home 
earlier. Winter past, she trembles at the idea of the 
scorching rays of the sun, which will assail bun on 
his journey. 'But when the rains set in, those months 
,vhich are the most delightful* of all in H industan 

• "The commencement of the rainy season, being peculitrlf 
delightful in Hindustan, from the contrast it affords to ~ 
sultry weather immediately prec-eding, and also render: 
too ronds pleasnnt and practicable, is usually selected to 
travellin,!l: Hence frequent nllusions occur in the poets 
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several others are said to add to their affliction, and 
~cmind them of their absent lovers. Superstition 
lends her aid to afflict or comfort them, by attach­
ing importance to the throbbing of the eyes or pulsa­
tions of the limbs.• 

The husband remaining from home for several 
years together, his \vife, if she had been married very 
young, when she attains the years of maturity, begins 
to feel the power of love, and readily finds a youth 
on whom she fixes her affections, t having perhaps 
little more knowledge of her absent husband than 
from hearsay. In such a state of things, the lover 
can seldom be admitted at home on account of the 
smallness of the house, and the number of relatives. 
She sees herself therefore reduced to the necessity 

peacock ·is therefore always introduced in the description of 
cloudy or rainy weather, together with the crane$ and 
chatakai."-" Cloud Messen~r," pp. 1, 29, 148. 

* ";er her left limbs shall glad pulsations play." 
" Palpif tion in the left lin1bs, and a throbbing in the 

left eye, ar here described as auspicious omens ,vhen occur­
ring in the females; in the male, the right side is the aus­
picious side, correspon<ling with the ideas of the Greek$, 
described by Potter, q.v."-lbid. 

t An objection very ·frequently stnrted by Europeans 
against Hindu poetry and songs is, that the.v are generally 
t-00 licentious and voluptuous. To such I would recommend 
the perusal of the note by Mr. ,vilson on line 468 of his 
trnn~lation of the "Meghn Duta." It is too long to quote. 
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waist and ankles;, called payel, 

bichooa, etc. 
5. Fretting, and making use of invectives against 

the mother and sisters-in-law, as fbeing obstacles in 

the way of her love. 
6. Exclamation to temale f rien<Jls termed Suk he es , 

and supplicating their assistance ;:: and 
7. Sukhees reminding their frieJPds of the appoint-

ment made, and exhorting them t& persevere in their 

love. 

________________ ,,,,~--------
jealous husbands to check clandes_tine ~ .isits. should t he wives 
he so i~clined; the soun".l emitted b,., -them . rendering th_em 
more hable to detection: until wo~ ei_i using th em being 
regarded more chaste, others werJ ~bhged to comply with 
the fashion to avoid aspersion of' ch, rncte-r. Thus did the 
Hindus endeavour to fetter their w4'ives, and secure their 
· affections by such inadequate means . neglecting their moral 
instruction, which is t he only safe b,arrier · 

See reference to Radha's bells on pnge 105. 



, 
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In his book Mr. Clements proves himself to be a 
remarkably clear thinker. The sub-title of his " In­
troduction to the Study of Indian Music" summar­
ises this work as: '' An attempt to reconcile modern 
Hinclustani music; with ancient musical theory, and 
to propound an accurate and comprehensi_ve method 
of treatment of the subject of Indian musical intona~ 
tion," whilst iri the first chapter the author states that 
his volume does not extend beyond the province of 
intonation as an introduction to the study of Indian 
music. Despite its limitations, his treatise is one of 
the most instructive studies on Hindustani music 
published in English during the present century, and 
contains ·many valuable comments on the subjects of 
equal temperament and staff notation in relation to 
·"Indi~ melody. All performers and publish~ 
should heed Mr. Clements's warning on page 3S : 
" One can only conclude that Indian writers who 
openly advocate the use of tempered instruments 
are unaware of their utter inadequacy to give any 
idea of Indian intonation. A word of warning ap-

. ' . 
pears to be needed by others, 'who, although not 1n 
favour of tempered music, are ensnared by Western 
notation. They should remember that Western 
notation, without drastic changes, such as those here 
recommended, is as detrimental to their music as the 

tempe:ed harmonium. It .is a tempered notation. 
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invent notations no better than others already in Q. 

istence, with an elaborate superfluity of new aJld 
wonderful signs, in the hope of handing their D?tnea 

down to posterity as inventors, are friends of doubt. 
ful sincerity. Those wh;> use the staff-notation for 
the purpose, without attempting to distinguish the 
special features of Indian notation, are encouraging 
the heresy that intonation is of minor impo~" 

The present writer's attention was much attracted 
by peculiar folk-songs which she heard in remote 
parts of T elingana in Southern India. They were 
characterised by sharply-defined rhythm, which was 
accentuated during the course of performance by the 
clash of sma-11 cymbals and the beating of drums. 

' 
Unfortunately her attempts to record them in staff 
notation proved fruitless, owing to the elusive char­
acter of the melody. 

Commenting on the generality of southern folk­
song in '' The Music and Musical Instruments of 
Southern India and .the Deccan," Captain Day 
wrote; "The ordin~ry folk-songs of the country are 
called lavanis, and v,ill be familiar to everyone 
who has heard the coolies sing as they do their work; 
the women nursing their children; the bullock 
drivers; dlzool y bearers ; or sepoys on the march­
·rhe airs are usually very monotonous. The words,if 
not impromptu, are a sort of history or ballad ill 
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was open~d in Lucknow at the close of 1926. In 
1913, Atiya Begum's book on Indian music was.,pub. 
lished in Lon<lion, and in. the same year she lectured 
in Paris at the Sorbonne. Several artistic functions 
were arranged in the French capital, which assisted 
her propaganda work, and in 1914 she was invited . 
to lecture in Holland, Germany and Austria. The 
outbreak of war intc:rfered with her project of stag­
ing an Indian opera in Bn1ssels, but after her return 

to India she detided to visit America, and in 1918-19 
she lectured in most of the important cities in the 
U.S.A. ner second volume on the music of India 
was published by Luzac and Co. in 1926, and the 
third volume is in course of preparation. Owing to 
the very close relationship between Indian music and 
Indian dancing, the fourth volume, which is still in 
manuscript, deals exhaustively with Indian dancing. 
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Heart." Mr. Ted Shawn, who made a special stud 
of_ Siva as "Nataraja:'. or "Lord of the Dance• y 
presents the Indian god iri 1{iss St. Denis's pr~d ~ 
tion, "The Cosmic Dance of Siva," for ,vhich mu': 
has been specially composed by Lily Strickland 
Anderson, a gifted American composer, who has re. 
·sided in India for many years; where she has learnt 
to reproduce the subtle charm of Indian ·music.• 

In British India, European tourists have few 
opportunities of witnessing fine Indian dancing. 
Consequently it is unwise for travellers, who have not 
the good fortune to attend private performances in 
the palaces of Indian princes and noblemen, to pass 
criticism upon the art of the_ nautch in general. 
lfany dancing girls possess considerable dramatic 
talent, and by gesture and facial exwession alone 
they reveal the meaning of their songs to listeners 
who do not understan·d the words. They are genu­
ine artists, and the instrumentalists follow every 
movement and intonation of the soloists with rapt. 
attention, with the result that the accompaniment 
becomes an integral part of the entertainment 

The peacock dance is one of the most graceful 
items to be seen in tire Deccan. The exponents man-

• In t'.he Indian Museum, Calcutta, there ,is a remar~ble 
brcme statue of Siva. N ataraja which reveals the majeltY 
of S(va'& oosmic dance. · 
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Rangoon, one correspondent wrote:· "What most at­
tracted the people was his playing on the ftute. The 
boy, standing as he W3.$ on the stage, in Sri 
Krishna's attire, represented Sri Krishna incarnate, 
and carried away the audience into ~e heavenly re­
gion by the melodious notes of his /Jans,i (fi.ute)."• 
Manahar Barve is thoroughly acquainted with the 
ragas, and, although a Marathat by birth, he inter­
prets the ktrtanas of Tyagaraja with the skill of 
~e most· accomplished Southerner. A linguist as 
well ~s a vocalist and instrumentalist, he sings in 
several Indian tongues, including Hindi, Urdu, 
Marathi~ Telugu and Tamil, and, in consequence, his 
interpretations are not marred by inadequate transla­
tions of the texts of his songs. . . 

Some of Barve's most attractive items consist 
of his solos on the dil,uba, a string instru­
ment which is popular in Bombay Presidency 
and the Deccan. It is usually about two feet in 
height, and is furnished with four main metal strings 
and a large number of sympathetic understrings. 

• See .reference to Krishna. on pages 26, 97, 105, 129, xzvi 
and xnii. 

t Sir William Wilson Hunter, in cc 'Ihe Indian Empire," 
describes Mahar'8htra as " stretching from the. Berars in 
Central India to near the south of the Bombay Presidency.'' 
-Page 376 of third @dition, London, W. H. A&n and Co., 
Ltd., 1398. 
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IIA:O'--'BAlt BAltVE WITH HIS SAltAS.\1{0.Z. 

{ See thr. rrfi-r,•,,re fr, J/111,ul111r B,u11··, sarasaroj ,,,. 1Jd!11' 1-ki.J 
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ployed, however, was of better qual~ty th~n the cheap 
Austrian harmoniums which are general throughout 
India, and a harmonium and mrdanga duet, with 
Mariahar Barve at the former instrument, ,vas a tou, 
de f o,ce which compelled admiration. Barve also 
plays on the sarinda-a small string instru­
ment employed by the beggars of Karachi and 
Bengal. It has only two strings, and might be de­
scribed as "a poor relation of the sdrangl.'' Barve 
possesses"-a very fine sitar,• from which he ob­
tains a round, full tone, and his performances 
upon this instrument have aroused particular interest 
in Southern India, where it is not so well known as 
it is in the Deccan and further north. He is popu­
larising the sarasaroj, a species of dulcimer, in tone 
resembling the harpsichord, which is played with 
two sticks and has sixteen strings. 

Amongst the many accomplishments in which 
Barve excels is the peculiar skill required for increas­
ing speed by the diminution of note values, men­
tioned with reference to Govinda Marar. t "Master" 
Prabhakar, a clever little lad, known as " The Indian 
Cuckoo," assists "Master" Barve, and possesses con­
siderable technique and breath control, although his 

• See reference to the litar on page 37. 
t See page 48, 
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one of which is numbered to correspond with the 
num.bers on the basins. 

Professor Ganpat Gopal Barve has d ra,vn up some 
very ingenious charts showing the connection betwCQ 
Eastern and Western music. By way of illustration. 
he· has published European airs in staff notation, 
witlt indications in Gu jerati as to the manner of per. 
formaore, and it is perfectly feasible for an English 
and an Indian musician to sing the tunes in unison 
&om the printed instructions, although neither per­
former can understand the signs v;hich guide his 
coUeagae. Professor Barve has established a school 
of music in Bombay, where numerous experiments 
.are made with regard to the scientific value of music. 
He is extremely interested in colour music, and be­
lieves in the medicinal value of the art, a conviction 
w.hioh is shared by many Indian and European musi­
cal authorities. At the second All-India Afusic 
Conference. held in 1918, at Delhi, M-r. Ganpatrao K. 
C~avan referred to the healing properties of Indian 
music as follows : "One of the subtle remedies which 
should be given more consideration is music. The 
idea that music may be so applied as to actually 
heal the dist'ases of the human organism, is in perfect 
keeping with the advanced thought of the age. The 
dfect <>f harmonious sounds on the mind is recog­
nised as bcneflcial, as it appears to do its good by 
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in the chair. Inayat Khan was firmly convinced of 
the spiritual power of music, and many seekers after 
truth who visited his London studio, had the oppor­
tunity of attending fine performances of Indian 
music and drama, while becoming acquainted with 
Inayat Khan's philosophy. 

In Europe and in the U.S.A. Inayat Khan founded 
the Sufi Order of Universal Brotherhood, which em­
braced mysticism, religion, philosophy, literature and 
music. The headquarters of this movement, which 
is d~tinct from the Sufism of Islam, are situated at 
Geneva, and Inayat Khan established a summer 
school at Suresnes, near Paris, where many of his 
disciples and collaborators were awaiting him at the 
time of his death. He had been absent from India 
for sixteen years, and was on a short · visit to his 
fatherland, when he was cut off in the midst of his 
labours. The sympathies of Inayat Khan were u~­
versal, and he appreciated European as well as Ori­
ental music. One of the treasured possessions of the 
present writer is a letter of thanks addressed to her 
by Inayat Khan, after a recital of poetry and music, 
given by her in London in 1916, at the annual recep· 
tion of the Sufi Order. 
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explains .the ca~ses and properties of sound, lunits 
the number of mixer!, or ka,monick, sounds to 
a certain series, which pcrpetuall y recurs,_ and fixes 
the ratic,, which they bear to each other-. er to one 
leading term; but, considered a~ an Art,. it combines 
the sounds, which philosophy disti-n~uishes in such a 
manner as to gratify our ears, or ·affect our imagina. 
tions1 or, by· uniting both objectslJJ to captivate the 
fancy while it pleases the sense, and speaking, as it 
were, the language of beautiful nature, to raise cor­
respondent ideas and emotions in t~e mind of the 
hear~r; it then, and then only becomes what we call a­
fi11e art, allied very nearly to verse, painting and 
rhetorick, but subordinate in its f urictions to pathe­
tick poetry, and inferior in its power to genuine 
eloquence. 

Thus it is the province of the pliilosopker, to dis­
cover the true direction and divergence ·of sou_nd pro-. 
pagated by the successive compressions and expan· 
sions. of air, as the vibrating body advances and re­
cedes; to show why sounds th~selves may excite a 
tremulous motion in_ particular . bodies, as in the 
known experiment of instruments tuned in unison ; 
to demonstrate the law, by which all the particles of 
air, v~·hen it undulates with great quickness, are con­
tinually accelerated and retarded; to compare the 
number of pulses in agitated air with that of the 
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and propelled along their solid capillaments, or 
whether the £.bres of our nerves, which seem in­
definitely divisible, have, like the strings of a lute, 
peculiar vibrations proportioned to their length and 
degree of tension, we have not sufficient evidence to 
decide; but we are very sure that the whole nervous 
sy~tem is affected in a singular manner by combina­
tions of sound, and that melody alone will often 
relieve the mind, when it is oppressed by intense 
application to business or study. The old musician, 
who rather figuratively, we may suppose, than with 
philosophical seriousness, declared the soul itself to 
he· nothing but harmony, provoked the sprightly re­
mark of CICERO_. that he drew his ph.ilosoplzy from 

the art which lte professed; but if, withou~ departing 
from his own art, he had merely described the human 
frame as the noblest and sweetest of musical instru­
ments, endued with a natural disposition to reson­
ance and sympathy, alternately affecting and 
affected by the soul which pervades it, his descrip­
~ion might, perhaps, have been physically just, and 
certainly ought not to have been hastily ridiculed: 
that any medical purpose may be fully answered by 
musick, I dare not assert; but after food, when the 
operations of digestion and absorption give so much 
employment to the vessels, that a temporary state of 
mmtal repose must be found, especially in hot cli-
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genius, awakens all the affections, and captivates the 
imagination at the same instant through all the 
senses. 

When such aids, as a perfect theatre would afford, 
are not accessible, the power of musick must in pro­
portion be less ; but it will ever be very considerable, 
if the words of the song be fine in themselves, and 
not only well translated into the language of melody, 
:with a complete union of musical and rhetorical ac­
cents, but clearly pronounced by an accomplished . 
singer, who feels what he sings, and fully under­
stood by a hear.er, who has passions to be moved; 
especially if the composer has avail~d himself in his 
translation (for such may his composition very justly 
be called) of all those advantages, with ,vhich nature, 
ever sedulous to promote our innocent gratifications, 
a~undantly supplies him. The first of those natural 
advantages is the variety of ,;,odes, or manners, in 
which the seven harmonick sounds are perceived to 
move in succession, as each of them takes the lead, 
and consequently bears a new relation to the six 
others. Next to the phenomenon of seven sounds 
perpetually circulating in a geometrical progression, 
according to the length of the strings or the nurnber 
of their vibrations, every ear must be sensible, that 
two of the seven intervals in the complete series, or 
octave, whether we consider it as placed in a circular 
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different classes; but, since many of them are un­
pleasing to the ear, others difficult in execution, and 
few sufficiently marked by a character of sentiment 
and expression, which the higher musick always re­
quires, the genius of the / ndians has enabled them 
to retain the number of modes, which nature seems 
to have indicated, · and to give each of them a char­
acter of its own by a happy and beautiful contriv­
ance Why any one series of sounds, the ratios of 
which are ascertained by observation and expressible 
by figures, should have a peculiar effect on the organ 
of hearing, and, by the auditory nerves,_on the mind, 
will then only be known by mortals, when they shall 
know why each of the seven colours in the rainbow, 
where a .proportion, analogous to that of musical 
sounds, most wonderfully, prevails, has a certain 
specifick effect on our eyes ; why the shades of gree~ 
and blue, for· instance, are soft and soothing, while 
those of red and yellow distress and dazzle the 
sight; but, without striving to account for the pheno-
mena, let us be satisfied. with knowing, that some of 
the modes have distinct perceptible properties, and 
may be applied to the expression of various mental 
emotions ; a fact, which ought \\·ell to be considered 
by those performers, who would reduce them all to a 
dull uniformii,, and sacrifice the true beauties of 
their art to an injudicious temperament. 
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with perspicuity \\'hatever is explicable, and gives 
dignity to the character of <-'!. modem musician, by 
uniting it with that of a scholar and philosopher. 

The unexampled felici~y of our nation, who diffuse 
the blessings of a mild government over the finest 
part of In:dia, would enable us to attain a perfect 
know ledge · of the oriental musick, \\·hich is known 
and practised in these British dom;nions not by mer­
cenary performers only, but even by Muse/mans and 
Hindus of t ninent rank and learning : a native of 
Cdsltdn, lately resident at Murslteddhad, had a com­
plete acquaintance with the Persian theory and prac­
tice; and the best artists in Hindustan would cheer­
fully attend our concerts: we have an easy access to 
approved Asiatick treatises on musical composition, 
and need not lament with CHARDIN, that he 
neglected to procure at / s/altan the explanation of a 
small tract on that subject, which he carried to 
Europe: we may here examiue the best in­
struments of Asia, may be masters of th~m, 
if we please, or at least may compare them · 
with ours: the concurrent labours, or rather amuse­
ments, of several in our own body, may facilit~te 
the attainment of correct ideas on a subject so 

· delightfully interesting; and a free communication 
from time to time of their respective discoveries 
would conduct them more surely and speedily, as 
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fr among tne Vedas Jze U'aS tlze Saman." From that 
Veda was accordingly derived the Upaveda of the 
Gandna,bas, or musicians in INDRA'S heaven ; so 
that the divine art was communicated to our species 
by BRAHMA himself or by hi~ active power 
SERESW A TI, the Goddess of Speech; and their 
mythological son NA.RED, who was in truth an 
ancient law-giver and astronomer, invented the V lnd, 
called also C aclz' Jzap}, or T estudo; .a very remark­
able fact, which may be added to the· other proofs 
of a resemblance between that / ndian God, and the 
MERCURY of the Latians. Among inspired mor­
tals the first musicians is believed to have been the 
sage BHERAT, who was the inventor, they say, of 
N atacs, or dramas represented with songs and 
dances, and author of a musical system which bears 
his name. If we can rely on MIRZA' KHA'N, there 
are four principal Matas, or systems, the first of 
which is ascribed to ISW ARA, or OSIRIS; the 
second to BHERA T; the third to HANUMA T, or 
P' A'V AN, the PAN of India, supposed to be the son 
of PAVANA, the regent of air; and the fourth to 
CALLINA'T·H, a Rzslzi, or India11 philosopher, 
eminently skilled in musick, theoretical and practi· 
cal : all four are mentioned by SO'MA; and it is the 
tl,i,d of them, which must be very ancient, and seems 
to have been extremely popular, that I propose to 
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MOSTARE, as a substitute for the troublesome 
gamut 11Sed in his time; and which he arranges thus : 

Bo. ce, di, ga, lo, 1lltl, ni. 

As to the notation of melody, since every Indian con­
sonant includes by its nature the short vowel a, five 
of the sounds are denoted by single consonants, and 
the two others have different short vowels taken from 

., their full names; ~y substituting long vowels, the 
taJJe of each note is doubled, and other marks are 
used for a farther elongation of them; the octaves 
above and below the mean scale, the connection and 
accd:eration of notes, the graces of execution or man­
ners of bgering the instrument, are expressed very 
clearly by small circles and ellipses, by little chains, 
'by curves, by straight lines, horizontal or perpendicu­
lar> and by crescents, all in various positions : the 
dose. of a strain is distinguished by a lotos-fiower ; 
lbat the time and ~ure are determined by the pros­
ody of the verse and by the comparative length of 
each syllabi~ with ,a,bicb every note or assemblage 
of :notes respectively corresponds. If I understand 
the nahve mac;icians, .they h~ve not only the ch10-
-,arici, but even the second or new enlllumonick, 
gams; f0t they unanimously reckon twenty-two 
rndis. or quarters and thirds of a tone,· in their oc­
tave : they do not pretend that those min\lte intemls 
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you may confidently depend; the regular lndia11 

gamut answers, I believe, pretty nearly to our major 
mode: 

U t, ,e, mi, fa, sol, la, si, ut, 

an<f, when the same syllables are applied to the notes, 
which compose our minor mode, lht;y are distin­
guished by epithets expressing the change, which 
they suffer. It may be necessary to add, before we 
come to the Ragas, or modes of the Hindus, that the 
twenty-one mu,clz' ltanas, which Mr. SHORE'S native 
musician confounded with the two and twenty s',utis, 
appear to be no more than se1,·en species of diapason 
multiplied by tkree, according to the difference of 
pitch in the compass of three octaves. 

RAGA, which I translate a mode, properly signi­
fies a passion or affection C\f the mind, each mode 
being intended, according to BHERA T'S definition 
of it, to move one or another of our simple or mixed 
affections; and we learn accordingly from the 
N drdyan, that, in the days of CRISHNA, there were 
sixteen thousand modes, each of the Gopu at Mat"· 
Ju,," ch0~sing to sing in one of them, in order to cap­
tiY.i~e the heart of their pastoral God. The very 
learned SO'MA, who mixes no mythology with his 
accurate system of Ragas, enumerates nine /zundred 
and ·sixty possible variations by the means of tem-



INDIAN MUSIC. 

the first season according to the A,na,c6sha, began 
with Md1gas'i1sha, near the time of the winter sol­
stice, to which month accordingly we see CRISHNA 
compared in the Gita; but the old lunar year began, 
I believe, with A'swina, or near the autumnal equinox, 
when the moon was at the full in the first mansion: 
hence the musical season, which takes the lead, in­
cludes the months of A'swin and Ca,tic, and bears 
the name of Sa,ad, corresponding with part of our 
autumn; the next in order are H emanta and Sisi,a, 
derived from words, which signify frost and dew,· 
then come V asanta, or spring, called also Su,ablti or 
fragrant, and Pushpasamaya, or the flower time.; 
G,,snma. or heat; and Ve,sJza, or the season of rain. 
By appropriating a different mode to each of the 
different seasons, the artists of Ind~ connected cer­
tain strains with certain ideas, and were able to re­
call the-memory of autumnal merriment at the close 
of the harvest, or of separation and melancholy (very 
different from our ideas at Calcutta) during the cold 
months; of reviving hilarity on the appearance of 
blossoms, and complete vernal delight in the month 
of Madi," or honey; of languor during the dry heats, 
and of refreshment by the first rains, which cause in 
this climate a second spring. Yet farther : since 
the lunar year, by which festivals and superstitious 
duties are constantly regulated, proceeds concur-
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of eight little Genii, called his Put,as, or sons; the 
fancy of SHAKSPEAR and the pencil of ALBANO 
might have been finely employeq in giving speech 
and form to this assemblage of new aerial beings, 
who people the fairy-land of Indian imagination; 
nor have the Hindu poets and painters lost the ad­
vantages, with which so beautiful a subject presented 

I 

them. A whole chapter of the N drdyan contains de-
scriptions of the Ragas and their consorts, extracted 
chiefly from the Ddmodara, the Caldncura, the Ret­
namdld, the · Clzandrica, and a metrical tract on 
musick ascribed to the God NA'RED hiirn;elf, from 
which, as amorig so many beauties a particular selec­
tion would be very perplexing, .I present you with 
the first that occurs, and have no doubt, that you 
"~i 11 think the Sans er it language equal to · 1 talian in 
·softness and elegance. 

LHa viharena vanantarale, 
Chinvan prasunani vadhu sahayah, 
Vilasi ves6dita divya murt1h, 
Sriraga esha prat'hitah prit'hivyam. 

"The demigod SRI'RA'GA, famed over all this 
earth, sweetly .sports with his nymphs, gathering 
fresh blossoms in the bosom of yon grove; and his 
di vine lineaments are distinguished through his 
graceful vesture." 
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ascribe to OLY~IPUS of Mysia the invention of en-
1,a,monick melody. and conjecture, that, when he 
was playing diatonically on his flute, and frequently 
passed from the highest of four sounds to the lowest 
but one, or conversely, skipping over the second in 
descent, or the third in ascent, of that series, he per­
ceived a singular beauty of expression, ,vhich inquced 
him to dispose the whole series of seven or eight 
sounds by similar skips, and to frame by the same 
analogy his D o,ian mode, omitting every sound pe,u­
lia, to the diatonick and -chromatick melodies then 
in use, but without adding any that have since been 
made essential to the new enharmonick : in this 
genus, they say, he composed the Nome, or strain, 
called S pondean, because it was used in temples at 
the time of religious libations. Those, it seems were . 
the first enharmonick melodies; and are still retained 
by some, who play on the flute in the antique style 
without any division of a semitone; for it was after 
the age of OLYl{PUS, that the quarter of a tone 
,vas admitted into the L '}'dian and P 1,,y gian modes ; 
and it was he, therefore, who, by introducing an ex­
quisite melody before unknown in Greece, became the 
author and parent of the most beautiful and affect­
ing musick." 

This method then of adding to the character and 
effect of a mode by · diminishing the number of itf 
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Y 6 vyactivyan j ac6 g,ane, yasya serve'nugaminah, 
Yasya servatra bahuly-am vady ans'o pi nripotamah. 

"The note, calTed gaka, is placecl at tthe- begin­
nir£6, and that naim:ed nyds:a, at. the end, ©tf a song ; 
that note1 which <displays· ttfie pecu,tia:r melody), and 
·to whfr::.h aH the others; are Sl1'Hlordinate,. thmt,. whic:!1 
is always of the gireatest t1'se, is tiike a sovereign,, 

I 

"'·t.. h , .. ,, u1oug. a mere ans a., or porh·on. 
"By the word vid~,"' says the commentator, '' he 

means the note, which announces and ascr1'tains the 
Raga. and which may be considered as the present 
origin of the graha and nydsa," this clearly sho,vs

1 
1 

think, that the ans"a must he the tonick; ai,d we shall 
find, that the two other notes are generally its third 
and fifth, or the mediant and the dominant. In the 
poem entitled Mdgha there is a musical simile, which 
may illustrate and confirm our idea 

Analpatwat pradhanatwad ans'asyevetaraswarah, 
Vijigish6rnripatayah prayanti pericb.aratam. 

"From the greatness, from the transcendant 
qualities, of that Hero e1-ger for conquest, other 
kings march in subordination to him, as other notes 
are subordinate to the ans'a." 

If tlie ans' a be the tonick, or modal note, of the 

Hindus, we may confidently exhibit the scales of the 
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DI'PACA : not in SO'MA. 
D J. •• • • dh . ~s i : r1, , ma, pa, a. nz, sa. ,, 
Cdmbodl: sa, ,i, ga, ma, pa, dlta, •. 
Netta: sa, ,;, ga, ma, pa, d/t-a, ni. 
Ceddrl: ni, sa, ,;, ga. ma, pa. dha. 
Carndtl: ni, sa, •, ga, ma, pa,•. 

ME'GHA : not in SO'MA. 
T acca: sa, ri, ga, ma, pa, dha, ni. 
M elldrl: dlt.a, •, sa, ri, •, ma, pa 
Gu,ja,i: ri, ga, ma, •, dha, ni, sa. 
Bltupdn: ga, •, pa, dlt.a, •, sa, ri. 
Desac,l: sa, ri, ga, ~ma, pa, dha, ni. 

It is impossible, that I should have erred much, if 
at all, in the preceding table, because the regularity 
of the Sanscrit metr~ has in general enabled me to 
correct the rnanuscript; but I have some doubt as to 
"'I eldval), of ,vhich pa is declared to be the ans' a, or 
tonick, though it is said in the same line, that both 
pa and ri may be omitted. I therefore> have sup­
posed dlta to be the true reading, both MIRZA'­
KHA'N and the N drdyan exhibiting that note as the 
leader of the 1node. The notes printed in I talick 
letters are variously changed by temperament or by 
shakes and other graces; but, even if I were able to 
give you in words a distinct notion of those changes, 
the account of each mode would be insufferably tedi-
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HI:'-!DO'LA: sa, 0
, ga, ma, •, dha, ni. 

Rdn1ac1}: sa, ri, ga, ma, pa, dha, ni. 
Des' acsh'i,: ga, ma, pa, dha, ni, sa, •. 
L l

. \ • • . e zta : sa, , ga, ma, pa, , n1. 
v' eltivalz: dha, ni, sa, ri, ga, ma, pa. 
Patanzanjarz: pa, dlza, ni, sa, ri, ga, ma. 

DI'P ACA: omitted. 
Des'i: ni, sa, ri, ga, ma, pa, dha. 
C dm b 6dt : sa, ri, ga, ma, pa, dha, ni. 
Net ta: sa, ,i, ga, ma, pa, dha, ni. 
C edcir'z: omitted. 
C a1nat'z : ni, sa, ri, ga, ma, pa, dha. 

~1E'GHA: dha, ni, sa, ri, ga, ma, pa. 
Tacca: (a mixed mode). 
Mll ,, dh .• . • e arz : a, n1, , r1, ga, ma, . 
Gurjarz: omitted in the N draJan. 

Bh 'p 'l' · ga • pa dha • u a z : sa, r1, , , , , . 

D , \ . • • esacrz: n1, sa, , ga, ma, pa, . 

Among the scales just enumerated ,ve may safely 
fix on that of SRI'RA'GA for our own major mode, 
sinct its form and character arc thus described in a 
Sanscrit couplet. 

Jatinyasagrahagramans'eshu sha'djo, lpapanclza1nalt, 
Sringl1ravirayorjneyah S,£,aio gitac6vidaiah, 
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SRI'RA'GA ·. . a dl1a . sa, rt, ga, ma, p , , n1. 
Ma/,avas'r'z: sa, ri, ga, ma. pa, dha, ni. 

Mdrav'i : sa, •, pa, ga, ma, dha, ni. 
D I. , ' dh . . • nan11as,: sa, pa, . a,. n1, r1, ga, . 

l1 asanti : sa, ri, ga, ma, pa, dha, ni. 

A , ' dh . . •• saverz : a, n1, sa, , , ma, pa. 

HINDO'LA: sa, •, ga, ma, pa,•, ni. 

Rdmacri: sa., •, ga, ma, pa, •, ni. 
Des'dcsAi: ga, ma, pa, dha, ni, sa, • . 

L l . . "h . • • e ila : a a, n1, sa, , ga, ma, . 

V elavali : dha, ni, sa, ri, ga, ma, pa. 

Patamanjarz: pa, dha, ni, sa, ri, ga, ma. 

Dl'PACA: sa. ri, ga, ma, pa, dha, ni. 
D , ,, . • dh . es z: r1, ga, ma, , a, n1, sa. 
C dmb/Jdi : dha, ni, sa, ri, ga, 1na, pa. 
Net/a : sa, ni, •, dha, pa, ma, ga, ri. 

C J.d \ . • • 
~ arz : n1, sa, , ga, ma, pa, . 

C a111dft: ni, sa, ri, ga, ma, pa, •, dha. 

ME'GHA: dha, ni, sa, ri, ga; 0 , •. 

Taccd: sa, ri, ga, ma, pa, dha, ni. 
M ll , ' dh • * • O e a,z : a, n1, , r1, ga, ma, . 
Gu,jaii: ri, ga, ma, pa, dha, ni, sa. 

Bkdpdli: sa, ga, ma, dha, ni, pa, ri. 

De sacii : sa, ri, ga, ma, pa, dha, ni. 
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The system of ISW ARA which may have had so111e 
affinity with the old Egyptian musick invented or 
improved by OSIRIS, nearly resembles that of 
HANUMA T, but the names and scales are a little 
varied; in all the systems, the names of the ·modes 
are significant, and some of them as fanciful as those 
of the fairies in the "Midsummer Night's Dream." 
Forty-eight new modes were added hy BHERAT, 
who marries a nymph, thence called BJ,d,ya, to each 
Putra, or Son, of a Raga, thus admitting, in his 
musical school, an ltundred and thirty-two mannas 
of arranging the series of notes. 

Had the Indian empire continued in full energy 
for the last two thousat,d years, religion would, no 
doubt, have given permaneI,ce to systems of musick 
invented, as the Hind us believe, by their Gods, and 
adapted to mystical poetry: but such have been the 
revolutions of their government since the time of 
ALEXANDER, that, although .the Sanscrit books 
have preserved the theory of their musi~al composi­
tion, the practice of it seems almost wholly lost (as 
all the Pandits and Rajas confess) in Gaur and 
Magar/ta, or the provinces of Bengal and BeAar. 
When I first read the songs of JA YADE'VA, who 
has prefixed to each of them the name of the mode in 
which it was anciently sung, I had hopes of pr-OCUr­
ing the original musick; but the Pandits of the south 
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prized both our Eurofean modes, and, if some of the 
notes can be raised a semitone by a stronger pres­
sure on the frets, a delicate and experienced singer 
night produce the cff ect of minute cnharrr1onick in­
tervals; the construction of the instrument, there£ ore, 
seems to favour my conjecture; and an excellent 
judge of the subject infor1ns i.1s1 that "the open wires 
are from time to time struck in a manner, that pre­
pares the ear for a change of modulation, to which 
the uncommonly full and fine tones of those notes 
greatly contribute " 

We may add, tha: the Hindu poets never fail to 
change the nzetre, "·hich is their 1nod e, according to 
the change of subject or sentiment in the same piece; 
and I could produce instances of poetical 1nod11la­
tion (if su~h a phrase may be used) at least equal to 
the most affecting modulations of our greatest com­
posers; no,v the musician must naturaily have emu­
lated the poet. as eYery translator endeavours to re­
semble his original; and, since each of the / ndian 
modes is appropriated to a c~rtain affection of the 
mind, it is hardiy possible, that \vhere the passion 
is varied, a skilful musician could a\·oid a ,·ariation 
of the mode. The rules for modulation seem to be 

contained in the chapters on 1nixed 111odes, for an in­
termixture of Mt:iltir'z with To'd'z and Saindlzavl 
means. I suppose, a transition, ho\vever short, from 



.202 INDIAN 1iUSIC . 

cause the number of notes in SO'~{.i\, compared \\·.ith 
that of the syllables in the Sanscrit stanza, may lead 
us to guess, that the strain itself wa.s app1ied by the 
musician to the very words <,f the poet. 

The words are : 

Lelita la vanga lata pensilana c6mala ma.la ya samire, 
1Iadhncara nicara cat'ambita c6cila cujita cunja 

entire 
Viharati heririha sarasa vasante 
Nrityati yuvati janena saman sac'hi vitahi janasya 

durante. 

\\7hile the soft gale of Malaya wafts perfume from 
the beautiful clove-plant, and the recess of each 
flowery arbour sweetly resounds with the strains of 
the C ocila, mingled \\•ith the murmurs of the honey­
making s\varms, HERi dances, 0 lovely friend, \Vith 

a company of damsels in this vernal season; a season 
full of delights, but painful to separated lovers. 

I have noted SO'~fA'S air in the major mode of A, 
or sa, which, from its gaiety and brilliancy, \vcll ex­
presses the general hilarity of the song; but the sen­
timent of tender pain, even in a season of delights, 

from the remembrance of pleasures no longer attain­
able, would require in our musick a change to the 

n1inor mode; and the air might be disposed in the 
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The preceding is a strain in the mode of_ H IN­
DO'LA, beginning and ending with the fif th note, 
sa, but ,vanting pa, and Ti, or the second and sixth : 
I could easily have found words for it in the Gita­
g6vi11da, but the united charms of poetry and musick 
would lead me too far; and I must now ,vith reluc­
tance bid f are\vell to a subject, ,vhich I despair of 
having leisure to resume. 
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The book has primarily been written with a view to 
stimulating interest in Indian music in the hope that 
English readers already acquainted with the subject 
might be encouraged fo pur;ue their studies further; 
while new recruits might be added to the small group 
of western music lovers, prepared to further the cause 
of Indian music. To realise these aims the author has 
mainly endeavoured to bring into relief some of the 
many attractive futures which emphasize the charm, 
dignity and interest of Indian music. 

The soul of a nation is revealed through the medium 
of its art, and appreciation of that art promotes 
sympathy for the land from which it ~prings. 

In· the present work, Ethel Rosenthal has sought to 
explore the vast panorama of Indian music and has 
divided her work into various chapters dealing with: 
Origins, Time and Tune, the Vina and some other 
instruments. The Indian music has two great di visions, 
the northern Indian or the Hindustani and the 
Southern Indian or the Carnatic styles of musfc. The 
author. has rightly stressed the importance of Indian 
music as a composite whole-albeit-if its full impact 

is to be comprehended, for it reflects the varying 
characteristics of a people who have submitted to 
widely divergent influences. 
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