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INTRODUCTORY NOTE

THIS book has been written at the request of the Editors
of The Heritage of India Series ; and although it has
grown beyond lhe possible limits of that Serles and is now
published by itsell, it still remains, as it was originally
* planned, a brief introduction to a large and intricate
subject. We believe that Indian Music possesses so much
value for the life of the people of India thal, in this great
day of national aspiration and progress, it ought to be
ltnown and understood by every man and woman who has
India's good at heart, so that it may become cultivated in
every city and village thronghout the land. The purpose
of this book, then, is to provide sufficlent information to
make insight possible; so that (he educated Indian, and
also the European, may be stirred to such a living interest
in Indian music, both vocal and instrumental, as to gtart
musical societies and schools, and to seek for the wider
and more detailed information which this book does not
attempt to give,

V. 8. DORNAKAL,
J. N. FARQUHAR.
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AUTHOR’S PREFACE

Mo one feels more than (he aunthor the deficiencies of
this book and the inadequacy of its presentation of a great
and living culture. My only real qualification is my love
for India, and n leen interest in both the practice and
theory of Indian music, This litile worle is sent out into
the world in the hope that it may help to make known the
great value of Indian music and that it may play some
part, however small, in the improvement and spread of this
culture throughout India.

My deepest obligations are to Mr. A. H. Fox Strang-
ways, whose Music of Hindostan is the best of the few
books which sesk to give something like an adequate
account of the subject. India can never be too grateful
to this musical scholar for the limitless labour, love and
imagination he has lavished on Indian music. [ have
drawn very freely from his book, not only accepting many
of his ideas as to the development of music both within
and without India, bot also borrowing a few of bhis brief
definitions and some expository passages of greater length,
I owe him a further debt for the large amount of personal
help he has given me. He read my manuscript from
beginning to end mote than once, explained # number of
musical difficulties, and, above all, provided the material
for the account of the Indian scale, and allowed me to
consult him freely while I worked up the material into
Chapter III.
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[ also wish to acknowledge with deep gratitude the
large help I have received from a number of friends in
India. The following have done so much for me that it is
a pleasure to mention their services. Mr. N. V. Bhat-
khande, M.A., LL,D., author of a nuinber of musical trea-
tises in Maréthi and HFlindi, read the draft of the manuscript
and suggested many corrections. M. R. Ry. C. R, Srinivisa
Adyengar, B.A,, L.T., of the Sanskrit College, Mylapore,
gave much assistance with regard to the Siman chant and
ancient books on Indian music; SEhabzada Syed Sadat
Al Kbin Bahidur, Home Secretary of Rimpur State,
who is an accomplished musician, gave many hours of
valuable time to satisfy mny desire for a better practical
knowledge of the music of the north; the Rev. L. L
Stephen of Erode taught me much of what I know, both
of theory and practice, in szouth Indian music; while
Talkhur M. Nawab Ali Khan of Lucknow rendered wvalu-
able help, Thanks are also due to the editors of the Heri-
tage of India series for their kind assistance, and especially
to Dr. J. N. Farqubar, who has read through all the proofs
with the greatest care and maode many sugpestions of great
value,

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

I wish also to make acknowledgment to the editors of
' Outward Bound ' for their permission to make use of the
riga pictures ; to the anthorities of the Indian Museum,
Calcutta, for allowing me the use of valuable negatives
for some of the piclures of musical instruments; to the
India Office, London, for permission to photograph and
reproduce the riga pictures ; and to the proprietors of the
Timas of India for kindly letting me have the use of a nuin-
ber of half-tone blocks of pictures of musical instruments,
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I also desire to express my thanks to M, Fredalis of
Baroda for kind permission to use the hall tone block of
the Sarangi player, facing p. 108,

May my small book lead many to seek further light on

this most interesting part of the wonderful Heritage of
India.

1 would earnestly ask that readers will not fail to notify
me of matlers which are open to criticism, or which
should be corrected in o subsequent edilion,

H. A. PoPLEY.
Y.M.C.A.,, Madras.

April, 1921

SCHEME OF TRANSLITERATION

fjutturnls k kil i gh fi
Palatals ch chh i ih i 8
Lingunls t th d ih n sh
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Visarga b
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I kanow not how thoo singest, my master! [ ever listen
in silent amazement,

The light of thy muosle llomines the world, The lite
breath of thy music runs from sky to sky, The holy
stream of thy muosic breaks through all stony obstacles
and roshes on,

My heart longs to joln In thy song, but valnly stroggdles
for a voice. 1 wounld speak, but specch breaks not Into
song, and I cry out baffled. Ah, thou hast made my heart
captive In the endless meshes of thy music, my master |

TAGORE, GITANJALL
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CHAPTER I

INTRODUCTION

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

These differences are reflected in the music of the
MNorth and of the Socuth, though we must not commit the
mistake of thinking of these as distinct types of music.
There is one Indian music, though there are many ways of
working it out; and these all group themselves under the
Northern and Southern schools. Distingnished as the
Northern or Hindustani school and the Southern or Carnatic
school, both are yet based on the principles stated in the
ancient Sanskrit treatises on music.

The student of India will find in the same way one
India which speaks again and again as he travels from
North to South. The atmosphere of mystical devetion
and of submission to what is looked upon as the divine will
is found in all religious hearts; the one treasure-store of
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legend and story supplies both North and South with heroes
and sages; and agriculture and trade, the “village and
the home, and all the arts, are filled with the same
spirit and use practically the same methods throughout
India.

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

The two schools tend to-day to coalesce into one unified
system, a tendency which is fostered by the all-India
music conferences which now meet aonuvally, and also by
the very considerable borrowing which is taking place in

each system from the other.
It may be well io give at the outset brief definitions of

a few fundamental terms which must be used in our exposi-
tion from the very beginning. Fuller explanations of these
will be found in the body of the work and a Glossary of
all the musical words and phrases which oceur in the hook
will be found among the Appendices,

SVARA . we  One of the seven notes of the gamul.

BRUTI . «  An interval smaller than the semi-tone,

SUDDHA SVARA wos  The {undamental variety of each of the
sCVEn nobeg-

VIKRIT ... v A variety of the Suddha note,

Hica e .« The melody-types which are the bases of
Indian musical compositions,

TALA e Time MEASATE.

GRAMA ... . e AN ancient mode or scale.

JiT1 - «: The old name for melody-types.

The wide differences between Indian and western music
on the one hand, and the variant terminology which dis-
tinguishes northern from southern musical teaching in India
on the other, create so many minor difficulties even in
simple matters, that it has been thought well to vse in
this bock a modified notation, based on the Indian tonic
sol-fa, eo that all musical items may be exhibited in one
way and the reader may not have to carry several schemes
in his head. Tts relations and detailed use are set forth in
the following tables :—
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I. TaBLE OF NOTE SIGNATURES AND NOMENCLATURE

1 2 3 4
Semi-tones Notation
The Svara of the osed in The Southern
Nomenclatore, Weatern this nAMmbE.
acale, book,
ja Tira P C 5 Shadjs Tara.
ml i ™" B N Kikali Ni.
i Kaidild Ni.
Komal! Ni Hp o {E];““’““ rl'hah
iatuhsrati Dha.
Suddha Dha o A B Suddha Ni.
Komal Db i Ab d Suddhp, Dha,
FPafichama e G r Paichamu.
vrad Ma ¥ m ti Ma.
uddha M ik M dbs Ma
dha Ga sik E G M:iahm Ga.
Sidharapn Ga.
Komal Ga - Eb ! i Shatéruti Ri.
" hatulgruti Ri,
Suddha Ri D R wddha Ga.
Komal Ei Db r uddha Ri.
Shadja c S Shadja,

My southern friends will notice that the northern
system of nomenclature has been adopted. It is true that
the southern names of the notes, as well as the northern,
go back to ancient musical facts, but they have wvery little
meaning to the ordinary musician to-day and are not clear
enough to justify their coming into general use throughout
India. The northern system, however, is based on a clear
principle and will present no difficulty to the southern
student.

The Suddha notes of the northern system are those of
the tonal scale, Bilaval, the European Major scale, With
the exception of Ma, all the other notes are flats to the
Suddha note. This is quite different from the southem
system, where the Suddha note is the lowest and the others
are all sharps. Clearly confusion would be the only result
of an attempt to retain both systems, while from all points

1 *flat ", % 'sharp '
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of view the northern method is preferable. As most of the
writer's time has been spent in the south, and his first love
for the genial south is always his best love, itis not likely
that he has been biassed in coming to this decision.

In our second table the smaller intervals of the Indian
octave are exhibited. Here a difficulty appears in the
southern system, namely, the merging of the notes as shown
in the bracketed pairs of the table. We have decided to
ask our southern friends to read Shatfruti Ri in those
cases where it should occur, even though the symbol g is
used and so on for all merged notes.

Tivra means 'sharp' and is shown by capital with
saperscript plus, in the case of Ni and Ga, In the case of
Niand Ga itis a sharp of one druti only. In Ma itis a
semitonal sharp, and is shown by a small letter,

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

Komal is a semitonal flat and is indicated by a small
letter.

Atikomal is a microtonal double flat, one druti lower
than Komal. It is indicated by a superscript minus sign
on the small letter,

The three voice registers are indicated as follows :(—

[ Tara or higher register, shown thus §.
[0 RPN Madhya or middle register, shown thus B,
M.........Mandra or lower register, shown thus §.

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

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



al,
a0,

19.

18.
17.

16.
15,

14,
13,

12,
11,

10.
9,

5.
7

1.
0.

11.

Sroti Name

INTRODUCTION

SHADJA TARA ...

Tivra Ni
SUDDHA NI

Komal Ni

Atikomal Ni

SUDDHA DHA ..,

Trigrati Dha
Komal Dha

Atikomal Dha
PANCHAMA

Tivratara Ma
Tivra Ma

Ekafruti Ma
SUDDHA MA

Tivra Ga
SUDDHA GA

Komal Ga

Atlkomal Gu
SUDDHARI

Madhya Ri
Komal Ri

Atikomal Ri
SHADIA

Waestern
Note

C

Sign
5

N+
N

wm n"® =% = ag =z g "° e

TABLE OF SRUTIS

{

{

Carnatic
Name

Shadja Tiira,

IKakal Mi.
Haidiki Ni,
Shatérati Dha,

hatulgrati Dha.,
uddha Ni.

Suddba Dha,

Pa.,

Prati Ma.

Saddha Ma,

Aditara Ga,

Sadhirags Ga.
Shatdrati Ri.

{ ghﬂnl}ﬁmﬂ Ri.

uddha Ga.

Suddha Ri,

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

us,

S:R:G:M| 5:RG | 81—

The time signature will be shown al the beginning or
esach piece, The beat is called Adiga or T@la; the bar
Vibhiga and a section of so many vibhigas an Avarts. The
Avarta will be shown by two long upright lines together,
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CHAPTER II

LEGEND AND HISTORY

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

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

In Hindu mythology the various depariments of life and
learning are usually associated with different yishis and so
to one of these is traced the first insiruction that men
teceived in the art of music, Bharata pishi is said to have
taught the art to the heavenly dancers—the Apsarases—
who afterwards performed before Siva. The rishi Nirada,
who wanders about in earth and heaven, singing and playing
on his vind, taught music to men. Among the inhabitants
of Indra's heaven we find bands of musicians. The
Gandharvas are the singers, the Apsarases the dancers, and
the Kinnaras centaur-like performers on musical instru-
ments, From ths name Gandharva has come the title
Gandharva Veda for the art of music,

Among the early legends of India there are many con-
cerning music, The following is an interesting one from
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them Adbhutes Ramdyaps about Nirada pishi, which
combines criticism with appreciation.

Once upon & time the grent pishi Nirada thought within himsell
that he had masterad the whole art and science of music. To curb
his pride the all-knowing Vishno took him to visit the abode of the
gods, They entered a spacious building, in which were numérous
men and women weeping over their broken limba, VilhtT:n m‘FﬂQd
ond enguired of them the reason for their lamentation, oy
answored that they were the rdgas and the rdgipls, created by
Mahfideva ; but that as a pishi of the name of Nirada, ignorant of
the true knowledge of music and unskilled in performance, had sung
them techlessly, their features were distorted and their limbs broken ;
and that, unless Mahfdeva or eome other skillul person would sing
them properly, there was no hope of their ever being restored Lo Lhelr
former state of body, Niirada, ashamed, kneeled down belore
Vishpno and asked to bo forgiven.

The Vedie Index shows a very wide variety of musical
instruments in use in Vedic times. Instruments of per-
cussion are represenied by the dundubld, an ordinary
drum; the adambara, another kind of drum; bhiin-
dundubhi, an earthdram made by digging a hole in the
ground and covering it with hide ; vanaspati, 2 wooden
drom ; &ghdM, a cymbal used to accompany dancing,
Stringed instruments are represented by the kaFoda-viea,
a kind of lute; karkari, another lute; v@na, a lute of 100
atrings ; and the ving, the present instrument of that name
in India. This one instrument alone is sufficient evidence
of the development to which the art had attained even in
those early days. There are also a number of wind instru-
ments of the flute variety, such as the tinove, a wooden
flute ; the #a@df, a reed flute ; bakurs, whose exact shape
is unknown. ‘By the time of the Yajur Veda several
kinds of professional musicians appear to have arisen:
for lute-players, drummers, flute-players and conch-blowers
are mentioned in the list of callings.’'

That vocal music had already got beyond the primitive
stage may be concluded from the somewhat complicaled
method of chanting the Sima Veda, which probably goes
back tothe Indo.-Iranian age. These hymns of the Rik
and Sima Vedas are the earliest examples we have of
words set to music, unless we except the Zendavests,
which may have been chanted. The Sima Veda was sung
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according to very strict rules, and present day Simagahs—
temple singers of the Siman—claim that the oral tradition
which they have received goes back to those ancient times,
A discussion upon the musical character of the Siman
chant will be found in the nextchapter., The Chhan-
dogya and the Brihadarapyaka Upanishads (c. 600 B.C.)
both mention the singing of the Sima Veda and the latter
also refers to a number of musical instruments,

One of the earliest references to music is found in
the grammarian Pfgini, who was probably alive when
Alexander the Great was in Taxila (326 n.c.) In his
comments upon the root MNypit—lo dance—he mentions
two persons named Silalin and Kyiggévin as the anthors of
two sets of sftras on dancing.

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

The earliest reference {o musical theory seemsto be
in the Rikpratisekhya (c. 400 B.c.) which mentions the
three voice registers and the seven notes of the gamut. It
is interesting Lo find that just before this time, Pythagoras
in Greece (510 B.C.) worked oul the musical system of the
Greeks.

In the Ramayana (400 B,c.—a.D. 200) mention is fre-
quently made of the singing of ballads, which argues very
considerable development of the art of musie. The poem
composed by the sage Vilmiki is said to have been sung
before King Dagaratha by Rama and Lakshmagna, The
author of the Ramdyena often makes use of musical
gimiles, The humming of the bees reminded him of the
music of stringed instruments, and the thunder of the
clouds of the beating of the mpidaige. He talks of the
music of the batilefield, in which the twanging and creaking
of the bows takes the place of stringed instruments and
vocal music is supplied by the low moaning of the
elephants. Révapa is made to say that ‘he will play
upon the lute of his terrific bow with the sticks of his



10 THE MUSIC OF INDIA

arrows. Lakshmana, entering the inner apartments of
Sugriva's harem, hears the ravishing strains of the music
of the vin@ and other stringed instruments accompanied
by the faultless singing of accomplished vocalists, Rivanpa
was a great master of music and was said to have even
appeased Siva by his sublime chanting of Vedic hymns,

The R&indyapa also mentions the j@éis, which seem to
have done duty for the rdgas in ancient times. They
seem to have been seven in number and may perhaps
have begun on each of the seven notes of the gamut
Among the musical instroments mentioned the following
are the most important: bherf, dundubhi, mpidangs,
pataha, ghata, pagave, and dindima among the drums;
mudduka (brass trumpet) and adambara (clarionet) among
wind instruments ; & vind played either with the bow or with
a plectrum, the vipd being the name for all stringed
instruments.’

The Mahabharata (500 D.c.—aA.D. 200) speaks of the
seven Svgras and also of the Gandhira Grima, the ancient
third mode which iz discussed in the next chapter. The
theory of consonance is also alluded to.

 The Mahajanaka Jataka (c. 200 B.c.) mentions the
four great sounds (paramas maha fabda) which were con-
ferred as an honour by the Hindu kings on great person-
ages. In these the drum is associated with various kinds
of horn, gong and eymbals. These were sounded in front
of a chariot which was occupied, but behind one which was
empty. The car used to go slowly round the palace and
ap what was called ‘the kettle-drum road, At such a
time they sounded hundreds of instruments so that 'it
was like the noise of the sea) The Ja@faha also records
how Brahmadatta presented a mountain hermit with a
drum, telling him that if he beat on one side his enemies
would run away and if upon the other they would becoms
his firm friends.

In the Tamil books Pufanduiziu and Pattupditu (c. A.D.
100-200) the drum is referred to as occupying a position
of wvery great honmour, It had a special seat called

1 See Musie in Ancient India, by C. Tirumalaiya Naidu,



LEGEND AND HISTORY 1t

sanrasukaftil, and a special elephant, and was treated
almost as a deity. It is described as ‘adorned with a
garland like the rainbow.' One of the poets tells us,
marvelling at the mercy of the king, * how he sat unwittingly
upon the drum couch and yet was not punished'. Three
kinds of drum are mentioned in these books: the battle
drum, the judgment drum, and the sacrificial drum. The
battle drum was regarded with the same veneration that
regiments used to bestow upon the regimental flag in the
armies of Europe and the capture of the drum meant
the defeat of the army. One poem likens the beating of
the druom to the sound of a mountain torrent. Another
thus celebrates the virtues of the drummer ;

For my grandsite's prandsire, his grandsive's grandsire

Beat the drum. IFor my [ather, his father did the sama.

So he for me. From dolies of his clan he bas not swerved.
Pour forth for him onc other eup of palm iree's puvest wine,!

The early Tamil literalure males much mention of
music. ‘The Paripfdal (¢, A.D. 100-200) gives the names
of some ol the svaras and mentions the fact of there bein
seven Pilai (ancient Dravidian modes). The ya (wmg
is the peculiar instrument of the ancient Tamil land. Neo
specimen of it exists to-day. It was evidently something
like the vin& but not the same instruoment, as the poot
Manikkavachakar (e, A.D. 500-700) mentions both insuch a
way as to indicate two different instruments. Some of its
varieties are said to have had over 1,000 strings. The

v Silappadigaram (A.D, 300), a Buddhist drama, mentions
the drummer, the flute player, and the vina as well as the
4], and also has specimens of early Tamil songs., This
book contains some of the earliest expositions of the Indian
musical scale, giving the seven notes of the gamut and alse
a_number of the modes and rigas in use at that time.
€he names given to the notes are not those current in the
prezent day and are with one exception pure Tamil words
Tivakaram, a Jain lexicon of the same period, gives quite a
lot of information about early Dravidian musie. It men-
tions two kinds of rigas: complete or heptatonic, and

I From Putagori! Venbd mdlad, Pope's translation.
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transilient or hexatonic and pentatonic, which were called
respectively Pap and Tifam; it gives the twenty-two
grutis, which it calls mftre ; the Tamil names of the seven
svaras with the equivalent Sanskrit sol-fa initials, (Sa Ri
Ga etc,) ; the seven Dravidian modes called P#lai; four
kinds of Ya] and the names of 29 Pays, some of which are
still found among the primary rigas of southern India.
All this as well as frequent relerences to the science of
musie and to musical performances, both vocal and instru-
mental, in the Tamil books of this and succeeding periods
makes it clear that musical culture had reached a high
level among the Dravidian peoples of South India in the
early centuries of our era.

The later centuries of the Buddhist period (A.D. 300-500)
were mora fertile in architecture, scalpture and paintin
than in music. The dramas of Kilidisa (c. A.D. 400
make frequent references to music and evidently the
rajahs of that time had regular musicians attached to
their courtz.  In the Malavikdgnimitra a song in four-time
is mentioned as a great feat performed at a contest between
two musicians, The development of the drama after
Kalidisa meant the development of music as well, as all
Indian drama is operatic, ‘' The temple and the stage were
the great schools of Indian music.'

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

The oldest detailed exposition of Indian musical theory
which has survived the ravages of ants and the fury of
men is found in a treatise called Natya Sasira or the
science of dancing, said to have been composed by the
sage Bharata. The date of this boak is usually accepted
as the early part of the sixth century. It is stated
elsewhere that previous to this Bharata had composed the
Nty Siitra or Aphorisms on Dancing, but these bave not
survived. There is only one chapter of the Naiya Sasira
{ch. 25) which deals with music proper. This contains a
detailed exposition of the svaras, $rutis, gramas, mirch-
hapds, jatis. While the principles of his theory are still
active in Indian music, the details of his system belong
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to the past and are not easily intelligible to the present
generation. A translation of a portion of this chapter
appeared in Mr, Clement's Introduction to Indian Music,
and there iz a complete French translation by Jean Grosset.
The latter however is not quite an accurate guide, as it
has taken the word svara—used by Bharata fot the interval
and only secondarily for the note above the interval—to
refer to the note below the interval. This involves the
correction of all his translation of note names.

An inscription found at Kudumiyamilai in the Pudukottai
State of the Madras Presidency, which seems to belong to
the seventh century, has many references to music. It
mantions saven §¥fs and a few of the grutis as well as the
seven svaras, ‘The words * aiters’ and ' kakali are found
describing respectively the sharp frutis of Ga and Ni, which
is one of the peculiarities of the Southern nomenclature
to-day., It is suggested that the inscription is really a piece
for the Simagah to sing and that the peculiar marks on
many of the note signs may be intended to indicate points
of Siman singing.!

The seventh and eighth centuries of our era in South
India witnessed a religious revival associated with the bliaksi
movement and connected with the theistic and popular
sects of Vishnu and Siva. This revival was spread far
and wide by means of songs composed by the leaders of
the movement and so resulted in a great development
of muosical activity ameong the people generally and in
the spread of musical education. The old melodies to
which these songs were sung are now lost, though Travan-
core claims to bave preserved some of them in the ancient
Travancore rdgas such as Indisa, Indalam, Padi, Puranira,
The beautiful strip of land on the south-west coast of India
between the Western Ghants and the sea, of which
Travancore is now a part, was famed in the centuries
bafore Christ for its commercial activitiss and its tropical
products. This was then the homeland of the Chera
kingdom which for a considerable period exercised sove-
reignty over the whole of South India, It was also the

1 Sen Epigraphia Indica, vol, xxi, pp, 226-37,
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home of an anciemt Tamil culture which rivalled the
Sanskrit culture of the sacred cities of North India. It
is, therefore, no wonder that we should find here a flour-
ishing school of music whose traditions have persistad
until this day. It is interesting to note thatit was about
this time that Gregory the Great was developing music in
Europe for religious purposes,

The Naradas Sikshi, wrongly connected with the name
of the great rishi, was probably composed between the
tenth and twelfth century. It shows considerable develop-
ment upon the N@fya Sdstra in its rdga system and in
a number of matters agrees with the Kudumiyamilai
inscription where that disagrees with the next important
treatise, the Sangiia-Ratndkara, Some scholars think
that the Naradae Siksh® comes much later than the
twelfth century.

The first north Indian musician whom we can definitely
locate both in time and place is Jayadeva, who lived at the
end of the Lwelfth century. He was born at Kenduld near
Bolpar, where lives to-day the poet laureate of Bengal and
modern India. Kenduld still celebrates an annual fair at
which the best musical pieces are regularly performed.
Jayadeva wrote and sung the Gite Govindas, a series of
songs descriptive of the amours of Kyishpa, and so belongs
to the number of India's lyrical songsters connected with
the bhakti revival. Though each song has the name of the
riiga and iala to which it was sung these are not intelli-
gible to-day to Indian musicians. At that time these songs
were known as Prabliandhes. The Gila Govinda is a
charming lyrical composition, as may be realized to some
degres in an English translation of it by Sir Edwin Arnold
under the name of The Indian Song of Sengs. In these
songs Radhd pours forth her yearning, her sorrow and
her joy and Krishna assures her of his love.

We come now to the greatest of ancient Indian musical
autborities and one who still inspires reverence in the minds
of India's musicians. He was called Sarngadeva and lived
in the former half of the thirteenth century (a.p. 1210-1247),
at the court of the Yadava dynasty of Devagiri in the
Deccan, At that time the Marithd empire extended to the
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river Kiveri in the south, and it is probable that Sariga-
deva had come into contact with the mnusic of the sonth
as well as with that of the north. His work, the Saigita-
. Ratndkara shows many signs of this contact. It is
possible that he is endeavouring to give the common
theory which underlies both systems, ‘The result is that a
great deal of controversy bas arisen as to the exact system
described in the book and even as to the reading of
the r@gas which he describes, No scholar has been able
to give a thoroughly salisfactory account of these. The
work deals with the whole range of musical form and
composition and gives o very detailed account of ancient
musical theory. It alse mentions 2 number of musical
writers between Bharata and the auothor, but none of their
works survive to-day., The fundamental scale (duddha
ridga) of Sarhgadeva is Mukhari, the modern Kanakaigi,
which is the duddha scale of Carnalic music to-day.

The [ourieenth and f[fteenth centuries are the most
important in the developiment of the Northern school, 1t
was the time of the Mubammadan conquest. Many of
the emperors did a great deal to exiend the practice of
music and most of them had musicians attached to their
court, From thistime dates the introduction of Persian
models into Indian music, and we also find the differen-
tiation of the northern and southern schools becoming
more marked., Amir Khosru was a famons singer at the
court of Sultan Alla-ud-din (A.D. 1295-1316). He wasnot
only a poet and musician but also a soldier and statesman
and was a minister of two of the Sultans. The gavili
mode of singing—a judicious mixture of Persianand Indian
models—was introduced by him, and several of our modern
rilgas are =aid to have been originated by him. The Sitdr,
a modification of the vind, was probably first introduced by
him. There is a story told of a contest between Amir
Khusru and Gopil Naik, a2 musician from the court of
Vijayanagar. While Gopil was singing a beautiful com-
pozition, Khusru hid noder the throne of the king and
afterwards imitated all the beauties of Gop&l's melodies
and even surpassed them, Muhammadan historians relate
that, when the Moghuls completed the conguest of the'
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Deccan they took back with them to the North many of
the most famons Southern musicians, in the same way
that they took toll of the Indian architects and sculptors
for their new buildings.

The Ragatarafgini, composed by Lochanalavi, pro-
bably belongs to this period. The major portion of this
work is devoted to the discussion of a number of songs
by a poet named Vidydpati, who flourished in the fifteenth
century at the court of Rija Siva Singh of Tirhut., The
author also describes the current musical theories of his
day and groups the r@gas under twelve i#fs or funda-
mental modes.

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

The Emperor Akbar (A,D. 1542-1605) was a fervenl
lover of music and did much for its development. During
his reign rZgas were considerably modified under foreign
influence and, though some of these modifications transgres.
sed the established practice, they were on the whole to the
advantage of music and helped to give to Northern music
some of its more pleasing characteristics, Durbiri or
chamber music was introduced in the time of Alkbar, and
from that time developed side by side with the music of
the temple and the drama,

. Haridis Swimi was a great Hindu saint and musician
who lived at Brindiban, the centre of the Krishpa cult
on the banks of the Jumna, in Akbar's reign, He was
considered one of the greatest musicians of his time. Tin
Sen, the celebrated singer of Akbar's court, was one of his
pupils, Many interesting stories are told of Tin Sen,
whose name is still fragrant throughout India and ‘like
whom there has been no singer for a thousand years.'
One of these tells how the Emperor after one of his per-
formances asked him if there was anyone in the world
who could sing like him, Tan Sen replied that there was
one who far surpassed him. At once the Emperor was all
anxiety to hear this other singer and when told that he
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would not even obey the command of the Emperor tocome
to court, he asked to be taken to him. It was necessary
for the Emperor to go in disguise as the humble instrument-
carrier of his singer. They came to the hermitage of
Haridis Swimi on the banks of the Jumna, and Tin Sen
asked him to sing but he refused. Then Tén Sen practised
g little trick and himself sang & piece before his old master,
making a slight mistake in doing so, The master at once
called his attention to it and showed him how to sing it
properly, and then went on in a wonderful burst of song,
while the Emperor listened enraptured. Afterwards, as
they were gumg back to the palace, the Empamr said to
Tin Sen, ' Why cannot you sing like that?' 'I have to
sing whenauar my Emperor commands’, said Tin Sen,
* but he only sings in obedience to the inner wvoice.'

Rija Min Siogh of Gwalior, one of the greatest of
Alkbar's ministers, was also a great patron of music and is
said to have introduced the dhrupad style of singing, The
Gwalior court has maintained its high musical traditions to
the present day. -

The disciples of Tan Sen divided themselves ints two
groups, the Rababiyars and the Besakars. The former
used the new instrument invented by Tin Sen, the rabab ;
while the latter used the bin, as the vina@ is called in the
north. Two descendants of these are living to-day at
Rampur, a small state which has been famous for many
centuries for its excellent musicians. The representative
of the Binlkirs is Muhammad Wazir Khin, whose paternal
ancestor was Nabi Khidn Binkir at the court of the
Emperor, Muhammad Shah ; and Muhammad Ali Kbiéin is
the representative of the Rabibiyars,

The heroic Mirdbai (c. 1500), wifeof a prince of the
Udaipur clan and famous poetess and musician, and Tulsi
Das (1584), the singer and composer of the Hindi
Ramidyana, are representatives of musical culture in North
India,

Puopdarika Vitthal was probably another musician of
Alcbar's reign. He lived at Burhfinpur in Khindhesh and
may have been asked to go over to Delhi when Akbar
took Khindhesh in 1599. Punpdarika wrote four works:

2
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Shadr@gachandrodaya, Ragamald, Rdagemafjari, and
Nartananirneys : these have recently been discovered in
the State Library of Bikanir, It appears that the music of
Upper India was getting into confusion, and Pundarika
seems to have been asked by the Raja Burhénkbin to
bring things into order. Pupdarika was a southern pandit,
as he himself states, calling himself ' Karpatika', or
belonging to the south ; and so he had come to know both
the northern and southern systems. He adopts the
duddha scale of the south and describes many northern
ragas, . In describing his rdgas he seems to make use of
only fourteen drufis in the octave, and uses only twelve
frets for his vind.

Rama Amitya, & southern musician, gives us the first
detailed exposition of the southern system in the Svaramela
Halanidhi, writlen about the year A.D, 1550, This work
contains the first collection of Indian rdgas which are
adequately described. All of them belong to the Carnatic
system and have shadja as their tonic. It seems that, in
the south at least, »@gas have now been worked out froma
common tonic, indicating that instrumental music had
greatly developed,

Following this comes the Ragavibodha, one of the most
important works on Indian music, written in A,D. 1609 by
Somanidtha, a Telugu Brahman of the East coast, probably
of Rajamandry. He was evidently a practical musician
as well as a scholar and poet. The book is written in
masterly couplets in the Arya metre. It starts with the
theory of musical sounds and goes on to describe the
different vinds in existence and how to use them, The
names and positions of the twenty-two drufis are given.
Somanitha belongs to the southern school and classifies the
ritgas into primary and derivative (Janaka and Janya) as
is done in modern south Indian music. He also givesa
number of melodies developed from the rdgas. A transla-
tion of this work was appearing in the Indign Music
Journal when it met with an untimely death.

Another important work of the southern school which
was written about the same time is the Chaturdandi
Prakadika, whoze author was Pandit Venkatamakhi, son
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of Govinda Dikshit and pupil of Tinappichirya, who is
said to carry his guruparampard (scholastic succession)
right back to Sarngadeva himself, This work gives the
basis of the present-day southern system and also of its
rdga classification.  ‘The r@gas are arranged under seventy-
two primary ré#gas, called Melakartas, with a large number
of derivative »@gas attached to each. This author makes
nze of the twelve semitones only in describing the ragas.

« In the northern school Sangita Darpana, or 'the
mirror of music,' is a popular work written by Damodara
Migra about A.D, 1625, when Jahidngir was Emperor, This
book has become as unintelligible as the Sangita Ratnd-
hara, [rom which the author has freely copied most of his
materials for the chapter on svaras. He has added a
chapter on r@gas which is copied from some unknown
author. Varlous pictorial descriptions of the different r@gas
are given.

There were many good musicians at the court of Shah
Jahdin (1628-66), among them being Jagannitha, who
received the title Kavirija; and Lal Kbin who was a
descendant of Tdn Sen. We are told that on one oceasion
Jagannitha and another musician named Dirang Khin
received from the Emperor their weight in silver, which
amounted to about Rs. 4,500,

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

The Saigita Parifdtz, one of the most important
works of the northern school, was written by Ahobala
Pandit in the seventeenth century. It was translated into
Persian in the year 1724, Ahobala seems to have had
access to both the Ragataragini and the Ragovibodha,
The duddha scale of the Parijdia is the same as that of
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the Tarangini. Ahobala recognizes twenty-nine sruéis
altogether in the octave, but he rarely uses more than
twelve to describe his r#gas. He gives altogether 122
different ragas, The Parijdts is the first work to describe
the twelve svares in terms of the length of the string.of the
vind, so that we are able to reproduce to-day the notes
that he used.

The next author of importance is Bhavabhatta, who
was altached to the court of a rdja named Anupasifiha.
His ancestors came from the province of Abhira in Malwa
and his father was Japirdanabhatta, a musician at the
court of Shiah Jahan, It is possible that he was the greal
musician of that name who obtained the title ' Kavir&ja'
from the Shah, The family may have belonged to a south-
ern stocl, as he shows considerable acquaintance with Lhe
gouthern system of music, He classifies all the rf@gas
under twenty thags (primary r@gas) and his suddha scale
is Kanakangt, the suddha scale of the south. He seems
to have attempted to arrange the northern r@gas according
to the southern system,

About this ime Purandara Vitthala wrote many beau-

tiful songs in Kanarese, which are used to-day by the
pupil as exercises at the beginning of his musical studies.
« According to Sir S, M. Tagore, Muhammad Shih (1719)
was the last Emperor to have famous musicians at his
court, Among them wera Adaringa and Sadaringa, two
great Binkidrs. During this period the singer Shori
perfected the Tappd style of Hindusthani singing, New
types of song and music were also introduced, many of
which were pleasing combinations of the Hindu and
Persian styles.

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

In South India, the Mardtha king of Tanjore, Tulaj&ji
(a.n. 1763-1787) encouraged musicians by gifts and grants
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of land, so that they came to his court from the
whole of India, and Tanjore became one of the most
important musical centres in India. This lking was also
the anthor of an important treatise entitled Sanglic
Sardmypitan.

The Nagmat-c-Asaphi, written in A.D, 1813 by Muham-
mad Rezza, a nobleman of Patnn, is a critical worl on
northern music. He pronounces the various northern
systems of classification to be out of date and has no use
for the rd¥ga-rdgint-prére basis upon which they build.
He gives a new system of his own which brings together
into groups rfigas which have similar features. This work
is the first authorily to take the Bildval scale (similar to the
European major mode) as its $uddha scale. This is the
d$uddha scale of the north to-day. The author tells us
that he wrote the book after consulting the best artists
available in his day. Itis said that his r@ge lakshenas
(defnitions) are still of use for Hindusthani musicians.

About this time Mahdrdja Pratip Singh of Jaipur (A.D,
1779-1804) called together a conference of musical experts
and artists in Jaipur in order to arrange for a standard work
on Hindusthani music. The book which resulted was
called Sangita Sara or ' Epitome of Music.” The literary
talent available does nol seem to have besn of a very high
order, but it preserves for future reference the opinions of
a body of musicians upon current thought and practice.
Here also the $uddha scals is Bildval, which by then ssems
to have been recognized as the regular Hindusthani duddfa
geal . ;
aiglia Ragakalpadruma wrilten by Krishpinanda
Vyiisa and published in Calcuttn in 1842 collects together
all the masterpieces then available of Hindi composition.

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

‘While the northern system was thus trying to find a new
basis of classification, {he south was going ahead in musical
composition, Tanjore was for many years one of the most
important musical centres of India., It was here that
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Tyigiyya or Tydgarija, the great singer and poet (c. 1800~
1850) composed and sang his songs, and gathered around him-
self a band of disciples who have continued his tradition till
the present day. His charming kritis and kirtenas are still
sung all over the south, He was a creative musical genius
and his compositions mark a definite advance in south
Indian musical development. One who remembers him
describes him as ' a tall lean man with a brown complexion.’
He was revered as a perfectly sincere and selfless man. His
father was Rima Brihman, who was also a musical com-
poser of some repute. The rishi Nérada is said to have
appeared to Tyigarfja and to have presented him with a
rare musical treatise entitled Svardrpave. His teacher
was Sunthi Venlatariman, Muosic and religion wete
woven together in his life, and his songs were the outpour-
ings of a real devotion. They were said to have been
composed on Ekddast days, when he fasted all day long.
Tydgardja introduced Sangatis—peculiar variations upon
a particular melody—into his music. Each variation, while
retaining the important features of the original melody,
becomes more and more elaborate. Originality was the
distinguishing marl of all his compositions,

Govinda M&rar was another well-known southern
musician of this period. He lived in Travancore, a native
stata with a long and honourable musical tradition. Govinda
Marar was known as Shatkila Govinda, because he could
sing a piece in sextuple time. A story is related of his
meeting with Tydgarija. A number of musicians including
himself were seated with the master when a pallaw
(chorus) in the rdga pantwvardli was sung round by all,
Govinda, using his own peculiar fambir which had seven
strings, sang it in shatkdla (sextupls) accelerated time.
Tyigardja was so astonished that he gave him the name
of Govindaswiimi and composed a song in his honour which
began, ‘ There are many great men in the world and I
respgct them all.

uttuswami Dikshita and Sy@ma Sastri were both
contemporaries of Tydgarija. The former belonged to
the Tinnevelly District and invented a new system of Indian
notation which makes use of the different vowel syllables
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to indicate the various vikyits of each svars. Ettivapuram
Subrima Dikshita, his great grandson, has also written in
Telugu & very important work on the southern system,
which endeavours to apply the principles of Siragadeva to
modern music. J/

Many of the rijahs and princes of Cochin and Travan-
core were good musicians, among whom the most brilliant
was Peruma! Mahardja, whose compositions are in six
languages ; Sanskrit, Tamil, Teluguy, Malaydlam, Hindu-
sthani, Marithi.

In Benpgal, in the latter half of the nineteenth century,
Sir S. M. Tagore produced a numbet of important works
on music. His Undversal History of Music is a work of
considerable value, The Bengal pandits, including Tagore,
adopted the old Hindusthani rage-ragini-putra classi-
fication for their rZgas.

Dr. Rabindranath Tagore is a relative of Sir S. M.
Tagore and exercises the most potent influence to-day
upon music in Bengal. He has left the beaten tracks of
Bengili music and has made new paths for his melodies,
His songs have rare musical and poetical gualities and
are known all over Bengal.

The Indian rdjahs and princes still have in their
service many famous musicians, but unfortunately many
of them depend almost entirely upon tradition in the ren-
dering of r@gas and melodies. There seems to be no
generally accepted system for Hindusthani music, though
efforts are being made to-day by many scholars to work
one out. The southern system, as readers will have
guessed, is far more carefully systematized, and perhaps
errs on the side of rigidity.

« During the last few decades the scientific study of
music in India has made great advances. Musical schools
and associations have sprung up all over India ; and to-day
we find them in existence in such widely separated places
as Bombay, Poona, Bangalora, Lahore, Gwalior, Baroda,
Tanjore, Mysore, Trivandrum, Calcutta. The Gandharva
Maha Vidyilaya, as the Bombay school is called, was
first established in Labore by Pandit Vishnu Digambar
Paluskar in 1901 and then in Bombay in 1908, It has its
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fina head-quarters in Sandhurst Road and is supported by
Mahdrijas and government officials. The stafl consists of
forty teachers, both men and women, twenty-nine of whom
belong to the Bombay branch; and its income is about
Rs. 30,000 a year. Both vocal and instrumental music are
taught, either individually or in classes. The school in,
Calcutta, under the name of Sangit Sangha is a recent
institution, and experimenis are being made along the
lines of the combination of the Indian and European systems,

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



CHAPTER III

THE DEVELOFMENT OF THE SCALE

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

The principal data available for this study consist of
brief references in ancient Indian literature, the tradition.
of the S&man chant, the theory of the Grima scales and
the musical facts implied in the warious r@gas used in the
past or current to-day.

The scale of the Aryan peoples is based on the
tetrachord (chatulsvara), The tetrachord is the fourth
with its intervening notes. This may give the following
tatrach;:rrds in the Indian scale: SRGM, SrGM, SrgM, and
50 on,

The process wherehy the tetrachord was first produced
depends upon certain universal musical facts. The
musical ear in search of a note does two things. It creeps
up or down, one step at a time ; and it makes a bold plunge
for the nearest consonant note (sawrvadd) from the note
which has been sounded (vadi). The voice hasa tendency
to ascend by leaps and to descend by steps. Music recog-
nizes the following consonant intervals: the third, the

1 See table on p. 5 (or explanation,
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fourth, the fifth, and the octave. In making a leap to the
next consonant note, the choice really lies between the
third and the fourth, as the fifth is too far away. The
fourth is the more andible and many nations have chosen
this in preference to the third, The fourth then becomes
the upward limit of the tetrachord. When 1t comes to
creeping up or down by what may be called 'next-door’
notes, the chosen interval may be one of many or guits
undefined. Most commonly the major tone or the semitone
were the intervals chosen, though intervals of less than a
semitone were also taken in India, as we shall see from the
Saman chant and from such a »@ga as Todl (northern).

Consonance is called Samvdditvs in India. Bharata
divides svaras inlo four kinds, and this has remained the
accepted division ever since. First there is the vadi, or
sounding note, or sonant. Then the savivddi, the note
consonant with the vddi. Swvaras between which there is
an interval of nine or thirteen $ruedis are samoddi with
each other. Svaras at an interval of two drutis from the
vadi are called vivads, or ‘dissonant’ in relation to it
The others are called gnavddi, or ' assonant’, i.e. neutral
in relation to the vdds,

The #ruti or microtonal interval is a division of the
semitone, but not necessarily an equal division. This
division of the semitone is found also in ancient Greek
music. It is an interesting fact that we find in Greek
music the counterpart of many things in Indian music, and
we have a good deal of information about the development
of Gresel music; so we may look to get help from that
source in our study of Indian music. The ancient Gresk
scale divided the octave into twenty-four small intervals,
while the traditional Indian practice is to recognize twenty-
two in the octave. Rao Sahib Abraham Pandita, a
south Indian musical scholar who has made a very close
stody of ancient Dravidian music, believes that the ancient
Tamil bocks of the seeond and third century of our era
support the view that in South India the octave was also
divided into twenty-four equal inlervals. Further investi-
gation is being carried out in this matter, though, as has
been already mentioned, & Tamil lexicon of the third or fourth
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century only gives twenty-two mdtras for the octave,
i.e. twenty-two grwiis., The $rufi is really a kind of
half-way house to the semitone. More than two $rufds
are not uswally sung in succession, though there are
of course pecple who will sing the whole twenty-two
of them in succession. 5till that is acoustics and not
music, So also the tetrachord might theoretically consist of
as many notes as there are frifis within the fourth, but
practically it is difficult to sing or play more than four
notas.

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

The Saman chant pivoted on two notes called the udafta
—' raised '—the higher one, and the anudatta— not raised’,
the lower one. In course of time the interval between
these was established asa fourth. Then, later, the notes
of this tetrachord received distinct names. The highest
was prathama—" first '—then dvitiya, tritfya, chaturtha,
down the scale. These names are found first in the
Rikpratisakhya (c. 400 B.c.). Later, a note called svarita
is also mentioned, and this seems to be a graced udadtia,
thus indicating a note higher than the prathama. Later
still we find this note definitely established and called
krushfa— high' (Taittiviya-pratisakhye c. AD. 400).
About the same time two other notes lower than the
chaturtha appear. These are called mandra—'low ', and
atisvdrya— extremity '. This last was an extra note and
was vsually sung only in the cadence of the Siman chant,
So we find the whole series of the seven notes, or svaras
as they were called, of the octave.

‘We must, however, remember that there is a South
Indian tradition that the raga Abhcgr (B R g M D) re-
presents the ancient Siman chant. This is pentatonic,
and there can be little doubt that the Siman scale was
pentatonic before it became heptatonic. We find that
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the pentatonic was the more primitive scale among all
peoples,

It is the custom of Siman singers to-day to call the
higher tetrachord schcha—' high’, and the lower nicha—
*low ' ; but it seems probable that, while these terms may
have originally only referred to a difference of position,
later they eame to mean a different style of singing,
Siman singers to-day seem to sing chromatically in the
sechohe notes and diatonically in the nicka notes,

‘“The voice is prior to the instrument. This is prima
facie so probable that it can hardly be said to need proof.
It iz implied in the statement of Aristoxenus, that the
natural laws of harmony cannot be deduced from instru-
ments,” At any rate it is troe that songs precede scales.
It is impossible to think that a mother waited to sing a
lullaby until a scale had been worked out in which to
sing it. When people sing simple songs, they often know
nothing about the intervals uwsed in them, but they
sing them all the same. We cannot say how people
began to find them out. In out-of-the-way places singers~
use very few notes. Children use fewer than adults,
country people fewer than townspeople, and flat-land
dwellers fewer than mouotainears. It was a long time
before the fifth was used and longer still before the octave
came into use. The songs of primitive people were made
up of a few musical intervals. Then, as instruments wers
joined to the voice, they got accostomed to the third, the
minor tone and the semitone. Then they began to sing
diatonic seriessuchas SR G M, or Sr G M, andsoon. Or
they might proceed by a leap of two semitones, and then
make the fourth, as in S r g M; or else the leap might
come after the first semitone, as in S ¢ G M. Then they
might find a third way by using intervals of less thana
semitone, as in § r § M. So the interval of the fourth
became filled up partly by experiment and partly by
theory.

The typical ancient Indian instruments were the drum
[:Iundubh:’i the flute (meuralt), and the viga. The vipa
was nsed mainly in accompaniment, and the flute by itself,
as when Krishpa charmed the gopis of Brindiban. As all
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music was largely improvization, the accompaniment could
not be a strict following of the singer, though it is wonder-
ful to see the way singer and player will keep close to one
another all the time, even though neither has any piece of
written music before him. Then also the instrument helped
to register the notes and to define them, It was through the
instrument that the importance of the major third, which
has been called the Magna Carta of music, was realized.
Further, through the insttument, the musician began to base
his melody on the lower notes, as they are the louder and
clearer on the instrument; whereas, when there was no
instrument, he started from the higher notes and came
downwards. It was also noted that the third obtsined
from the voice is slightly sharper than the third obtained
from an instrament, eight $rutis as against seven $rudis.
Bharata calls this difference of one frwtd a pramana
g$ruti,— indicative interval', because all the other inter-
vals can be deduced from |t. a fact which the Greeks also
noted. So by the co- operation of voice and instrument the
scale is work&d out; and in one sense the instrument may
be called ‘the originator of the scale,’ because it dater-
mines it.

It must, however, be remembered that a song or piece
played on an instrument is a live thing and does not submit
to mathematical precigion. There is, it is true, only one
form for each scale, and every singer and musician tries
to get it right, though no one invariably manages to do so,
The very fact of putting passion (rasa) into music means
that a particular note will be taken rather sharper at
pne time than at ancther. Thelaw is there of course
to be cbeyed as perfectly as possible. In South India
the use of the term $rudi for such a possible sharpening
or flattening of particular notes recognizes the truth of
this variability. Music after all is an art and not a mere
mechanism., Nobody can sing like a machine, even if he
tries, any more than a man can walk in a perfectly straight
line or breathe as the clock ticks,

The correlation of the notes of the Siman chant with
the notes of the secular or instrumental scale is another
step in the process of this interrelationship of voice and
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instrument,. We find evidence of this correlation as early
as the Rikpratisakhya in the statement that ' the yama
(liturgical scale) is the svara (instrumental).’ As we have
seen, the Siman scale was conceived as a downward series
and the instromental scale as an upward series. The
names used for the instrumental scale in the ancient books
are those in use to-day all over India. The clue to the
interrelation of the two scales is found in the identificalion
of prathama and gandhdra, With this we get the two
scales as follows, each forming a saptaks or ' cluster of

seven.'

SAMAN, SECULAR.
Nishidha
Dhaivata
Fnfichama
Krushia T ««  Madhyama
Prathama s asa e Gindhira
Dvitiya - . « Righabha
Tritiya - . - ja
Chaturtha e iai v [Nishiid
Mandra #is e (Dhaivata
Atisvirya e = ik cham

The external relations of India in the early centuries
of the Christian era are too obscure at present for us to
be able to say whether the musical systems of Greece,
Arabia and Persia have any definite relationship with that
of India. Itis certain that there was considerable inter-
communication and commercial intercourse between India
and each of these countries; and recent researches have
shown the extent of Persian influence in India during the
Maurya Empire (c. 300 B.¢.) The musical systems of these
countries show so much resemblance in certain essential
features that it seems clear there must have been some
connexion between them. The likeness is much closer than it
is with the music of Japan or China. It is well known that
Gandhira (the district of Kandahdr) was in those early daysa
centra of Greco-Indian culture, as the Giandhfran sculptures
testify, and Taxila (near Rawalpindi) was the seat of a
very important Buddhist university. Though Buddhism'
has never been associated with a special development of
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musical culture, the fact thata scale of considerable imi/
portance in those days was called Gindhira, and that one
of the important notes of the gamut is known as Gindhira
is of some significance. The two earliest Greek scales,
the Mixelydio and the Doric, show affinity with early
Indian scales, All these things point to an interchange of
ideas between the musical people of the two countries.

We have now come to see how the garsui of seven
notes within the octave, including some smaller divisions,
came to be nccaptad These seven are called the sapiaka,
or ' cluster of seven,' and are known as the seven svargs.
The first exposition of these various intervals is found in
a Tamil wark, Tivitkaram (c. A.D. 200-300) ot which
mention has already been made. The scale was divided
into twenty-two sdtras, which are similar to the Srulis of
the northern pandits, The Tamil books also give them the
name alahu. According to this work these twenty-two
drutis were distributed as follows :

Sa Ri Ga Ma Pa Dha Ni
4 4 3 2 4 3 32 =23

It is aleo rather interesting to find that the different
intervals are described in relation to one another. 85a to
Ga is recognized as a third, Sa to Ma as a fourth, Sa
to Pa as a fifth, and Sa to Dha as asixth ; the fourth hamg
called a frl.and]'.:.r interval, the fifth a ‘related’ interval,
and the third and sixth ‘enemy intervals. The Natya
Sastra (c. AD. 500) shows a clear perception of the
varions intervals: octave, fifth, fourth, tonme, minor tone
and semi-tone. Each of these intervals is reckoned as
having a certain number of $rutis as follows (—

Octave ... oo 22 grsetis i@, 1200 cents,
Fifth o, I8 4 E 702 |,
Fourth ... SELEE - i 498 |,
Tm]u T was 4 L ] 2“ 1]
Minor Tone oy B Gk ik 182
Semi-tone. .. 2 W 112

The druli numbers are ml.l]y nnly nppm::mnﬂ:mn but the cents are
of course accurate,

Thus the Indian scale divides the oclave into twenty-
two drutis. As we have seen, the Greeks divided it into

"
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twenty-four small intervals, The three scales were as
follows ;—
Ni S5a Ri Ga Ma Pa Dha Ni
2 4 4 3 2 4 3 = 22 Indian
(Tamil),
2 4 3 2 ¢ 4 3 = 22 Indian
{ Bharata).
2 4 4 2 + 4 4 = 24 Greek.
The Indian became later
2 4 3 2 4 3 4

The Greeks sesm to have made the change in the third
interval from 2, 4, 4 to 2, 4, 3 in the early centuries of our
era. The probable reason for this confusion is that these
draeti numbers are more or less approximate to the actual
vibration numbers. Thus the frst three intervals may be
sither,

90 204 204 = 498 or,

112 204 182 = 493
Meither the Greeks nor the Hindus in those days bad any
means of getting at the actual numbers, so that the Srusi
numbers in both countries may cover considerable varia-
tions.

The seven suaras of the saplaks current to-day through-
out the whole of India are in the order of ascent from the
note which has now become the Indian tonic: Shadja,
Rishabha, Gindhira, Madhyama, Pafichama, Dhaivata,
NishAdha. Their solfa initials, also current in every
vernacular in [ndia, are Sa, Rl, Ga, Ma, Pa, Dha, Ni.
It is rather an interesting thing that the ancient Tamil
names were quite different, viz. Kural, Twttam, Kailklilai,
Ulai, Ili, Vilari, Ta@ran:.

As far as one can gather, the following are the root
meanings of these Tamil names: kwral, open tone;
haikkilai, unreciprocated passion; wlad, place, side; i,
contempt, abuse ; wvilard, tenderness, compassion ; f3ram
(Sa.nskriti high.

It is clear that the Sanskrit names current now belong
to some later period after the &mralo?maut sketched had
taken place, Thus shadie means "born of six' and
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indicates that this note which has now become the tonic
was the last to arise in a downward series. Madhyamns
means ' middle' and suggests that when, at a much earlier
period, this name was given, that note was the central note
of the scale. The note Gandhire may be so called becausa
it was tha starting point of {he Gindhira scale. Padchama
means ' fifth ', i.e, from Sa, and implies a time when Sa bad
become the starting point of the scale, The other names do
not imply any clear origin,

Hindo musical mythology relers each nole to the tone of
gome animal. The cry of an animal tends to be always on
the same note; and these names were intendsd no doubt Lo
indicats in the first instance absolute pitch, and were later
transferred to relalive pitches, Shadio is said to be the
sound produced by the peacock at its highest raplure.
Rishebha is said to represent the sound made by the cow in
calling her calf. Gandhara is the bleat of the goat.
Madhyama is the cry of the heron. It is also called the
tonic of nature, being idenlified with the sound of falling
water, the roar of the [orest and the buzz of great cities,
Paiichame is the note of the kikild or Indian nightingale,
Dhaivats is the neigh of the horse, and Nishadha the
trumpeting of the elephant: the laller indicating clearly the
lower note Nl, which was originally the starting point of the
scale, Lower Nishidha is the first note of the Siman
scale, and so the elephant has been called S@maja or ' born
of the SAman.'

The next matter to which we have to devote attention
is the history of the gr&mas, or ancient scales. The first
raferences to thess are fmmd in the Mahabharats (A.D.
200) and the Harivaside (A.D, 400), The former speaks
of the ‘sweet note Gandhéra ', probably referring to the
scale of that name, since it is hardly likely that a single
note would be called sweet. The Harsvamda speaks en-
thusiastically of music ' in the grémardgas which goes down
to Gindhéra', and of 'the women of Bhima's race who
performed, in the Gandhdra grdmarZga, the descent of
the Ganges, 50 as to delight midd and ear.” In ihesetwo
references the term used is grdmerdge and we may
perhaps assume that it was the same as the Gandhir jati

3
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of the Nafys S&stra. The early Tamil works referring to
music (Tivakaram and Silgppadigliram) do not mention
the grimas. There is, however, something which seems to
cgrrespond to them, the palai, of which there are four;
formed, as are the derivative grimas, by inlerchanging the
druts values of two notes,

Indian music is traditionally based on the three grimas;
and, though their history is involved in a confused mass of
somawhat contradictory details through which one cannot
always see light, it is necessary to try and undersiand the
connection between them and the rZgas of to-day. The
Natya Sastra gives particulars of two of these, the Sa-
grima and the Ma-grima, (Adhy. 28 4lok. 41-45), The
Ga-grima is not mentioned until the Raindbara (c. 1247).
They are really fundamental scales starting from the notes
Sa, Ga, and Ma, respectively. The formation of the Sa-
grima and the Ma-grima is fairly clear.

The fruti values of the intervals of the Sa-grima were
as follows :—

Sa Ri Gn Ma Pa Dha Ni Sa
¢+ 3 2 4 4 3 2

The Ma-grama is formed bﬁ interchanging the $rul
values of the intervals before Dha and Ni and then start-
ing on the Ma, Then it will be as follows :—

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

Thus the difference between this and the Sa-grima
lies in the sharpened fourth; the fourth in the first case
consisting of nine $rutis and in the latter of eleven drutis,
This distinction has persisted until to-day, and we see it in
one of the fundamental distinctions in the two main classes
of rdgas both in the northern and the southern music, and
particularly in the south, where it marks off one-half of
the r#gas. The Ga-grima is said by all the trealises to
have been lost, and the directions given by the Ratnakara
are not at all clear. Sardgadeva tells us to alter the frets
of the vipi in a certain way, but he does not tell us how the
frets were placed before that alteration took place. If we
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take both the Sa-grima and the Ma-grima and do as
Sartgadeva tells us, we come to an impossible scale. 1If,
however, we take the theorstical Ma-grima, i.e. the Ma-
grima with the Sruff valoes changed as above, but still start-
ing on the Ba, wecometo something a little more reason-
able, Then the Ma-grima as suggested will be :—

Sa RI Ga Ma Pa Dha Ni Sa
4 3 2 4 3 4+ 2
This is the same as Bilaval, the fundamental scale of the
north and also the present European major scale. Then,
oheying his diractions, we get the result in $ruif values :
2 4 4 3 2 L 3 (1)
This is the same as the Sa-grima starting on Ga, thus: —

1 |
43|2445243|{2}

Why did he get at the Ga-grima in this complicated way ?
Being a musician he knew that the tonic of any scale
needed the support of the drone strings, tuned to Sa and
Pa. He got this by adopting (1) but he would not have
got it by adopting (2) The following diagram shows how
this was done ;(—

Sa Rl Gn Ma Pa Dha NI Sa
Ma-griima, ws 4 3 3 4 3 4 2
Mewfretting ... 3 2 4 3 2 4 4
Sn Rl (Ga Ma Pa Dha
Wew Sa-grima 4 3 2 4 4 ate,
Ga-grima ian Ma Pn Dha
2 4 4 3 afc.
Sa string Pa string

The first note of his Ga-grdma is therefore in tune with his
chief drone string, Pa. Thers is an established tradition
that the Ga-grima was abandoned because it was ‘too
high ' for the voice. If, as we bave seen, it was tuned a
fifth higher than the Sa-grima, the tradition may be ex-
plained ; for a fifth is just the difference between two voice
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registers. It may also account for the statement that ‘ the
Ga-grima has gone to Indraloka (heaven)', being only fit
for the heavenly singers’ voices. This whole process is so
complicated that it is no wonder that it went out of use,
Sarigadeva himself only regarded it with antiquarian
interest. The Ga-grima is seen to-day in the Bhairgul
raga, (Hanumatods) a typical minor rdge.

These grimas were included in the local jitis, as they
were called, being originally no doubt the different ways of
singing practised in various parts of the country. These
jitis were regarded as formations from either the Sa-grama
or the Ma-grima, each starting on one note of the
octave, thus forming seven jitis for each grima. The
early Tamil musical works also adopt the same method
of forming fresh p@lad, as they are called, there being seven
for each main modal group. Then the very important step
of shifting the tonic and reducing all the scales to ome
common tonic was taken, perhaps as a result of the develop-
ment of instrumental music, as in this way they were trans-
formed into simple instrumental seales, Perhaps the term
gr¥ma r&ga which we have already come across, was first
given to the jitis so reduced to the common tonic. This
tonic, which may have been Ni; eventually became Sa, and
then gradually the term gramea dropped out, as it had no
real relation to actual facts, and they were called simply
rigas.

. One of these rdgas is then regarded as the fundamental
scale, or scale of §uddha or ‘ pure ’ notes ; and all the other
notes used in the other rdgas are thooght of as vikpits or
‘variations., It is interesting to find that the $uddha scale
of the north is quite different from that of the south. In
the north it is Bil@uval, all the wvikpits, except that of
Ma being flats of the $uddha notes, In the south itis
Mukhart (or Kanahangs), in which all the vikrits are
sharps of the fuddha notes. Thus the former is what'
Europe calls a major scale, and the latter a minor scale,
What is the explanation of these two suddha scales, so
different from each other? It may be that the southern
fuddha scale—the minor one—is developed from the
ancient Ga-grima and the northern one from the ancient
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Sa-grama, It is very probable that the Ga-grima was
anterior to the Sa-griima, though treatises make out the
Sa-grima to have been the ariginal one. One is led to this
idea because thers is seen to be far closer correspondence
between the Ga-grima and the Siman scale than between
that and the Sa-grima ; and also because, if the Ga-grima
was really developed from the other two, it is difficult to
understand why it should have perished and the other two
remained, Then, further, southern music sticks closer to
the ancient model than northern music, which has been
largely modified by contact with that of Persia and
Arabia, In view of this suggestion it may be of interest
to place down the drudd values of these two fuddha scales,
so that they may be compared with the two grimas.

Bilaval

Sa Ri Ga Ma Pa Dha NI Sa

4 3 2 4 3 4 2
Kanahang
Sa Ri Ga Ma Pa Dha NI Sa
2 3 + 4 2 3 4

It is easy to see how the latter could be developed from
the Ga-grima. The fourth of the Ga-grima as given
above has ten $rufis, which would naturally be reduced to
nine 50 as to bring it into tune, Then the Pa must be kept
in tune so as to be played on the open string of the vind, and
go it must be a ffth of thirteen §retis from Sa. The other
changes are very slight and do not alter the character of
the scale. So it is possible that we see to-day the ancient
grimas in the two fuddha scales of India. Thus the scale
in India isthe result of a regular and scienlific develop-
ment of both voeal and instrumental music.

The =cale as it exists to-day is one with great possi-
bilities in regard to musical formations, and it has a very
wide rangein the microtonal variations included in it
The Indian musician is always trying to ornament his
notes, because grace plays in the Indian system the part of
harmony in the European, These ornaments are made by
slight and indefinile wvariations, which may be quite
different from what wo have called the drutis, which are
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defined microtonal intervals used to bring notes into lune
with one ancther. It may not be generally known that
European singers and violin players aim at such definite
microtonal differences under special circumstances, and
whenever the accompanying harmonies do not preclude
their doing so; but, unfortunately for them, these same
harmonies have so limited their scope for indefinile grace
notes, that their exuberance ean find no better means for
expressing itself than the #remolo; whereas, with no harmony
to hamper his music, the Indian can reveal it in as many
graces as he desires. The Indian scale, with all ils érutis
and possibilities, resides in the bosom of the Indian musician,
‘who is dear to the gods’; and it only comes out in his
songs, the intonation of which changes from day to day
and from mood to mood.



CHAPTER 1V

RAGA—THE BASIS OF MELODY

Raga is the basizs of melody in Indmn music and g
substitute for the western scale. ‘It is the attempt
of an artistic nation to reduce to law and order the
melodies that come and go on the lips of the people.’ In
Raga Vibodhg, it is defined as ' an arrangement of sounds,
which possesses varga, {urnishes gmhﬁca.tmn to the senses
and is constituted by musical notes.' The term w;mr:
refers to the act of singing, and is of four kinds, wiz :
Sthayi-repetition of the same sound, Arohi-ascent, Avarohi-
descent, Sa/ichari-ascent and descent mixed, Mr, Strang-
ways defines r¥ga as ' an arbitrary series of notes charac-
terized, as far as possible as individuals, by proximity to or
remoteness from the note which marks the lessifura
(general level of the melody), by & special orderin which
they are usually taken, by the frequency or the reverse
with which they occur, by grace or the absence of it, and
by ralation toa tonic usua.lly rmnfor:ed by a drone.) A
simplifiéd form of this might run: ' Ragaes are different
geries of notes within the octave, which form the basis of
all Indian melodies, and are differentiated from each other
by the prominence of certain fixed notes and by the
sequence of particular noies.! We may perhaps find in the
term ‘ melody-type’ the best way to transcribe &ge in
English.

" According to ancient musical theory, there are three
important notes in the r&ga. These are the Graha, the
Arhda, and the Nyidsa., The Graha is the starting note,
the Arifa the predominant, and the MNyisa the ending
note. The amga is also called the vadi. Very little
importance is attached to the graba and the ny@sa to-day,
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and it is guite possible that they were, in the Ratndkara,
the tachnical terms for the terminal notes of the tetrachord
and not of the r3gz. The armda, however, is all-important
and is called the jiva or ‘soul of the »#ga.’ The position of
the arhga has much to do with the general character of the
rdge, Occasionally il varies between two notes, The
arida is not so distinctly differentinted in the music of the
gouth, and this may point to a further development there,
All the characteristics of the riga are embodied in it
Miarchband or Thif, which are the names now given in
the south and the north respectively to the rdga basis
expressed in notes, The améa, and also the peculiar
gequences and grace noles of the »Jga, are shown in this,
which includes both ascent and descent. It includes all
the essential facts about the »&gs whith the musician
should know before composing any melody in it.
Ragas have probably originated from four main sources
1. Local tribal songs ; 2. Poetical creations ; 3. Devolional
songs ; 4. Compositions of scientific musicians. Many of
these sources may be traced in their names. Bhairavi
means ' an ascetic'; Hindolis "a swing '; Kanada refers
to the Carnatic: MultanT means *belonging to the cily of
Multin * ; and Megh means ' the rainy season ', and so on.
“We can zee the same processes of formation going on
to-day. Dr. Rabindranath Tagore creales new melodies
from the old folk songs of Bengal. Some one finds an old
Portuguese melody and puts it into an Indian setting and
calls it Portugiese Tapp®, as il is modelled on the well-
known Hindasthani Tapp® form of melody., A famous
musician takes an old #@ga and introduces some unconven-
* tional variation, and the result becomes a new rfga named
after him. Miyin Tan Sen, for example, introduced Ga
and both varieties of Nl into the ra@ga Mallar, which omits
them as a rule; and the result is the rdge Miyadn-ki-Mallar,
There are quite a number of varieties of the ri@ge Mallar
by different musicians. Then olhers combined two or more
riigas into a new one. Amir Khusru tock Hindol and a
Persian melody, Mokam, and formed Yaman. Another
takes Saranga, Sindhu and Mokam, and the result is a new
rdgae Ushagq, Or a northern musician comes 'across a

L
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good southern »dga, and introduces it in its southern form
into the northern music, as Mr. Kirloskar, the Foona
dramatist, did with the southern rdgas Kanbodhi and
Arabhi. Southern musicians do the same with the nor-
thern »@gas, sometimes prefizing the term Dedika or
Hindusthan, as Hindusthan Bilag, Dedika Khamai and
soon. This isaliving process which we may watch to-
day all over India.

The question of the systematic classification of the
rilgas presents considerable difficulty. For the last 350
years the south has had a more or less uniform system,
which has crysiallized into the present form. Northern
musicians, however, have had as many systems as musicians,
Bharata gives only fourteen melody-bases, which he calls
Jatis and Marchliauas, developed from either the Sa or
the Ma-grima. These were developed by shifling the
tonic or starting note to each note of the scale, thus
forming seven for each mode, This same practice has been
followed in the early Tamil books. Then Sarigadeva
enumerates 264 ra@ges under the two grimas. The
Ritgmalgt of Pupdarika adopts the northern method of”
classifying »@gas into six principal r@gas, with wives, or
secondary rdgas, and children, or derivative régas. The
two latter are called ragini and puire. A considerable
number of new rdgas are added by him. The Rags
Vibodha adopts the southern system and recognizes
twenty-three primary #3gas with a large number of
secondary rZgas. The primary r3gas of this worle are
Mukhart (i.e. Kenakitigt) Revagupta, Samavaraji, Todi,
Nadaramalkrivd, Bhairave, Vasanta, Vasania-bhairava,
Malavaganla, Ritigaula, Abhirandia, Hamire, Suddha-
varali, Suddharamalriya, Sr1, Kalyani, Kambodhi,
Mallar, Samatha, Karnatagaula, Dedakshi, Suddhaniie
Saranga, Somandtha carefully describes esach rfge and
many of them are found in the same form to-day. The
Sangtia-Darpana builds up a most fanciful theory on the
northern model, and this has nominally remained the prinei-
pal theory of the north unti] to-day. Bhavabha{ta attempts
a rearrangement of the northern r¥gas on a somewhat simi-
lar gystem to that of the south, adopting twenty primary
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rigas, Then Muhammad Rezza suggested a new arrange-
ment of the northern system on the principle that there
should be some real affinity between the rdga, raging and
pudra, a principle which seems self-evident, but which has
not been really adopted by the north ; for it is almost im-
possible to get from the northern musician a reasonable
account of the basis of the present-day classification,
Meanwhils, in the south, Vetkatamakhi provided a sound
system based on scientific principles which has continued
to this day. The Carnatic system will be first described.

I. THE CARNATIC SYSTEM

All #@gas are first divided into two main classes, primary
or Janaka r@gas, and secondary or Janya rdgas, The first
class are also called the Malakartas or * Lords of Melody *,
They number seventy-two and are formed by wvariations
of the seven notes of the gamut in regular order, ascending
and descending. They are also known as the Sampires
ridgas, as they contain all the notes of the gamut and are
not transilient anywhere. These seventy-two are again
divided into two classes by the use of the sharpened fourth
g+ . Tivra or Prati Ma). The first thirty-six uss the

nddha, Ma (regular fourth), and the last thirty-six the

Prati Ma (sharpenmed fourth). We ses in this the
survival of the difference between the ancient Sa and
Ma-gramas.

The first #d@ga is the-scals of fuddha notas and is called
Fﬁmk:’:ﬁgi. It is the ancient Mukhar? and runs as

ollows :

F Fd L

_'E-;‘ — .B F i ] [ -
e o

5§ r R M P 4 D 8§

It is a most strange scale to western ears and is not
common in south India to-day. Judging by the Ratna-
kara and the Svaramels-Kaldnidli, it was very popular in
the sizteenth century. It corresponds with the ancient
Greek chromatic scale.
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The most common r@ge in the south to-day is May@ma-
lavagaula—the Bhairava rdga of the north,

& e — s E— —— —
e ¥ :
¥ =ed
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" N,

G Mm P 4 N ]

This v&gs is very popular, and most southern musicians
begin to learn music with this. It has quite a pleasing
gound, in spite, or perhaps, because of the inlervals of threa
gemi-tones between the second and third, and between tha
sixth and seventh. It has bDeen suggested that the rape
Maptmalaovagaule may have developed from the rage
Mukhari (Kangh@ingl) by a modal shift of tonic one
semitone higher, just as the modern Greels scale has done.
Thus

-

| Mayamalavagau]a |
B C Db E T G Ab B v
I Mukhart |

B to B formsthe ragae HMukhdari and C to C is Maya-
millovaganla,

The most important primary r@gas are found in the
first thirly-six, with a few exceptions. The latter group
of thirty-six correspond in every particular, except in
the use of Prati Ma, with the ragas of the ficst group, one
by one. Each rige starts now from the one tonic, shadja,
thus giving rise to the idea that the grimas have entirely
disappeared ; but it is still possible to see them surviving in
many of the pecullarities of the r&gas,

CARNATIC PRIMARY RAGAS

N.B.—The Ahda note has a double line nnderneath,
= The name in bracicets is that of the corresponding northern riga.
The number atthe side is that of the r@ga in the regular southsrn
scheme. Thers is also added the time when the &g should be used
and the passion or mood associated with it.
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B. Hanumalodi (Bhairavt).

Morning, sad,
oy ¥ fﬂ_ i -
L ) & [ v ] Ll
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s r ¢ M P d n 5

15. Mayamalavagavia (Bhairgva). Dawn, reverence,

L.

fn—_*a‘_”__a._&::_e‘:m::

r G M P d N §

The Arabs have a mode similar o this called Hyaz.

-
8

16. Chakravaham (Anandabhairgva), Any time, love.
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20. Natabhairavi (Sindhubhairavi). Night, sad.
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This is the same ¢ Hypo-Dorian plagal mode.

22. Kharaharapriy® (Kaphi). Noon, passion,

L

Fam
.. L W

e — e p— L
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- = 5
5§ R g M P D n §
This is the Dorian mode,
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28, Harikambodhi (Jhinghoft). Night, imploring,
aise,

1y
ot A

e
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5 R G M P D n &
This is the Hypo-Lydian plagal mode,

29. Sankargbharapa (Bilaval). Morning, calm.

—i= &Dﬁnﬂ:m::ﬁ:ﬂzﬂ:t
§ R G M P D or n NS

t‘;‘hjs is the western major mode, with a glight difference In the
sixth,

36. Chalanata (None). Night, boldness.

il
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45, Subhapantuvarall (Todi). Evening, adoration.

i

Y ===
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This probably arose from an ancient enharmonic scale bnsis.

53. Gamanapriyd (Marva). Evening, passion.
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65. Mechakalyapt (Kaly®n). Evening, merriment.

I i
L, s ]
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§ R G M m P D N 5
This is the Lydian authentic mode with the addition of F §

All the »#gas given above are primary rdgas, called
janaka rdges or melakartas, From these are formed the
secondary or janya rdgas. Though it is theoretically
possible to form a very large number of these secondary
ridgas by varying combinations of the notes of the octave,
there are only about 400 or 500 in general use in the
south to-day. A few more are found very occasionally,
but altogether the total of those used will not come to more
than 800, The secondary ri#gas are formed by combining
in various ways five or more of the notes used in the
primary r@gz under which they are grouped. “With the
exception of a few r&gas, it is the rule to use in the secondary
ra&ga only those drutis which are used in the primary r&ga.
Musical experts loock askance at the introduction of
unauthorized accidentals.

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

1. By the omission of certain notes in the ascent or
descent or in both, thus forming a transilient series,
Ragas which only use five notes in both ascent and descent
are called Odavg rédgas, i.e. Pentatonic. Those using six
only are known as Shadava, i.e, Hexatonic, Among the
Odava rdgas are found some of the most beautiful of
Indian +#gas and some of the most widely used.

The following are a few of the most important of these
transilient rdgas :—

{The name of the corresponding northern rdge is pul in brackets).
Dhanyasi, Primary, Hanumatodi (variety of Bhairavi),
This is a very charming and plaintive &g, used

especially in songs of pleading. Its characteristic phrase
is P n 8§ (g Bbc) Its arhda is Ni. The omitted
note Dha is often used as a grace note, when descending
from the Sa, after the characteristic phrase,

—p— T
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Madhyamavati. Primary, Kharaharapriya, (Saranga)
This is a very beautiful pentatonic r&gs, used in songs of
meditation. Its characteristic phrase is R M n (p F Bb)
with both Ei and Ma as arida notes,

Mohana., Primary, Harikambodhi. (Bhapal), A
very common and popular r@ge, used for joyful songs. It
is strictly pentatonic. It is also the scale of the Scolch
bagpipes, and is one of the primitive scales of both Arabia
and China. The wellknown hymn 'There is a happy
land ' is written in this »@gs, and the tune seems to have
come from South India. Its characteristic phrase is
G P D (E ¢ A) and its arhda note is Ga. _

Arabhi. Primary, Sankarabharana. (Arabhit), A rage
fully pentatonic both in ascentand descent. Itis frequently
uszed in devotional songs. It was introduced to the north
in its southern form and with the same pame by the
dramatist Wirleskar., Its special phrase is R M D
(0 F A) with the ariifa on Ma.

Hamsadhvani, Primary, Sankarabharaya.

This fascinating pentatonic rd@gs is also used a great
deal in devotional songs and in love songs too, Its
characteristic phraseis G P N (E G B), with Pa as its
amfa,

Suddhanata, Primary, Chalanata.

This is a fully pentatonic r@ga. Itis a rdga of power
and majesty and is popular with expert musicians. It haza
most distinet and fascinating flavour. The leap phrase
8GM (cE F) has a great deal to do with this. [is
améa is Ga.

Todi. Primary. Hanumatodi. (Bhairavi).

This is one of the most common of the southern rd@gas.
The Pa is omitted altogether in the ascent, but is often
lightly touched in the descent, The leap from Ma to Dha
and its minor tones make it a very altractive »d3ge. It
is a r@ga of majesty., The arhda is usually Dha, but is
sometimes shifted to Ma. Its characteristic phrase is
g Mad (sh ¥ ab)

Devamanohari. Primary, Kharaharaprivd, (Saranga)
This is a Skidava r@ga with the Ga omitted in both
ascent and descent., The descent, however, varies from
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the ascent. The phrase Sn D P n P (c Bb A BR g),
with a slide from the Ni to the Pa, occurs frequently in
the descent. Ri is its amiga,

Kambodhi, Primary, Harikambodhi, (Khamaji or
Jhinjhoti). This rage is hexatonic in the ascent only,
Its peculiar phrase is PD 8 n (G A D BY), and it
uses both varieties of Ni, the accidental being found
specially in connection with the phrase SNP DS, Itis
a very common rage and is used in devotional songs of

raise,

. Hindolam, Primary, Natabhairavt, (Malkos). This
is quite different from the northern Hindol which, how-
ever, has the same swinging rythm. The northern
Hindol comes in the Gamanaprip@ Mela and so uses the
sharpened fourth, This »@gs is used for love songs of a
joyful character. The swing phrases are easily noted. Its
arhda is Ma.

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

Punndgavar@T. Primary, Hanwmatods,

This r@gs usually starts on Ni and it has Sa for its
arhda, Itis specially used for songs of sorrow, and hasa
rather low tessitura. Its characteristic phrase is Sg M d
(c &b 7 ab).

Nadand@makriyad. Primary, Mayamalavagau]a. (Kalai-
gadz). This is very popular, especially for religious folk
songs and also for earnest songs of devotion. Its char-
acteristic phrase is SrMgM (cDe FEF) and its amda
is Ma,

Anandabhairavi. Primary, Natebhairevi (Ananda-
bhairgvl), This is a morning r@ge especially used for
religious songs. It has two peculiar phrases, one in the first
tetrachord and one in the second. The first is 5g R
(c e » EPR) and the second P S n d P (5 c Bh AR G).
The latter is a very beautifal leap phrase. In this rags
the Ni is often sharpened in the descent, so that it almost
becomes Suddha Ni, BY is nsed instead of BY, and it also
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malees use of a sharpened Ga in the descent, which is
practically Suddba Ga (Ef). Its arméa is Ga.

Bilahari, Primary, Sankar@bharana. .

A very sweel rdga associated with morning songs of jor.
1t may be sung up to noon. It isasouth Indian rige andis
not found in the north, This 7#ga is very commonly used
for wedding melodies. Captain Day notes one in his book
which is still popular. [t has two leaps, one from the third
to the fifth and the other from the sixth to the octave, both
in the ascent. Its characteristic phrase is D § N D
(A ¢ B A) and it has Pa as its arhéa.

Hamirkalydpl, Primary,Mechakalyani, (Hamirkalpani).
This r&#ga is one of those using the sharpened fourth. It
belongs to the latter thirty-six. It uses the Suddha Ma
also sometimes, There are a number of rdgas which do
the same. This rfga is one of the joyful wedding r@gas of
India in both north and south.

Srirdga. Primary, Kharaharapriya.

The northern Sri is quite different, and belongs to the
Eamavardhani ot Ramapriyd Mela, having the sharpenad
fourth, The southern Sri is a most fascinating r#ge with
a flavour of haunting sadness, and is used in songs of
sorrow. The ascent is pentatomic and there are three
special phrases: S RM Pn (c o v ¢ sh), SR n §
(coeac, PunDPnanS(cBacnrc) Suddha Ga
is often used instead of komal Ga in the descent.

There are of course many other popular and beautiful
rdgas, but space does not allow us to add any more here,
It is an interesting fact that one of the most popular of the
southern primary »dgas is Sankarabharana, which is
the western major mode. This and the Harikambodhi
Melz are the two most common primary modes in the
south, judging from the number of secondary »&gas con-
pected with them, This does not correspond with a very
general opinion in western countries, that Indian music is
all in the minor modes. Among the most popular r@gas
in the Sankarabharana Mela are the sweet Kanada
with its pretty lilts ; Navaroj always sung in the middle
register ; the sweet and plaintive Nil@mbari ; the bright and
merry Surd@nanding; the proud Adapd with its peculiar

4
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phrase P D N D (¢ A B A); Bihagada, the raga of argu-
ment, using both fuddba Ni and komal Ni; the pleasant
Bihag, beloved both in north and south: the stately
Darbdri, and very many more. The next most popular
melas are Nafabhairavi and Kharaharapripd, both of
which are in the minor mede, having two flatz each,
These two rfgas and their secondaries are often used in
religious songs.

Mayamalavagaule and Hanumatodt are the only other
primary r#gas, with a large number of secondary rdgas
connected with them. DBoth of them have a characteristic
flavour and are very popular. The former group supplies
many of the melodies for the folk-songs of the people, sung
by the bullock-cart driver, the boatman and the labourer,

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

Many of the ragas have characteristic grace notes
attached to them. In Bihag Riisonly used as grace, and in
Bih#gada Ni is always played with the grate note Sa. In
Hamirkalyint Ga has its grace note, and so on. These
grace notes are essential constituents of the rZge and not
simply accidentals as in western music.

CARNATIC SECONDARY RAGAs
The characteristic phrase is shown at the right-hand side.
Dhanyasi. Primary, Hanwmatods. (Variety of Bhai-
ravt). Morning, pleading.
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Bhapala, Primary, Hanumatodi. Eatly morning,
praise.
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Madhyamavail, Primary, K ham."mmpr:y# (Saranga).
Noon, calm,

e ————-
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Mohana, Primary, Harik@nbodhi. (Bhipali). Noon,
sweatness.
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Aragbhi.  Primary, Sankardbharana. (Arabhi).
Morning, mystery.

~:—1-u;1_" |
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Hamsadhvani, Primary, Sankarabharane. Noon,
entreaty, expostulation.

§ RG P N 8§ G P N

_Sudd}mﬂa}'s:. Primary, Chalanafa. Night, power and
majerty.
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sadToﬁi. Primary, Hanumatodi. (Bhairavi). Morning,

Sr g MdnonS5 8 opdPMgr 5 g M8d

Devamanohari. Primary, Khargharapriva. (Variety
of Saranga). Night,

— - e ———
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Eambodhi, Primary, Harikambodhi. (Khamaj or
Jhinghott). Evening and night, praise.
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Hindolam,  Primary, Natabhairavi.  (Malkos).
Evening, gay.
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PunmndZgavarali.,  Primary, Hanumatods. Night,
melancholy,
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N adandmakriya, Primary, Mayamadlavagaula,
(Kalangada)., Ewvening, calm.
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Anandabhairavi, Primary, Natabhairavi. Mnming,.
devotion.,

- - =
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Bilghari, Primary, Sasikarabharana. Moming, joy.

S RGPDSS NDPMGRSDSND

Hamirkalyani, Primary, Mechakalpinl., (Hamir-
kalydnpi), Lvening, merriment.

o e e
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Srirdgs. Primary, Kharaharapriyd. Evening, sadness,

== ——————
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II. HINDUSTHANI RAGAS

The general remarks made in the section above on the
Carnatic *@gas apply as a rule to the rdgas of the north
also. The nomenclature is usually quite different, except
in the cases of those rifgas which have been avowedly
borrowed from the other system. Not only so, but it is not
easy to attempt any description of the Hindusthani system,
as most scholars have their own way of classifying the
rigas. The basis which is ndopted by the majority of
the northern musicians is known as the Riga-rdgini-putra
basis. Itisasomewhat fanciful system the details of which
depend very largely upon the choice of each individual.
There are supposed to be six principal rZgas, each one
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of which has a number of raginis, or wives, attached to
it, these two having a number of puiras, or sons. There
does not seem to be any definite qualities which determine
the particular ##gas which must belong to each one of these
groups, or which form the principle of attachment to a parti-
cular rdga. The result is that there are almost as many
gystems of classification as there are musicians. The
tendency among scholars and practical musicians to-day is
to put aside altogether this old system, and to adopt a more
rational one based on somewhat similar lines to that of the
southern system.

Many different lists of the six principal rdgas are
given, Among them the following are the most imé)ort&nt:——

ri

Pundarths. Bhairava, Hindol, Dedakdr, Sri, Nita,
Nattanardyana.

Muhammad Rezsa. Bhairava, Milakaunéa, Hindol, Sri,
Megh, Nata,

Rajah S. M. Tagore. Sri, Vasanta, Bhairava, Pafi-
chami, Megh, Naltandriyanpa,

Sir W. Jones. Bhairava, Milava, Sri, Hindol, Dipak,
Megh.

It will be noticed that every list contains the Lwo
names, Bhairava and Sri, Bhairava is the Miyimilava-
gaula of the south and Sri is the Rimapriya riga, Nearly
all the other lists, with only a few exceptions, also contain
these two names. Among I:hg other names, Megh and
Mériyana are varieties of Sankarfibharana, Vasanta
corresponds to Gamanapriydl, having the sharpened fourth,
and Hindol is also a member of this mela. The name
that is the northern term for melakaria, or primary »&ga.

From time to time various scholars have tried o intro-
duce system and order into the classification of the northern
school, Bhavabhatta was one of the first to undertalke this,
and he proposed to select twenty main thits as primary
rizgas. They were: 1. Todi, 2. Gauda, 3. Variti, 4. Kedéra,
5, Suddhandta, 6. Malavakaigiki, 7. Sri, 8. Hamir, 9. Ahiri,
10, Kalyani, 11, Deéakshi, 12. Deéakdr, 13. Saranga,
14, Karpdta, 15, Kimoda, 16. Hijhdja, 17. Nadarimalkriyd,
18, Hindol, 19, Mukhari, 20. Soma. No other musician,
however, has adopted this basis,
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It recent years Mr, N. V. Bhatkhande of Bombay has
put forward a classification which seems to be based o
reasonable principles, and is on the way to acceptance
by a large number of musicians and scholars. The Ffollow-
ing are the general lines of his proposals: —

The names in brackels are those of corresponding southern »& gas,

1. Bilaval group (Saitkarabharana).
Those having the first tetrachord of the western major
mode, with Suddha or Tivra Dha in the second half,

S RGMPD o n NS
#

C DE F G A A B C

Included in this group are the following i—

Bihdg, Kakubh, Dedakir, Durga.

II. Yaman or Kalyaer group (Kalpani),

Similar to the Bilival group, with the exception of the
substitution of Tivra Ma for Suddba Ma.

S RG m PD or w N §
]
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Included under this group come :—

Hamir, Kedira, {imoda, Syima.

111, Khamij group (Harikambodhi),

This is a modification of the Bilival group by the
change of Suddha Ni to Komal Ni.

S RGMPDnn §
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The principal ¥#gas under this are:—

Jhinjhoti, Tilatga, Khambivati, Tilak-kimoda, Jaya-
jayavanti,

Some of these rdgas use bath varieties of Ni,

IV. Bhairava group (Mayamalavegaula).

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

S r G M PdAd o Dn or NS
C DhE F G Ab Al b BY C
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The following are included in this group :—

Bhairava, Kilangadi, Meghrafijani, Saurashti, Jogiy4,
Réamkali, Bibhis, Pibheﬂ-bha.irava* Lalitd, Saveri, Aoanda-
bhairava, Gugalri, Hijhdja.

V. Parvi group. (Kamavardhani).

This is differentiated from the Bhairava group by the
use of Ma Tivra instead of Ma Suddha.

S r G mPaNS§
cohe FEc AbB C

The following are included under this group :—
Sri, Jetadri, Tanki, Pariyi-dhanidri, Malavi, Gaurl.
rI #&ga is5 first mentioned by HridayaPrakis(1667); and

Hridaya Nirayana Dev, Rajah of Gadaded, is said to be its
originator,

VI. Marva group. (Gamanapriyd).

The difference between this and the preceding group is
only in the use of Suddha and Tivra Dha for Komal Dha,

8 r G m P D or n N §
C DPE Ffi & A M B C

The following belong to this group :(—

Hindol, Piiriyd, Pafichami, Dedakfr, Gaur-pafichama.

VII. Haphi group. (Kharaharaprivi).

These all have the first tetrachord of Kaphi, with Ni
Komal in the second half,

S RgMPDOWLS
¢ D EbF ¢ A BbC

The following are included in this :—
Pilu, Dhanadri, Vigidvari, Sthi, Bhim , Sidranga.
VIII, Asavart group. (Natabhairavi),
This group only differs from the Kaphi group in the use
of Dha Komal for Suddha Dha,

SR¢g MP dn$§
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The principal r@gas under this are ;—
Gandharl, Jaunpuri, Dedi.
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IX. Bhairavi group, (Hanumatods).

This is another modification of the K&phi group, formed
by using Komal Ri and Komal Dha instead of the Suddha
varieties,

S r g M Pdn 3§
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It may be noted that all the alterable notes here are
Komal,

The secondary rdgas aitached lo it are Bhpila,
Jangald, Mukhiri, Asvari, Dhaniéri, Mdlkes., The latter
is one of the most popular of north Indian ragas.

X. Todi group. (Subliapantuvarali).

This is a mixed group formed by rd@gas having the first
tetrachord of Bhairavi and the second of Phrvi and using
in addition the sharpened [ourth, It also makes use of a
sharpened seventh, somewhat sharper than Suddha Ni.

§ rgm P aN o N* §
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In this group microtonal variations are frequently used..
The Ri will be Atikomal, and the Dha and Ma will be
less than the full sharpened semitones. So that the true
signature should be 8 r- g~ m P d” N* 5. The principal
rdgas connected with it are Gurjari, Multdni,

It will be noted that Mr. Bhatkhande bas chosen ten of
the southern melakartas (primary +@gas) for his primary
ritgas, and he then classifies all the other northern riges
under these. As will be seen from the lists of ragas
which follow with their notation, some of them use variants
under the groups. Each group reveals a distinct character-
istic, and we can see the musical affinities which bring the
rigas in each group together, It is pessible that this
system may express the musical facts better even than the
strictly logical system of the south.

It is possible further to subdivide each one of these
groups by means of such factors as the following. Those
which have go Ma in either ascent or descent; shidava
rilgas ; those having both Suddha and Tivra Ma, and soon.
In this way a really useful classification of Hindusthani
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ridgas may be arrived at; and probably during the course
of the next few years it will be worked out thoroughly so
as to come into common use, Until some such scheme is
accepted, it will be very difficult to find a common basis
for the northern and southern musical systems, In a short
account like this it is not possible to pursue further this
classification of r@gas.

HINDUSTHANI RAGAS
The name in brackets is the corresponding Carnatic riga.

1. Bilaval. (Saikarabharaps), Western major
mode. Morning, joy.

e

-

S R GMPDoNS

Bihag. Bilaval gronp. (Bikag). Night, love,
tenderness.

froe —

- = 3 § = =

S GMmPN S5 NDP M GRS
Durga. Bilival group. (Suddhasaveri). Morning.

B e .

Rl

SR MPD SS DP MRS

1I. Yaman. (Mechakalyani). LEwening, merriment,

— e —
a-lm. T

S RGmPDNS

Kedfra. Yaman group. (Kedara). Evening, gay-

e -

SMm PDaoNS SNDPmMGRS
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Ka&moda. Yaman group. Evening.
Mm

S5 R Mm P DNDS SN DPm P GM RS

1. Khamaj. (Harikdmbodhi or Khamaj), Any
time, love.

S

S GMH PDobS SnDPMGRS

: Jhinghoti. Khamij group. (Chesichnrutti). Night,
Ove.

==—————————u_—————°=_

S RGMPDNOSS nD PM GR S

Tilasiga. Khamijgroup. Wight, quiet.

==

- - #

8

GMPNSS oP MG S

1V. Bhairava. (Mayamalavagaula). Dawn, reverence.

Sr GMDPawns

Jogiydt, Bhairava group, (Savert). Dawn, adoration.

B2

S rMPDSSNDPMNGTS
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Lglita. Bhairava group. (S@ryakantz). Night,
tenderness,

==

S r G Mm d N 8

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

=

- =

§ rG Mm P d N 5

In the United Provinces both varieties of Dba are used.
M is only a passing note,

Srirdga. Piarvi group. Sunset, mystery and contem-
plation.

et -

SrmPdNS55NdPmGrS§

Geauri. Porvi gronp, Afternoon, laughter.

ES==——=—=— s -—==

Srm PNSSNIdPDIOGTrS

VI. Marva. (Gamanaprips) Aftemoon, love and
passion.
%?iﬁw

$r Gm D N 5
G is cccasionally the arhda of this rdga,
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Hindol. Marvi group. Evening, calm and joy.

—— = - o = =
¢ o

S Gm DN S

Some eay that the ahéa note is Dha. There are many
varisties of Hindol in use,

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

= =—————————

affpa

S R4g¢MPDaS§

Dhanadri, Kaphi proup. Afternoon, calm.

%t -
S g MPnoS5SnoDP Mgns

Thia variety is very common in western India.

Bhimgpalast, Kaphi group. Afternoon, quiet.

=== ——

- i

s;ipussnnrmgns

Sarangs. Kiphi group. (Madhyamavaii). Noon,
contemplation and illusion, "

b ol —

S R M PDnoN 8

VIII. Asavari, (Natabhairavi), Evening, tenderness,
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Gandhars, Asivarl group. (Gandharava). Evening.

= ———————

-

SR MPdaoNSS ndPM{ERS
1X. Bhairavi. (Hanwmatodi), Morning, sad.

=

S rgMPdns
Tha Amga varies betweon M and d.

Malkos. Bhairavi group. (Also called Malakaunda).
Night, laughter.

45§ gura n§

s gMdns SndM
"This is one of the popular northern riigas.
X. Todl (Subhapantuvarals). Morning, adoration.

§ r g mtP "N+t 8

Sr gm P d N 8
Multani. Todi group. Evening, calm.

Another important matter is the time of day at which
different ragas should be sung. Each rifga is connected
with a special mood or passion, and it is therefore fitting
that each should also have a special time apptopriate to
it. In some cases the character of the raga itself
explains this. In other cases it may be that we must
seek the explanation in histarical facts connected with each
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riiga, or in the division of the day into auspicious and
inauspicious periods, which still determines so greatly ths
life of the Hindu household,

The musical character of the different r&gas also
suggests certain explanations, which hawve been wvery
carefully worked out by Mr. Bhatkhande for Hindusthani
ragas, ‘The four determinani musical factors for the time
theory according to him are the flollowing ; the position of
the anidea, the presence or absence of Tivra Ma, of Komal
and Tivra $ridis, and the omission of certain svaras,

The day is divided inlo the following periods :—

1. Smuihiprakad, both moming and evening, the
conjunction of darlc and light, ie, sunrise apd sunset,
between 4-7, both a.m. and p.m.

4. Before and afier Sandhiprakad, from 10-4 and
7-10, both a.m, and p.m.

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

1. Ragas having R{ Komal and Ga Tivra are
Sandhiprakid rigas, e, the Bhairava, Pirvi and Marva
groups.
2. Ragas having Ri Suddha, Dha Suddha, and Ga
Suddha come after the Sandhipraka@s, i.e. the Bilaval,
Kalyipt and Khamdi groups,

3. Rdagas having Ga Komal and Ni¢ Komal come
befare Sandhi prakas, e the Kaphi, Bhairaviand Asgvari
EToups.

The guestion as to whether the r@ge should come in
the first or the second half of the day is decided by two
factors, the position of the awidas, and the use of Trvra
Ma.

4,  Ragas having their anids in the first tetrachord
(P@rvanga) come between noon and midnight. They are
called PiErva rigas.

5, Ragas having their grtda in the second tetrachord
(Uttaranga) come between midnight and noon. They are
called Uttara ragas.

Ma and Pa are not counted as in either tetrachord,

6., Ma Tivra also gives an indication of the time
of the rags. For this reason it is called Adhvadariak, or
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* showing the way.' Itcomes in the evening Sandhi group
and continues into the next group. It does not, however,
occur in the morning groups, unless attended by a dominant
Komal Ma in a few of the early morning rigas, e.g.
Hindol. The only r@gas sung during the day and taking
Ma Tivra are Todl, Gaur-sdranga, Mulidni; and there
is zome doubt about these. Skilful musicians some-
times introduce Mg Tivrs as o passing note into other
night r3gas, without in any way oflending musical
susceptibilities.

7. An additienal indication of time is found in the
transilient r#gas. Ewvening r#gas do not as a rule omit
Ga and N4 altogether, and morning r@gas do not omit R{
and Dha.

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

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

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

The root meaning of ##ga is ' passion’, and from very
ancient times each réga has been associated with particu-
lar passions and emotions. Rajah Sir S, M. Tagore thus
describes the passions to be associated with the six
, principal r&gas he enumerates (—

1. Srir@ga is to be sung in the dewy season, and °
represents love. 2. Vasanta is the raga of the spring, and
is allied with the emotion of joy. 3. Bhairava is the rdga
of asceticism and reverence. 4. Paiichama is the r@ga of
the calm night. 5. Megh is the rd@ga of the rainy season and
iz allied with the emotion of exuberant joy, such as the
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coming of the rainy season means to so many in India.
6. Nattan@rdyana is the rdge of battle and fisrce
courage.

Here is another interesting deseription, from the pen
of an accomplished southern musician, of the emations
associated with the dilfercot »@3gas. ' All the permutations
and combinations nre performed on ths basis of the notes of
which the rJga is primarily composed and any deviations
are looked upon as discordant and are secrupulously guarded
against, Todi and Blicriravi represent majesty and impross
one like the march of o stately king, decked in all his regal
glory and spronding the pomp and circumstance of his
lolty position, a grand and sublime spectacle,.  Asgvar? and
Punndgavarid(l are wrapped in melancholy, like one plead-
ing the cause of a soversign unjustly deposed from his
throne and power. GTreaul and Vasamis come serene
and subdued, like n sage sitting in a lonely forest or
on a mountain, calmly contemplating the beauly of the
universe. Mohana and PRirvakalydnt appear like a coy
maiden hiding her love, as o rose does its blooming petals
beneath its bower of green, but withal conscions of its
beauty and attractiveness. Huseni seems fascinating in
its sadness, like a maiden estranged from her lover or
spurned by him, cursing the woeful hour which parted her
from his company, or eloquently pleading the justice of her
cause. Bindgadd comes arguing and resentiol and remons-
trating, N @dgadmghriy®, calm and thoughtful, appears
like Socrates or Plato preaching the sublime truths of
philosophy to his disciples. Nilambari and Yaeduhule-
kambodhi come submissive and imploring, melting the
soul into streams of tender devotion, like a trae bhakia full
of prayers and tears in the presence of God. Thus each
rilgr comes and goes with its store of smiles or tears,
of passion or pathos, its noble and lafti:f impulses, and leaves
its mark on the mind of the hearsr.'

It is noted that the sadder »Zgas have an average of
three flats as against an average of two flats for those which
picture the more joyous emotiona.

1 Lakshmana Pillay, LM.I., pp. 71, 72.
5
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Indian r@gas are also supposed to be able to reproducs
the conditions and emotions associated with them. The
Dipak r@ga is supposed to produce flames in actuality ; and
a story is told of a famous musician named Naik Gopil
who, when ordered to sing this by the Emperor Alibar,
went and stood in the Jumna up to his neck and then
gtarled the song. The water became gradually hotter until
it was boiling, and he went on singing uatil flames burst
out of his body and he was consumed to ashes, The Megh
malldr ¥@ge is supposed to be able to produce rain. It is
said that & dancing girl in Bengal, in a time of drought,
once drew from the clouds with this r&ga a timely relresh-
ing shower which saved the rice crop. Sir W. Qusley,
who relates many of these anecdotes, says that he was told
by Bengal people that this power of reproducing the nctual
conditions of the #dge is now only possessed by some
musicians in western India, and by people in western
India that such musicians can only be found in Bengal.

There are many interesting anecdotes told with refer-
encs to rifgas, One of these relates a story of a sounthern
musician named Todi Sitirimiyya,—so-called on account
of his fondness for the r@ge Todi,—who was a musician at
the court of the Mahidrija Sarabhoji of Tanjore in the last
century. The musician got into serious money difficulties,
and was forced by the money lender to whom he went to
mortgage hiz favourite r@ge Todi for the loan he obtained,
under the condition that until the money was repaid he
should not sing it before any one. It was not long before
Sarabhoji missed his favourite r@ga and asked his musician
to sing it. He explained why he could not do so; and then
the Mahérija laughed heartily at the cuteness of the
moneylender and paid up the loan, besides rewarding the
moneylender for his keen appreciation of the wvalue of
music. Another story is told of a prince, who was not
possessed of sufficient musical knowledge lo recognize the
different rifgas when they were played or sung, and so
arranged with a princess, who was well versed in musig,
to help him by means of a special prompting apparatus.
This consisted of a set of strings, hardly visible ata distance,
suspended from above, directly opposite the principal
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organs of the prince's face. Whenever a +&ga was sung
before him, the princess, who was sitting in an upper
chamber where she could manipulate the strings, would
pull the appropriate string opposite the organ representing
the riga sung. Thus for Kambodhi the ear (kadu) string
was pulled, for Mukhart the nose (makku) string, for
Kanade the eye (kamyu) string and so on,  So the prince
was able to show off his skill in naming the particular
rigas., One day, however, the princess in her excitement
pulled the springs so hastily, that the whole apparatus fell
down, and the prince, who could nolonger name the régeas,
had to retire ashamed from the Durbar,

J In connection will the science of »&ga, Indian music
has developed the art of r@gs pictures. Principal Percy
Brown of the School of Art, Calcutta, defines a rZga
as 'a work of art in which the tune, the song, the picture,
the colours, the season, the hour and the wvirtues are =0
blended together as to produce a composite production to
which the west can furnish no parallel.' It may be
described as a musical movement, which is not enly repre-
sented by sound, but also by a picture. Rajah S. M. Tagore
thus describes the pictorial representations of his six
principal r@gas. Srirdge is represented as a divine being
wandering through a beautiful grove with his love, gather-
ing fragrant flowers as they pass along, Near by, doves
sport on the grassy sward, Vasants »&gs, or the rdgae of
spring, is represented as a young man of golden hue,
standing in a mango grove, dressed in yellow garments, and
having his ears ornamented with mango blossoms, some
of which he also holds in his hands, * His lotus-like eyes
are rolling round and are of the colour of the rising sun,
He iz loved by the females.! Bhairava is shown as the
great Mahddeva l'Siva} seated as a sage on 4 mountain
top. Gangd falls upon his matted locks. His head is
adorned with the crescent moon. In the cenire of his
forehead is the third eye from which issued the flames
which reduced Kima, the Indian Cupid, to ashes. Ser-
pents twine round his body, which gleams with sacred
ashes smeared all over it, He holds a trident in one hand
and a skull in the other, Before him stands the sacred
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bull, Padichama rage is pictured as a very young couple,
fondling one ancther on a grassy sward in the midst of a
forest. The rdga itself is represented by a young man
who has large red eyes and wears red clothes. Megh is
the raga of the clouds and the rainy season. Clouds
stratch across the sky, and lightning flashes pierce them,
Seated upon a royal elephant, with his bride at his side, is
the splendid young king who represents this rdge. He is
dressed in blue garments, or is shown as blue in colour,
like the mighty Indra. ‘ He has a grave voice and violet
eves! Naftendr@yaina is the raga of battle. A warrior
king rides on a galloping steed over the field of battle, with
lance and bow and shield. Dead bodies of the slain lie
round about. DBlood streams from his body.

Some time ago Principal Percy Brown read a paper
on this subject which he called ‘ Visualized Music'. He
described it as a combination of the two arts; music and
pa.inting. He mentioned a miniature painting which was
called " the fifth delineation of the melody Megh MHallar
Sarainga, played in four-time at the time of the spring rains.’
There area large number of such paintings, all bhaving
gome reference to a prescribed tune, performed under
conditions defined by some specified season, Many of
these may be seen in the Art Gallery of the Indian Mussum,
Caleutta. ; and the India Office, London, has a fine collec-
tion. The art seems to have come originally from north-
west India. It is not known, however, how it originated ;
or whether it belongs to India or came from Persia, The
Indian tendency is to visualize abstract things, and so
it is quite possible that it was Indian in origin, Principal
Brown mentions that experiments have been made at
Manchester University by Professor Dalbe as to the con-
nection between music and colour, There is a school in
London whete music is taught in association with colour,
each scale having its own peculiar colour scheme. It is
evident therefore that this connection is not merely senti-
mantal. Principal Percy Brown in the lecture referred to
gives the following description of some of these r&ga
pictures. ‘' Todi ragini is one of the brides of Vasants
rdga. The melody of this r@gs is so fascinating that
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every living creature within hearing is attracted by it.
As the r&ga has to be performed at midday, the picture
gshows a nymph standing in an open landscape in the
brilliant noonday sun, clothed in a snow-white s@ri and
perfumed with the camphor of Kashmir. Inher hands
she holds the ©in&, and all the deer in the nsighbouring
pastures stand entranced as she plays. The musician, as
he plays, is supposed to conjure up before his andience the
scene of the picture, the charm of the nymph, the beauty
of her costume, the langurous scent of the blossoms,
mingled with the faint odour of camphor, and the rustling
gound of the animals as they advance enthralled. One is
reminded of the stories of Chopin playing before the boys
in such a way, that they saw all the scenes which were in
his mind as he played., The S@raige melody pictures the
glare of the desert, and the heat-waves rising and falling
with the mirage of the cool refreshing stream in the
distance, and the thirsty black buck galloping towards the
oasis, or sobbing out its wrath on the burning sand as it
realizes the hopelessness of the search., Padchama is
shown by a pictore of a shower in the hot weather and a
band of musicians who express their appreciation of the
rain, The thunder-clonds hover overhead and the lightning
strikes through the sky. Peacocks spread out their tails
and call in joy, and frogs sit around and croak. The god
Krishpa of dark blue colour stallks around. The leaf buds
of the trees show new red shoots; the cattle hold up their
heads refreshed, the herdsman standing by, Waterfowl
gather round thﬂ parched pool, and uvarhe.ada. horde of
white herons fly across.’ This subject of ' Visualized
Music' is quite an untrodden path, and it is hoped that
others will follow where Professor Brown points, A
collection of all the ra@ga pictures in existence would bea
very good beginning., Mr. Fox Strangways notes that the
Chippewa Indians of North Ameriea also draw pictures of
their tunes, by the help of which they may be sung.
Kedara rdga, the picture of which faces this page,
is represented as a group of musicians playing and singing
in the moonlight. The lotus buds are all closed. Thers
is gaisty and sadness combined in the picture. It iz the
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dewy season, and it is believed that while the »*#gz means
gaiety to-day, it means also sadness in the foture. The
ascetic in the group typifies the illusoriness of the present.

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



CHAPTER V

P TALA OR TIME MEASURES

MusIicAL time in India, more obviously than elsewhere,
is a development from the prosody and metres of poetry,
The insistent demands of language and the idiosyncrasies
of highly characteristic verse haunt the music, like a

‘ presence which is not to be put by, ‘' The time-relations
of music are affected both by the structure of the language
and by the method of versification which ultimately derives
from it,) says one student of Indian music from the west
Until the ninetesnth century, thers was practically no prose
in India and everything was learnt through the medivm of
verse chanted to regular rules. Bolh in Sanskrit and in
the vernaculars all syllables are classified according to their
time-lengths, the unit of time being a m@fra. Very short
gyllables of less than a mdtra also occur,

Great stress has always been laidby Indian grammarians
upon giving the ' exact value' to syllables in verse ; and as
there is no accent atall in Indian verss, the time-length
is all imporlant. This may account for the great develop-
meont of time-measures in Indian music. The different
time-measures for verse are most carefully laid down and
have to be strictly adhered to. When grammar, philosophy,
history and geography are learnt in wverse, one gets the
gense of duration and rhythm highly developed, and it is
this sense of duration that is the ceniral thing in Indian
time. Any one who studies Indian prosedy can easily see
the great difficulty, to say the least, of obtaining a pleasur-
able result by combining Indian verse with western tunes,
One of the most difficult things for the foreigner to get
away from in an Indian vernacular is the stressing of
syllables, The division into words is not at all important
in Indian verse, and so music does not take particular naole
of this, In India words are more often set to music
rather than music to words. It is easy to see then the
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imporfance of time-measure in Indian music. The
westerner often finds these time-measures far more diffi-
cult to master than the melodies, strange thongh those often
are. The varieties of time-measure may be somewhat
imperfectly realized by listening to the rythmical beats of
the drom in some distant village on a quiet moonlight
night, when all other sounds are stilled and one can get the
full benefit of this ons sound. Sometimes one hears beats
arranged in bars like this:

‘2.1.1. Iz.l.1. 2.1.1. [2.1.1. |

or again,
|1z |1z | 12|22
or again, .
|2.5. | 2.3 25| 23| 25|
or again,
|54 | ntea | na] e

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

Though the nomenclature varios, as might be expected,
the theory of tala (as time-measure is called) in the
north and south iz more uniform than that of rage. As
usual, & fanciful arigin must be found for ¢ale, It issaid
that Bharata discovered the thirty-two kinds of #@le in
the song of the lark. Raja S. M. Tagore says that the
word #@la refers to the beating of time by the clapping of
hands. Sometimes it is also done by means of small hand-
cymbals, which are called ¢alu or kaitdla or kartal (band-
cymbals). It may be that, as has been suggested, the
main difficulty for westerners in realizing and enjoying
the nice distinctions of Indian rhythin is that they have
not acquired the habit of resolving mentally every unit into
its constituent elements, so that they could sing themata
moment's notice.
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Mr, Fox Strangways, elaborating the difference be-
tween Indian and European time-measures, says: -

* Indian rhythm moves in Avartas (bars) broken up into vibhiigas
(beats), each of which contains one or more #di4s. We can equally
say of ours Lhat it moves in scctions broken up inlo bars, each of
which contning one or more beats, In what does the difference between
the two systems consist 7 IL may be answered that theirs is derived
from song, ours fiom the danee or the march: that both are based
on the numbers two and three, but Lhat they add and we mulliply in
order to form combinalions of these. Bul the anwwer which goes
deepest is that thelr music is in modes of ime (ns we saw that it was
in modes of tune), nnd that ours chanpes that mode at will, pri'm:i?nllr
by means of harmony, In order thal rhythim, an acticaintion of the
infinile varicty of sounds, may be npon some regnlar plan, the plan
must have some recognizable unlt of mossarement, India takes the
short note and gives it, for o particunlar thythm, a certaln value as
opposed Lo the long; Europe takes the stressed note and gives it inag
pacticolar rhythm o certain frequancy, s against the unatressed, and

lvates its force, 'We find the unity of the chythm in the recurrent

r (which is always in double or triple ime, just as our two melodic
modes are either major or minor), and liove to look elsewhers for the
varfety ; they find variety in the vibhiign, whose constitotlon ls
extremely various, and must lock elsewhere {or the lacge spaces of
time; they fnd unity in the dvarta, and we find variely in the
sections,” 'Indinn rhythms have their raison d'8ire in the contrast
of leng and short duration, and to idenbfy these with much or littlla
gtress is to wolgarize the rhythms. Siress pulszes and demands
regularity ¢ duration is complementary and mnfa in frregulanty. In
order to get the true sense of duration we bave to get rid of stress,'!

The value which Indian music attaches {0 {ime may be
judged from a description of a certain musician as 'ap
excellent limist,’ and from the name of sextuple Govinda
Nair given lo a musician of Travancore, on accounl of his
great skill in singing in sextuple accelerated time, One
can hardly imagine such terms being used in the west.

Musical time is based upon the akshara or syllable.
Five main note lengihs are recognized, made up of a
different number of aksharas. They are.

Anudrota ... 1 Aksharn s % Motra
Dﬂ.“.ﬂ- e B i sew e
Laghun O & o
Gurn wes B i -
Pluta T g
Kiakapfida ...16 in e b L

1 Musgie of Hindusthan, pp. 217, 218,
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One dvarta or section contains from 2 to 4 bars or
vibhigas, each of which is constituted by a number of
angas (members), consisting of one or more of these time
units, The virima or rest is used for lengthening the
druta and laghu by any fraction.

Each fdvarta must begin the time-measure correctly,
and all the various time elaborations must be worked out
in the dvarta.

The Safigiig-Reindkara gives 120 examples of different
time-measures, formed by the combination of thess time-
units, the bar varying in length from one to nineteen
notes, Most of these are very unlike any of the i¥la
employed to-day, and so there is nothing gained by dis-
cussing them., We shall therefore tale up the time system
as it is to-day in both northern and southern music.
Here again there isa good deal of differenca between the
north and the south. Many of the times are the same,
but the names and the method of classification are
different. As with r#ga, so here also, the south has a
very much more systematic classification than the north,
According to Carnatic music, there are seven tdlgs, each of
which has five jitis or classes. The five jitis are classified
according to the number of aksharas in the principal
anga, These are said to correspond to the five castes,
and their origin iz traced to the five faces of Iévara.
Matarfija (Siva) is supposed to have worked theso out in
his wonderful dance, while Brahma played the hand-
cymbals and Vishpu the spidanga. This would certainly
have been a band worth golng far to see and hear. The
five jitis are named after the number of aksharas in the
principal beat, viz. trisra for three, ohagiusra for four,
khafida for five, midra for seven and sadkirna for nine,
Itis interesting to see that, with the exception of the second,
all the other numbers are odd, the times being mostly
combinations of two and an odd number. The same thing
is found in Hindusthani #@le. The other angas of the
Avarta have either one or two ahsharas. The following
is a table of the t&lgs as they are arranged in the Carna-
tic system. It will be noticed that they are not arranged
in the order of the number in the principal beat, but in
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the wsual Indian methed of arranging them, and the
reason given is that columns 1 and 2, when added up make
column 3, and 1 and 4 make column 5. There is probably
a further reason in the fact that the four akshagra time
is the more common, :

NAME -~ CI}uv Triﬁm M?ﬁm Kh:uﬂn Sm&r;t!t-
Losrn na

1, Ekatala 4 3 7 5 9
2, Riipoks tala 2.4 2.3 2.7 4.3 2.9
3. Jhamps {ils we| 412] 313 ] 7.8 | 512 ] 9..2
4. Triputa tila vaa 4.2 | 324, | 7.2 548 9.2.2.
5, Mathye 18l 49.4 | 3.2.3.( 7.27 52.5. 8.2.9
6. Dhruva il wo | 4244 | 3,233, 7.2.7.7. | 5,255, |9.29.9.
7. Ata tala w4422, 13322, (7.7.2.2. | 5.522, |99.2.2.

The table shows that in ek #3ls there is only one abga
in each vibhiiga, in riipaha there are two, in Fhampa, iriputa
and mathya there are three, and in the last two four, The
name eka tdla by itself is usually given tothe chatusra jaH,
and the name riipaka tila without prefix also refers lo the
cheatusra f@t, 1njhampa tala the midra {@6€ has the simple
name, and in driputa t@le the irisrg @4, In mathye and
dhruvs tdla it is the chatusra &t which tales the simple
name, but in afe tala the Rhapda jati hasit. Theseare all
underlined in the table, so that they may be clearly seen.
The name &di tals is usually given to the chatusra jati of
tripufe tala, as this is one of the commonest #alas of
southern music,

The #varta, as we have seen, is made up of & number
of vibhfigas. One of these takes the principal beat and
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one of them has no beat at all. The former is
called the sgm in the north and mirtd@y in the south,
The beat hefore the sam is called the %hali, because it i=
the custom to show it by an empty wave of the hand,
These beats are very important and the musicians have
to keep them in mind, otherwise the time will go
astray.

In Hindosthani music the time-measures are arranged
somewhat differently. We have first cla t@le of the
chatusra variety, and none of the other jatis are used, In
riipaka tala, only the chatusra (2. 4) and trisra (2. 3) jatis
are found. There is also another kind of rApaks tdla
which has three angas, thus 3. 2. 2. Jhampa 8l in the
north runs 2. 3. 2. 3.—a kind of doubled ripaka. There is
also another kind of jhampe which goes 3. 3.2. 2. In
triputa titte we find the trisrg and chatusra jatis. The
former gpoes 3. 2. 2 and is called fevrd. The lntter is called
fitala, tatdl, or bifdla—three-beat—and alse Ravaiz
in Bengal. Thereis also another kind of #1i#la which goes
4, 4, 4, 4 with the sem on the third beat. Mathys idla is re-
presented by its chatieera 88, which is called salaphakata
titla or surphtkal®, meaning 'zigzag'. Sometimes it runs
2. 4. 4 instead of 4. 2. 4. Dhruva tdle is represented by
its chatusra jatd which is called ata-chauidls and has two
forms: 4. 2. 4. 4 and 2. 4 4. 4, the sam being on the first
mitra, The word aja-chaut@la means * crooked four-beat
time.! This time is used a greatdeal in dhrupads. Afa
tele has three jatis in the north, viz, chauigla 4. 4. 2. 2,,
ghampa tale 3, 3, 2. 2., dhamar tale 5, 5. +

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

Farodgst, 2.2. 4. 4or 2. 2. 4, 3. 4.

Dliine tdla, also called in the north adi tdlg, 4. 4.
4, 4, with the sam on the first beat.

Dadra, also called pashto—a syncopated #dla
especially used with the dadra class of song. Itruns 3. 3
with the sam on the first note.

Jhwwnrd, 3.4.3.4. It has the sam on the first beat.
‘This is a very popular time-measure,
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Most of these irregular times were introduced by the
Mubammadans,

There is also an irregular southern time called
chapu tdle. It has two varieties, either trisrta or migra,
viz. 1.2, or 1.2, 2. 2. Chapu talg is used a great deal
in folk songs. Itis, as may easily be seen, a syncopated
time.

South Indian time sxperts reckon that there are alto-
gether 108 different varieties of tiln possible by means of
various ingenious combinalions. Most of them, it need
hardly be zaid, are nol in use, though occasionally some
expert technician accomplishes a fonr de force away from
the beaten track of time-measures ; as when Subramaniyyar
sang a pisce in the Sivhauandana #3la, which is
one of the most complicated. The bar signature
of this tila runs as follows: 8. 8. 4. 8.4, 8. 2. 2. B
B, 4 8. 4. 8.8, 4 4 or 100 ghsharas. This musician it
may be surmised was o prodigy in South Indian time
experts.

As in western music, so in India, it is possible to include
in the akshara two, three, or even more shorter notes.
These are called Zalzi. Their inclusion doss not alter
the time, but renders the singing or playing of the piece
more difficult. It means that the longer notes may be
broken up into shorter ones, and so on, till the ability of
the performer is exhausted. A singer of Travancore was
known as Shaikfla Govinda Mirar, becaose he could
sing anything in sextuple time, In all thiz manipula-
tion of time-measurs, the main elements of the time
must be retained throughout and the »fgs must be
adhered to.

The clapping of the hands ismuch used in India to
indicate time. There are different signs used for the
different beats, so as to make quite clear what kind of time
is used. The first note of a beat is indicated by a clap.
This may be followed either by the counting of the other-
aksharas with the fingers or by o wave. If the beat isa
laghu, that is one of more than two aksharas, then the other
units are shown by counting with the separate fingers on
the palm of the other hand. If the beat is a druta of two
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ahsharas only, then the extra unit is shown by a wave of
the band. For example,

Adi tala rans

T T T VN
1 2 3 4/5 6/7 8

Rapaka idla
1

¥ow X r1
12/3456

* means a clap, 1 counting with fingers, and ” a wave,

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

There are thres different speeds in Indian time. They
are slow-vilamba kile, medinm-madhya bile, quick-druta
hiale, These will correspond roughly to Adagio, Moderato,
and Allegro. The names used in the north for these are
bilampet, joru, and durt. Difin is used. for very quick time.

DRUMMING

As we have seen in the sleetch of the History of Indian
music, the drum is one of the most important of Indian
musical instruments, and so it demands special treatment in
accordance with ancient practice. The ordinary Indian
drummer earns far more than the school teacher with twice
his education. He also spends it more quickly. The
following quotation from an English author will help to
make clear the place of drumming in Indian musjc.

The drum is used not, as with u, to assert the accent at apecial
moments, or to reinforoe a grisie, bot lo articulate the metre of the
singer's melody, or to add .yariety to (t by means of & cross metre,
Thers are {onr mein elements i dromming ; the guoality, the intensity,
the pilch of the sounds, and thé-time intervals between them, Wa
do not, on the whole, ose percussion much. When we dao, we valus
it, perhaps, chisfly for the gradoated intonsity with which it points
the rhythm., We lookn little askance at warieties of quality ; we
racognize the droms, the cymbais, and the teinngle; but we are not
quite suro how [nr the tambourine, castansts, nnd Berlioz's flannsl-
headed drumsticks are legitimate music, Of the pitch we only
demand that it should not elash with other sounds. It isin no way
a vital constituent of the harmony, which is almeost invarlably completa
without it. The time inlervals of the drom notes reinforce as a whole
those of the other instroments; they seldom cross them, and only

7.



TALA OF TIME MEASURES 79

produce a certain amount of confusion when they do, which however 1
may be a nseful resource Upon OCCREIOD.

fn Indian music the graduated intensity of the sound is very little
regarded, either in singing or playiog or in drumming, becanse their
whole scheme is not accentual but qouantitative, It istroe that the
first af the bar is often londer than the rest, but not always ; but this
is not in order that it may, as with vs, stnnd out against other accents ;
but because two guaniitative schemes are I'Li!t to coincide there, and
two sounds are louder than one, The time intervals are with them
all important, and show great varicty ; it is seldom that more than a
{ew bars, out of hundrods, are drummed in exacily the same way.
And the dromming is practically continnons ; it is anly nmasioun]f
silonced for apecial contrast.  ‘The pileh apgain is all important, for it
is invariably the keynoto, and frequently the drum is Lhe singer's only
accompaniment,  Lastly, a maximum of variely is got into the
gquality ; and this net mainky by the variety of the instruments. For
though there are scores of shapes for drums, tambourines, eymbals,
trinngles and so forth, they aro not winally essembled togsther,
becanse concertod musie is the oxception, nol the rule, The variety
is gol oul of the drum, or the pair of drams themselves. They are
played with the full hand and the Bngors, rarely with sticks ; there
are hall o dozen strokes for the right hand and three or four for the
left, Of these Lady Wilson's drummer said, ' The beat with the left
hand is like the seam of my coat, that must be there ; the other notes
with the right hand are like the embroidery 1 may puot according to
my own fancy over the seam,' These 'poles' are sﬁﬂu‘u ntinled not
by pitch, but by quality., They are also articulated by great intricacy
n{ﬁm-inturml. Tor neither of thess two things has our music any
real analognes ; and the Bengiilis do mot overstate the case in their
saying, 'Yantrapatic Mridedga, ' 'the drom isthe lord of instru-
ments.'!

The various kinds of drum are described in chapter vii;
go here we shall only fake up the discussion of the
practice of drumming on the mridaiga or the tabli. These
two are the same in principle and are the drums used
{hroughout India for the accompaniment of vocal music.

The mridanga and tabld are both played in the same
way, the only difference being that, in the case of the tabla,
the two heads are on two small drums and not on the same
drum. The right hand note of thedrum is the keynote—
the Shadjo—and the left hand note a lower Pz. Exact
tuning is very important, as the slightest difference will be
evident and will spoil the melody, the drum being the
principal accompaniment for the singer.

! Musio of Hindusthas, pp. 225, 226.



BO THE MUSIC OF INDIA

The right hand plays the first beat of each vibhidga with
the ball of the fingertips. The base of the hand is pressed on
the drumhead, and the rest of the hand is curved so that the
finger tips sirike easily. The left hand shows the end of the
bar and strikes, sometimes with the whele palm, and somea-
times with the lower palin and fingers. Sometimes it moves
across the parchmaent, giving a strange sound * like a galosh
leaving the mud,' curious but by no means uoattraclive,
The drommer constantly varies the method of beating the
aksharas in the bar. “The total number must be constant
and the left-hand strike must always come in at the exact
moment ; but ontside these the drommer hag the possibility
of infinite variety, and expert drommers use it to the
utmost, "The singer depends upon the drummer to keep
him to the time. He may go ofl into all kinds of cxtempore
pieces and Hourishes, leaving, as it seems, for the moment
all semblance of time, but the thought is always there and
again he will come back to it. Mrs, Mann says,

' The Indian drummer is a great arlist. He will play a rhythm
concarto all alone and play us into an scatacy with it,"

! Tha drommor will play itin bara of 10, 13, 16, or 20 beats, with
divizsions within each Eﬂ-l‘ﬁllﬂﬂ ont with a marvellons hypnotizing
gwing. Suggestions of sueh rhythm beaten oul by o ragged urchin
on the end of an empty kerosenc cil-can first aroused me to the
beauty and power of Indinn muosic.'

The Indian drumimner can obtain the most fascinating
rhythm from a mud pot, and some of them are great
experts at this pot-drumming,

The drummer is most particular about the ending of the
drumming. This must always be on the Sam. Thse
singer also ends here, and after going off into a kind of
recitative, he will watch for the drummer and come back
so as to end on the Sam. In the south, the treatment is
somewhat different, and the Mirtay is often on the second
beat, The principal notes of the »@geq, that is the VAdi and
Sarvadi notes, are usnally placed on the Sam beat. This
also indicates to the audience where they should appland,
The Khili is the wave-of-the-hand-beat and helps the
singer to determins the Sam. It shows him when the Sam
is coming, as the drummer is silent on this beat. The
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Khali always comes just before the Sam, so that, however
lost the singer may be in his improvisation, the Kbili shows
him the way back to the Sam.

Drummers have a carious system of muoemonics, which
tell them how the drum accompaniment should be beaten
out. These are composed of syllables, each of which
indicates one particular kind of beat and also the nature of
the 2l as a whole. The actual syllables used wvary in
different parts of India but the following are some of
them ;—

NORTHERN
Tritdia 4.4.4.4.

1 2
TA Dhin Dhin (& | Ti Dhis Dhin ti{ ;ITI.I: Tin ti.I

3
Ta Dhin Dhin u:l

Rupaka 3.2.2.

4 2 3
Dhin Dha Trik ’ Dhin Dhiu | Dhi Trik I

Jhampa 2.3.2.3,

+ 2 1] 3
Dhin na Dhin Dhin nn Tin na Dhin diin on

Chautdle 4.4.2,2,

+ 0 2 0 |3 |
Dhidhi |Dhinta |Kit Dha |Dhinta|Kittak |gadigioa

+ indicates the sam and 0 the &0dl beat,

In these mnemonics, or bals, as they are called, the
following are to be played by the right hand : Dhin, N4,
Ta, Trik, Tin, it, ki. The following by the left hand:
Dha, Ta. The following are played by both hands together :
Dhi, Dhin.

6
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The southern arrangement is somewhat different and
runs thus: -

Aditdla 4.2,2.

1 0o 12 3
(1) Ta ti Nam Tom
Ti=—by the laft hand with four fingers,
ti—by the right hand with four fingers on the middle of drom.
Niam—by the laft with all Gagers,
Tom—by both hands with all fingers al once.

1. 0 3

{2) Todimi Takitta Tim e 2:3.4
Ta—by right hand first finger on the border of drum,
di=—by the left middle finger.
mi—by the right middle Anger on the middle of dram.

ki—as mi

tta—as ta.

Tim—by both hands simultaneously,
& ] a 3

{3 ‘ratha tikitta Tonkitta Nimkitta
Tea—by the left with all ﬂngurs and right with forefinger on
the border.
ki—by right with middle Gnoger,
tta—by nght with forefinger on border,
ti=—by left with foor fingers.
Ton—by both hands with all fingers.
Niim—as Ton.
Ripaka 2.4.2.4,

0 1 0 ~

Talangn Tom | Talangn Ty
Ta—Dby lelt hand.
lan—by right with second fnger on border,
gu—by middle finger.
Tom—by both hands with all fingers.
Thy—as Tom.

Quite a number of these curious and interesting mne-
monics will be found in Mr. Fox Strangways' book, The
Music of Hindosthan, pp. 228, 245,
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CHAPTER VI

MUSICAL COMPOSITIONS

WE have been discussing the principles of Indian
music and the elements which go to make up musical
compositions, Wehave now to ses how these elements
are combined into melodies. We have already seen, in the
chapters on Raga and Tia, some of the things which give
these melodies a distinctive character, and now we have to
go into this more carefully. 'We shall notice that in regard
to this matter also there is a very considerable difference
between the north and the south, The general principles
are the same, but all the forms and the names vary.

In the first place, we note that in Indian music
generally,
* the primal unity of the Indian system ig, a5 in the weslern system,
in the tonic note or drone ; aod the sense of contrast is supplied pri-
marily by the amda, and the notes which are related to thizas
saifvoddl, vivddr, and anwoddl. This very contrast of the arfida and
the tonic, giving a3 it does the peculiar character to that rdgae, imparts
?ﬂ:ﬂ t;trhf melody, which thas proceeds not from necessity but from

0TI,

Gamaka or Grace

This freedom is further emphasized by Grace, whichin
Indian music is essential, not accidental. Indian music,
being without harmony, has to givea far bigger place to
grace than does European music. Itis the rule, rather than
the exception, for the passage from one note to another to
be made indirectly ; and the note with its grace makes one
musical utterance,

Grace in Indian music is called gamaka. Thereare
said to be altogether nineteen different varisties of gamaka
in existence, but some of these are hardly ever used, and
the more common gamaka are about ten in number.

These strange and fascinating graces or gamaka have
a great deal to do with the haunting beauty of Indian music..

1 Musie of Hindosthan, pp. 280, 281.
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We hear the vind or sitir player beginning with a shake,
called in different parts ofp India, Orikai, Varek, Mind,
or Sphuritqm, and as we listen we find that it is not the
ordinary shake of western music. It may begin in that
way, but it becomes a wonderful shake producad by rapidly
pulling the string between the frets, giving two notes
whose 1ntarva1 may be as much as four semitones, We
hear this ' deflect ', as it has been called, again and again as
the music proc;aads and it comes, with a sense of delightful
contrast, into a melody which threatens to become monoto-
nous, Then we hear the player trying to get the high
notes and, not content with strilking the note, he slides up
the string to it or to the note above il, just giving us the
remembrance of all the notes that lie between, so slightly
as not to detract from the prominence of the note wanted,
just as the breeze from some rose garden comes touched
with the scent of the roses. We hear this eflect fre-

uantly as the player often uses this gamaka of the Jadru
Ghastt, As, Sakth) as it is known, Then, as the melod
begins, we shall hear the regular trill or Ka’mj:itmn[ffampaf:
on a note here and there, and then prolonged on some
important note, perhaps the arhga of the r@ge.  Right from
the beginning we shall have found that some notes are
never sounded without an appogiatura or leaning note, the
Humpita:, as the Indians call it. A note that never
comes in the melody itself will suddenly appear as an
appogistura note, or we shall hear again and apain that
slight sharpening and flattening of the notes which helps
to fill up the blank cavsed by the loss of harmony. We
note that the Humpitam is part of the music, and belongs
to the note, and we learn to expect it every time that note
comes, Then we hear something that is not a mere trill,
nor yet a shake, Rapidly, one after the other, rising toa
crescendo, we hear two notes being played, so quickly that
they almost seam to mingle with one another, and yet the
interval that separates them is perhaps less than a semitong
or perhaps more. Asit goes on, it seems almost to reach a
frenzy, this zamzamma as it is called, and then out of it will
come a beautiful phrase of the melody. As the melody
develops, instead of leaping directly to a note a few semi-
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Wh.'lc BCUrs ¥ '

or two notes recurring in a swing, as 58 Ga 8a Ga, the third
note being held just a little longer than the others. Just
as the melody seems about to become monctonous by
repetition, the whole thing is changed by this Andolitanms,
as it is called. Then comes another contrast. This time
the melody is struck clear by staccato notes, called fittingly
Pat or Thonk, Then this also is changed, and the fingers
strilee flat on the sitdr or vind string, and give us the Paragn
notes almast like the rhythmical sound of the drum beats on
the myridanga. Then, suddenly, the singer or player will
go right up the scale, showing all the notes, and letting us
see through what strange intervals it rums, unknown
country much of it to western musie. This is the Arohana
or ascent; and the descent is called the Avarohana,
both of these being classed amongst the gamaka. As
theze are sung, we shall notice again the graced notes,
these being called in the north Marchhand®, though that
name is now given in the south to the Arohana and
Avarohans of the raga, Raja 5. M, Tagore says of these
grace notes, ' The Marchhana is the extending of a note
to another in the ascending as well as the descending scale,
without any intermediate break in the disposition of the
drutis in the interval', and he calls it, *the essential
ornament of r&ga, without which it is as flowers without
fragrance.’ Apgnin and again throughout the piece we
hear these different graces, all coming just where they can
produce the greatest effect, and not only depriving us of
the chance of calling the music monotonous, but producing
contrasting effects which add a strange beanty to it.
Sometimes the slide will pass over some of the inter-
mediate notes, and then they will tell us it is a Linam and
not a Jaru. Every grace belongs to the melody, and
fits into its place without any sense of being unwanted or
useless. As the melody approaches its climax, we hear
the Jhara and the Bolfhard, the melody being played
slowly and clearly as a groundwork, and upon it endless
arpeggio variations in accelerated time, occurring rapidly
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after every note, all perfectly in tune and fitting into the
rd@ga framework, and bringing out the prominent notes and
phrases, like an allegro variation of ope of Beethoven's
Sonatas, with the underlying melody making iiself heard
all the time. Then by Jars and Linam, by Avarohana
and Arohana, the melody comes to a close with lhe beat
of the Sam on the drum.

Among musical compositions the simplest is the Alap
or Alaphana, as the northern and southern names respec-
tively go. Inthis the notes of the r¥ge are sung in a
loose kind of rhythm, regulated simply by convenience, It is
extemporized, and is meant to notify to the audience the
nature lof the r@gs which the melody will develop, and
also to help the singer or player himself to get into its
swing. This naturally brings out the vidi and samyidi
notas and also lhe particular phrases and gamakas which
belong to that r@ge. Sometimes these Al¥ps are called
Mirchhanf. AlZp singing is one of the tests of the
ability of a singer. It will often occupy about an hour,
while the actual song or melody will only last for a quarter
of an hour. * Without the Alap, the listener would spend
his time for some part of the song in ignorance of its tonal
centres, and the melody would be for him an aimless
running up and down hill ; while the performer, without
this little preliminary practice, would very likely play a
note or two which was out of the r¥ge and so upset the
unity altogether.’ N

In Hindusthani music the Al#p is divided into three
parts. There is first the Rag Alap which shows the
principal constiluents of the r&ga, that is its graha, nyisa,
vidi, sathvidi, elc., the important notes and the notes to
be lightly touched as well as the gamaka, Then, there is
the Rapaka Alap which shows the division of the piece
into Asldi, Antard, Safichiri and ﬁbhug. but withaout
words and _without tila. Then thirdly, comes the
Akshiptika Alap, requiring both words and tala, but still
allowing a wvery great deal of freedom to the singer.
According to the Raindkars, one must begin by taking
the vadi and using only three notes above that and the
noles of the mandra sthiyi below. Afterwards one can
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go into the second tetrachord and develop that. If the
viidi is in the second tetrachord, then he shounld begin by
taking the sarhvidi or else the v8di in the mandra sthiyi,
The Aliphana is not developed in quite the same way in
the south as it is in the north, It does not form such an
important part of the performance, nor does it divide itself
into these parts. It is simply an introduction. The
different varpa or sangatis take the place of this varie-
gated Alip. Following the Aliphana comes the song which
may take wvery many forms. Then again, at the end, the
muosic may go off inte the timeless Aliphana until it
closes according to the will of the singer.

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

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

There are various kinds of melodies in use bath in the
north and the south., The two most important are known
respectively as Hirtanae and Kriti in the south, and
Dhrupad and Klpal in the north. Captain Willard writes
of the peculiarities of these maladies as follows:

* The melodies ara short, lengthenad by repetitions and variations.
They all partake of the nature u% what by us isenlled n Rondo, the
plece being Invariably concluded with the first strain, and sometimes
with the frst bar, or at least with the first nots of the bar, A bar, or
& measure, or & certain number of measurss are {requantly repsated
with slight variations almost @d [ilitees, Thereia as much liberty
allowed with respect to pauses, Which may be lengthened at pleasure,
provided the time is not disturbad.'

These melodies consist of a number of parts. In the
south these are called Pallavi, Anupallavi and Charanam: ;
and in the north, Astai, Antarst, Safichar? and Abhog.
The Pgllavi or the AsfZ7 contains the main subject of
the melody focussed on the arhfa, The Anupallavi or
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the Antar® contains the second subject focussed on the
sariividi, and usually includes notes of the higher tetrachord.
The Charawam or Safichdr? contains phrases from both
the former, with or without modifications, The melody
finally returns to the Pallavi or the As¢ai, and closes on it
or on its first phrase. Sometimes the Charanam in South
Indian music is formed from the Pallgvi and Anupallavi
together. The Pallavi is sometimes translated ' chorus ',
and it does play the part of a chorus to the Kirlana.
Sometimes the Anupallavi is omitted, and the song only
" contains Pgllavi and Charapam. In northern music
we have also what is called the Abhog, which is really a
Coda, and often includes the name of the composer,
Kfrtanas are sometimes called Varna, The difference
between Hirtana and Kpitd is that the parts of the latter
are not so distinct from one another as are the parts of the
former, Notonlyso, butin Kyifis any nomber of variations
or Sangatis are allowed. Sometimes there will be as
many as twelve different varieties of the same Pallavi,

Tyigardija greatly improved the Kriti, He was very
fond of this style and most of his songs are Kritis. In
some of them he is said to have exhausted every possible
manner of combining the different notes of the rdga.
These alankira (ornaments) usvally occur either at the
beginning or at the end of an &varta,

The same is true to a certain extent of the Dhrupad and
the Khyal., The former are almost entirely without orna-
ment, while the latter are allowed to use all kinds, and
freely make use of them, The Dhrupad is a solemn reli-
gious song, while the Khyil is a light meladic air,

The Dhrupad is usually in slow time and in selected
tilas such as Aditdla, Ripaka tdla, Chautila, and Dhima
tila, Dhrupad singing was intraduced by Rajah Man
Singh of Gwalior (c. 1470). 1t is very exacting, demand-
ing a voice of the large compass of about three pctaves,
' The man who has the strength of five buftaloes, let that
man sing Dhrupad,’ runs an old saying. Tin Sen was a
great Dhrupad singer, and REdmpur is the home to-day of
soms of his celebrated descendants, who are experts at this
style of singing.
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The Sadras is a kind of fast Dhrupad, sung in Jhampa
tala,
The Khyal was introduced later than the Dhruopad, in
order to find a place for the graces which are not allowed in
the former. It was introduced by Amir KhusrQ and Sulten
Husain, and developed by Sidaringa in the time of Sultan.
Aldu-d-din (1296—1316). It is very similar to the Kriti of
the south, It is usually a love song and is supposed to be
sung by a woman. Khyil singers and Dhrupad singers
are usually different. The latter consider the Khyil
style to be too unclassical for them to use at all
The Khyiil singer belongs to the clazs called Kavvil
singers.

The Hori are songs descriptive of the Holi festival in
December—January, and are sung by Dhrupad singers.
They also have Astdl, Antard, Sanchir and Abhog. They
are usually sung in Dhamir tila (5-5-4), but Khyil singers
also sing them in Dipachandi tila (3-4-3-4).

The Thumei is a love song in Hindustbani music, The
music is lively and is well adapted to pantomine or danec-
ing, It mixes up different r@gas and so is somewhat
locked down upon by high class musicians, and it also
makes use of common rdgas called Dhuns. Some of these
tunes are wvery fascinating; indeed it was one of these
simple little melodies that kept a whole company of musical
experts enraptured at Delhi during one of the sessions of
the All-India Music Conference.

The Tappit is the typical Muhammadan song. It has
been taken up in the south also, where it is called Hindus-
thani Tappd. It gives full opportunity for the exhibition of
all the graces so essential to Indian music. The melody isso
rich in these as almost to be overloaded with them. All
these songs have a very marked rhythm and are usually in
madhya kila. Tapp® songs consist as a rule of two
muvements only, Astii and Antarfi, TItis said to be similar
to an ancient style of singing mentioned in the RainZhara
and called Visiragiti, The Tappd style of singing was
first introduced by the famous singer, Shouri of Lucknow
fc. 1810), It is usually set to a love song, and is very com-
mon in Hindi and Punjabl,
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The Ghasal and the Dadra are two other Hindusthani
melodies. They consistas a rule of Antard only, sung alike
to a simple melody in syncopated time, which is known as
Pashto (see page 76), The Ghaszals are usually love
lyries. The Christian Church has made a large use of
Hindusthani Ghazals in its hymnology.

The Marsiya are songs describing the battle in which
the grand=ons of the Prophet were killed. They are sung
in the mornings during the days of the Moharram festival,
The r#gas used in them are mixed, and the words are
chanted in a kind of recitative.

Sargam or Svardvarta or Svaras@hityd or Svarami-
lika are sol-fa passages or complete songs in sol-fa, in which
the Indian sol-fa initials take the place of words. The
word Sargam comes from the fArst four sol-fa initials
combined, viz. Sa Ri Ga Ma, omitting the vowels of
Ri Ma. This solmization is very common throughout
India in both northern and southern music, and is consi-
dered quite a thing to be cultivated even by the best
musicians. It isalso a commeon thing to hear children, who
know nothing about music, singing these syllables to
different notes of the scale. Even the preatest musicians
male use of this device in their songs. It is found
frequently in Tydgarija,

The Tardna or TillEna is a similar melody making use
of drum or tila syllables instead of the sol-fa syllables.
They use such syllables as taka iaka tadingina tGm,
tillalai lai 15, tdnana ndnana, etc. The Tillila song, as it is
called, is very often heard from the bullock-cart driver,
as he slowly wends his way along the duosly road.
Sometimes these drum or tila mnemonics occur just as a kind
of chorus. These songs are exceedingly popular and may
ba compared with the song Tarfriboomdeay and its like,

There is also a kind of song called Trivataz, which con-
sists of nonsense words extemporized by the singer. It is
a song beloved of boatmen and dheooly bearers, as they
take the sahib to his destination. Every alternate line is
some improvisation telling of the sahib's supposed genero-
sity, followed by a line of meaningless jingle. Orthe whole
thing may be a meaningless collection of mere words.
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The Chaturaniga (four sections) is a song consisting of
Khyil, Tardna, Sargam and Trivata.

The Ragamalikd or RTgmdld consists of a series of
régas all linked together into one composition. Only a few
phrases from each r#¢a will be given. The whole must
not simply be a string of melodies, but must bave a unity.
The word means ‘ a garland of r#gas ' and aptly describes
the composition, One southern example of this form runs
as follows. First of all, in six different verses come melg-
dies in the r2gas Sri, Arabht, Gaurt, Nata, Gauda, Mohana,
one for each verse. Then follows one verse of six lines
which combines them all, one in each line, After this
comes another eight r@gas in eight separate verses, and
then another verse of eight lines, which takes them upin
the inverse arder in the different lines.

The Bhajane is a favourite form of religious musical
recilal, in which a choir sings afller a leader, accompanied
by an orchestra, The subject of a Bhajons may be a
story from the R@miyana ov the Mahabhirgia, or it may
consist of songs taken at random from the devotional
poets.

The Harikatid or Kalakshepa is somewhat similar
to this, except that often there is no choir at all, and the
ginger is just accompanied by a small orchestra, while he
expounds his subject in song. This is the favourite method
of religions exposition in India, and has heen very largely
adopted by Christian evangelists in South India during
recent years,

In Bengal the Hirtan is somewhat similar to this, with
peculiarities all its own. The Kirtan in Bengal isa kind
of dramatic sonata, which was first introduced at the time
of Chaitanya in connection with the Bhalti revival. The
theme develops from phase to phase and from emotion to
emotion, and is generally based on a distinct part of the
Krishna legend. 1t gives plenty of scope for originality and
improvisation. The r@ga also changes with the emotion, and
both music and melody are fluid and not rigidly bound to
definite modes. There isusually a choir to help the leader,
apd a small orchestra. Inthe Mardthd country, the name
Krirtan iz usually given to a Bhajana performance.
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Abhasngaes and Ovis are songs peculiar to Mar@thi, The
former are simple religious songs in any rdga, and were
cultivated by Tukirim and the other bhakti leaders of the
Maritha land. N. V. Tilak, a Christian poet, often called
the poet-laureats of western India, has composed many of
these on patriotic and Christian subjects, which are very
popualar both among Christians and others, The Ovisis a
siyle of song used for long epics.

Povada are Marithd, and Karkhas Rajput war-songs.
Thess fighting races of Western and Ceniral India have
made much of this war music. They are about the only
peoples in India who have any distinctive war-songs.

Javadis are songs sung by Kanarese singers and consist
only of Charapam,

In addition to all the regular musical [orms mentioned
above, there are also a number of folk songs set in other
modes which have come down from time immemorial, most
of them having a very fascinating lilt and rhythm. In
Bengal these are called Bau! songs. In South India they
are known as Sindhu songs, such as Kavadi Sindhu, ' the
gongs of the pilgrims carrying their little decorated yokes'’
to the great temples; Nondi Sindhu, the halting Sindhu
with its hopping-like rhythm ; Temmigu, the songs of
the harvesters and the cartmen. Many of these are in
some kind of syncopated time, which seems to come so
natural to the Indian villager.

The Napalkeas {dmmat.g of India provide a feast for the
music-lover. These are usually operatic throughout, and
the managers make it their study to get hold of the best airs
that exist. One can hear Indian music in some of its best
phases in these dramas, The music of course is mostly
popular and does not reach the high classical standard
of the great singers, but since that is s0 often associated
with a rigid adherence to certain forms and technicalities,
difficalt of appreciation by the common man and by the
foreigner, it is possible to find in this dramatic music a
scharm and n sweetness unaffected by technicalities, hard for
the uninitinted to appreciate. Among the most popular of
these song-dramas are the stories of King Harischandra,
King Nala, S&vitri, the various episodes in the life of Rima
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and Sitd, and stories of the saints of the bhakti revival
The large towns have many dramatic companies which
give regular performances, and sirolling troupes of varying
ability wander through the country and perform in the
villages from time to time, so that every villager in India
knows these dramas almost as well or even better than the
townsman. Asa matter of fact, it isa custom in many
villages for the people themselves to get up their own
dramas, in which certain classes, usually from the lower
castes, provide the actors by ancient right and custom. It
is therafore quits common to find some of the best singers
in these classes,

The Sankirionand the Nogarigrian are popular musical
performances, usually of areligious character, They have
been most highly developed in Bengal, The meaning of
Sanldrtan is 'united praise’, and it denotes a large choir who
git on the floor and sing to the accompaniment of instru-
ments. Nagarkirian is used of a procession of devotess
who go through the streets of a city, singing and dancing
to musicel accompaniments, and earrying many banners,

The Drone, All Indian musicis played or sung toa drone,
This takes theplace of harmony in providing the background
for the melody. Without the drone, the singer would feel
as ‘a ship without a rudder.’ The drone consolidates the
melody as well as provides the background. When other
instruments are quiet it keeps on the sound, so that the
singer can pick up the music again, without any chance of
pitching on the wrong note. There are of course songs
without the drone, like that of the cartman on his lonely
journey, the boatman on the backwater, the mother to her
child ; but in all public musical eniertainments a drone of
some kind is essential. The drone may be supplied by
the drum only, the keynote and the Pafichama of the two
hends respectively glving all that is absolutely necessary,
As a rule, however, it is the custom to have another instro-
ment for the drome, The best instrument for this purpose
is the Tambir. This gives the tonic, the fifth and some-
times the fourth, and makes a most charming background
for the melody. The custom has come in recently to use
the harmonium for the drone, This is undoubtedly
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convenient, but the noise is not by any means attractive, nor
likely to add to the appreciation of Indian music by ears
trained to quality as well as to pitch. There is also a special
wind instrument called the Drone which is used for this
purpose with flutes and reeds. The vipd, sitir, s@rangi,
dilruba and many other stringed instruments have their
own drone-strings, which are struck more or less regularly
as the melody is being played. The drone, as may be
supposed, goes on throughout the whole performance
without cessation, but strange to relate does not tend to
monotony, as one might think. It helps to bring out the
variety of the melody built above it. The sirangi and the
sitdr have, in addition, 2 number of sympathetic strings,
from sixteen to twenty-two, placed below the main sirings
and never played on, which give out a very attractive
humming sound all the time the insirument is played, and
provide a kind of re-inforced drone to the whole music.
Ounly a few of the melodies of [ndia are described above.
India is the land of melody. In such a great continent of
so many races it is only natural to find some more musical
than others. Stopping one evening in a Bengal village we
heard on every side of us different kinds of music. There
was nothing discordant and it all blended together into a
pleasing harmony., Our boat had drawn up by a small land-
ing stage, while the boatmen went 1o their food. Qut in the
stream were other boats, their occupants singing love lyrics
or devotional songs, as they rested for a time after their
meal, In one boat was a musical party with tambir and
drum. As we strolled round the village, we heard from
house after house the sounds of melody. Here a woman
was singing to her baby. There a man was chanting
the story of some ancient hers. In another house we
heard the esrdj, the Bengili sirangi, being played. In
another a Mubhammadan was playing the harmonivm and
singing lo the music. The wvoices were sweet and com-
posed, and the melodies were as a rule simple melodies
that the village people loved. I can remsmber another
evening in the Marfithd country on the hill top of Matherin
near Bombay, going out into the glorious moonlight to listen
to the song of two women as they ground their corn, One
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of them would sing a line telling of some deed of Krishna,
and then thers would be silence, broken only by the sound
of the two grinding stones rolling one on top of the other.
Then the other would take up the song and carry on the
story. Then silence again, or rather the musical silence of
the grinding, which was as the drone note to the melody,
Then again the song went on, and so on, until suddenly they
discovered we were listening, and the melody stopped
for that might, and all that wo heard was the dull grinding
sound, which still seemed to carry with it memories of that
song of haunting sweotness, sung by the limpid voices of
those women. [ can reiember another night on the back-
waters of Travancore in the extreme south-west of India,
I was in a boat such as was used in the olden days by ths
chiefs of that land, The boat had been lent by the Metro-
politan of the ancient Syrian Christinn Church and was
manned by twelve stalwart rowers, All night long they
sang their ancient songs, strange melodies, sometimes with
nonsense words, sometimes about trees and hills and
forests, sometimes about the Virgin Mary, for they were
Catholics, and all with some ending suggeslive of the
parsman's pull, which seemed every time to help forwarxd
the boat. The ending was something like this, Tiva
Tiya—Teyva Teya, with an emphasis on the first syllable
of each beat, marking the pull of the car. I slept offl and
on as we passed under the lovely palms through the
moonlight, puzzling my brain as to how they found breath
for steady rowing and continual singing. 1 remember
another evening sitting in a lonely bungalow far away
from all towns, with a little village near by. The day had
been hot and dusty and it was some Hindu festival, Just
close by was a little village shrine to the god Subramaniyar,
the warlike son of Siva. After dinner was over I heard
the sound of singing coming from this temple, and going
out, found two young men from the village learning the
old devotional songs from a temple musician, He would
sing a line, and then they would take it up after him,
They were simple melodies set to beautiful words of
devotion, but in that quiet village they made one feel the
beating heart of India,
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Another time while I was staying for a few days
in the realm of His Highness the Nawib of Rampur,
descendant of a celebrated musical house, 1 heard some
of the classical mosic of northern India played and sung
by its famous musicians. Here are still descendants of
the celebrated Tén Sen, the most wonderful singer of the
days of the Muhammadan Empire, and his musical tradition
is alive in the court. His Highness the Nawib himself is
an expert singer of Dhrupads, composed by the great
Miyin Tén Sen, and Sihabzada Sidat Ali Khdn Bahadur,
the Home Secretary of the State, has found time to give to
the cultivation of music,. He himself is one of the very
few expert players on the old rabib, the instrument played
by Tén Sen, and the precursor of the modern Sur-gringira.
With its wide bow! and metalled finger-board and its scope
for all the peculiar slides and shalkes of Hindusthani music,
it sent forth under the hands of its skilled player now
deep full sounds, and now the sweet high-toned metallic
sounds of a metal stving. Then came a famous Dhrupad
singer. He started with an Alip bringing out, one after
the other, with fine full voice, the central notes and phrases
of the r@¥ga. It was the Hindol rdga with its sharpened
Ma and with a glorious slide from the (a to the Sa. He
sang a solemn song, each note full and clear, with none of
the lilts and graces which we are wont to associate with
Indian singing, and occasionally using the full ascent and
descent of the scale Lo show all its peculiarities, as well as
the power and fulness of the singer's voice. There was no
nasal tone here, but all from the chest. Some years back
I heard a woman weeping for her husband, who had died
the day before. She was a Paraya woman, one of the
lowest classes in the southern peninsula, but she sang out
ber grief in sad and haunting recitative, the music set {o
wotds of poignant sorrow.

' What shall T look at soas toforget. No lopger do I see him,
He has gone and lelt me, What was itmine enemy said ? Now begins
the burning. My very blood has dried up. *

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

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



CHAPTER VII

THE MUSICAL INSTRUMENTS OF INDIA

THE musical instruments of India present a wonderful
variety. Asmight be expected they are meant mostly for in-
dividual use, and there is very littlesuggestion of an orchestra,
The Indian Rdjas maintain a number of fine musicians,
but it is rare to hear orchestral music in India, It is not,
however, unknown, and one may sometimes hear orchestral
pieces at the concerts of the Gindharva Mahividyilaya
in Bombay and also in Baroda. In order to see all the
different musical instruments of India one has to journey
to many diffarent places. There is a good collection at the
Giaodharva Mahividydlaya in Bombay; but the Indian
Museum, Calcutta, has probably the finest collection of both
ancient and modern instruments. One does not however,
as a rule, find themin a band or concert party, as one does
in the West, though Baroda is attempting to do this under
the guidance of Mr. Fredilis, the Principal of the Music
School and an accomplished western musician, The
greatest variety is found in stringed instruments and in
instruments of percossion. Probably India excels most
other countries in these two, The following guotation
from the monumental work by Captain Day on The
Musioal ITnsiruments of Southern India will give a good
idea of the condition of things when he wrote fifty years
ago i—

* Most of the early musical instruments remain still in use. Since
tha time of the Muohammadan invasion, about a thonsand years ago,
some Arabian and Persian instruments have besa adopted, and have

become almost natoralized ; but their use has never bacome nniversal,
and is mostly confined to the North of Indin or to Mussulman
musicians,

' The people of India have always been conservative in their tastes,
and in nothing do we find this more evident than in their mosic and
musical instraments. Descriptions of them are found in many of the
old Sanskrit (reatises, and show that the forms of the instruments
now in use have altered hardly at all doring the last two thousand
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years ; old paintings and scolptures, such as those of Ajanta, prove
this even more conclusively, There are many mosical instroments to
be found among the sculptures existing opon varicuns old eave-
:mpt;: and ancient Boddhist topes and stupas in different parts
of India,

" Those at Amrivatl and Sifichi are especially jateresfing. Forin
the Amrivatl sculpturas, which wers visited by the teaveller, Hionen
Thsang, and called by him Dhananacheka, about the year 640 of our
ern, wo find several representations of mugical lostroments, Ooe of
peculiar interést shows a gronp of eighteen women playing upon drums,
a ghell trampet or dmtkha, one much like o snerndl, and two instra-
meats, apparently guanfies, of a shape very similar to the Assyrian
harps. Bat there is another instrument reprasentad (hat would seem
to bave boen especially popolar, but which s never met with in India
now, nor can descriptions of it be found in the Soaashrit treatises vpon
insttuments. This again figures in Assyrian and Egyptinn senlptures
and paintings. It is somewhat like a harp, and moeh like an African
ingtrament called Sancho, still nsed in some parts of that continent.

' This peculiar harp is again found amongst the seolptures at
Siificht ; whera also is seen an instrument resembling the Roman tibas

. Bat the tibas pares are thers shown without (he capistrum or
chenk bandage, and it is known that this instrument was also osed by
the Greeks, It isworthy of pote that a form of the tibae pares is
gtill common in nocthern India, where it consists of a pair of flates.
At Sifichl too i fonnd a figure of a man blowing a kind of trampet—
the dyifiga—ol much the same shaps na that now employed in Bengal.

' The materials of which musical instruments are made are for the
most part those that are found readiest to band in the country.
Bamboo or some similar cane and large gourds are much amployed.
These goords are nsed for many purpoeses, and the best are trained in
their growth to the shaps for which they are requoired.

*Inthemanulasture of certaininstraments earthenware is smployed;
{he common conntry blackwood is largely used ; in fact, whatever is
found by the instromaent makers, that from its natural shaps, or the
eane with which it caon be worked, can be adapled with the least
possible trouble to themselves, is readily selzed upon, whether its
apoustical properties are suitable or not, purity of tone being sacrificed
toappearance. Thenatoral consequence of this is that many instro-
ments are badly put together in the first place; faulis in their con-
struction are glossed over by outward ornamentation, and from want
of proper material, the tone, which should be the first consideration,
is frequently sadly deficient in volume and quality.

*The Persians still use an instrument called guaniin, muoch like
that of the same name found in India—a kind of dulcimer strang with
gut or wire strings, and played upon by plectra fastened to the fingers
of the pecformers, That is a development of the Kattydyana-vind or
datafantrt (hundred stringed) vTnd, asit was formerly called. The
Pearsinn quaniin, the prototype of the mediaeval pealtery, alterwards
became the santir, which has strings of wire instead of gut, and is
played with two sticks ; and in the west it actaally took the form of
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the duleimer, Hence the origin of the complicated pianoforte of the
present da.im thos be traced to the Aryans. And so wilh many
others, The violin, the flute, the oboe, the guitar, all have an
Eastern origin. One of the earliest of stringed instroments was
called *' Pingka," and had one siring twanged by the fingers ; its
invention is aseribed to the god Siva. The violin bow is claimad b
the Hindas to have been invented by Rivaga, King of Lanka (Ceylon],
who according (o iradition lived more than five thonsand years ago,
* The sarliest instrument E'l-‘!..jf:ﬂ. with a bow was called Rabanasira
or Rabanastrana. What this instrument was like is rather doubtiul ;
but at the present time there exists in Ceylon n primitive instrument
layed with a bow, called " Vingvah "', which has two atrings of
El{rmnt kinds ; one made of a species of flax, and the other of horse-
hair, which is the material also of the atring of the bow, which will
bells attached to it is used as o Gddle stick. The hollow pact of Lhis
instroment s balf a cocoannt shell pelished, covered with o deled
gkin of a lizard and perforated below.*

The Vinagval is mentioned in the classical bools and
the name suggests an instrument made of bamboo. It is
rarely met with except in the hands of strolling musicians,
who support themselves by means of it. Whether (his iz
the primitive rabanasira or not it is impossible to say ;
but it seems extremely probable that, if not absolutely
identical, it bears at least a very strong resemblance to it.
Another very ancient insirument which resembled the
Rabangstra was called Amypita.

Numbers of instruments #till in usa in India have not altered in the
smallest particalar their anciont forms. The Vind, the Tombir
or Tambigrl-vTud, and the KinnarT still remain jost as they are de-
seribed in the sancient books, even down to the very detaila of the
carving with which they are adorned, so conservative are the people
who use them of al] connected with the art they hold Lo be so sacred.

The peculiar shape of instroments of the viola and vielin tribe
appears to bave a prﬂtntgrs among Indian instruments ; and this can
be seen in the Rabdb, which is made with distinct upper, lower and
middle bouts, and in & lesser degree in the Sdrangl, Sdroda, and
Chikdre. The rebec once popular in Europs was a form of the
rabiib, brought to Spain by the Moors, who in torn had derived it
from Persiaand Arabin, Here again the Aryan origin is evident, the
rahib being, accordiog to old Sanskrit works, a form of ving, And il
ig still popelar in the North of Indin and Afghanistan.

The use of instroments of percussion af definite sonorousness,
such as the harmonica, does nofseem to have entered into Indian
music at any time until guite of late years, Dot this is rather an opea
question, for the harmonicon of cups, called Jalatarangint, is by some
ascribed to & very remote origin.
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Wind inatraments, although perbaps of earlier invention than those
with strings, are nevertheless looked upon as of secondary imporiance.
Possibly this may bave some reason in the fact that Brehmans are not
allowed by their religious laws to use them, excepting the flute blown
by the nostrils, and ooe or two others of the horn and trampet kind.
And so men’of low castes are employed as players of wind instru-
ments. Batell vaite in aseribing to wind instruments a very high
antiguity., The conch shell, still used in the daily temple rival in
almost every place in India, is said o have been first used by the god
Krighpn, and it is mentioned in the great epic of the RAmdyanda,
where it is callad Devadatin,! We alse find it under the name of
Gogringa, both in the R&@mdyapas and the Mahdbhdrals,

The horn [{rifga) is olso said to be of divine origin, and itis
mentioned in the carliest writings. But the Aute (murall) is sbll held
ta ba pacu]ilrli;aacred. far thia flube was the companion of the god
Hrishoe in all his wanderings ; and in Indizn mythology, this flute is
looked upon with much the same veneration that the lyre was by the
Greeks, and cven by Brahmans it is sl occasionally played and
blown by the nostrils, In all soulptures and pictores, the god
Krishna is represented as standing cross-legged playing the flute.

Reed instruments, allhongh doubtless of very remote origin,
appear to have been invented at a later period than instruments of the
fote species, and their use is usoally confined o either low caste
Hindus or Mohammadans, For ibe Indian reed instroments are
mostly harsh and wild, far too powerful and shrill fo be used in
congert with the delicate vIpk or sweet tambiir, and so their nse is
chiefly confined to out-of-door performances, whore their soond s
better heard and whers they become fit adjunets (o the band. Instra-
ments with doable reeds appear to have been originally brought from
Indin, and tha double reed is found in the primitive oboes used there
a8 well as in Persia, Arabia and Egypt. Thare seems to be no trace
of the single beating reed ever having been known in India, but the
single [ree reed is found in the bagpipe of the country., Indesd the

ipe would itselfl scem to have an Eastern origin ; and, althoogh its
vee in Southern India and the Dreccan is chiefly confined to a drone-
bass, yet in the Punjab and Afghanistan pipes are somelimes {oand
containing both drone and chanter. I have heard them played
with a dexterity that would do credit to a Highland pipse, The
Pusji, now nsed almost entirely by snake-charmers, is gaid o have
once been blown by the nostrils and called Nisajantra.—(Caplain
Day. 99-104.)

Captain Day's remarks on instrument-making are not so
applicable to-day as they were when he wrote fifty years
ago. Thereis a constantly increasing demand for musical
instruments, and a class of instrument-maliers is a.mi.ng:
The centres of this industry are found in Calcutta, Miraj

1im., god-given.
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and Tanjore; and many of the makers are noted for their
skill, and the resonant gualities of instruments are being
looked to very much more. The public is also taking up
with zest the guestion of musical education, and it is be-
coming frequent in the better-class families to arrange for
their davghters to learn some Indian instrument. All this,
with the revived interest in musgic, will mean, as time goes
on, & development of skill in the proper construction of
instruments such gs Captain Day desires. The Chitpur
Road, Calentta, is the centrs of instrument-moking in
Bengal.

Captain Day in his book mentions the bells which are
a common feature of festival dances in India, though
hardly to be classed as musical instruments. They are
usually tied round the ankles of the dancers, They are
also used on festival occasions for the bulls. Every post-
runner in India has a few attached to his little spear, and
these may be heard for a very long distance as the runner

comes along to the village.

I. STRINGED INSTRUMENTS

Apart from the drum the largest variety of musical
instruments in India is found among the strings. The best
and the most honourable instruments are also found here,
The Viu# occupies the first place among them all, and has
done so from time immemorial. It is also the instrument
par excellence for rendering Indian music ; and no one who
has not heard the masters of the vind has any right to
give a final judgment on Indian music. In northern
Indin the vind is often called By, the name vind being
given to the tambiir, In this book, however, the name
vipi is consistently used for the classical instrument of
that name. Three places in India are noted for its manu-
facture, They are Tanjore and Mysore in South India,
and Miraj in Western India. The Tanjore and Mysore
makes differ in the wood used for the bowl, Tanjore uses
jackwood and Mysore blackwood., Nearly all Tanjore
vinds are elaborately ornamented by ivory carvings.

The instrument consists of a large pea-shaped bowl

a
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hollowed out of one piece of wood, either jackwoed or
blackwood. The flat top of this bowl is about one foot in
diameter. The bridge is placed on the bowl, and near it
are a number of small sound-holes, The construction of
the bridge is peculiar.

* A wooden arc supports & slab of wood, one inch by twognd a
half inches, A resinal cement is poured wpon this and a pleca of
metal, passing underneath tho secopd, third and fourth strings, 1s laid
shove and manipulated ootil the girings produce a clear tone free
from all buzz or twang ; & wet cloth is then applied, or a little cold
waler poured over the urper surface, 30 05 to barden the cemsnt.
Under the first string 8 similar piece of metal, in this case of superior
guality, cither polished steel or bell-metal, is fxed in the same way.
This process is considered very -important, as the least carelossness
affects the tone of the Instroment and glves it a most unpleasant
twang.'—({Captain Day.)

The side-string bridge is secured to the main bridge
and the belly of the instrument, and is made entirely of
metal, It consists of an arc of brass, with a projecting
rim upon the side nearest the attachment, The body of
the instrument is made of the same kind of wood as the
belly, and is hollowed out thin, A projecting ledge of ivory
separates the body from the stem. The neck is attached
to the body also with ivory, and is usually curved down-
ward into some weird figure. This also is hollow. Into
the body just beyond the neck is fixed a hollow gourd on
the under side, which forms a kind of rest for the viné and
is useful also to increase the volume of the sound. This
gourd ig easily detachable, Tha frets of the instrument
are mads of brass or silver, and are secured to two ledges
running along each side of the stem of the instrument.
These ledges are made of some wax-like substance which
can be softened by gentle heat, so that the position of the
frets can be changed, if desired. There are altogether
twenty-four frets, so that each string contains two complete
octaves. Many Indian scholars are of opinion that the
ancient books give no ground for thinking that any of the
old classical musicians used more than twelve frets for the
octave on the vipd, The tuning-pegs to the main frets
are fixed two in each side of the neck, and the string’s pass
over the ivory bridge between the neck and the stem.
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The three pegs for the side strings are fixed in the side of
the stem just above the gourd.

The vipi has saven strings, four of which pass over
the frets and constitute the main playing strings, and the
other three of which are placed at the side of the finger-
board, and are used to play a kind of drone accompaniment
to the melody and to mark the time,

The two thinnest strings, which are oo the side nearest
the player, are of steel, and the other two main strings are of
brass or silver. The three side strings are of steel. Lach
string has a distinct name, which are, beginning from
the thinnest, Sarapl, Pafichama, Mandaran, Anumandaran,
The three side strings are called Pakka-Sirani, and some-
times Chilkiri, a name common to all such side strings.

There are various ways of tuning the instrument, The
following are said to be those generally accepted, begin-
ning from the playing strings !~

Main Strings. Side Strings.

sa SaPaSaSa(CGCC) PaSaPa(GCGy)

b} Pa Sa Pa Pa (G C Gy Gy Etgliu GGy Cy)

{c) Ma Sa Pa Sa (F G Gi Cy) Sa Sa Pa (G C G)

One at Rampuor [ noted was tuned thus:

. M&u- SaPaGa (FCGIE;)Sadn Paor Nlor Sa (CLCl G or
ar

(e} Captain Day notes one at Miraj tuoed thus: It only bad two
side sirings.

Mz 5a Pa Sa (F C Gy, Cq)y Sa 8a {C Cy)

() and (4) are the common ways of tuning in upper India.

The first two strings are always the ones played upon
most, though expert players will use all of them easily.

The frets of the vipd are placed in different positions
on different instruments. The tendency in South India
to-day is to use the intervals of egual temperament.
Mr. Ellis mentions testing a vipd many years ago in the
South and finding the intervals those of equal temperament.
Captain Day mentions an old Tanjore vind whose frets
were placed at intervals, which were found to be slightly
flatter than the notes of the tempered scale.

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

The vipi is played either with the finger nails or with a
plectrum, The finest players use their finger nails; but
many amateurs, who donot wish to grow the nails long,
have talen to the plectrum. In South India it is quite
common to find amateurs playing the vipd, and it is
becoming increasingly the thing for girls to learn it. In
the north, however, itis usually only professionals who
play it. The instruments for amateurs in the north are
the sitir and the esrdj, or dilroba. The main strings of
the vipd are played with the first three fingers, the fourth
finger being used for the side strings, just striking them
at intervals, in time with the tdla wused. The main
strings are stopped between the frets, but the side strings
are always open, The vind lends itself to all the different
graces which give so much beauty to Indian music, and in
the hands of reslly capable performers it produces most
wonderful and charming effects. It is an ideal instrument
for an Indian girl to learn, It is hoped that more and
more the unsuitable harmonium, with its strident tones, will
give place to this beautiful Indian instrument, an instru-
ment affording not only delight to player and hearers, but
also real culture,

There are different kinds of vind called after the shape
of the head, such as the Peacock vipd, Rudra vipa.

The Sitdr is perhaps the most common instrument in
North India, It is not yet found much in the south, but
there is little doubt that, as Indian music is cultivated more
and more, this simple and beantiful inctroment will come
very largely into use all over the south. It is well suited
either for the amateur or the professional, It is mnot
difficult for the amateur tolearn to play simple melodies
upon it, and at the same time it lends itself toall the sub-
tle arts of the professional, whereby he can show his skill
or the charm of the music, The principles of the sitdr
are the same as those of the vipid, but there are consider-
able differences in construction. It is a much smaller
ingttument and iz more easily carried about. ‘Like the

]
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vipd it has a belly made of jack or some other resonant
wood, but there is no curved neck and no gourd. The
body of the instrument is about two feet long, and carries
the finger-board, which is about three inches wide. The
bowl is from eight inches to one foot in width. The
bridge is placed on the bowl, but is not double as in the
vipd, The strings pass over this, and then over another
ledge beyond the frets, and againo through holes in a ledge
near the pegs. These ledges are usually made of ivory.
All the strings are over the finger-board. The tuning-pegs
are placed, four on the face of the instrument at the end and
three at the side, at varying distances from the end. The
number of strings is usually seven, The frets are curved
and are made of meial, usually brass, and they are fixed by
means of wire strings tied round the body of (he instrument.
They are movable at the will of the player. Itis therefore
easy to alter the tune of the sitir or the size of any parti-
cular intervals, The frets vary from sixteen to eighteen in
number for about an octave and & half on each string.
The Carnatic sitir is somewhat different. It has a much
thinner and shorter neck and is shaped something like a
tambir, Only the first two strings pass over [rets, which
are about half an inch wide and raised from the finger-
board. These two strings are placed much nearer
together than the other strings. The fourth and fifth
strings go round a small ivory bead about half-way up
the finger-board, whence they pass obliquely under the
strings to the tuning-pegs, The sixth and seventh strings
pass straight up the finger-board in the usual way, All
the strings except the seventh, which is of brass, are of
steel, The frets are of wood with an upper edge of metal
and are fixed to the finger-board. Usually thers are about
fourteen frets, which are placed at the intervals of the
diatonic.scale,

In the ordinary sitdr the strings are made of steel and
brass, The first, third, fifth, sixth and seventh are of stesl
and the other two of brass. Many sitdes have a number
of sympathetic strings placed beneath the other strings,
which are never played, but give a continual hum as the
other strings are played.



MUSICAL INSTRUMENTS OF INDIA 107

The tuning of the strings in the ordinary sitir is usually
as follows, beginning from the shortest string attached to
the side peg :—

Sa Sa Pa Pa 5a 5a Ma {ccg, GeoFE)

The last string is the one usvally played on,
though expert players will use the last three. This
string passes through a small bead at its attachment
to the belly, so as to aid in tuning to the exact pitch
required.

The Carnatic sitir runs thus:

SaPaSaPaSanSaSs (ceccccocco)

The instrument is played by means of a wire plectrum
placed upon the forefinger of the right hand, and the strings
are struck near the belly. They are stopped by pressing
down the fingers of the left hand upon them right above
the frets, and not just before the frets as is done on the
vigh. Asa rule, only one string is stopped, the others
being used as open strings for the accompanying drone
sound.

There is a beautiful sitir in the Gandharva Mahavidyila-
ya in Bombay, which has an ostrich egg for the bowl, beau-
tifully mounted on gold. Some sitdrs have peacock-shaped
heads and are called Peacock sitirs. The Tarfd sitir has
an extra string for the groti or tomic. The sitir is also
called sundari—the beauntiful.

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

The invention of the sitdr i5 commonly credited to the
famous singer Amir Khusru of the court of Sulian
Ala-u-din in the fourteenth century. It is probably of
Persian origin.

The Dilrubz iz very much like a sitdr, but smaller ;
and instead of a bowl, it has a belly, covered with sheep-
parchment. In shape it is something like the s&rangi, and
like that instrument it is played with a bow made of horse-
hair, It has frets similar to the sitdir, nineteen in number,
which are movable. It has only the four main strings and
not the extra three, The dilruba is made, as a rule, with
twenty-two sympathetic sttings under the main strings.
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upon which, near the lower end, a parchment covered box is
fixed, The bridge is placed upon this, Ithas three strings
of gut or horsehair and five sympathetic strings of wire.
The tuning of tha thres former, which are the main
strings, is usually 8a Ma Pa (c ¥ 6) or else the same as the
siratigi, and that of the sympathetic strings is Pa Dha Ni
Sa Rl (c A Bc! D).

The Tambiir is perhaps the most common stringed
instrument in Indie. It is found everywhere and its
varieties are numberless. It is made both for the poor
and for the rich, One sees it in the hands of the poverty-
stricken beggar, and in the houses of wealthy princes.
In shape it is something like the vind, without the extra
gourd and without the elaborate headpiece. The bowl is
usually a large one about ten inches wide, and in the best
kinds it is made of wood from the jack tree and hollowed
out. The cheaper kinds have a gourd in place of the
wooden bowl, The bridge is placed on the bowl in the
centre and is made either of wood or of ivory. The strings
pass through holes in a ledge placed near the psgs. The
tuning-pegs of the first and second strings are fixed at the
side of the necl, and those of the third and fourth strings
at night-angles to the head. The strings are all of metal,
three being steel and the lowest one of brass, Liitle
pieces of silk are placed between the bridge and the strings
m order to increase the buzzing effect. The strings also
have beads near their attachment in order to render pecfect
tuning easier, The instrument is always played on the
open strings by the fingers, without any plectra. The
strings are never stopped. The tuning of the tambfir is
as follows: Pa Sa Sa Sa (G c ¢ ¢i). The instrument is
held upright with the left hand, and played by gently
pulling the four strings, one after the other, from the highast
to the lowest, with the fingers of the right hand, It
provides a Full and resonant droning accompaniment o the
ma!nd_r,r sung or played, and there is no other instrument
which gives so effeclive a drone as this doss, The effect
is quite pleasing and the sound made up of the octave and
fifth fits in very naturally with the music.

The best tambir are made at Lucknow and Rampar

I —
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in the north, and at Tanjore in the south; and many of
them are most elaborately ornamented with ivory. No
Indian orchestra is complete without the tambir,

Thera is a variety of the tambir called the Brahm®
vind. This is made like a large box and has no gourd or
bowl. Itis about three and a half feet long and six inches
wide and stands nine inches high, There is a raised ledge
in the middle, over which the strings run; and it has a fifth
string at the side tuned to the higher Sa (c'). It is used
for the same purpose as the tambir.

Sometimes players use the tambfir in quite peculiar
ways. I once heard a musician play on it by stopping the
sirings with a small bamboo and using it more like the
vipd. The full resonance of the tambfir and the buzzing
sound gave the melody a very pleasing effect. 1 also
heard a performer play an instrument like the tambir
by stopping it with a cocoanut. The name given to this
instrument by the people is Hafuvddyam or Balataras-
vagfi. The word koffu is said to mean ' movable fret.” It
is found in a few places in South India.

The Sursaits is another variety of the tambir found in
the north, Ithas no gourd or bowl and is really a bhollow
trunk of bamboo. Itis about three feet long and has four
strings tuned similarly to the tamb@r.

The Hinnari is one of the primitive Indian instruments,
1t is suppozed to have been invented by Kinnara, one of
the musicians of Indra’s heaven, after whom a class of
musicians has been named, The instrument to-day is a
beggar's instrument only., It is strange that the Bible
also mentions a stringed instrument called the Kinnor, and
it is possible that thess may bave had some connection with
each other, We find the Hinnari represented on many
old Indian sculptures and paintings.

It is made from a piece of bamboo or blackwood, about
two and a half feet long, fixed upon three gourds, There
are twelve frets made of bone or metal and fixed upon the
fingerboard by some resinous substance. The strings pass
into a tall perpendicular peg near the last of the frets.
The tailpiece of the instrument is often made to represent
the tail of a kite, There are two or three strings, one
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of which passes over the frets, the others being the drone
strings, The drone strings are tuned to the tonic and its
fourth or fifth, The musical capacity of the Kinnart is
not great, and its sound is very weak and rather twangy,

The Dhefiha, found in Madras, is a similar instrument,
with two cocoanuts as resopators and cowrie shells as frets,

The Yehidr is another very primitive instrument, having,

as its name implies (Ek=one, T@r=string), only one string.
It is much used by beggars throughout India, It has an
open string without any frets. It is made from a pieca of
hamboo, to the under side of which a large gourd or hollow
cylinder of wood is attached in the same direction as the
bamboo, one end being closed by a piece of parchment.
The string passes through a hole in the centre of the
parchment, It is about three or four feet long. This
instrument iz the beggar's band and gives a twanging
accompaniment to his songs. It isseen mostly in North
India.
An officer in the Indian army told me of a similar
instrument with only one string that he had come across at
Manipur on the Assam frontier, which was played with a
bow. Itwas called Penste. The name reminds one of
the ancient Pinaka, the stringed instrument of Siva.
Many of these instruments are of the violin variety, and
lend support to the idea that the wviolin in its primitive
forms is indigenous to India, and certainly the Sarafigr
and its different varieties show considerable development
towards a finer instrument,

The Rabab is a fine Muhammadan instrument, with a
wide shallow bowl made of wood covered with parchment.
It is something like a flattened and shortened sitdr, but has
no frets, It has four strings, one of brass and two of gut,
with sympathetic metal strings at the side. Sometimes
the two upper strings are doubled. All the six strings may
be of gut. The instrument is played with a bow of
horsehair,

The strings are tuned in one of the following waysi—
SaPaMa Salc'a Fc)or Sa SaPaPa MaSa (¢’ ¢' &
G Fc)or Sa Sa PaSa Ga (c ¢ 61 €1 E). Sometimes it
has a few catgut frets placed at diatonic intervals. The
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instrument is found in the Punjab and in Afghanistan, but
one rarely sees it to-day., Oneof the few expert players
still in India is in the IRdmpOr State. The great Tin Sen
played this instrument, It is a handsome instrument and
kas a very pleazsing tone, somewhat fuller than that of the
Sdrangi. It lends itself to the graces better than the sitir,
as it has no frats,

The Siir-Spiiigdra is the modern descendant of the
rabeb, It was first made by Syed Kalb Ali Khin
Bahiidur, the late Nawab of Rimpair. It isa little longer
than the rabab, and the finger-board below Lthe strings is
made of metal =o that the fingers can easily slide over it.
It has a double belly of wood, instead of parchment, as in
the rabab, and is played in the same way as the latter.
There are eight strings tuned as follows :—5a Sa Pa Sa (a
SaRiPalccoiciE ¢ DG). The tuning of the seventh and
eighth strings varies necording to the vdga, The first twoor
three only are used for playing on, and the others nre used
as the side strings of the vind, It often has a number of
sympathetic strings placed undemeath, tuned to the inter-
vals of the r&ge which is being played. Its tone is rich
and mellow.

The Svaramandale is the ancient Indian dulcimer. It
is said to be the same as the KaiyZyana-vind, which was
invented by the rishi I{dtydyana, and was also called the
Sata-tantri-vind, because it had originally hundred strings.
Kallinftha, the commentator of Rainfkara, says that the
Mattakokila-vind, mentioned by SArngadeva, is really the
svaramandala, The svaramayudale is geverally made of
jackwood and is three feet in length, one and a half feetin
breadth and seven inches in beight, and it stands on four
legs lile a piano, Wire strings are used and are attached
to round pieces of wood shaped like small chess-pods.
The taning pins are made of wood and are tuned with a key
in a similar manner to the pianoforte, that is in semitones.

' There are two methods of playing the svaramandals ;
one, with a mizrab and a shell, the other with two sticks
like & =wylophone. In the former method, it iz played
with two plectrums worn upon the first and second fingers
of the performer’s right hand, while the little finger plays

8
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the accompaniment, In the left band is held a shell which
is moved to and fro upon the strings, by which meansz all
Indian musical embellishments can be rendered with great
taste and fineness. In the latter method, it is played with
two felt-covered sticks and the sound is decidedly like
that of a piano.'!

This instrument is the forefather of the modern piano,
which is nothing more than an enlarged svaremandals in
which the strings are struck by mechanical hammers,
This instrument, which M. Fredalis calls ‘a grand old
instrument, whore sweet tones touch the very chords of
the heart,’ is now forgotten and unused except in a very few
places, Its modern represeniative is the Qenan or
Arramin, the Indian dulcimer, which is of Persian origin
and has only thirty-seven strings, containing three octaves.
Some of them are of brass and some of steel. The strings
are tuned dillerently for each rdga, so as to reproduce the
proper intervals of that r#ga, and are always played with
plectra. Instead of the shell in the left hand, the per-
former to-day has a small iron ring, with which he produces
the various graces. One hearer likened the tome of this
instrument to that of an old clavichord.

The Tawsh or MayGri is the peacock fiddle. Itis
very similar to the sitir and is really a kind of dilruba.
It takes ils names from the peacock-like resonator.

The Iodian Museum, Calculla, hag an interesting col-
lection of primitive siringed instruments containing many
olhers in addilion to those given above, None of these
primitive instrumenls are in use to-day, bul they are
interesting as showing how the present.day stringed inetru-
ments developed. The first instrument was the bow with
its twapging siring, said to be still used on certain occa-
sions by the Nairs of Travancore. Then a number of
girings of different lengths were fastened to the same bow.
It was then found that by strelching these strings overa
hollow body the sound was increased. We find & Burmese
instrument with the strings stretched over a hollow body
shaped like a boat. One of these specimens has the

« 1From an arcticle by M, Fredalis in Témes of Indis, Bombay,
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fourteen catgut strings merely tied round the bow, so that it
would be most difficult to retune them. A Jater instrument
has developed ihe tuning peg, fitting into a small hole in the
bow. Another type is represenied in the Gabgaki and
Ananda lahari from the Dekkan, Here the tambourine-
like resonator is held under the right arm, and the left
hand holds the strings tight, while the fingers of the right
hand twang them. The next insirument has a number of
thin bamboo rods, which allow the string to be tightened or
slackened, and algo a luning peg. This comes from Chola
Nagpur and is called Nandin or Gopichand, A further
development in the Thanthone from Tanjore showsa
round stick fixed in the hollow walls of the cylinder,
and carrying two tuning pegs. The Tsausg {rom Burma
shows ancther kind of resonator in a hollow piece of
bamboo. The strings are narrow strips of barle, carefully
sliced off in such a way that the two ends remain attached.
They are tighlened by pushing a small piece of wood
benealh them, and are struck with a plectrum in the right
hand. In the middle of the flattened side of the bamboo,
there is a rectangular hole covered with a small board of
similar shape, This board the player beats with his left
thumb, and thus obtains a kind of drum accompaniment.
“This instrument is slill used by lhe primitive tribes of the
Malay Peninsula. Next we see the development of the
vipi., Here the strings are stretched over & finger-board
and kept tight by pegs. This finger-board rests on two or
three hollow beodies and the strings are supported on frets,
The Kinnari is one of the more primitive instruments of
this group &

WIND INSTRUMENTS

It was soon found that stringed instruments were too
weak for open air work, and so for this purrose wind
inftruments came into existence at a wvery early date.
The oldest of all these was probably the buffalo hom,

1500 Guide to Musical Instruments exhibited in (he Indian
Museur, pp. 4-6,
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a specimen of which may be seen in the Indian Museum,
and which is still in use in South India. It was not long
before the brass horn came into use. Two parts of India,
Madras and Nepal, are noted for their brass horns. Prac-
tically all those in the Indian Museum came from one or
other of these provinces. The name in the north is
Sringa, Komiki, Halahdy; and in tbe south Hombu,
which is the Tamil word for "horn.' These horns are
used for signals, processions and festivals. In the south
it is often made of several brass pieces, fitling into one
another for the sake of portability. It usually has a
curved shape, and is about four to six feet in length, It
curves in two contrary curves, something like the old
carved coach horn. In the south it is only played by
the low castes, probably reminiscant of the time when it
was always made of horn, It is quite possible to geta
large number of notes from it and shrill wavering cadences.
I have never heard a melody played upon it. A speciality
of Nepal are the snake-shaped horns, with a serpent's or
tiger's head as an orifice.

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

The Reed Flute, Vainda of the ancient books, or B@nsurs,
is one of the commaonest instruments in the musical tradi-
tions of India. It is also called the Muralt or Fillagort.
It is always associated with Xrishpa, and he is
vsually represented standing on one leg and playing it,
This was the instrument with which Krishna charmed the
gopis of Brindiban. It has various names and forms, and
more or less resambles the English flute. It is made from
bamboo hollowed out, or else from a hollow piece of metal,
and has the usual sound holes. The player blows down

[



MUSICAL INSTRUMENTS OF INDIA 117

the stem and stops the holes as he desires., ‘The Mip,
another variety, is bored cylindrically and is a regular
pastoral instrument.

Mr. Fox Strangways gives & number of flute scales
which he found in different parts of India. Many of the
intervals were most curious and there was only one which
approached the western scale in its intervals. Some of the
intervals are guarter tones and some gquite strange to
our regular tones. One scale ran as follows —

b b g
CDEFGABC

The flute is still used lo a slight extent both by shep-
herds and by professional musicians, but it has very
largely given way to the reed instruments.

The Algosa isa kind of flageclet and has the seven
notes of the gamut,

The Ka-sharati is a flute used in the Khisi Hills, and
the Basli one used in Nepal for weddings and dances,

The Nagasara or Nagasuram is the common reed
instrument of India, It is found from north to south, and
no wedding procession is complete without it. This instru.
ment is from two to two and a half feet long, and is conical
in shape, enlarging downwards. It may be made either
of wood or of metal. In the north wood is commonly
used, and in the south the best instruments are made of
silver. It is pierced with twelve holes, seven of which are
used in fingering, the remainder regulating the pitch,
Expert players can produce any intervals by only partially
covering the available holes, The better instruments, parti-
cularly ihose of silver, have a very fine tone and, heard
in the open air, are very attractive, The ndgasara perfor-
mers are often exceedingly expert and are able to produce
all the various graces for which Indian music is famous,
The melody is clear, interweaved with countless variations.
A good nadgasars player is in great reguest and makes a
very good living.

The Nijkairna is a kind of small sdfgasara. It is
similar in shape and has the same number of holez. Itis
a very shrill instrument.
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The Dronz or Pofigi is an instrument shaped very
much like the n#gasera and about the sane size, except
that the conical arrangement is a little largar, Only one
note is produced which is called the Sruti, that is the key-
note or drone to the melody. The instrument has four or
five holes, so that the performar can vary the pitch of the
note. It isusuwa'ly played in combination with sither the
nfigasara or the ninkairna or with both.

The Nosbug, or Sruti Updiga or Bhajana Sruti, is
another instrom mt used almoast exclusively for the drone.
This is the Indian bagpipe. The bag is made of a kid's
slein and is inflated from the mounth, The mouth pieces, of
which there are usually two, are of cane, one being smaller
than the other. One is used to inflate the bag, and one for
playing the drone note. There is usually a littls piece of
wire or silk tied roand the tongue, in order the better to
control the sound.

The Puiji, or Jinjivi or Tombi, is the instrument
beloved of jugglers and snake-charmers, The body and
mouthpiece are formed from a bottle-shaped gourd, in
which are inserled two cane pipes, the interior ends of
which are cut so as to form reeds. One of the pipes
is pierced with finger holes so that it can be played upon,
the other being sounded on the tomic as a drone. The
Puilji is constructed in the scale of Bhairavi (Southern-
Hanumatodi) and is played in the N2gavarali rZga, which
is supposed to be peculiarly pleasing to serpents.

An insttument something like this, but having five to
nine different reeds inserted into a gourd, is shown in the
Indian Museum. The pitch is detarmined by the length
of the reed. This instrument is made on the principle of
the organ. It isfound among the Assam hill tribes, and it is
said that a somewhat similar instrument is found in China.

The Nallatarang is a pipe instrument, made on the
principle of the organ with nineteen pipes. It is played
with a bellows, and each pipe is opened by a small key
attached to a primitive keyhoard.

There are a number of trumpets found in India. The
most important of these are the following :—

The Kuma is a straight trompet of brass, and is

L 1]
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ﬂol:siderad very sacred, even Brihmans being permitted to
play it.

The Tatiri or Twrahi is a curved trumpet of brass,
like & bugle with one turn, Both this apd the Kirg are
used in religious processions.

The Sanidi is a trampet made from Sisavi weod, Itis
about one foot long and has seven holes. The player
blows straight down Lhe stem.

The Karans is o bigger sandi. The former iz used for
the twa upper registers and the latter for the lower one.

The Nafari is 2 small straight trumpet,

The Jalataraig and Kasteraig, though not wind instru-
ments, may come in at ihis point. The former consisls of
a number of cups containing varying quantities of water.
It is played by dipping the fingers in the water and rubbing
them around the rims of the cups. It gives eighteen notes
in two oclaves. The Kasterang is a similar instvument, but
no water iz placed in the cups which are of different sizes
instead, The cups may also be beaten with sticks,

The Kuyal is the panpipe of the shepherds. It consists
of a number of hollow reeds or bamboos of different lengths.
Its range is extremely limited and the scales use many
different lkinds of intervals. Itis interesting to listen to
its shrill tones, with their strange intervals, in the depths
of night as the shepherd watches the flocks, I once heard
one playing the following notes:—Pd P PP, GMPA" PP

b b

{6DGGG,EFG DG G)

INSTRUMENTS OF PERCUSSION

Among these, drams take the first rank. As we bave
already seen, the drum is one of the most important of
India's musical instraments. Itprovides the tonic to which
all the other instruments must be tuned. It is a royal
instrament having the right of royal honours. The types
of drum used in India are almost innumerable, and it is
imposeible to give a description of many of them in this
book. We can only pick out the most important and
describe those, In the Indian Musewn, Calcutta, there
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are altogether 287 different varieties of Indian drums
exhibited.

The Mpidaniga or Mardals is the most common and
probably the most ancient of Indian drums. It is said to
bave been invented by Brahma to serve as an accompani-
ment to the dance of Siva, in honour of his victory over
the three cities; and Gumnesa, the son of Siva, is said to
have been the first one to play upon it. The word
mpidaiga or mardala means ' made of clay ', and probably
therefore its body was originally of mud. Large earthern
pots are used even to-day by Indian drummers, They are
struck upon the bottom and sometimes a piece of parchment
is stretched across the mouth, It is quite a pleasing
instrument, There is, however, to-day no clay in the com-
position of the ordinary sipidadige. The mpidaigs is a
barrel-shaped drom about two feet long, with a girth of
about three feet in the centre. The two ends have a
diameter of about nine inches each, Slight variations from
these dimensions may occur in difflerent myridaige. The
shapa of the mpidaiige reminds one of two bottomless
flower pots joined at the rims, The shell of the drum is
now made of wood, and is slightly larger at one end than
at the other. The two heads are covered wilh parchment,
which is tightened or loosened by leather braces enclosing
small eylindrical blocks of wood, which are either pushed
nearer to or further from the head which is being tuned.
As the strain on the braces is increased or decreased, so
the parchment head is stretched or loosened, and the pitch
raised or lowered as desired, On one of these two heads
is worked a mixture of manganese dust, boiled rice and
tamarind juice, in order to increase the pitch of the note.
This appears as a black circle, slightly raised in the
cenlre about one-eighth of aninch. It isa permanent
fixture on the drum, and the bare parchment is only left for
a very small width around it. The note of this head is
Sa and it is played with the fingers of the right hand,
which strike it either at the edge or in the centre. The
other side of the mpidasniga is left bare, but on every occa-
sion when it is used, a mixture of boiled rice, water and
ashes is putin the centre. This helps to give the dull
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sound Paffchama. It must be carefully washed off every
time after itis used. This head is played wilh the left
hand,

The Tabla is found in the north and centre of India,
where it taltes the place of the mridanga. Instead of hmng
one drum with two heads, it is two drums, the two heads
being one on each of the two, They are each slightly
smaller in size than the mridanga, and one of them looks
like a myidanga cut in half. The shape of the tabla has
been described as'a great tea-cup and coffee-cup respec-
tively ", One of the drums is sometimes made of copper
and the other of wood, or both may be of wood. DBoth of
them bave tuning blocks and braces like the mridangs, or
they may have iron screws which work up iron threads.
Both heads of the table have upon them a permanent
mixture, On the left hand drum it is worked on slightly to
one side and for sbout two inches in diameter, On the
other head it is the same as upon the right head of the
mridanga. The smaller fabla is sometimes called Bahyer,
though this is really a small wooden kettle drum of similar
shape. DBoth the mridanga and {abla are essentially concert
drums and lend themselves to all kinds of drumming finesse,
The mridatga is used mostly in the south of India, though
it is also found in the north. The fabla is rarely found
further south than Bangalore,

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

The Nagara, or Bheri or Nakkira, is a large kettle drum,
used very largely for war-like and religious ceremonies.
It is called Dundubhi in the ancient literature. The shell
is made of copper, brass or sheet-iron rivetted together.
The heads are made of skin and are stretched upon
hoops of metal. The head may be anything from two
to cihrea fect in dinmeter, Itis beaten with two curved
sticks,

The Mahanagidra or Nahabet is a very large drum of
this sort used in wandering theatrical troupes, or by the
great Mubammadan nobles in their ceremonies. It is
sometimes five feet in diameter.
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The Karadsamila is another form of this drum used in
Lifigiyat temples, It is slightly larger and the shell is
conical, with the apex flattened, The head of this drum is
braced by leather thongs round the shell. The slin is
often put on when wet and then shrunk into its place.

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

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

The Damart, Nidwlklku, Udukka or Budbudaka is a
peculiar drum, shaped like an hour-glass. A small stick
or a piece of lead or a pea is attached to a string, which is
wound round the middle. It is held in the right hand, so
that the squeeze of the fingers tightens the braces and
sharpens the tone a little within a sixth., The stick or
piece of lead or pea strilies on the drum heads alternately,
as the holder turns the drum this way and that. This
drum is said to have been used by Siva. To-day, however,
it is the possession of beggars and snakecharmers and
their ilk.

The BEdala or Dudi is a metal drum of this same shape
and size used in Coorg. One end of it is beaten by a drum-
stick and one by hand. In Malabar a drum of this
sort is made from a gourd, When four or five of them
are beaten together at a religions service the noise is
prodigions. They have practically no musical value.
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The Haradivddya is a large-sized variety of the same
kind of drum, which is beaten with a padded drom stick.

The Udupe is a goblet shaped drum used by the
Lingayats of Mysore in their religious ceremonies,

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

Various kinds of tambourines are used. Thera is the
circalar Thambaiti of South India, the large D@#mplas of
Nepal, and the little Khaijeri of Madras, the latter very
much like the western tambourine. There are also soms
known by the very appropriate name of Dindimi.

Various kinds of cymbals are alse in use. There
are the simpls kind made of brass, copper or bronze, called
Kaitala or Jalrd or Maidjioe. One of them is held tightly
in the left hand and the otherloosely in theright, The
time is expressed with many modulations of tone and
varieties of beat. They are by no m=ans easy to play,
and experts produca with them most intricats and delicate
movements, all in perfect harmony with the time of the
music.

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

There is a peculiar kind of metal cymbal used in
Bundelkand. Itis called Chintiz and consisls of two flat
pieces of iron two feet long with pointad ends, held together
at the other end by a ring of iron having a few smaller rings
attached to it. The two pointed ends are beaten together,
and the rings are also struck on to the iron in time with
the beats.

Various kinds of castinets are used throughout India.

The Hustar or Chittiks consist of two pieces of hard
wood about six inches in length, flat on one side and ronndsd
on the other. Clusters of balls on small pieces of mastal are
placed at the ends, and these make a musical jingle when
the Hustar is shaken, A ring is usually inserted at the
back of each for the finger to pass through. They are held
in the one hand, and the flat surfaces are beaten together
by alternately closing and opening the fingers,
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The Kartal are large Kustar with two pairs of cymbals
and holes in the wood for the fingers to pass through so as
to grip the instrument.

Chakra are circular wooden castinets made with
glightly concave surfaces. They are also called Ihattald.
Another strange form of percussion instrument which still
lingers in Burma is the Bastran. It isa kind of boatshaped
melodion, with twenty-five bamboos of different lengths for
the note keys.



CHAPTER VIII
INDIAN AND WESTERN MUSIC

CAPTAIN Day, whose example might well be followed by
other military men in India, says:—

* Almost every traveller in India comes away with the idea that the
music of the country consists of meare noise and nasal drawling of the
most repulsive kind, often nccompaniad by contorlions and gestures
of the most ladicrons descriplion.  Dut in certalaly two-thirda of such
enses, the singing and dancing witnessed has been ef the commonest,
and the performers of the most nbandoned and depraved of the city :
and the traveller has therelore recelved a (alse impression, which may
abide throngh life, or impado the progress of a more correct appreci-
ation of the real valoe of Indian music, But it ia hardly fair that an
art 80 little really understood, oven among the natives of India
themaelves, shoold be judged by such a criterion and then puat mside
as worthless, becanse solitary individuals have been deceived by

riies of outeast charlatans whoss object is mare gain, For that
jan music is an art, and a very intricate and diffisalt one too, can
bardly be denied. Buat to appreciate it one muost first put away all
thought of European music and then judge of it by an Indian standard,
and impartially upon its own merits ; of tha ingenuity of the pecformer,
the peculine chythm of the music, the extraordinary scales used, the
rocitatives, ths amonnt of imitation, the wonderfnl exscation and .
memory of the performer, and his skill in employing small intacvals as
. Then when we hesr old slokas nnd ghazals, songs weitten
undreds of years ago, sung with the same sweet dreamy cadences,
the same wild melody, to the same soft beats of little hands, and the
same solt timkle of the silver cymbals, we shall perhaps begin ta foel
that music of this kind can be as welcome and tasteful to ears
accustomed to it as the music of the Wast, with its exaggerated
sonoronsness, {8 to us; and so our contempt will gradoally give way
to wonder, and upon acquaintance possibly to love. For this muse,
let us remember, daily gives pleasura to as many thoosands as its
more cultivated European sister gives to hundreds, There is hardly
any festivity in India in which soms partis not assigned to mosie,
and for religions ceremonies its use is universal,"s

In judging of Indian music one mast enquire whether
it contains those musical qualitiss which ensure an artistic
appreciation from the cultured. When discussing this
matter with an acquaintance once he said to me, ‘ There
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ought to be something in all good music which any cultured
ear and mind can artistically appreciate.’ He was of
course referring to the best examples of either western or
eastern music and to cultured minds on both sides of the
world, The question naturally arises here as to whether
it is possible for any one to appreciate the music of the
other side without some special education of the musical
faculty, We know how difficalt it is for people who have
had no musical edocation at all to appreciate classical
music in the west, and we know too that all classes can be
educated to appreciate it. Itis a fact that many musical
artists of the west have revealed a very keen appreciation
of Indian music, and some of them bave learnt to use it
with real distinetion. Some may think that this is a
rara occurrence, and not a possibility for every-one who
has a soul for musie. This book should at any rate reveal
the fact that Indian music, whether fully developed or
not, is at least founded on sound musical principles, and
that it does contain possibilities of appreciation by all truly
musical people,

There are many reasons which prevent people from
giving that appreciation to the music of the other people
which it merits, There are some to whom the music of
the other is simply a noise more or less disagreeable, or
perhaps ' the least disagreeable of noises,’ There are some
who like Auranpzeb would have Indian music buried so
deep that ' neither voice nor echo shall issue from the
grave,! Various canses may conduce to this lack of appre-
ciwtion. A writer in the Madras Jlail sometime ago
gave exprassion to one of these. He wrote!

‘I own that Indian music, thongh it Interests me, does not appeal
to me in the Jeast I have tried again and again to catch some com-
prebensive idem and grasp a beginoing or an eoding, to discover
whether the muosic Is pathetic or sublime, erotic or religious, and I
have never yet succeaded.'

He goes on to say with impartial fairness :

' The conclusion to be drawn is not that the art is inferior or that
it does not exist, It is the ears of our musical understanding which
are deaf to those sounds, which bave so powerful an effect upon our
neighbours, *
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There are also those who are repelled by the grotesque
exhibitions, which so often accompany the rendering of
Indian music even by some of Lhe best arlists, though this
is not a trait which is altogether confined to Indian artists,
I remember a story which will illustrate this point very
well, and which incidentally shows that cultured Indians as
well find them grotesque. A foolish shepherd became
suddenly rich, and one day a musician came and sang before
him, shaking his head, eyes and hands in time with the
music as he did 50, and making the most grotesque faces.,
The shepherd not baving seen that kind of thing befors
thought that he had fits and took him inside and had him
branded, The musician was glad to get away. Still he
went on with his arl, and one day, when singing beforea
king, the king was so pleazed thal he went away 1o get him
a valunble present. The musician thinking of his former
experience ran off. Then the king sent to his house and
a-ked what was the matter, and was informed of the treat-
ment he had formerly received. The king replied, " A fool
may acquire riches, but does not therefore become sensible.’
Anolher story on the same theme lells of a musician singing
befure a shepherd, with similar strange gestures. The
shepherd wep! copiously all the time. The musician, being
unable to understand the canse of his weeping, stopped
and asked him why be was weeping. The shepherd said,
* Last might one of my sheep had the same disease and
swelled up and died. When I think that you too will die
in four watches, it makes me sad to think of ene so0 young
suflering from such a dire disease” This story shows that
it is not only the European who can look upon these things
with a sense of bumour. To allow thiz kind of thing to
prevent our appreciation of the music is to lose the sub-
stance because of ils covering. One may hope that it will
not be long before in India itself these grotesque contortions
will be condemned as bad form by the best people.

Then, as Captain Day says, there are many who
condemn Indian music without baving made any genuine
attempt to understand or appreciate it. They take all their
ideas of itfrom the indifferent barber’s band, or the wander-
ing troupe with its noisy instruments, They are eccased
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in their prejudice, which forms a tough skin and provents
them from fesling any sense of the beauty and charm of the
music. Une can only hope that some day they will wake
up to the fact that prejudice is farthest removed from dis-
crimination, and that it has resulted not only in their loss
but also in a loss to all, inasmuch as it has hampered a real
appreciation of things Eastern. Strange though it may
appear, there are many Indians who feel just the same
about western music. An Indian gentleman in Lalore
remarked to me that western music to him was like ‘the
howling of a jackal in a desert’ One is glad to know that
therse are to-day an increasing number of both westerners
and easterners who are learning to appreciate the charm
and the art of the music of the other,

It would be well now to gathsr together some of the
important distinctions between Indian and western music.

1. The dominant factor in Indian music is melody,
while that of western music is harmony. In the one case
notes are related to definite notes of a ra@ge, and in the other
case to varying chords, Indian melody is produced by the
regulated succession of concordant notes, while western
harmony arises from the agreeable concord of wvarious
related notes.  As a result of this differentiation, Indian
music has developed solely along the lines of melody, while
the greatest development of western music has taken
place in the region of harmony. Does the fact that
western music has developed a second dimension, so to
speak, make it more advanced than Indian music? Can
we call Indian music thersby inferior or primitive?
Indian music has taken one line of development, that
of melody; and, in order to add to its charm and
variety, has developed every phase of it, including
fime-measure, in ways that have never occurred to
the western mind. These are two lines of development,
and perhaps one has travelled as far along its line, as the
other upon its line, There has been far more development
in Indian music, than even many Indian musicians were
aware of ; as until recently there was no opportunity for the
different lines of development to converge or to co-operate
with each other, owing to the enormous distances, the
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absence of the habit of wide travel, and the lack of facilities
for intercommunication. However, things are rapidly
changing, and to-day we have a permanent all-India organi-
sation, which will undoubtedly gather together the scattersd
lines of development and bring them to bear upon Indian
music as a whole. It is only recently that musical associ-
ations have been formed in India, and that music lovers
have had opportunity to get together and compare their
work., All this must be remembered in judging the
progress that has been made by Indian music. Another
thing that has greatly hampered this progress has been the
absence of an adequate and universal system of notation,
This too is being remedied, and it will be possible spon to
judge the relative progress of western and Indian systems
of music on a basis of equality.

2. Then again,Indian melody is cast inone definite mood
throughout, and both time and tune are wrought into one
homogeneous whole. Variations are not allowed to alter
that mood, which persists with the »&gz. The balance of
the music is'ubtained partly by time-variations and partly
by grace. " In western music mood isused to articulats
the balance of the whole piece.” The particular times for
singing the different r#gas, the rage pictures and the
emotions associated with them all fit into this idea of the
Indian melody.

3. Then again, and perhaps most important of all, in
Indian music the salient notes are fixed by long association
and tradition, and any alteration of such saliency is not as a
rule possible in a melody. The relation of the individual
notes to one another is settled by ancient tradition. In
western music, on the other hand, the salient notes are
made by the momentary impulse of the harmony or of the
counterpoink, and it is the cluster of notes rather than the
individual note which has special value.

‘ In Indian music the notes are members of a form already sap-,
plied by tradition, and the newpess is created by their arrangement
and graces, while in westarn muosic they create new forms as the
music proceeds, "

' In Indian music the notes stand oot from each other as clearly
as do the faces of our friends in our mind."

9
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4, Further in Indian composition the melody is depen-
dent upon the relation to cerlain fixed notes which vary
according to the rdga, It sets no store by any progress
through notes which suggest harmony, whereas western
melodies tend to circle round the noles which are harmoni-
cally related to the tonic, As a resultimitation at different
levels, ro ccrrmon in weslern musie, is very rarely found
in Indian music, and the iwo tetrachords are seldcm iden-
tical in the characler of their conslituents.

5. Aswe have seen Indian music lays great stress on
grhca-gamaka—‘curveﬂ of sound." Theste are nol mere
accidental ormaments as in weslern music, but essential
parts of the melodic structure,

6, The use of microiones in Indian music and the
general absence of the tempered scale gives a very distinet
flavour to il. To those whose ears have always been
tuned to certain fixed intervals, this cccurrence of guite
different intervals, secme of them most sirange (o western
ears, alters the whole feeling of the music, Mrs. Mann
says, ~Westein music is music without microtones, as
Indian music is music without barmony.’

7. We have already noticed the diflerence in time-
measures and this is accountable to a very considerable
extent for the strangeness of Indian music {o so many.
Varieties of duration do not come naturally to ears which
ate habiluated to varieties of accent. ?

8. Anotbher difference that has a great deal to do with
our apprecialion or otherwize of music, is {he matter of
emphasis upon cerlain external gualities. Western music
rightly bas come to lay very great emphasis upon tone and
timbre, whereas Indian music passes these by on the other
gide and gives all attention to execution snd accuracy.
The melody is not determined by canons of charm or plea-
sure, but by adberence to certain fixed standards ; and the
quality of tone in which 1he melody is sung or played
does not have the importance that it doesin the west.

“The Indian singer is first a musician and secondly

1 Spa paga 71,
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a voice-producer. Fleis not singing from some zet piece,
but extemporizing according to some definite rule, which
almost unconsciously models the form of his song.' ‘This
accounts for the freguent occurrence even in the best songs
of difficult sol-fa passages which have no musical beauty
whatever. A short time ago while talking with an Indian
musical friend about a certain singer, I said, ‘' He has not
got a very good voice.' 'Ob, said my friend, ' That is
- nothing. The great thing is for him to sing correctly and
skilfully, The tone does not matter at all.’ Ina notein the
Adyar Bulletin, Madras, somewhat recently, Mr. Tagore, in
discussing the singing of an Indian lady, who had received
training in Europe, said that in India any finesse in sing-
ing is regarded with contempt, no trouble being talen to
make either veice or manner attractive. He goes on:

'They nre not ashamed if their- gestures are violent, their top
notes cracked, and (heir bass notes vanatoral. They take it to be
their sole function o display their perfect mastery overall the intrd-
::ataig::nnaf *Hmﬁa and tunes, forms and formalities of the classio
Caciits 5.

A commentator adds, ‘In Europe we listen for the
tone, the sweetness of the voice, of the instrument. In
India they listen only for the tune—the melody and the
rhythm. " It must, however, be added that to-day many
Indian music-lovers are coming to realize the importance
of tone, and are placing very much greater emphasis
upon it,

One thing which often depresses the western listener is
the harsh nasal tone of the Indian singer. It is interesting
to find that, while many Indians are irying to getaway
from it, the nasal tone still has its defenders. Mrs. Mann
gays that it is a degraded form of a wvery fine tradition, to
the effect that the yogi could obtain the power to go on
singing without breathing, and it is the desire to attain to
this power which is responsible for the cultivation of the
habit of singing at the back of the nose.

Sir Rabindranath Tagore goes down to the fundamental
causes of the difference batween the music of East and
West ;

‘At first, T must admit your Western musle jarred opon me. [
heard Madame Albaoi sing a song in which there was an imitation of
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tha nightingale. It was so childishly imitative of the mere externals
of patare that T conld take little pleasore in it.'

* And what food for musical inspiration wonld a Hindue find in the
song of the ni?hti.ﬂgald? ' asked the questioner. ' Fla wonld fnd
tha soul-state of the listener ; ha wouold make music in the same way
that Keats wrote his ode, It seems to me that Indian music concerns
itself more with homan experience as interpreted by religion, than
with experience in‘an sveryday sense, For us, masic bas above alla
transcendental significance, It disengages the spiritoal from the
happenings of life: it sings of the relationship of the human soul
with the soul of things beyond, The world by day is like Eoropean
music : a lowing concourse of vast harmony, composed of concord
and discord and many disconnected [ragments. And the night world
is our Indian music; one pure, deep and tender rdga. They both
stir us, yot the two are contradictory in :Apirit- But that cannot be
helped. At the very root nature {s divided into twoe doy and night,
unity and variety, finite and infinite. We men of Tndia live in the
realm of night ; we are overpowered by the senss of the Ons and
Infinite, Our mosie deaws the listensr away beyvond the limits of
everydny haman joys and sorrows, and takes ug to that loosly region
of rennneciation which lies at the coot of the universe, while European
music lzads us a variegated dance through the endless rise and (il of

homan grief and joy.'

-3 On the same subject Mr, Fox Strangways says:

* One shows o rajection of what is trangient, a soberness in gaioty,
endorance in sorrow, a search after the spicitnal ideals of life. The
other shows a vivid insight, an eager quest after wayside beauty and
the desterous touch that turns it to account. The ons seoms to say,
‘Life is puzzling, its claims are many,but we will hammar out 2 solation,
not by tacning away [rom ugliness, but by compelling it to serve the
ends of beauty.,! The other, ' Life is simple and beavty close at hand
at every momeot, wherevar we go; the mistake is in ourselves if we
do not train our eyes and ears and hearts to And it (F.5. pp. 339, 340).

Mrs, Mann says in the same strain ;

* While weatern music speaks of the wonders of God's ereation,
eastern masic hints at the ioner beaoty of the Divina in man and in
tha world, Indian music requires of its hearsrs something of that
mood of divine discontent, of yearalng for the infinite and impossible.

Anotherlwriter remarks

* An Indian banquet with its vast variety of dishes of every tasta
and savour, is bewildering to the European who anjnjrn gating ona
thing at & time, with his whole gastric sool concentrated on ik,  Simi-
larly the European's multiplicilty of sounds in music bewilders the
Indian, who likes to elaborate one particnlar melody to what seems
to the western tedions lengths.' (ISR, Sept, 21,1920.)
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One can only say further that it i= not impossible for
every one who has an ear and heart for musical beauty to
learn to appreciate the charm of Indian muosic and in some
measure to understand it ; and that this attitude is far more
productive of joy to oneself and to others, than the more
common attitude of insular prejudice which refuses to think
that there is any possibility of finding something worth
appreciating in the music of India, While a good deal of
training would probably be required before one could
appreciate all the niceties of the classical style, it should
not be difficult for any westerner to appreciate heartily the
beautiful songs and melodies of good Indian musicians.
We would also urge that Indian musicians should male
a point of studying the principles and history of western
music, The experience of the west will be of immense
help to musical progressin [ndia.

The deeper spirit of nationalism and religion shows
itself in music as much, if not more than in other things.
Music has a sacred purpose connected with the regeneration
of the human heart, and plays an important part in almost
all our dealings in the world, If, however, Indian music is
to advance and to become the wvehicle for the expression of
the highest ideals and feelings of modern India, it needs
men like Bach and Beethoven, to lead it forward and to
organize it, and to give of their best to its study and
application. When people are too occupied with the
sciences and arts which lead to worldly prosperity, de-
votion to the cultural arts finds no place. Maharija Tagore,
at a lecture in Caleutta, asked those who would do something
for Indian music to give more attention to the grammar of
music, to the proper theory of »8gs and #ala, and not
simply to churn out of their minds anything which appeared
to them to be music, in accordance with notions derived
from street singers or from tradition. The science and
practice of Indian musie, if it is to advance, needs a great
deal of original research, as well as very thorough education,
Such research and cultivation of Indian music means the
giving up of time and energy now spent on money-making
to musical culture. It needs also the daring which, while
based on a thorough knowledge of the science as it exists
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to-day, refuses to be handicapped by traditions which belong
to vesterday.

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

It is possible also to render aid Lo the dilferent musical
societies which are growing up. Princes and wealthy men
can liberally help the All-India Music Conference and the
Academy of Indian Music now established in Delhi with its
ambitious programme.

We can also help in a great extension of musical
knowledge among the people generally. There was in the
last half of the nineteenth century a great growth of
musical knowledge in England, largely through voluntary
assaciations, which grew up all over the country. The
different musical festivals which were organized also
contributed much to this; and there seems n. reason why,
in association with some of the annual festivals of India,
there should not be organized musical festivals, which
would attract artists and choird from all over the country.

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

'Muosic has in the past played a parct in the edocation of the
people of India, T belisve that it may do much more in the Totore if
it is made an object of reverential study, and thrown open tofar
greater numbers Lhan at presant, and If it is allowed to ke its proper
plnce a8 an elevating inflnence.’

In music, as in all other things in India, co-operation
and real comradeship between East and West is needed,
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if the greatest possible progress is to be made. The
words of Lord Ronaldshay, Governor of Bengal, apply
to culture as well as to government in India. ' The future
of the land we live in may be likened to a splendid edifics
built up on a firm foundation of pillared arches, The
pillars are the two great races, whose lot has been so
strangely intertwined by the fingers of Providence—the
Indians and the British. The keystones of the arches are
the will on the part of both races to understand and
co-operate with one another in this task.'

The moralng will surely come, the darkness will vanlsh,
and thy volee pour down in golden streams breaking throngh
the sky.

Then thy words will take wlag In sougs from every one
of my blrds' nests, and thy melodies will break forth In
flowers In all my forest groves.

RABINDRANATH TAGORE.
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17. Theory and Practice of Hindu Music, by C,
Gangadhar, Madras, pp, 40. Methodist Publishing Houss,
Madras, Obtainableat C. Ramachandar, 25 Perumal Koil
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His explanation is not accepted by other scholars and musicians,

26, Report of First Indian Musical Conference, Held
at Baroda in 1916. Published at Baroda, 1917, Baroda
Printing Works. pp. 63.

Contains su mmaries of papers and discnssions,

27. Indign Music, by Mrs. R. M. Dunkelberger,
Rentichintala, Article in Gospel Witness, Guntur.
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Published by Karkhoro Maneckji Minocher-1donjj of
Bombay, Samachar. pp. 52, Reprint of a paper read at
the All-India Music Conference at Baroda, 1916.

A very interesting nccount of the development of Hindusithani
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the best line of advance in Indian muosical theory. A wvery valu-
able work by o scholar and n practical musician, with saggestions for
a new classification of Hinduathan] rigas.

31. Harundnamyita Sdgaram, by Rao Sahib Abraham
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Press, Tanjore,

A technical and abstruse accounl of the development of Sonth
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Calcutta,
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A historical essay of soma interest.
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GLOSSARY OF INDIAN MUSICAL TERMS

The numbers are those of the pages

Tho term southern or northern placed alter a meaning indicates
thai the word is used in that sense only in the south or north respectl-

vely.

Abhkadge ...
Abkog ...
Adhvadardak
Aditila ...
Akshara ...
Akeshipribd
Alankdra ...
Aldphana, Aldp
Algose ...
Ampita ...
Amdn .

Ananda lahart
Andolitam
Adga

Antard
Antara ..
Anuddtia...

san

Anudruta ...
Asetermearndaram
Anupallavi
Anuvddl ...
Apgaras ...
Arramin ...
Arohana ...
5
A stdr .
Atatila ...
Afa-chanutdla
Atikomal ...
Atikrama ...

Atisvdrya ...
AbitTura ...
Avarohangs

Avarte ...

Mariithi devotiopal song, 92,

Closing section of & Hindusthani scog, 87,

Name given to Ma, 63,

Three-beat Ume, roulthern, 735, 76.

Syliable vnit of time-measure, 73.

Third sectlon of Aliphana, 86.

Graces and ornaments of melody,

Improvised introduction to a melody, 86.

A flute, 117,

A musical instrument, 100,

Promicent nots of a ciga.
a9,

An ancient bow instroment, 115,

A gamaka, the swing, 85,

The tetrachord, A member of a time beat,
G, T4.

Second sectinn of northern melody, 87,

Sharp of Ga, southern, 13,

A member of the Siman chant, a falling
tone, 27,

Smallest time measure, One akshara, 73,

Fourth string of vipd, 104,

Second section of a Carnatic melody, 87.

Also called Vadi,

. Imperfect consonance, 26.

Heavenly dancers, 7,

Svaramandala, dulcimer, 114,

An ancient Sanskrit metre,

Eurng'lr.tr.- ascent of the gamut, 83.

A slide, northern, 84.

First section of Hindusthani melody, 87.

Four-beat time, southern, 75.

Croocked four-beat time, nortbern, 76.

Double flat, 4.

Disjunct motion, thirds, fourtha and ffths in
Siman chant.

Sixth note of S2man scale, 27, 30,

Double sharp, 4.

Complete descent of gamut, 85.

. Complete section of time.measare, 6, 74,



Efhya ...
Bilasarasvall
Bdunsurt ..
Bastran ..
Basali b
Baul HE
Bhajanz ...
Bhajana dgruti
Bheri an
Bilampat ...
Bin ses
Bol
Boljhdrd ...
Brahmd-uipd
Budbidaka

Chakra ...
Chdps ...
Charanam

Chdridla ...
Chatubsruti

Chaturanga
Chaturtha...
Chatusra ...
Chautdla ...
Chikdra ...
Chikdri ...

Chintld ...
Chittika ...
Chyuta .

Dadred ...

Dik
Damphu ...
Damare ...
Dhamdr ...
Dhaivata ...
Dheska ...
Dhima s
Dhaol
Dhatak ...
Dhalki ...
Dhrupad ...
Dhyuva ...
Dhumn Tk
Ditruba ...

Dingimi ...

GLOSSARY

Small drum, 131,

Southern form of tambiir, 111,

A flute, 116.

Burmese melodion, 124,

Mephll Aote, 117,

Bengali folk musis, 92,

A form of musical entertainment. A band, 91.
Drone insirument, L18,

Nagira drum, 121,

Slow speed, adngio, northern, 78.
Morthern nome of vind, 102,
Orum-stroke syllables, 81,

A musical passage in arpeggio, 83,
Variety of lambie, 111.

Sminll drum like hour-glass, 122,

Circular wooden castanets, 123,

A syncopoted time-mensare, 77,

Third section of southern melody, 87,

Four-beat time, northern, 81,

MName given (o first sharp note of Ri and Dhn
in south, 3.

A form ol melodic composition, 90,

Fourth noie of SAiman seale, 27, 30,

A JaH in time-measure, 75,

Same as Chirtdla, 81, 88,

A musical Instroment like Srafgl, 100, 109,

Side strings of vigi and similar instruments,
1
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.
Curious iron cymbals of Central India, 123,
Castanects, 123,
Anciene name for certain drotia, literally
* fallen.*

A Hinduoathani melody, 90,

A syncopated time, nerthern, 76.
A large dhbal, & drum, 122,
Tumbourine, 123,

A small drum, 122.

A four-beat time, northarn, 76, 89,
Sixth note of the octave, 3, 33,
Farm of Kinnarf, 112.

A four-beat time, northern, 76, 88,

‘A drum, 122,

A drum, 122,

A amall dhel, 122,

A northern form of song, 87,
Four-beat time, soothern, 75,
A nerthern popular song, 89,
A siringed instrument, 107,
Tambourine, 123,



Durt s
Dundubhi ...
Duitiya ...
Edaka ...
Bkatdla ...
Esrdy -

Farodast ...
Fillzgort ...

Gabgiki ...
Gamaka ..
Gdnlhira ...
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. A four-beat time-measare, northern, 89,

Gindhdra grdma ...

Gandhdrl ...
Gandharea

Gfndharva vada ...

Ghasit .
Ghazal ...
Gite Govinda
Goptohand
Graha e
Grdma

Gurs ew
Humpitam
Harikathd
Hﬂﬂ new

Il s
Jalatarang
Jdird
Janaks rdga
anya rdga
harigha ...
dru sen
JaE

auddi ..
hampa ..
Jhirg ...

infivi A
ord sen

Quick spead, allegro, 78,

A reed instrument, 118,

A time beat of two aksharas, 73,
A kind of drum, 1232,

. A very quick speed, Allegretto, 78,

A melody in the same, northern,
Allegro time, notthern, 74,

. Ancient pame for the nagfira drum, B, 28

Second note of SAman scale, 37, 30.

Small metel drom, 122,
A single beat ime-measure, 75, 76,
Siringed instroment, Bangal, 109,

. Four-beat time-measure, northern, 75,

A flute, 116,

Primitive bow instrument, 115,

Graces and ornamenis, 83, 130.

Third note of the octave, 3, 33,

An ancient scale starting on Ga, 34, 35.
An ancient riga.

Class of heavenly musicians.

Science of music.

+ The slide, 54,

Form of northern melody, 90,

An old song on Krishpa, 14,

Primitive bamboo inatrument, 115,
The proper starting note for a riga, 39.
An angient scale, 2, 33.

A time beat of eight aksharas, 73,

A gamaka. Appogiators, §4.
Raligions musical entartainment, 91.
Song of Holl [estival, northern, 89,

Ancient Tamil name for Pa, 32.
A-musical instrument of cups, 119,

. Small hand cymbals, 123,

Original riga, 18.

Derivative riga, 18,
Large cymbals, 123,
A slide, 84,

Ancient name for riiga, 2, 10, 42,
A class of time-measores, 75.

A Kanarese song, 93,

A three-beat time, southern, 75.
A four-beat time, northern, 76.

. Rapid arpeggio, 85.
. Snake charmer's pips, 118,

Medium speed, northern, 78.



Kaikkilal ...
Kaidiki ...
Kaitdla ...
Kakali ...
ffdkapdda ...
Kdle e
Kalai e
Kﬂhﬁ? e
Kalaks,

Kﬂnli:ﬁmpffmﬁm::

Karadividya
Karadsamila
Harana ..
Karkh& ..
Keredl ...
HKa-shearati
Kastarasg 4
Hiltpdyana vl
I{d'uadﬂ#ﬁidhw
Kavodli e
Khali
Khauda ..
HKhafijeri ...
Khattal® ...
Khyat ...
Kinnara ..
Kinnart ...
Kirtan ...
Kiriana ..
Iomal e
Kombu ...
Komiki ...
Kottuvadyam
Kritd ar
Krushia ..
Humr
Kural el
Kupal (Kushal)
Kustar ..

Laaghs
Linam ...

Madhya ...
Madhyama

Mahinagdra
Mandaran

10

T
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Ancient Tamil name of Ga, 32.

A sharp of Ki, southern, 3, 5.

1land cymbals, 71, 123.

Highest sharp of Ni, sonthern, 3, 5,
Time-heat of sixteen akaharns, 73,
Mnsical speed, 78.

A minute division of the akshara, 77,
A horn, 116.

Musical and religions performance, 91,
The tremolo, 64.

Largae form of hour-glass drum, 123,
Larga drum, 123,

Trumpet, 119,

Rajput war song, 92,

Castanols, 71, 124,

A fluie, 117,

Mugien] instrument of caps, 119,

A vInf with 100 strings, 99, 113,
Southern folk song, 92,

Tintal. Dengal, 76.

Silent beat of northern time-measurs, 76.
Jitl of time-measure, southern, 75,
Form of tambourine, 123.

Castanets, 124,

Morthern form of song, 87, B9.

Class of heavenly musicians, 7.
Primitive stringed instrament, 100, 111, 115,
Form of musical parformance, northern, 91,
A gouthern form of meledy, 22, B7.

A flat, 4.

Horn, 116.

Horn, 116,

Iind of Tambfiir, southern, 111,

A southern form of melody, 22, 87,
Highest note of SAman scale, 27, 30.

A sacred trompet, 118.

Ancient Tamil name for Sa, 32,
Panpipe, southern, 119,

Castanets, 124,

A tme-length of four aksharas, 73,
A slide, 85,

Medium speed, moderato, 78,
Middle voice register, #.
Fouorth note of the oclave, 3, 33,
Hame of an ancient grima, 34.
A very lnr%a nagiira drum, 121,
Second string of vipd, 104,
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Mandra ...

Mandragati
FETYE ..
Mitra
Mardala ...
Mathya ..
Mayhiri ...
Melaharia
Mind “in
Mirtdy ..
Higra vt

Mridanga ...
urall ...
Marchhand

Miy

Nafari ...
Negira ...
Nagarkirédn
Nigasara ...
Nahabat

Nakkira ...
Nallataraig
Nandin
Nifakas ...
Ndtya
Nicha
Nidhana ...
Nidukku ...
Ninkairna

Nishidha ...
Nogpdi Sindhu
KNosbug ...
Nydse .

waw

Qdava v
ﬂffhi
Ovis

amw

.P#.ii::-wlf o

Palha-53 I
Palai o
Pallavi

sew
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wen

wan

The lower voice register, 4,

Fifth note of the SAiman scale, 27, 30,
Lower tetrachord of octave.
Cymbals, 123,
Hindunsthani songs for the Muaharram, 90,
Unit of time-measure, 12, 71,
Myidatiga, southern name, 120,
Three-heat time-measure, southern, 75.
A penacock dilruba, 114,
A primary rign, sonthern, 19, 42,

... Tha shake, B4,

Principal time-beat of Avarla, southern, 76,

The seven-member JiU of Ume-measure,
southern, 75,

A concert drum, southern, 9, 75, 120,

A flute, 28, 101, 116.

. Ancient pame [er modes, 40.

Meledy-form f{or riga, sonthern, 85,
A grace note, northorn, 83,
A fluge, 117,

Small trumpet, 119,

. Large kettls drum, 121,

A musienl and religions perfoumance, 93,
A clarionet, 117,

A large nagira, 131,

Same as nagirm, 131,

A pipe instrument, 118,

Primilive bambeoo inslrument, 115,
Dramatic performance, 93,

Music and dancing, 12,

Lower voice register In SEman chant, 28,

. Final section of Siman chant,

Small drum, 123.

Small nigasara, 117,

Sevanth note of octave, 3, 30, 33,
Southern folk rong, 92,

Drone instrument, 118,

Proper final note for rAga, 39.

. Pentatonic riga, 46.

The shake, 84.
Mariitha song, 92.

Large mridanga northern, 121,
Side slrings of vip4, 104,
Ancient Dravidian mode, 12, 34,

First section of southern melody, Chorus,

87, 88.



Pan e
Pafwchama

Pasniohami
Paran b
Parand ...
Pat .
Penna .
Pinaka ...
Pluta .
Pongi
Povdde ...
Prabhondhe
Prasaya ...
Pyastdva ...
Prathama
Pratihdra

Pratimadhyams

Pudji ...
Putra .
Pitrvdnga ...

Qi .

Rabdb ...
Ralandsira
Riga .
mg Alap ..
RAgini
Ripgmdald ...
Rigamalikd
Rishabha ...
Rigpaka

Ripaka Al4p

Sidhirana
Sfdras

Sam e
Sdman

Sampﬂﬁ_lﬂ.

Samvuddi

Samvdditva
Sandi fas
SafchdsT ...

Bandhiprakis

GLOSSARY

Ancient Tamil melody, 12
Filth note of octave, 3, 30, 33,
Second string of vind, 104,
A rliga, 54, 56, 69, '
Drum- Ilke:lrnkemasuingnd instrument, §5,
Particular kind of drom-beat,

147

. A Gamaka, staceato, 85,

Primitive twn-ﬁlringwd instrument, 113.
Primitive eingle atringed instrument, 100,
Time-measura of welve aksharas, 73.
The drone instrument, 118,

Mardih! war song, 932,

Ancient name of mosicnl composition, 14, 87.
Drone note of SAman chant,
Intredugiory portion of Siman chant.
Firat note of Siman scale, 27, 30,

Second seclion of SAiman chant,
Shoarpened Ma, southern, 35,

Snake charmer's instrument, 101, 118.
Secondary rfign, northern, 41,

First tetrachord of octave, 63.

Same as gvaramandala, Persian, 99, 114,

. A stringed instrament, 100, 112, 113,

Ancient musical instrument of Rivaga, 100,
A melody-type, 2, 10, 39,

First section of Aliphana, northern, 86.
Secondary riga, northern, 41,

Same as rAgamalika, 91.

Musical composition of many rigas, 91,
Second note of octave, 3, 30, 33,

Twoebeat time measore, sonthern, 75,
Three-beat time measure, northern, 76.

. Second sectien of Aliphane, northern, 86

Hame of frst sharp of Ga, southern, 3, 5.

A Hindusihani melody, 89,

Prineipal beal of a time section, northern, 76.

Chants of ancient Sima Veda, 27.

Riga containing all the notes of the octave
in both nscent and descent, 43.

Perlect consonance, 25, 26,

Theory of consonance, 26.

. A trumpet, 119,
. ‘Thirel section of northern melody, 87.

Agcent and descent of octave, 39,
Morning and evening twilight. Name given
to rigas to be sung at that time, 63,

.
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Sangat!
Sankhu
Sankiras ..

Sankirton
Saplaka ...
Sdrani

Sdrang!

Sarasvail ...

ane

wad

Sargam
Efrindi
Sdrods
Sarrawat ...
ahdr i
ata-tantri-eipd
3 EOE  es
Shadfa ...

Shathdla ...
Shagsruti ...

Simhanandana
Sindhu ...
Bitdr
Splritan
Sringa ..
rili s

Sruti Updiga
Sth e
Suddha ..
Sakth
Sal
Sun
Sinthg ..
Surbahdr ...
Surndi ..
Surphakali
Stir-fringira
Sursota
Svaramdliki
Svaramapdala
Bvavasdhiipd

Bvarivarta
Svarita
Tabla

TElx

wiE

hakatd

CEL

aaw
men

(TS
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mew

Variations of theme, 22, 88.

Congh shell, 99, 116.

Saven-member jiti of time-measvre,
southern, 75,

Musical performance, 93.

The seven notes of the gamut, 30,

First string of ving, 104,

A stringed instrument, Indian violin, 100, 108.

Goddess of mosic and arts, 7.

Nume of particular kind of vipi,

A song in sol-fa syllahles, 90,

A vaviety of Sirahgl, 109,

A form of Sfcang!, 100, 1009,

Kind of Sarangi, 109,

Spme ae silkr,

A vInd with 100 strings, 99, 113.

Hexatonle riiga, 46.

Firat note of the cctave, 3, 30, 33.

The name of an ancient griima, 4.

Sextuple tima, 73,

Name given to sharps of Riand Dha,
sonthern, 3, 5.

An intricate southern time-measure, 77,

Southern folk melody, 92.

A stringed instrument, 15, 103 aq.

The shako, 84,

Horn, 116.

Enharmonic interval or note, 2, 5, 18, 26, 20,
37 ’

Drone instrument, 115,

A voice register,

Wataral dintonic scale and notes, 2, 36,

Same as Jdro, slide, 84,

A three-beat time measure, northern, 76.

The sitir, 107,

Same as JAru, slide, 34,

A stringed [nstrument, Beagal, 108,

The nfgasnra, northern,

A three-beat time measure, northern, 76,

A steinged instrument, 113,

A variety of tambfir, 111,

Diatonic interval or note, 2, 30, 32.

Portion of song in sol-fn syllables, 90

A atringed instrument like duleimer, 113,

A portion of sang in sol-fa syllables, 90.

A ion of song in sol-fa syllablea, 50.

A Iulling acceat in Saman chant, 27, 30,

Pair of small drums, 78, 120

Timo-meagure, 2, 72,



Tambiir ...
TappiE

Téra PR
TEram ..
Tardna ..
Tatiri ...
Taush ..
Tenmdsgu

Thambatti

Thantong ...
Tha,
Theha -
Thaonik .
Thumri ..
TilEna ..
Traedl Ul
Tiidla '
TIvra -
Trvratams

Trratars,..
Tombi i
Tomtom ...
Triputa ...
Trisra ...
Trital
Trittyae ...
Trivata ...
Turahi ..
Trettam ..
Tsauig ..

Ualhoha ...
Uditta ...
Udgitha ...
Udukksn ...
Udupa ..
Hﬁ:ﬂ' :
idrava,..
Uf’lﬂrm riga
Uttardnga

Vidi
Valde ...
VYarak .
Varja .
Varne e
Vibhidga ...
Vikrit ...
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A stringed instrument, 100, 110.

A Hindusthani meledy, 20, 89,

Higher voice register, 4.

Ancient Tamil name for Ni, 32.

Form of song, 99,

Trumpet, 119,

Peacock Dileuba, 114,

Soothern folk melody, 93,

Tambourine, 123

Primitive bamboo instrument, 115,

Melody-type, northern, 40,

Drum phrases.

A akn, slnccato, B3,

Hindusthani love song, 89,

Form of song, 90.

Same ns TTtdls, 76,

Throe-boat time, northern, 76,

A sharpened note, 4,

Slight further sharpening of Tiveatara, 4.

A double sharp, 4.

Snake charmer's instrament, 118,

A drum, 123,

Threse-beat lime, southern, 75,

Three-nkahera Jiti of southern time-measure,
75.

Same as Titala, 76.

Third note of SIman scale, 27, 30.

A form of song, 90.

A trumpet, 119,

Ancienl Tamil name for TR, 33,

Primitive bamboo insirnment, 115.

Higher notes of Siiman chant, 28,
Raised tone of SAman, 27.
Second section of Siman chant,
Honr-glass drum, 122

Goblet ehaped drom, 123.

Ancienl Tamil nnme for Ma, 32,
Fourth section of Siman chant,
Rign with armda in Uttarfinga, 63.
Higher tetrachord of ooctave, 63,

Principal note of a rige, arhéa, 25, 26,

A flote, 116,

Shake. A Gamaka, 84.

Omitted notes in o rAgs.

Variztions of a melody, 88.

A bar in ime-mansure, 6, 74.

One of the drutis—chromatic variplion of
diatonic note, 2.
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Yilamba ...
Vilari ...
Yinguah ...
Vind o
Virdma ...
Visdragiti...
Vivddr ...

Yap (Yixh)
Yﬁlﬁr s

Zameamma

THE MUSIC OF INDIA

seg

Slow spesd, adagio, southern, 78,
Anclent Tamil name for Dha, 32,

+ Ancient one-stringed instroment of Ceylon,

100.

A stringed instroment, 7, 8, 10,11, 18, 2B,
101 sq.

Rest in time-measure, 74,

Ancient style of singing, 59,

A dissonant nole, 26,

Ancient Tamil instument, 11,
A one-stringed instroment, 113,

Very rapid arpeggio, 84,



APPENDIX IIT

EXAMPLES OF INDIAN MUSIC

The following peints shonld be noted in regard to the notation
below :

A muperieripl small latter indicales an Appogiatura note ; as mG

D.C. indigates a repent [rom the beginning.

Fipe indicates that after (he vepeat the melody ends at that place,

$ moans that o phrase is repeated beginning at the place marked
thus,

In regard to time-signature, the Avarla iz shown by two upright
strokos, thas ||

The bar is shown by one stroke, thos |

The beats in the bar, by shorl strokes are shown thus |

The divisions of the beat are shown by two dots, thus ¢

For explanation of other signs see Introduction,

In some of Lthe melodies the ¢figa outline, or chhayd as it is called,
is given with a time-bar,

1 SAMAN CHANTS
Sung by Sundara Rigavachiir, Triplicans, Madras.

No. 1. Tnvoeation Lo Indra.

A . . bhi tvd dn-ra-ne ne-mo. . dogdha
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T--d8--nam In---dra tes-tho-sha-ha- -«-o-
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II Tne LYRE OF THE UNIVERSE
From Sir Rabindranath Tagore (with Bangill words)
Mixed rdga Chipre and Ekg tdla
Astai

— —
ﬂﬁ:-:chﬂ:-II;;Etll:s:4-]&:!1:!'.:!':*16;}:Il:n:vunu:ml'i:r':-wm:u:s:-l

Bid-wabl- niirabe - -bidwajan- mohichehg-= == #== ===~

[P:Dinis- (nDePsDe-[PiD:SinD:P DincDiP: [PD:oml'P -G M- |
Sthale jale nabhatale bano upabane, Nadi nade giriguhi plribi-re,

Andard

[EN:NN ;5:--[:15;9;[::p;.Iﬁh:l‘m:l‘:-m:&:—:-a—]u:ﬁ PG R SN DN
Nitya jige saras sat-git madhuo - rimé, Nitya nyltyaras bhadgimi,
Eka tala

Sadichart

[eN NN N DN PP DR PG| MG RG]
Aehire naba fnanda atsab naba. Atigambhic

[-sMGIRIGG -G PIM:GaGRR S:Se-2- |
Atigambhir pil ambaredamarn bije,
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| M15:8s-[-s-2-: N8 [ S:RR:G:G B Me5e-c-NSIN:NND:NS 55:5:5:]

Jenare pralayadlard sankarl Hare garjjan nicjharin! saghane,
niche,

[-:55:8::5 1HtﬂN:B:NIl|P:ﬂP:H1PH!ﬂ:HﬁlR:ﬂlRﬁrHFﬂm:RRiE:-:SHI

Hera kshobdha blhayal bigdl nieal piyal ]tn.mll Uthe raba bhairab tane,
hiting.

i T
g e e ]
= " At

[ NN =N NN DNN 2= NN N DNsSs-2- )
Paban mallfrglta gihichche Andhir rite ;

BR-RemSe- Ne-NiS5e- [#5e-5:8N- (D DN PP D:Pe-M Ge-et- |
Unmidint sodfiminl rangabhare nyitya kare ambarta - le,

Dikedike katabini, nabanaba katabhisha jhar jhar rasadhied

N.B.—A firal consonant in above is pronounced as thowngh it had
;;hurta sound following it. Thus jhar jhar is pronounced fhara
e,

Sir Rabindranath Tagore was good enough Lo allow me to toke
down this song from his own singing, for which I am very
grateinl,
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THE LYRE OF THE UNIVERSE
[TRANSLATION OF THE BENGZLI)

With the music of the lyre of the universe humanity is
charmed, Whether on land or water or under the shy, in
the forest or the glade, in the river and streams, in the
mountain and cave and in the ocean, sweet music's charm
is always awake, Itis always dancing playfulness; in the
rainy month there is new joy and festivals new; in the
blue slky the drum of Siva is played as if the destructive
goddess is dancing, The rivulets roar Joudly and the
groves of lonely mighty trees are awed and frightened ;
sound rises with 2 terrible noise ; the breeze sings the
mallir rdga on a datk night; mad lightnings dance with
coyness under the heavens ; on every side there are new
words, new languages, rippling streams of water.

III PuwjAni TuNES
Astm $ 1. Pealm 24 Fine

(81515 0¢-1G] Me-tM i Pe-t- S Do P Me-sMaGe-oRt S 15800 =106 Me-2MP1-||

Rabb Khodiwand Badshal hai, oh jalil da Dadshih hai, Rabbh
Khodiwand Biddhah hai

T ERE EE PR ER B FR A PR ER O PO G BN o
Uchehe karo, sir, darwizo, nchehe  ho sab darvo ;
n.C.

P
[EESEE- P S (81-1m:Di-1P|Me-1-23-1R]
Jin jalal da Biddshah fws, sir tad uchche karo.

N.B.—The Indian notation unier the staff in the first line
of this somg cannot come divectly remder ¢ho corresfond-
ing noles in the staff on aooount of lack of space.
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IPP:PP:PA:M g RS R-0 iR nS:3SRN:R R PP M- R

Ai Khudiwand , Apnf r&h Apne .
bande niin wikhi
Ter! hi sachiai di, Karfidga
main parfwl

i |
fonnn:nn:S; DD:PM:PP:P|
Merd dil ik pise kar Tin main rakkhin terfi Jar

3, Psalm 111

§ Asid Fing n.C.

ey i
Py Pe-1-1 GG RS- -1-1-5) 8- e 8o N D P2 e P D2
Tu-si gfi-0 sanil , gio sandinsi Rabb 41

F
P.P:iD:5:8 1880 RaleBi- Ne-iD:P DR8N DiPiPoP et
Sachchedin di toll wich dil n#l gawin San® sundwan main Rabb df
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IV HinpusTHANI MELODIES.
(From Collection of Me, N. V, Bhitkhande)

Mo, 1

Malsart rdga, Salphakata tale

%@mm——"““' B

SrimPDuNS§ 18-l 00 P

The above isnithe viga and its characterisiio phrase.

§ AsiFi Fine

T R e e e e e e
e e e e e
i T R o e e e S e

)

(18- 5|5 RS RIR- PP GGPGIS 2 <-4+
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No. 2
Bilaval Tnial

SRGMPDR NS (eGP Gl GsRy

Tha above iz the riga and its characteristio phrase.

u R[S:NS:-,

-

[3:88:-.5:N5 G R0 GRS N[ﬁ:ﬁﬁ:nutﬁf’;n'nl:ﬁl’.m‘

Mo, 3
Yamanhalydni rdge Tritdla

SRGmPDo NS [S:RiGm|P:DNSSNDP miGiR:E]

|]mP:N:B:‘u]mFm:ﬁIﬂ'-P:-:P:ﬂmJ-mf?i:ﬁ =l



EXAMPLES OF INDIAN MUSIC 159

S8 RabGiatiom G m| Pe-i P RS N DNm: Pl

Anterd

(SR stz PDN:S|ND: Pom | G R™S8e-|

N.B. F § has been omitted by ervor from the stave in the above
Sfour lines,
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V CarwaTIic MELODIES.

1. Song of TAyuminavar.
With Tamil words and vough Bnglish allitorative translation,

Nadandmakrive riga Eha ttla

]

SceMaOMPAd NSSNAPMGrs M-

§ Fina

[SirgMe- | MMM [ MG ) Gitet- f
Ponnai mi-tarni Bhil-mi-yai aidi-den . ... . .
Gold or land, yea or plea-sures. I seek no more.

~ f‘\-""'\.,-""'-\g.
JGsMad;- | P:M:GM:PM: | GM:PMIGMGE | Si-t-t- i

Yenrai ni-di-yn yen oyir ni-tha-ne
Senled for Thee is my lile, Seeker of my soul !

IPed:Se- | 5:5:5:- | S5:ENed ] P |
Unnai ni-dovan un-nara) ti-ve-li
Baldly Thee do I seek and thy boundleey grace
D.0.

P S —
Jo:Mzd:- | PRMGMiPM | GMUPMGM:Gr | Sii- |
Tannai ni-duvan tannan tan-ni-ya-n ------ =
Holding Thee all-supreme, hungry [ seek for thee,
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2. An Old Melody.

Bilghari raga Aditala
SRGPDSSNDPMGRS |S:-RG|P|

|GP:DRISS/S100:G| RRIR|PP:PMG] R|RS:S|RS|NDY

Ch. II.

Ca

[DP:8[5|85]S:-0iR]SNND]

18:-R|GG|G.RG|P:-P[PP.PP|P.-
11
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—
[PP:DP|MGGRIGP:MG RS'RG]

Ch, III,

[MGRG:P|DPDIR|S[RS:ND PM GR]

No. 3
From Oriental Music in Staff Notation.

Sindhurdmakriva rdga Desady tila




EXAMPLES OF INDIAN MUSIC 163

IE:EIIidIﬁrﬂ|=iﬂImﬁrlmlmpmimﬁs:u]—lmlﬁmamwuﬁq-mn
MG:Gl--185-1-]

Anugallgvui.

e et —

e PRl R

Charanam,

Do g P R e N

P|P4P - M| Py M| GG U S Getif-:M PIaNGN P|-|a] PMMG:S | NPJd:
B|-| 8[| G:G|-| P|

mm|-|s|u-.s1.|u|s;m.mun:mn;ﬁmnﬁp:aqusmsmr&ﬁmrﬁﬁm;;m
M
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Mo, 4 A Meledy of Tyigardja,

From Oriental Music in Staff Notation.

Madhyamivall riga. Rapaka t8la

fP:MR: u:!i:ﬁ"lﬂ:-lRtﬂmasﬁnluu|kﬁfr-nlqﬁm|EEIR!|S|:|§:1=PH:R=I!I
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No. 5

From Oriental Husie in Staff Notation.

Anandabhairavt ridga. Trisra Eka tala
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Charanam
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No. 6 SouTHERN FoLk SONG
From Orfestal Musio in Staff Notation,
Anandakalippu. Chapu tile

Fine
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(See Glossary for Index to Technical Terms)

Adbhuta Rimdyape, §
Ahobala Pandit, 19

Albar, 16,17, 66

Alexander the Great, 9
Allf-nd-din, 15, 80

All-India Music Conflorance, 4,

129
Amir Khosen, 15, 40, 89, 107
Amrlvatl sculptures, 90
Asgsonance, 20
Aurangzeb, 19

Bengal songs, 91, 92

Bhakti, 13, 16, 91

Bharata, 7, 12, 15, 29, 41
Bhitkhande, N. V., 24, 55, 57, 157
Bhavabhalta, 20, 41, 54

Binkar, 17

Brahmadatia, 10
Brihaddrapyaka Upanishad, 9
Brown, F., 67

Carnatic school of muaie, 1
Carnatic scale, 3, 5, 15, 37
Carnatic riiga syslem, 42
Carnatic primary rigas, 43 sq.
Carnntic secondary rigas, 50 &q.
Carpatic time-measures, 74, 75
Castanels, 124

Chaitanya, 16, 91
ChhiIndogya Upanighad, 9
Chaturdapndt Prakidsikd, 18
Chippewa Indians, 69
Christian music, 90, 91, 92
Clarionet, 117

Conch shell, 116

Consonance, 26

Cymbals, 123

Dimodara Midra, 19
‘Dnj;.s Cap. C. R., 49, 98 sq., 104,
1

11a

Dissonance, 26
Dorian mode, 31, 44
Dravidian cultore, 1
Dravidian modes, 11
Dravidian musie, 11
Drama, 13, 92
Drone, 04, 118
Drom mremonics, 81, 82
Dromming, 78 sq.
Drum, 8§ 10, 120 sq.
Dulgimer, 113

Tolk songs, 92, 166
Flute, 116, 117

Ga-grima, 34, 35, 36, 37

Gindharve Mahl Vidyflaya, 23,
98, 107

Gt Govinda, 14

CGopall Waik, 15, 66

Govinda Miirar, 22

Grace, 37, B3, B4, 130

Greek music, 9, 28, 29, 30,31,
32, 43

Haridas Swimi, 16
Harivamds, 33

Hexatonic rigns, 46
Hindusthani rigas, 53 &q.
Hindusthani school of music, 1
Hindusthani time-measures, 76
Holi, 89

Horns, 116

Hypo-Dorian mode, 44
Hypo-Lydian mode, 43

Indicen Music Journal, 18, 139
Instrument-making, 101
Intervals, 31, 32

Jayadeva, 14
Jones, Sic W, 54
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Ralidiss, 12
Kanarese songs, 92
Kirloskar, 41
Krishpfnanda V lsa,
Kudomiyamimalai

13, 140 |

Lochanakavi, 16
Lydinn mode, 46

Ma-grima, 34, 35, 36, 41, 42
MahabhErate, 10, 33,01, 101
HMahdjanaha [dtaka, 10
Malavikdgnimitra, 12

Marithi songs, 92

Merging, notes of, 4 *
Microtones, 25, 37, 38, 130
Mirabai, 17

Mohurram, 50

Mood of rAga, 64 3q.
Muhammad Rezza, 31, 42, 54
Musical Schools, 23
Mutteswiami Dikshita, 22
Mythology, musical, 33

Nagmat-o- Asﬁjm, 21
Narada mh[ 8, 22
Narada Stkshd, 14
Nmanmffpﬂyﬂ 18,

Nasal tone, 131

Nagya Sdsira, 12, 14, 34, 139
MNote-signatore, table, 3
Wotation, 3, 129

Ousley, Sic W, 66

Pali Pifaka, 9

Fanini, 9

Pentatonic rsfu. 27, 46
Pavipidal, 1

Pattupdétu, 10

Perginn musie, 30

Percussion, Instruments of, 119,

ingoription,

81,
Piano, 114
Pipe instrument, 118
Prabhandha, 14, 87
Pondartke Vitthal, 17, 41, 54
Purandara Vifthala, 20
Puraninire, 10
Pythagoras, 9
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Rab#biyars, 17

Rigamdla, 18, 41
Rigamafijert, 18

Riga pictores, 67, 68
Rigataranginl, 16, 19, 20
Régavibhodha, 18, 19, 39‘ 41
Riija Miin Singh, !I.'.n". BB
Rajput songs, 92

Rimun, 9

Rima Amftya, 18
Rémé&yana, 9,10, 17, 91, 101
Rivana, 9, 10, 100
Rikpratiddhhya, 9, 30

Read instruments, 117

Sa-grima, 34, 35, 36, 37, 41

SEmAn Chant, 9, 23, 27, 28, 49,
33, 151, 15¢

Siman scale, 30

Siman singing, 13, 28

S&man Vada, B

Safichl sculplures, 99

Sangita, 7

Sangrta Davpana, 19, 41

Sangrta Pariydta, 19, 20

Sangtta REgakalpadrima, 21

Sangite Ratndkare, 14, 15, 19,
34, 42, 74, 86, 113

Smlgita Sdra, 21

Barigita Sdr&mritam, 21

Sangit Satgha, 24

zmhhnji Mahirija, 66

SArngadeva, 14, 19, 34, 41

Secular scale, 30

Sha;iﬂgnaﬁnndrw, 18

gﬂnﬁﬁad‘:glmm. 11, 34
iva, 7, B, 6
Six m‘mmpa.] rigas, 53, 54
Slide, 84

Solmisation, 60, 131
Somanitha, 18, 41

Speed, 78

Etnngeﬂ instroments, 102 &g,
Subrama Dikshita, 23
Svaramels Hw.i&mdhi, 18, 42
gmrlrpm, 22

yima SEstri, 22
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Tagore, Dr, R., 23, 40, 131, 153

Tagore, Rija S. M., 20, 23, 54,
64, 67, 72

Tamil Svara nameg, 32

Tidn Ben, 16, 17, 40, 64, 113

Tetrachord, 23

Time theory of cigas, 62, 63

Time-measure, 71, 72 sq.

Time-units, 73

Tivikaram, 11, 34

Trangilient rigas, 46

Travancore music, 13, 22

Trumpets, 118, 119

Tulajijl, 20

Tylgarhjs, 22, 88, 90
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Unity of Indian music, 2

Vedie Index, B
Venikalamalkhi, 18
Vidyfipati, 16

Village melodies, 95
Vishnu, 8

Visualised music, 68
Voice registers, 4

Vaoice production, 130, 131

Wind instruments, 115 ag.
Yajur Veda, 8

Eenelavesta, 8

INDEX TO RAGAS

Dedl, 56
Dedika Khamaj, 41

Abhiranfifa, 41
Abherl, 56

Abhogi, 27 Devamnanoharl, 47, 52
Adiini, 49 Dhoaniidrl, 56, 57, 61
Ahirl, 54 Dhanyiisl, 46, 50
Anandabhairavi, 44, 48, 53, 165  DIpak, 54, 66

Arabhi, 41, 47, 51 Dnrghl, 55, 58

Asglvari, 56, 57, 61, 65

Bhiipila, 50, 57
Bhapali, 47, 51

Gamanapeiyd, 45, 54, 56, 60
Gindhirl, 56, 52

Bhairava, 41, 43, 44, 54, 55, 56, Eﬂﬁﬂf*gﬂm

50, G4, 65, 67 Ganr-pahchamfi, 56
Bhairavi, 36, 40, 44, 47, 52, 57, 02 Geonrt g5
Bhimpalfst, 56, 61 Gurjar, 57
Bibhiis, 56 Gugaked, 56

Bihag, 50, 55, 58

Bibkfgada, 50, 65

Bilaharl, 43, 53, 160

Bllaval, 3, 21, 36, 37, 45, 55, 58

Hamira, 41, 54, 55
Hamickalyipt, 49, 50, 53
Harsadhvani, 47, 51

Chakraviham, 44 Hanumuatodl, 44, 50, 57, 62
Chalandta, 45 HarikAmbodhi, 45, 49, 55, 59
Chefichurnffi, 59 Hijhiija, 54, 56

Hindol, 40, 48, 52, 54, 56, 60, 64, 90
Darbéri, 50 Hindolam, 48, 53

Dedakdr, 54, 55, 56

Hindusthan Bihag, 41
Dedakshi, 41, 54

Husent, 65
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Jahgald, 57
aunpuri, 56
ayajayavanti, 53

Jetisrl, 56
hinjhoti, 45, 48, 52, 53, 39
ogiyd, 56, 59

hﬁ:‘;:;s 8, 5

i u, 48, 32, 56

HKalyani, 41, 46, 54, 55

Kimavardhaal, 19, 56, 60

Eambodhl or Eambhojl, 41, 48,
52, 67

Kimoda, 54, 55, 59

Kanakingl, 15, 20, 36, 47, 11, 42

Kanadi, 40, 49

Kaphi, 44, 56, 61

Karnlta, 54' .

Karnitagaola, 41

Kediara, 54, 55, 53, 69

Khamij, 43, 52, 55, 59

Khambavatl, 55

Kharaharapriyil, 44, 50, 56, 61

Laliti, 56, 60

Madhyamavati, 47, 51, 01, 163

Milakanddn or Malakaunsi, 34, 62

Malavagaula, 41

Milavakaifiki, 54

Malavi, 48, 56

Malkos, 52, 57, 62

Mallir, 40, 41

Malsars, 157

Miarva, 45, 56, 60

Mayimilavaganla, 43, 44, 50, 55,
59

Mechakalylini, 45, 58

Megh, 40, 54, 64, 68, 70

Megh Mallir, 66, 68
Meghradjan, 56
MiyEn-ki-Malldr, 40

Mohana, 47, 51, 65

Mukhiirl, 15, 36, 41, 42, 43, 54, 57
Multanl, 40, 57, 62, G4

Nadanimakriya, 43, 53, 65, 159
Midarimakriva, 41, 54

THE MUSIC OF INDIA

Wita, 54

Matabhairavi, 44, 50, 56, 61
Matiandriyana, 54, 63, 6§
Navaro], 4%

Nilimbari, 49, 65

Pahchami, 54, 56, 64, 68, 69
Puntuvarfll, 22

Filo, 56

Pormguese Tappi, 40
Mugﬂmﬂlh 4S| s‘al G5
Pilriyl, 56

Piriyi-dhanidel, 56
Pircvakalylpl, 65

Pilevl, 56, 60

Rfimkall, 56
Revagupta, 41
Ritigaala, 41

Samitha, 41
'gammra.ri]t, 41

afkacibbarana, 45 , 40, 55, 58
Saranga, 41, 47, 54, 56, 61, 69
Saurishii, 56
Saveri, 56, 59
Sindhn bhajravi, 44
Sindhurdmakriya, 162

oma, 54
ricign, 41, 49, 33, 54, 56, 60, G4,

67
Subhapantuvard]i, 45, 57, 62
Snddbashia, 41, 47, 51, 54
gurldhm makriyd, 41

uddhavarall, 41
Sald, 56
SurfAnandini, 49

Gryakantd, GO

fima, 55

Tanki, 56

Tilafhiga, 55, 59

Tilak-kimoda, 55

Todt, 26, 41, 45, 47, 52, 54, 57, 62,
G4, ﬂq 65, 68

Ushag, 40
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Vigidvarl, 56 Yadukulakdmbodhi, &5
Vardti, 54 Yaman, 40, 55, 58
Vasanta, 41, 54, 64, 65, 67 Yamankslyfigl, 158

Vasanta-bhairava, 41

INDEX TO TALAS

Aditala, 78, 76, 78, £2, 88, 160  Jhampa, 75, 76, 89

Ata, 75 Jhaptila, 74
Ata-chautila, 76 Jhumell, 76
fipu, 77, 153, 166 Kavall, 76
Chautfla, 81, 35 hya, 75
Dadrel, 76 Faahto, 76, 90
Dedadi, 162 Ripaka, 75, 76, 78, 81, B4, 83, 163
Dhamar, 76, 59 Sirmbanandana, 77
Dhima, 76, B3 Silaphikatd, 76, 157
Dhrava, 75 Surphikatd, 76
Dipachandi, 89 Tavrd, 76
Ekatile, 79, 76, 153, 159 Tintdl, or Tritila, 75, 81, 138
Farodast, 76 Triputa, 75

—r

35. The Ragas ol Hindustas by the Philharmonic Society of
Weatern India, Poona. 1918. pp. 41, 44, Ayabhushan Prass,

Poona,
The sarigamas of 79 ragns collected and arranged in an adaptation
of the western staff notation, 'With an Introduction on tha Theory of

Indian Muslc by Mr, E. C. Claments, I.C.5. A very ussful book.
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