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o HIS EXCELLENCY THE RIGHT HONBLE
THoMAS GEORGE BARING, BARON NORTHBROOK OF STRATTON, C.M.S.I,

Viceroy an *  vernor-General of India.
L '

My LOR'D,

»

\ /- I am highly honored by the permission your

Excellency has been graciously pleased to grant me
in ¢dedicating this my little book, “ Tue Music axn
Musicar, Norarion or Various Countries,” to your
Lordship ; which, I am confident, will derive an
:ulditional value and attach a greater importance in
elcvmno a taste for Music amongst our countrymen
froth the countemnce of so noble and supreme a

tuler, WllO takes deep interest and delights in
the progress of all sorts of polite learning and

advancement.

o

I have the honor to be,
My Lonpb,
With the greatest respect,
Your Excellency’s most obedient servanit,

LOKE NATH GHOSE.

Calcutta, June 30, 1874,
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Tis little book contains some of the most
popular accounts of music and - musical no-
tation of various countries, collected from a,
large number of both ancient and modern
works, together with additional hints and
spggestions  for the information of those
who now take the liveljost interest in the
sul{jc’ct of which it treats.

The countries therein have been alpha-
betically arranged except Hindoostan, which
has been treated in the last ; the object of

"which will be known to the readers from the

perusal of the entire subject. Of all the
places in Europe, T have touched Symphero-
pol and Greece, of which the latter flourish-
ed in musie in antiquity. The musical nota-
tion of almost all Europe being a uniform one
(With the exception of the European Turkey
and some rural districts) a mere comparison
of it has been made with our present system
of notation by Professor Khetter Mohun
Gossawmiee ; not with a view to excel or

MWpass the European Stave. but to exhibit
L]
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that our system iz easy and well adapted to
our country, vide Hindoostan,

{
pp. 50-51. ¢

Although Or. Burney, Sir John Hmykin\n

Sir William Ouseley, Sir William Jones,
Captain Willard, G. F. Graham, Esq., Arthur
Whitten, Esq., Hamilton Bard, Esq., W. C.
Stafford, Esq., Councillor Tilesius, M. Villo-
teau, and several others have remarked,
that the European system of notation does
not possess sufficient signs to note down the
music of the ancients, we must admit that
it is an improved one suited to all the cha-
racteristics of the European musie.

I would also beg to notice, that owing to
almost total absence of written music from
the time of the Mahomedan oppressnions in
India, our countrymen hadbeen so prejudiced,
that several of them still hold a belief that
“music cannot be either written on paper or
taught scientifically.” 1In order to convince
them of the utility of our present improved
system of notation, as well as to prove the
existence of written music and systematic
musical teachings :Lmo'ngst our ancestors, I
venture to offer this musical contribution to

the public, with a hope that it may be re-
L]
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cetved  with indulgence notwithstanding its

. shortcomings, and in the event of its proving

to ‘be acceptable, T would feel myself suf‘h—

‘ciently remunerated.

For the supply of several books, informa-
tions, as well as ready help, T have been
highly indebted to the kindness of Rajah
Sourindro Mohun Tagore, President, Bengal
Music School ; and my cordial thanks are also
due to my worthy teacher Baboo Kally
Prossono  Banerjee of that Institution for
his teaching me music while I was a student,
and, at my special solicitation, taking him-
sell the trouble of explaining the European
system of notation.

CALCUTTA,
L. N. GHOSI,

Noomartolly, June, 30, 1871,
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THE MUSIC
M.U“ILAL NOTA‘TION

VARIOUS COUNTRIL,,

(ALPHABETICALLY ARRANGED.)
"

. I.—ATFRICA.

I esome countries of Africa, the diatonic and
pentatonic scdlts are frequently used.

Hottentots in South Africa are very much fond
of these scales like the natives of the Polynesian
Islands. The Negro tribes in Western, Eastern,
and Southern Africa, viz.,, the Ashantis, Woloffs,
Mandingos, and others, have various songs in mixed
times but have yet a very rude system of musical
notation.

The Dalomans or the people of Dakomey in Africa
are said to possess musical cars. They can distinguish
musical notes if played or sung from a little distance.

Commander F. E. Forbes, in Vol. I, page 87, of

his work, Dahomey and the Dahomans, remarks,

“How quickly the blagk ear catches a tune.” The

Dahomang ought to be praised for their having a

conception of musical notes which we call soor-

boda. 'Those, who are deprived of this power, will
L ]
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IL—AMERICA.

In America nearly all the foreign races who
settled there hilve comparatively | preserved more or
Jess theirwn music. N
In Mexico and other places, the Spaniards have,

never be able to distinguish the musical tones—
to note down their own or foreign airs and to appre.
ciate them properly.

In Hindoostan we do not call them to be good
practical musicians who are deficient in this respect,
as also in Loyboda or the conception of time, which
is called Taul in Hindoo music.

Our musicians exert from the beginning of theiy
study to be masters of these two principal parts,
and specially of the former, i e., Soorboda ; their
attention is closely drawn to perceive by the ear
the difference of tones, semi tones, and quarte
tones for the purpose of understanding the distine.
tion existing between any two Rdgs or Riginees.

To possess a musical ear requires long practice

introduced their Bolero song and dances.  In Brazil,
the Modinha songs of the Portugese are in regular
practice together with the modes of common and triple
times. Some of the Indians of America still possess
the musical notation inherited from their ancestors,
vide Mr. Catlin George’s work respecting the music of
the American Indians. He has said that the North
Anferjcan Indians though less advanced in music,
use signs writen upon birch-bark to recollect their
national tunes. There are various signs of which
1 put one of two for the inspection of the readers.
This symbol % indicates that the air or song
should continue ; and this % signifies to raise the
voice an octave higher.
copied many American figures which he called

and self-exertion.  Siren and other instruments
alone cannot improve our ears though they may help
us a great deal.

The females of Africa are accustomed to singing
Winwood Reade, Esq., in his work, The Savage Dr. Schooleraft has
Africa, pp. 228, 245, has mentioned about the

113 -} ) E2)
. mnemonic sy sic.
following song of a Negro mother to her babe :— yrmbols for music

These figures are mere drawings of the Sun, Moon,
Venus, &e., applied in the American songs for the
purpose of recording and recalling to the mind of a
vocalist & complete song.

“Why dost thou weep, my child ?

The sky is bright, the sun is shining : why dost thou weep?

Go to thy father ; he loves thee, go, tell him why thou wecpest|

What ! thou weepest still? thy father loves thee ; I caress thee;
yet still thou art sad,

Tell me then, nfy child, why dost thou weep ?”

IILARABIA.

Tur agcounts of the musical system used by the
Persians and Arabians, are not very satisfactory.
The Arabs are said to be the first writers who treated

. p €SSSC,
A e BRARY

Such kind of songs are really natural and advan-
tageous to all as they can elevate the taste for music
and power for attaining social refinement.
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music scientifically, but the system much ‘resem-
bles that of the Hindoos. They use quarter tones
like us.

M. Ginguené has said that ““The Arabian Music
is all poriormgd in quarter tones, and like other
" Oriental people ‘they mnever pass from one sound
to another, however distant, either in the ascending
or descending scale, without running through all the
intermediate intervals ; and these continual slides of
the voice constitute in their opinion the charm and
grace of their melody. They have no knowledge of
harmony and in their concerts all the parts are pei-
formed in unisons and octaves.”

I have also learnt
that while the Arabs were wandering tribes, there
was no cultivation of music among them ; simply
they used some rude species of songs to encourage
and excite their camels on long and tiresome jour-
neys. ]
One of those songs is quoted below fiom the
Veiled Prophet of Khorassan, with its foot note.

*Yet hark ! what discords now, of every kind,
Shouts, laughs, and screams are revelling in the wind ;
The neigh of cavalry ;—the tinkling throngs

Of laden camels and their drivers’ songs.

“The camel driver follows the camels, singing,
and sometimes playing upon his pipe; the louder
he sings and pipes the faster the camels go. Nay,
they will stand still when he.gives over his music.”
The Arabs, in fact, do not possess any- authentic
proofs as to their having cultivated music prior to
the Hindoos. - They acquired a taste for it and

‘has been confrmed in the

. 5 ;

D .
other fine arts after their coming to be known as
conquerors among the nations of the world. This

Arabian Treatise on

Music, that “* After the spread of Tflamism, on becom-

ing masters of the world, the Akabs acquired a
taste for the pleasures of life,—they’became polished
and refined. Bagdad became the centre of good
plays were performed, acted in costume ;
musical instruments and various kinds of dances
were invented ; and under the fostering care of
Haroun-al-Raschid, name is familiar to
evefy one in connection with the fascinating tales,
The Arabian Nights, a knowledge of them soon

spread through those countries which had any inter-

musid ;

whose

course with Arabia.” Among all the Arabic musi-
cal works the one by Mikhael Meshakah of Damascus
is said to be the best and useful. This work has
been partly translated by LEli Smith, Esq., who says
that the notation of the Arabs is written in their own
character, i. e., alphabetical like our old system of
Sumeshur.

Arthur Whitten, Esq., said, that ¢ Their manner of
noting music is by forming an oblong rectangle,
nlmh is divided by seven lines perpendicular to its
sides, representing, together with the two extreme
lines, eight intervals. Each line is of a different
‘colour, and bears a separate name and number, which,
compared with our simple system of notation, is ex-
tremely domplex.” But,inmy opinion the Arab music
is taught orally as well as by means of notation.
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I[V.—ARMENIA.

Tun music of the Armenians is good and from the
treatise of Alishan’s Armenian popular songs we can
find that tlm}(f, had signs applicable to ¢ficir music:
In their hymn bhooks there are signs placed upon the
words of the songs just like the hooks, curves,
angles and lines, &e.

"

V.—ASSYRIA.

Tur Assyrians are very hm-d-working men, and
proficient in all kinds of arts.. Their taste for music
was great. M. Rollin, Esq., states, in his Andient
History, Book 1V, Secc. IT, page 174, <hat, “It is no
wonder, if, in acountry like Asia, addicted to pleasure,
to luxury, and to voluptuousness, music, which gives
the chief zest to such enjoyments, was in high esteem,
and cultivated with great application.  The veryl
names of the principal styles of ancient mnsié, which |
the modern has still preserved, namely, the Doric,
Phrygian, Lydian, Tonian, and Aiolian, sufficiently
indicate the place where it had its origin ; or
where it was improved and brought to perfection.
We learn from Holy Scripture, that in Laban’s time
instrumental music was much in use in the country
where he dwelt, that is, in Mesopotamia ; since,
among the other reproaches.lie makes to his son-in-
law Jacob, he complains, that by his precipitate
flight, he had put it out of his power to conduct
him and his family « with mirth and with songs, with

at least,

. 2 7 )

. ) . -
tabret and with harp.”  1In D(ll}‘ICl T, 4 and 5, there
is a passage as follows. ““Then an herald cried alond,

"To you it is eommanded, O people, nations and lan-

guages, t,\:ﬁw at what time ye hear’ the sound of the.
cornet, flute, harp, sackbut, psalter} dulcimer, and
all kinds of music, ye fall down dnd worship the
golden image that Nebuchadnezzar the King hath
set up.”  All these facts corroborate that the music
of the Assyrians and other ancient nations of Asia
flourished and decayed while Europe was in a state
of darkness and barbarity. Irom an carly period it
was'highly estcemed and encouraged by them and
thaf it formed a principal feature in all kinds of cere-
monies. The musical scales of the Assyrians are
almost like the Indians, Chinese, Japanese, Burmese,
and others, Their melodies are
simple, and impressive.
have compared many of them which are composed
in the» Pentatonic scale with that of the old and
much admired Scottish airs notwithstanding a great
difference that exists between them with regard to
their respective musical compositions, time, modu-

lation, &e.

very  soothing,

Several European musicians

The Assyrian airs may in some respeet agree with
those that are composed in the Orud,* species of
Hindoo Régs and Raginees.

The Assyrians, Ibelieve, had some kind of musical

,

* The Sam¥erit term Orub means five, i. c.. a Rig in which five mnsi('nl
notes are used, but the Orub species of Hindoo R and Riginces differ
each other in certain poifits. Though they contain five notes, yet they
ar¢ not exactly like the Buropean Pentatonie Seale,
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notation as it will appear from the following extract
from Sir Henry Rawlinson’s Letter, dated April 1853,
~that “On the clay
Ninevali, and whiclf now are to be u)unted/by thou-
sands, there are explanatory treatises on .leo\t every
subject under thee sun ; the art of writing, gram-
mars and dictionaries, notation, weights and mea-

sures, divisions of time, chronology, astrortomy,
geography, history,

&e.”

mythaology, geology, botany,

L
VI.—_BURMAH. .
Tur songs of the Burmese are consideredstS e
very melodious.  Captain James Low @nd Mr. Fowle
have translated several popular tunes of the Burmese

and Siamese which they presented to the Royal Asia-

tic Society of Great Britain and Ircland—both of

whom asserted that the Burmese and Siamese musi-
cal scales are like the Hindoos, and that each has a
musical notation of their own.

VIIL.-CEYLON.

Tue music of the Singhalese is- still similar to
that of the Hindoos.

Mr. Joinville has said, that “music appears to
have been formerly cultivated in Ceylon and reduced
into principles.” In Asiatic Researches, Vol. VII, page
399, it has been mentioned that “ There are pieces of
music to be seen in regular notes in some of the old

L

tablets which wt have found :1t'

. work, “Voyages d Peking,

. ' 9 i
»
books in the Pali tongue.” » I can safd) remark
_that the names of the seven musical notes of Ceylon
are identical with those of Hindqostan.
. N\ ' 3
d VIIIL—CHINA.

Tue Chinese have seven musical notes, but the
Rev. E. W. Syle wrote in English nine, including
one andahalfo(,tavea, viz., ho, 7', yih, zanyg, tsei, koong,
van, liew, 00, which correspond with the French
pronunciation of De Guignes', ko, se, Y, c/um(], tche,
Imng, Jan, liew, ou. They are denoted in Chinese
chamctbrs, thus :—

XY U LR IR

The Chinesd notation seems to be, therefore, alpha-
betical. They have several signs for time and other
purposes relative to music which are to be found in the
Manille, et I'Tle de F France,”
Paris, 1808, Atlas No. 92, by M. De Guignes.
of which are only rnpro:entul below.

This sign ¢ ~ is for the repetition of a note.
This ¥ signifies a pause. This L> a rest. These O
and K are put behind the notes for the regulation of
time. This ) is placed below a note to double its dura-
tion, and this—means the completion of an air or song.

Like the " Hindoos the Chinese held music in the
highest perfection, and called it to be “ The science of
sciences, the rich source whence all others spring.

They use'music in their festivals, marriages, bu‘ths,
theames

Some

and religious ccremonies, &e. But, we
regret:’ the loss of their musical works which were

B
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burnt some 2,000 years ago by the order of" the
Emperor Shihuang-ti, though we know not why ?
Bishop Hurd, in his Voyage to China, remarked,

11 »

°

»
and other Asiatic nations, do not like European
music. W. C. Stafford, Esq., has said, that “The
Chinese shewkd the most marked indifference for

that the music of the Chinese is like the~Grecians. {8 * English¥music when they heard Lord Macartney’s

Dr. Lind, who dwelt for years in China, assured
Dr. Burney that the melodies he had heard bore a
strong similarity to the old Scottish tunes, but The
Abbé Roussier observed, that ¢ It is not my intention
to insinuate by this, that the one nation had its
music from the other, or that either was obliged to
ancient Greece for its melody, though there is a
strong resemblance in all three. The similarity,
however, proves them all to be very natural 4nd
more ancient than they seem to be.” =

I may be here allowed to state that tﬁe music of
the Chinese as well as of the Hindoos was from
ancient time in a state of highest perfection, and
that neither of them was indebted to Greece. Though
the progress of music is much less at the present
time among the Chinese and Hindoos, yet both of
them still possess praiseworthy characteristics for
not having as yet undergone any change under the
influence of foreign system. I am also of the same
opinion with Arthur Whitten, Esq., ‘who said that
¢ The Chinese are extremely tenacious of old customs:
and this favors the idea of the high antiquity of this.
simple music, in other words, that it owes its origin
to China rather than to Scotland.” !

To my greatest delight some European writers
have faithfully remarked, that the Hindoos, Cl)l'mese,

band, observing that it was not ‘hade for Chinese
ears; and in this, as in other 'n‘lstances, they but
follo.w the example of their ancestors: for Pere
Amiot and Father Semedo notice their contempt for
European music in their days. The former had two
of Rameau’s best pieces, Les Sauvages and Les
Cyclopes, played to them, and was surprised to
find that they made little impression upon the
audlignee.  Yet they scemed perfectly well aware of
what ought te be the effect of music : for one of them
said, after the performance was over, ¢ Our melodies
go from the ear to the heart, and from the heart to:
the mind ; we feel them ; we understand them ; but
the music which you have just played we neither
feel nor understand—it does not move us.” He
farther observed,  Music is the language of feeling,
all our passions have their corresponding tones and
proper language ; and therefore music, to be good,
must be in accord with the passion it pretends to
express.” A. European, on the other hand, I
should remark, is equally justified.in disliking the
‘melodies of the Asiatic nations or Rigs and -
Riginees of the Hindoos. We are assured he will
never be able to appreciate them even having a con-
siderable knowledge of the science of Acoustics
unless he commences from an early age with the
practace of music of any of the Asiatic countries
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notwithstanding he may pretend to know and un.
derstand much about it after a mere cursory view of

the frets of certain musml instrument and calculat.
ing the vibration number of the seven mugital notes
and their 1nte1vwl.:.

IX.—DAMASCUS.
Dr. FrANKL states that the music of Damascus is like
the Hebrews. The natives of Damascus are always

in the habit of singing religious songs composed of

different languages such as, Hebrew, Arabic, &c.
Their notation is so much popular that several writers
ascertain that the system of notation employed in the
Greek Church is ascribed to St. John of Damaseus who
is reported by some to have been the inventor of several
signs and characters of the alphabet ap ranged in
different ways for notation in the eighth century.

X.—EGYPT. i

Ecyer may be called the fountain from which
music and all other arts and sciences were diffused
over the greater part of Europe. The Egyptians are
still said to have been the inventors of numerous
musical instruments. Mercury is said to have been
the inventor of Lyre, &c., but I am fully convinced that
the most of their instruments were borrowed from
India as will appear from the following remarks.
of Dr. C. F. Rimbault, .. p., on the subject of stringed
instruments, that :—¢ Remembemw that «Solomon
obtained wood for his psalteries by distant commerce,
it is remarkable that the wood of this instrument is
what Rosellini calls, ¢ A Mahogany (Swietana ) from

i 13 ,

L]
the Bast Indies and which the Egyptians must have
obtained through commercial channels.”

Mr. F. J. Fetis has said on thc subject of his
Bow instruments, that .—¢ Indn apl)efus to have ’
given birth to bow instruments :mrl to have made
them known to other parts of A\sn, and afterwards
to Burope. There no conjecture is needed, for the
instruments themselves exist and still preserve the
characteristies of their native originality.” He has
further said that there is nothing in the West
which has not gone from the Kast.”” This is indeed
very true, since the Bible, the life, and soul of
the *Western nations has been transmitted from
the East to the West.
enharmonic scale like the Indians,
Persians.  And, from the most ancient time, hierogly-
plucs were used by them for noting down their
SOIIC% Specmlcns of which have been given below.

2 o
.72

o E

The Egyptians used the
Arabians, and

L I )
AveAon |
. Nv\*««.‘ (111 \
e
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Thrash ye for yourselves,
Thrash ye for yourselves, O oxen,
Thrash ye for yourselves,
Thrash ye for yourselves,
The straw which is yours,
The corn which is your mns,ter's.

Hi tén én tén

Hi tén én tén 400"
Hi tén ¢én tén

Hi tén én tén
Téh4 &r Ama

Kha ¢n nébh in,

The above.ts an extract from the Song of the
thrashers given 4n the Introduction to the Study of
the Egyptian Hieroglyphs, by Dr. S. Birch, page 266.
The system of hieroglyphics in music is properly

speaking very imperfect.

XI.—FALASHAS.

Tue Falashas are reckoned to be a kind of Hebrew
Their present state of music
differ very much from that of their brethren in

sect in Abyssinia.

India, Cochin, China, Jerusalem, Bgypt, Poland,

Galicia, Barbary States, Germany, Tangier, Turkey

and other places.

We regret that they have ignored their old customs

and rules specially in not using music in religious per-
formances.

Trumpets.” For this particular reason I believe some

writers have doubted whether they still profess

the ¢« Jewish faith.” Dr. Latham said that their
peculiarities in music, religion, &ct., have a close
connection with those of the Ghas, a negro tribe.

XII.—GREECE.
Tue old enharmonic genus of the (reeks are
almost like the Hindoos. The ancient Greeks had

a very rude system of musical notation which con-
LS

Rev. H. A. Stern remarked that they]
even do not blow the Shophar at the ¢ Feast of

16 ]

sisted of a rod or a piece“ of wgod in which notches
had been cut in various shape. But, this system
will appear less’rude than a similar one which is still
in existente,among the low and ignorant men of the *
rural districts of some Europeon countries. Ona
reference to The Bardic Museum bj; Edward Jones,
London 1802 page 4 it will be found that this kind of
notation is in use among the blind bards of certain
Celtic races,
serves to recall to mind their national songs as well

as poetry.

The notched wood system of notation

‘Dr. Burney and Mr. Fetis have said that the
Greéks of the middle ages used the characters of
the demotic alphabet to determine the duration of
notes, &c., of which Dr. Burney gave specimensin
his History of Music,—See Vol. II, page 50.

. Mr. Fetis said, ¢ After this detailed analysis of the

system of notation employed in the music of the

“Greek Church, and after comparing its signs with

those of the demotic character in use among the
Egyptians, can we for a moment doubt that the
invention of this notation is to be ascribed to that
ancient people, and not to St. John of Damascus?”
Further he remarked that, “I have not the least
doubt that this musical notation belonged to ancient
Egypt.” But, Mr. C. Fauriel states that the
Greeks learnt philosophy, music, painting, and all
other sciences and arts from Pythagoras who came to
India. T cannot, therefore, refrain from remarking

here that before the time of Pythagoras, there was
L ]
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no alphabetical system of notation in Greeece. In
Encyclopaxdia Britanica, it has been plainly written,
“ That Pythagoras borrowed from them the greater
“part of his mysticaf philosophy, his notions respecting
the properties “of numbers as expressive of physical
.laws, his doctrine of the transmigration of souls, and
the arguments by which he inculcated the unlawful.
ness of eating animal food, seems to admit of no
doubt whatever ; for all these things are of the very
essence of Brahminism, and are to this hour taught
and enforced by the sacred order in India.” Pro-
fessor Khetter Mohun Gosswamee has also said 'in
page 75 of his work, Sangitsara, that the alphabétical
system of notation which was used by the Greeks
had been borrowed from India. I cannot, however,
believe that the Greeks borrowed the* alphabetical

system of mnotation from the Egyptians as stated by

Mr. Fetis. In American Encyclopeedia, Vol. IX, it has'
been stated, that 2,000 years before the Christian:

era there was no cultivation of music in Egypt. If
this statement be true, how then can it be possible
that the Greeks borrowed the alphabetical system of
notation from the Egyptians. Hence I can infer that
the system of notation in question is surely an imita-
tion of the Sanscrit system existed in India long.
before the cultivation of music in Egypt and the time
of Pythagoras. But, in the course of time the manners
and customs of the Greeks as well as their Sciences
and Arts have been altered to a different shape and
improved to a greater extent than that of India

L

¢ equal to that of the people of Asia.
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o
which commenced to decay from the time of Alex-

ander, as she was successively placed under the sway

.o

of different cohquerors. )

Several. ancient historians havg confirmed this
fact, that the transmigration of Asiatic music into
Europe was made through Greece. They said, that
the Gireek musical instruments were identical with
the Indian ones, which are now transformed into
different shapes in different countries by means of
improvement. It has been also remarked by some
modern writers, that the names of the three ancient
modes, known as Dorian, Phrygian, Lydian, Eolian
and +Ionian, corroborate that the music of the
Greeks was “originally obtained from Asia Minor
and Egypt, and that the inhabitants of Egypt were
regarded Dy the ancients, as an Asiatic nation, as

their language was a part of the Semitic, the

Hebrew, and the Assyrian, and their manners almost
' Again, some
authors assert, that Sido, a Pheenician woman, first
brought music into Greece.

“ Thus Latcan sings :—

Pheenicians first, if ancient fame be true,

The sacred mystery of letters knew ; .
They first, by sound, in various lines design’d,

Exprest the meaning of the thinking mind ;

The power of words by figures rude convey'd,

And uscful science uv?rlastiug made,”

From these, and several other historical evidences
We can conclude with diffidence, that Greece in its
infancy was more indebted to India for the im-

L c
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provement and civilizatiox; of her sons than to
Egypt or any other country. It is she, who in
particular sent out to India, Pythagotas and some
men of intellect, to Work in her (India’ s) dnvaluable
mines of knowledrrc and carry an unlimited amount
of wealth to her own untaught and unwealthy land.

0

XIII.-HEBREW.

In Hebrew music there are curious theories and
symbols of notation. The Hebrews or Jews are
well acquainted with singing, but they pronounce
the notes by the accents of their vowels which do not
altogether displease our ears. They have hwrmony,
which differs very much from the European combinas-
tion.of notes. The Hebrews are very fond of their
national airs, so that, even during their captivity in

Egypt, they sang their own melodies for the pur- -

pose of allevmtma their sorrows and softening
their pains. Arthur Whitten, Esq., informs us
that the Hebrews “ During their bondage and tri-
bulation in Egypt, which lasted 215 years, the
melodies sung in happier days were'not forgotten,
but silently cherished as medicine to the breaking
heart.”

There is a charm, a power, that sways the breast ;
Bids every passion revel or be still ;
Inspires with rage, or all our cares dissolve ;
Can soothe distraction, and‘almost despair,—
That power is music.—ARMSTRONG,

But their sorrows were forgotten when, at last,
after the passage of the Red Sea, they were pér-
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mitted to regain in sa,fgty the shores of Arabia.
_Then their lamentations gave way to an outpouring
“of joyful thanksgiving . expxessed in an anthem
«rising jubjlant to the heavens. ’ A universal hymn,
whick for beauty and majesty, ha; no equal in the
language of any nation, chanted by six hundred
thousand voices blending in a massive chorus, pro-
dlaiming the boundless mercy of God to his chosen
people. ¢ Who is like unto Thee, O Lord, among
the gods2 ‘Who is like Thee glorious in hohness
fearful in praises, doing wonders? The Lord shall
feign for ever and ever.” We cannot realize the
sublime effect of this concert, the imagination soars
to those realms where all glorified and risen men
all the hosts of angels, unite in their heavenly
~ Hallelujaht. In the performance of this ode the
people were divided into two great choirs, Moses.
~and Aaron being at the head of the men, and
. Miriam at the head of the women. The passage
tuns :  ““ And Miriam the prophetess took a timbrel
in her hand, and all the women went out after her
with timbrels, and with dances. ex. xv; 20. Here,
then, we have the fact clearly stated that both men
and women took part in the song; from which we
may gather that the principles of music were gener-
ally diffused amongst the people, and not confined to
religious services alone, or to any particular class
of men.” Their music is closely connected with
that of their neighbouring nation, the Assyrians.
The Hebrews even during the Babylonian capti-

[
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vity made no modlﬁcatwn in their music, although
they adopted the Chaldzen language. They are, in.
deed, highly remarkable for preserviny their national
music which oughtv to be an example to wll lovers,
of nationality. ‘It would be also borne in mind,
that those men who do not wish or like to preserveit,
are deserving of all contempt.

XIV.—INCA PERUVIA.

Tue music of the Inca Peruvians is like the Aztecs
in Mexico. The Pentatonic Scale is in much use
among them, and their musical signs are somewhat
like the North-Americzm Indians. .

XV.—JAPAN.

Tue songs of the Japanese are mostly religious. .
I quote below the translation of one of their songs, |

vide Manners and Customs of the Japanese in the
nineteenth century, ete., New York, 1845, page 214.
“ Upright in heart be thou, and pure,
So shall the blessing of God
Through eternity be upon thee ;
Clamorous prayers shall not avail,
But truly a clear conscience,
That worships and fears in silence.”
With regard to their notation, Mr. Saris states
in his account of the year 1611, that “ Their tunes
were pricked.”
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XVIL—KAMTSCHATKA.

Tue music of Kamtschatka is not good. The
Kamtschadales have certain number of songs famous

in the mame of Aangitsch songs. These songs’

were said to have originated from the combination
of some notes produced by a flock of Aangitsch or
water birds in Kamtschatka. George Wilhelm
Steller, has only said something about their music,
but no mention is made about their notation. I can
conceive, that the Kamtschadales had at least some
rude signs for recording music.

« . XVIL—LOO-CHOO ISLAND.

Tue music of the Loo-Choo Islanders is like
the savage nations. Their dancing is remarked by
” because they jump
fariously upon one leg. This kind of dancing is
very rude, and it may be compared with the Kanga-

several writers as “ hooping,

L.roo dance of the Australians, Buffalo dance of the

North American Indians, and the Bear dance of the
people of Kamtschatka. Various musical historians
have remarked that these peculiar dances were imi-
tated from the movements of some animals, viz.,
buffalo, bear, &e., while the people of the above
places were perfectly barbarous.

XVIIL.-MALAYS.
Tue songs of the Malays of the Indian Archipelago
are beautiful, and their females are well accustomed
to sing songs.
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John Crawford, ‘_Esq.,‘stuted in his History of
the Indian Archipelago that “The dancing of the
Malays and other Asiatic people “is neither gay
nor amimated.” 4Several other Europeaa writers
have similarly” remarked that they do not Jike our
singing and dancing just as our countrymen are in
the habit of disliking European ones. The cause of
this mutual distaste is principally owing to the
difference of taste, manners and customs, This, I
believe, will be confirmed by all reasonable men.

XIX.—NEW ZEALAND.-

Tur New Zealanders or Maories though addicted
to cannibalisin, are possessed of a fine ear for dis-
Mr. Davies tells
us, that the succession of intervals used by the

tinguishing the quater tones.

Maories is like the Lnharmonic genis of the ancient
Greeks and that he studied himself moresthan 20,
years to distingnish their songs for the purpose of being
competent to note down a large number of them in
the European system of notation by inventing new
and additional symbols. Councillor Tilesiug, alsoin-
forms us, that nations more barbarous than the natives
of Nukahiva, and other places in Asia intone dis-
tinctly quarter tones in their vocal music. It will
not be therefore a presumption on my part to remark,
that it is very difficult, thoutth not impracticable for
the Europeans to distinguish quarter tores by the
ears.

23
XX.—PERSIA.

. Loy after the conquest of Persia by the Arabs
A D. 641, the music of the Arabians and Persians
was said to have been amalgamated. .They still use
one-third tones or the short intervals like the Hin-
doos, who mode use of them from an ezﬁ-ly period.
Mr. Layard states that the Persians are indebted for
their civilization, religion, and sciences to the Assy-
“rians which I think may be true, but have to re-
mark, that the Persians have not borréwed music from
the Assyrians.  Prior to the incursion of India by
the Arabs A. p. 661, music was highly condemned
by them with regard to Islamism.  Arthur Whitten,
Esq., has also said that “ No sooner had the Arabs
conquered Persia and Mahomedan
dynasty than they sought to destroy every vestige of
the greatness ancient institutions. The
practice of any but the Mahomedan religion was for-
bidden :and the Parsces who refused to abandon the
ancient system of their ancestors were driven to the

established a

of her

plains of Kerman and Hindustan, and have been
wanderers ever sinece.  The Koran was to be the book
of books : all other learning being deemed useless to
the faith of Islum ; and it was decreed that all her
sacred records, her codes of law, the literature of the
ancient Magi, and the rich store of works on the
arts and sciences then extant should be com-
mitted to the flames. This ruthless act was duly
carried into effect ; and thus perished, in a
brief hour, the results of labour of successive
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generations, collected dur{ng a period of three thou-
sand years.” %0

Itis therefore difficult to give a faithful account
“of music pl'act.i(sod('in the ancient time by the Per
sians, but so far it  can be conjectured that many
Persian musical works have been translated from
the Sanserit books, Ragdurpun, Sangit Durpun,

)

Sangit Rutnakur, &e. From “Ramgully” a Persian
work on musical notation, we can find that the
system of notation used by the Persians is like the

old system of the Hindoos.

XXIL—SYMPHEROPOL.

TuE Jews of Sympheropol (a town in the Crimea)
are great lovers of music. Though %their musical
scales are not well known to us, yet they appear to
be those of the modern Hebrevws.

Singing, dancing, and playing instruments always’
take place in their wedding festival which is indeed
somewhat peculiar to the Europeans and other civi-
lized nations of the world. The custom of binding
the eyes of the bride and plunging her several times
into the water, is an extraordinary ond. L. D. Clarke,
Esq., in part first, page 547, of his “ Travels in various
countries,” remarked thus : ¢ After this, being again
dressed, she was led blind folded as before, to the house
of his parents, accompanied by all her friends, who
were singing, dancing, and performing music before
her. In the evening her intended husband was

P
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brought to her; but as long as the feast continued
she remained with her eyes hound.”
-~

I am, however, astonished forsnot, being -able to
‘
understand the motive why the eyes of the bride
were bound and dancing performed before her, while

~she could mot either see or enjoy properly the mu-

sical entertainments fixed for the wedding occasion.

XXIL—SANDWICII ISLAND.

Cue Sandwich Islanders ave in the habit of sing-
ing sacred songs. Captain Cook, in his Voyage to
the Pacific Ocean, remarked, that these Tslanders are
accustomed to sing hymns in chorus both in the
time of preparing and drinking Kava, a kind' of
liguor made out of the roots of certain pepper plant.
It would have been a matter of greater delight and
praise, had these Islanders used to sing songs in
some solemn and religious affairs than in drinking
or amusing in such sluggish entertainments.

XXIII.—THIBET.

Lixr the Hindoos, the Bhudists in T hibet perform
an annual ceremony in honor of their dead relatives
accompanied with music. . These Bhudists informed
Captain Samuel Turner, that their “music was writ-
ten down in characters which they learnt.”

—_—

//‘{«,4 e R
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XXIV.-THE YEZIDIS.

Tue Yezidis or devil-worshippers in Kurdistan |

sing religious Qymﬂns in Arabic, which are to be hard-
ly understood Ly any except their priests and chiefs,
Their musical entertainments are chiefly conducted
under the direction of Kawals, a class of priests who
manage themselves to play flutes and other musi-
cal instruments.

Mr. Layard remarks, that their music sometimes
appears to be very solemn, and sometimes too harsh
and unpleasant. )

XXV.—HINDOOSTAN.

Tuz music of Hindoostan (India) was highly
cultivated from the time of the heroic ages. It is
believed to have been ascribed to Gods, and that it
formed a main branch of study among the ancient
Rishies, who used to read Sam and Rig Vedas in mu-
sical tones, appertaining to certain Régs and Rigi-
nees.  There are six Rdgs and thirty-six Rdginees
in Hindoo music. To Mohadeva is ascribed the
creation of the five principal Rigs, Sree, Basanta,
Blyraba, Punchuma, and Mhaga ; and to Parbutty,
his wife, only one Rdg, the Nat Narayuna. Each of
these Rédgs have six consorty, called Rdginees, which
have been again multiplied to an unlimited number.
W. C. Stafford, Esq., has correctly said, that our Rdgs
and Rdginees are very numerous, and which amounted
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t016,000. The Sanscrit names only of thesix Rigs and
thirty-six Riginces, are given in the table below :—
g i

Names of the six consoyts of each of the Rags, »

Names of she six
o R

. called Ragi nges.
= S
Sree .| Malasree, Friboni, Gouri, Kedari, Mudhoomadhubi,
and Pahari.
Basanta .| Desi, Doybogiri, Boyrati, Torika, Lulita, aud Hin-

doli.

.| Bhoyrobi, Bangali, Soyundobi, Ramkiri, Goojri, and
Goonkiri.

+| Bivasa, Bhoopali, Kurnati, Pathungsika, Malobi, and
Putomunjori.

.| Mullahri, Souroti, Sahari, Kowsiki, CGrandharee, and
Hurrosringhar.

.| Kamodi, Kulliabni, Ahviri, Natika, Sarungee, and
Hambiri.

Bhyraba
Punchuma

Mhaga

Nat Narayuna

®

The above table was inserted in my subject on
Hindoo musics which appeared in the ¢ Englishman”
of the 4th October, 1873. On a kind reference to
that article, tny learned readers will be able to know,
in short, the Hindoo Shurograms compared with the
European scales—the divisions and sub-divisions of
-Régs and Réginees—the description of Alaps, Gits,
Gutts, Songs, Tauls, and musical instruments, &e.

I think it my duty to record here, that I am high-
ly indebted to some of our respectable European
patrons and encouragers of Hindoo music, who-
kindly appreciated my article named above, and de-
sired me to reprint the same in pamphlet form, which
Isoon wish to do for circulation amongst them.
Now, T have the pleasure to state, that our seven
musical notes of the Pracrita Shurogram,* viz., Sadja,
Risava, Gandhara, Muddhuma, Punchuma, b/]"/l'lll’!l,

* Pracrita Shurogram means the natural scale,
» >
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Nishada, or their initial letters Sa, R, Guh, Muh, Puh,
Dha, Nee, correspond with the English notes C, D, T,
¥, G, A, B, or Do, Re, Mi, I'a, Sol, La,"Si. The Eng.'
‘lish Diatonic Scalé¢ is like our Pracrita_ Shurogram
having five Sooyas 7.c. tones viz., Sa, Ri, Mul), Tul,
and Dha (C, D, F, G and A ), and two Urdha-
sooras, i. ¢., semitones, viz., Guh and Nee (E and B).

When these notes are divided into twelve' semi-
tones, they form our Bicrita Shurogram* like the
Lnglish Chromatic Scale, having Kamala, i. e., flat and
sharp (Zibra) Sooras. We use also the smaller
intervals than semitones, called Srooties, which e
almost like those of the Enharmonic Scale. They
are twenty-two in number in the gompass of our
Pracrita  Shurogram, as specified in the following
table with their respective names :— .

-l
3 3
Names of the Hindoo | = . ;JI S e . .
notes. £38% Sanscrit nemes of the Srootics,
Z .
Sa to Ri 4| Tibra, Koomudbuti, Mundah, Chundabuti.
Ri to Guh <+ 3 | Doyabuti, Runjonce, Rutika.

Guh to Muh 2 | Rowdri, Krodhi.

Muh to Puh

Puh to Tha

- ’ 4 | Bujrika, Prosarini, Priti, Mnrjn-nve.
J 4 | Khiti, Ruckta, Sundipiny, Allaponi.
\'

OF SROOTIES ... |

Dha to Nee 3 | Mundunti, Rohini, Rumiah,
Nee to Saof the next )
Suptuck or Hepta- | 2 | Oogra, Khovini.
chord ) ¢
A
ToTAL NUMBER | rf 55 -
(| 22

* Bicrita Shurogram means the artificial scale,

fe} »

-

Fromthesimple calealation ofthe numberof Srooties
we can form different kinds of scales.  About these
and  other inferesting matters regarding  Ilindoo
*Music, Sir William Jones, Sir \\'il'liuu‘l Ouselley, (ja];-'
tain N, A. Willard, Francis Fowke, Es.,J. D. Paterson,
Esq., Arthur Whitten, Esq., W. €. Stafford, [Esq., and
others have written treatises, &e., of whom the first
three’ gentlemen  are remarkably  known for hav-
ing written claborately on the subject.  But, the
informations being mostly eathered from the Maho-
medan Ostauds,* [ have found in them several mis-
itormed statements, of which one may be here
poititgd out from Sir William Jones’ Dissertation on
the musical nwdes of the Hindoos, given in Volume
I, of the Asiatic Rescarches.  Siv William Jones has
said, that our Sadju or Sa corresponds with the Eng-
lish A, It would have been corrcct had he stated
that onr Sadju or Sit is synonimous with the Lnglish
«C. We must not however put Siv William Jones to
blame as we believe, he must have surely  been
guided by Pear Khan or some other Mahomedan
Ostands of his time, who had, of course. some private
motives in misdirecting him.  None will deny that
the most of the Mahomedan Ostauds are naturally
trained up to deeccive everybody, except their own
creatures, far the purpose of gaining their livelihood
and keeping a mystery in their musical teachings.
Sir William Jones has sadly mistaken the Iindoo Rég
or Rdginec for mode, which should Lave been properly

*Ostands mean Teachers, (generally meant for those who teach music.)

w >
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called 7"hat as explained by Captain N., Augustus
Willard, that, ¢ The word “mode” may be taken in,

two ditfcrent signi{ﬁcntiuns‘ the one omploy'mg man-
ner of style, and the other a key,® and strictly’
speaking, this latfer is the sense in which it is wsually
understood in music. Mode in the language of the

musicians of this country is, in my opinion, termed

T’hat, and not Rig or Rdginee, the signification of

which terms should be limited to that, given by Dr. *
Carey. As amongst us there are two modes, the
major or the minor, so the natives have a certain
number of T’hats, to each of which two or more
Rags or Raginces are appropriated. If these rsig;'ni—
fied mode, each should require a difftrent arrange-
ment, which is certainly not the case. Any one
may convince himself of this, by procuring a per-
former on the Sitar. This instrament has move-
able frets, that are shifted from their places, so that
when the properly adjusted, the®
fingures of the left hand running over them, produce
those tones only which are proper for the mode to
which the frets have been transferred, and no other.
Let the Sitar-player be desired to play’ something
in the Raginee Uluya, and after lic has done that,
tell him to play some other Raginee, without altering
the frets, and it will be scen, that other
may be performed on the same T ’hat.

instrument is

laginees
On the other

* Mode, in music. A regular disposition of the airand accompaniments
relative to certain principal sounds upon which & pic ¥ ic is formed,
which are called the essential sounds of the mode—~ ENCYE. Brrr,
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hand, after he has played Ulaya, let him play Lulit,
or Toyrubee, or Cafiee, &e., and he will be obliged
to alter the 77hat or mode by shifting the fretg.
*This lll‘()‘\'C:‘) that the former are all i the same mode
or T%hat. It is true, that a Racinee is not to
be considered exactly in the same situation as a tune
is amongst us. It is not strictly a tune, according
to the acceptation of the word, as its definition given
o hereafter will shew. A T’hat comes nearest to what
with us is implied by a mode, and consists in deter-
mining the exact relative distances of the several
sbunds which constitute an octave, with respect to
each sother ; while the Ragince disposes of those
sounds in asgiven succession, and determines the
principal sounds. The same T *hat may be adapted
to several Raginees, by a different order of succes-
sion, whereas no Ragince can he played but in its
own proper T'hat. It is likewise not a song, for
< able performers can adapt the words of a song to
any Raginee, nor does a change of time destroy its
inherent quality, althougl it may so far disguise the
Raginee before an inexperienced ear as to appear a
different one.”’

C. B. Clarke, Esq., a. A., has also misrepresented
our Rdgs and Rdginees defining them to be modes
and tunes in his letter No. 868, dated 17th May
1873, to the Directorsof Public Instruction as well
+as in his subject on Bengalee music which .appeared
in the Caleutta Review, No. CXVI, April 1874.

In the concluding part of his subject on Bengalce
» L]
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music he has mentiened that, < It uses, besides the

major and minor modes, thirty-four nt])(r modes not,

i)

usad in European musie,” which nulocd seems to

me very much apsurd.  Tirvst of all, 1 weuld beg to’
remark that Hindoo music does not possess 36 modes,
and would thercfore direct my reader’s attention to
the correct number of Ridgs and Rdginees detailed in
the beginning of the subject, and that neither of them

can be equal in any way to the Luropean modes,

major or minor, as corroborated by the very able
remarks of Captain Willard quoted above.

. C. B. Clarke will really satisfy us if he could
name the two particular Rigs or Rdginees (s_«'l:a'ted
by him to be equal to the European méjor and minor
modes) with their proper scales inclusive of Ashiar,
Untora, Sunchai, and Alwvogue, used in 'A]((]m, if he
has any idea of them. We would also feel more in-

debted to him if he will take the trouble to mention

the names of the remaining thirty-four modes alluded * |

to in his last musical subject together with their Shuro-
grams, as we are still at a considerable loss to trace
from which of the Sanscrit authors such new and
marvellous informations, have been gathered whether
by his own researches or by informations conveyed
to him by his talented Bengalee friends and musicians.
With regard to his first letter, the Editor of the Hin-
doo Patriot justly remarked-in his paper of the 15th
September 1873, that, ¢ We
receipt of a Report on Hindoo Musie, by Mr. Clarke,
Inspector of Schools,

e lately acknowledged the

and although it is hased on

J

h

. E3
)

erroncous and imperfect information, it contains much
intelligent C]ltlbl sm, which is entitled to attention.
He has un"ummnfmy gone to a wrong shop for his
‘wares. He has based his report yon Babu Nobin
Chunder Dutt’s Sungit Ratnakur, which is simply an
ill-digested copy, indeed, originally an unacknow-
ledged appropriation of IProfessor Khetter Mohun
Sangitsar.  Mr. “that at
+ Dacca ke could not find any person, who could read

5 o .
Gossami’s Clarke says,

the music or play the tunes.” One gentleman was

 and he learnt
fitm him the method of tuning the sitara into vari-
He had

benefit of a sitting upon a harmonium of ¢ an Eng-

good enough to “ give him a morning,

ous’ odes of Hindoo music.” also the

lish-knowing Bengali lady.” With such imperfect
knowledge, *we are not surprised to see, Mr. Clarke
has come to the conclusion that ““the boatmen’s
chants are the only music in Bengal that can properly
.be calléd music.” If this is the opinion of many
Europeans, as Mr. Clarke says it is, we can only re-
gret it. Captain Willard, than whom no European
we may say has written more intelligently or appre-
ciatingly of Hindoo music, justly remarks, « if by
Hindoostance music is meant that medley of confu-
sion and noise, which consists of drums of different
sorts, and perhaps a fife—if the assertion be made by
such as have heard those only, I admit the assertion
in its full extent ; but i it be so asserted of all Hin-
doostanec‘music, or of all the beauties "which it

possesses or is susceptible of, I deny the charge. The
E
1 »
74
V/
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prepossession might arise from one or more of the

following causes ; first, ignorance, in which I include,

the one mot having had opportunities of hearing the
best performers:
against Hindoostanee music. .
its beauties from the second motive or otherwise.
Fourthly, incapacity of comprehension. It is plob-
ably not unﬁcquent that all these causes concur to

Thirdly, inattention to

produce the effect.”
the boatman’s song are equally efficient tests of the
merits of Hindoo music. If Mr. Clarke wishes to
know what form of music is peculiar to Bengal, we
can tell him that it is Kirtun.’ :
With the exception of the above ramarks of the
( Editor of the Hindoo Patriot, I am confident that my
intelligent readers will be highlyastonished when they
will hear more of Mr. Clarke’s opinion that the boat-
men or the Manjees of Bengal are versed in Sanserit.

Myr. Clarke’s knowledge therefore of both Sansecrit.

and Hindoo music proves to be very limited. e
has simply preferred our Gramia Gitikas or tl-le
pastoral songs to those superior ones so renowned in
their classic names, as Dhroopud, Kheal, Tuppa,
Chuttoorung, §c., possessing sufficient beauties and
difficalt characteristics. Leaving aside all the
minor parts, I beg to state, in short, that the twp
musical subjects of Mr. Clarke alluded to aboYe
are full of numerical matter and laws of acoustic,
which I consider not only difficult for wus to
understand, but  also for several Europeans who

o

Sccondly, natural prepossession

The sounds of the drum and .

o

. the Tyndall and Airy’s
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have mnot scientifically )lezunt the theory of sound
and the mode of determining ‘the laws of vibration,

“&c., as has been already remarked by the able

Editorof the Lnglishman, in his paper of -the 7th
May 1874, 'in reviewing Mr. Clarke’s subject on Ben-
oralee music, that, “There is much in the article
which it would be impossible for us to render in-
telligible to any one not possessed of a considerable
knowledge both of the theory of music, and the
acoustic laws on which it is founded.” In fact,
theory of sound can-
not be applied to our music, the subject them-
sdwes being far beyond the comprehension and
capamtles of even the senior students of this coun-
tly, and whlch Mr. Clarke has himself confessed
in para 8 of his letter No. 868, of the 17th May
1873, that “ the subject of sound is as yet considered
beyond the attainments of our honor . s in
Mathematics.” He has further remarked in para
7 of the same letter, that “Tyndall’s Treatise on
sound is in my opinion extremely superfluous so far
as the mathematical undulatory theory of sound
and music is concerned.” From the perusal of the
above remarks, my learned readers will surely arrive
at a conclusion, that Mr. Clarke is of the same
opinion with us, and not justified in discussing
with the nationalists (as he called us to be) on the
subject of Srooties in a principle so difficult and
foreign. ' Had Mr. Clarke had a competent know-
ledge of Sanscrit, the nationalists would have been

1 >
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.
exceedingly pleased to discuss with him on their
Sanscrit principle of thmmzwym ee and other W orks
on musical sound.

" But Mathematics, on the whole, has also very little o
to do with music in general, and which is not oyr in-
dependent opinion but of several European theorists
and professors of music. I beg to quote only one for
the present from Dr. G. Weber’s Work, who, as’a re-
nowned Professor of “ The Hollandic Union for the

Promotion of Music, &ec.,” wisely states, that, “For,

most teachers of musical composition imagine that .

the theory of musical composition must necessarily
be founded on harmoniec acoustics, and, on this =nc-
count, commence their books of insfruction with
arithmetical and algebrical problems and formulas !
But this seems to me, calling it by its proper name,
nothing else than a mass of empty vagaries and an

unscasonable retailing of erudition,—pedantry. For,
oue may be the profoundest musical composer, the
greatest contrapuntist ; one may be a Mozart, or a

Iaydn, a Bach or a Palestrina, without knowing
that a tone is to its fifth as 2 to 3 ; and it is, in my
honest conviction, a mistake of teachers of musical
composition, betraying a decided want of under-
standing of the subject, to mix, as they do, with the
doctrine of musical composition, such demonstrations
by fractions, powers, roots, and equations, and other
from which to proceed in
to me

mathematical formulas,
teaching “the theory of musical composition :
it appears just as it would for one to commence a
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course of instruction in pamtm}u, with the theory of

light- and colors, of straight and curved lines ;
musical instruction, with the study of harmony ; and
instruction in language, with the p]ulom)h} of’
speech ; or, to demonstrate the plmuples of grammar
to a child, inorder to teach him to say papa and
mamma.’’

I @m sure that all the musicians of our coun-

, try will be exceedingly surprised to hear that Mr.

Clarke has proved by the law of acoustic that we
have no the
Srooties fixed by our Sanscrit author is almost in-
It is a matter of pity that Mr. Clarke should
say :0 while several Luropean musicians who have

quarter-tone, and that number of

corn ect

travelled over the different parts of Asia appreciated
quarter-tones—not by their mathematical skill, but by
their ears only (which of course are the best mediums
to distinguish them.) M. Clarke again emphatically
remarks, that the Bengali musicians exhibit quarter-
tones on the sitara by flicking out the string, “so that
instead of a steady C, we can have a sound that rises
(there or thereabouts),
and
interrogates, “Can any Bengali singer be produced
who can sing the quater-tones between C and D,
and afterwards the third tones between G and A ?
I'will not say produced before me, as I am about
to pledge myself to a total disbelief in the whole
thing, but “before any competent professor of music
a8 Mr. Frye. I shall be excessively surprised if any

to the quarter-tone above
and descends again by a rapid slur to the C,”
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one Bengali singer can be produced who can eve : : :
g SeL ¢8 p "W nake an appointment with them.at some public place,

such “as, Town Ilall, &ec., to decide practically the
question of quarter-tone. Let this novel and the
most attractive matter be therefore demonstrated at

make the faintest approximation to success in. such
a feat, and 1 have heard many Bengali singers whj
appear  to cause 'the greatest delight to Bengal
musical audieu'ces, and whom I have been assured H o :
; ; ) » . once before a large audience composed of both
are among the most admired singers in all Bengal”
With respect to the above eriticisms I may be par
doned to refute that Mr. Clarke is decidedly »wrong
in only naming “the third tones between G and

foreigners and natives (of course, I mean those who
have had the competency of being proper arbitrators
in such musical controversy). Moreover, we hope,
Mr. Clarke should not deny what Arthur Whitten,
Esq., a good practical musician, remarked in his
musical subject on Hindoostan. “But I have yet to
obferve that, while our system of notation admits of
no Sound of less than half a tone, the Hindoos
in common with other ancient nations have quarter-
tones, thus rendering it most difficult of imitation
by Europeans. The execution of their music I hold
to be impossible to all except those who commence its
practice from a very early age.”
« Hence, in the broad face of statements and
facts delineated above, Mr. Clarke’s assumptions
as obtained from his first letter, No. 868, dated
17th May 1873, that “one gentleman was good
enough to give him one morning and he learnt
from him the method of tuning the sitara into
various modes of Hindoo music,” seem to be an
extraordinary one—more so in his having thus
had the competency of passing a final Jjudgment on
the most profoundest subject—the Hindoo music.
Depending however on his self-admitted problem,
may we not be permitted most humbly to ask, if

«

A’ since we could shew a fourth, wvide my Table
of Srooties, page 28. He must have either heax
the playing by some inferior musicians of  Bengul,
who could never have been well trained up in sitam
and could only have produced a twangi ng" effect
by their unmannerly and unpractised flicking of the
Nyucki or the main string, which perhaps did not pro
duce an exact quarter-tone, or Mr. Clarke could not
have appreciated it by his ears.  'We would, however,
be very glad to hear the names of the several nusi
cians whom Mr. Clarke has classified to be the most
admired ones in Bengal, as we do not reckon them t
be such, simply on the ground of their not having sue
ceeded to shew quarter-tones either in vocal or instrw
mental music. We leave to the readers to consider
how far we are correct in our supposition based o
the ground stated above, and cannot but state that
Mr. Clarke’s most admired singers must have been, asit
appears to us, the comimon Zczll¢lcl—sz712ge7's of the petly
villages and towns. The nationalists are, howeves
well prepared when it suits conveniently Mr, Clarkeb
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Mr. Clarke can confirm his assertion by displaying
practically his musical talents at playing the Hindoo
Riégs and Rzigincers on the sitara? We leave to his
good-self to fiy upon the earliest opportunity fof
doing so.

My attention being now directed to a more
important subject—the Hindoo notation (in which
Mr. Clarke is equally interested) I differ’ com-
menting further on the question of quarier-tone, &c.
At the present time when warm musical contro-
versies and discussions are in great agitation botlt
amongst ourselves and foreigners—involving qubs-
tions of grave importance on music, a short ascdunt
on the notation of owr country will not be an
unacceptable and uninteresting one.

It is a matter of great pity that "some of our
countrymen should still say that we had no system
of musical notation. It is more to be regretted as they
depend uselessly upon the words of our M ahomedan
Ostauds, that “ music cannot be noted on paper.”

With a view to expel that gloomy and vague ides
which has been firmly stamped in their minds, I
have the pleasure to shew in the next page an
exact copy of the old system of notation by
Sumeshur, given in page 87, of the Asiatic Re-
searches, Vol. III.

29
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The musical notes written in the specimen of our ori
ginal notation shewn in the preceding page, were in-
tended for one of the most beautiful odes of Joyadéva
in Rdg Vasanta, of which Sir William Jores, the most’
able and eminent Orientalist, has said in pages 85-86,
of the Asiatic Researches, Vol. II1, that, Tt would
give me pleasure to close this essay with several
specimens of old Indian airs from the Fifth Chapter

43 )
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3
noted the above Sanscrit song in English notation,
which, I humbly take the liberty to state, do not
appear to be a faithful representation of it, for the
‘reason assigned before, that he mide our Su equal {6
English A, and as the song is not quite complete, 1
have the pleasure to introduce to my readers the
entire ode in Bengali characters from one of the
recent works of Professor Khetter Mohun Gossawmee,

it 4 e e 8
of Soma; but I have leisure only to present you e €utitled “doyadéva’s (itgobindu.

with one of them in our own characters accompanied
with the original notes: I selected the mode of
Vasanta, because it was adopted by Joyadéva himslf
to the most beautiful of his Odes, and because "the
number of notes in Soma, compared with that of the
syllables in the Sanserit stanza, may lead us to guess,
that the strain‘itself was applied by the musician to
the very words of the poet. The words are :—

Lalita lavanga lata perisilana comala malaya samirf, z

Madhucara nicara carambita cdcila cijita cunja catiré f

Viharati heririha sarasa Vasanté

Nrityati yuvati Janéna saman sac'hi Virahi Janasya duranté.

‘While the soft gale of Malaya wafts perfume
from the beautiful clove-plant, and the recess of
each flowery arbour sweetly resounds with the
strains of the Cocile mingled with the murmurs of
the honey-making swarms, Heri dances, O lovely
friend, with a company of damsels in this vernal
season : a season full of delights, but painful to sepa:
rated lovers.’
On a reference to the Asiatic Researches, Vol. 11],

page 87,it will be found that Sir William Jones)has also
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Professor Khetter Mohun Gossawmee has corrccll)'
noted in his work above alluded to, all the S Sanserit,
songs of Joyadéva in his improved system of nota-
tion, which hav ¢, béen much approved by, most of the
learned musicians of Bengal. DBut, we are soyry to
notice, that several Mahomedan Ostauds say that it
is altogether impossible to write music, while their
predecessors in India have used and translated odr old
system of notation, in proof of which, the following

specimen is given from the Oriental Collections,
No. I, page 77, by Sir William Ousecley.
slam | Istaud.i.c., floi. 4
El Ro, quick. Sy
a8 Gusht,  quaver. iz

o baa Jumbaun, shake.
);«'-r Kasheed,
ZJL Thurrah,

lengthen, or continue the sound.
double, but not so quick as to be
confounded into one.
‘_»«,-Ja Teep ) Lither of these words marks the *
W l»f Kopaulee )
All these, I believe, will leave very little doubt as
to our having had a musical notation. We ought
not to rely therefore on the remarks of most of the
illiterate Mahomedan Ostauds as they and their advo-
cates always fancy themselves to be professors of
music, without having any scientific knowledge in
them and I am rest assured, that they will never come
to the way of improvement. As a proverb it is
known to all reasonable men that “A fool may

be ‘wiser in his own conceit than ten men who
< .

note to be raised an octave.

which we have simply heard.
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ean render a reason,’ and such, an one is very likely

¢

to be an everlasting fool ; and perhaps also it is a
silly shame that renders his folly incurable.”

“Tf fopls have ulcers, and their pri ide congeal "em,
They must have uleers still, for none can heal ‘em.”

Hence, in spite of all the prejudices of the igno-
rant Ostauds, we must know that music or any sub-
ject which we may wish to commit to memory ought
tolvc clearly written and drawn out into schemes, that
is, theoretically with tables, figures, maps, diagrams,

and notations, &e., for the purpose of assisting and im-

prpving the power of our memory. By this parti-
cular means, we can easily imprint on our minds the
matter and words of different subjects, History,
Geography, i\lgxt,honmtics, Natural Philosophy, Astro-
nomy, Music, Poetry, &c., and recollect them sooner
the more remarkable the writings may appear to the
eyes. Tt is a matter of truth, that something which
we have seen, is not so soon forgotten than that
For instance, we “can
learn far better and in a shorter time the names of the
sundry places of the earth by conversing with a
map than by reading the history of their position
some hundred times over and over in geographical
works, Several learned philosophers have therefore
reasonably said, that the power of the eye is greater
than that of the ear. There is also a very nice piece
of poetry to this effect.

« Sounds which address the ear are lost, and die
In onec short hour ; but that which strikes the eye
Lives long upon the mind ; the faithful sight
Ifngr:\\'csp(ho knowledoe with a beam of light.”
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Music, therefore, can be easily remembered from
notation than from any other source, and its multifa-
rious advantages being well known to my worthy read-
érs ; one thing only may be considered here, whether
a universal system of musical notation is practicable
and essential ? I think it is but very difficult to
convert the peculiar kinds of notations of the differ-
ent countries into one and a fixed system of nfusical
notation. It is indeed, more impracticable, not only for
the difference of taste, manners, customs, and religion,
but principally, for the different kinds of alphabets ine
use among various nations. It is most certain, thatss
long as the alphabets are not becoming universal, one
kind of musical notation cannot be adapted in the
world. Some one of us might say, that our present
Bengali notation cannot be used by ali for its rules
being written in Bengali characters, while others may
assert that the European system of notation is equally
unsuitable. As to be acquainted with the European,
system of notation, we are compelled to read the rules
before we enter into practice. Now, if rules are re-
quired to be written in different characters for the sake
of different notations how can it be probable to
introduce one kind of musical notation? For this
particular reason, we ought to consider in the begin-
ning, how to make the different alphabets equal and
then the notation. The world will undoubtedly de-
rive much advantagé from one kind of alphabet uni-
versally used than from an uniform system of mu-
sical notation. From the use of one kind of alphabet

|
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throughout the world, matters of much more import-
ance such as mutual conversation, and other affairs
relative to commerce will go on more smoothly and
‘prove serviceable to mankind than that of one parti-
cular kind of musical notation. As the question of
one kind of alphabet being used by all the nations of
the world,seems to us (with all reasonings) impossible;
the one in dispute, i e., the universal system of notation
But, so far
it may be conjectured that it will not be improbable at
atime when the alphabets, religion, manners and
cmdtoms  of every color and creed will be one
and the same. Forall these reasons, I believe, there
is no harm to follow and improve our old sys-
tem of mnotation by Sumeshur than to imitate a
foreign method by making additions and alterations
it.. I am sure, that if recommendation be
made to adopt the English system of notation, then
‘that will be of no use to us norto the Europ-
eans. Suppose, if we make some additional signs
for the purpose of noting down our musicin the
European system of notation, then it would do no
material good to the Buropeans particularly, because
they will not fully comprehend them unless they
are previously acquainted with the object for which
the new signs are invented. Consequently, it will
appear no less -difficult te them th'm our present sys-
tem of Bergali notation.

will as a maiter of course appear no less.

in

Besides, one or two signs are not quite sufficient to
set Hindoo music, in the European system of notation
¢ L T
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one or two characteristics as

since it does not possess
they are numerous in number used in Régs, "and
Réginees, Songs, Gutts, Tauls, &c., such as. Sresta-
I Krintuna,
Spurso-Krintuna, Shoma, Bishoma, Utita, Unaguta,
Aghata, and Birama, &c.

lunckara,* Sunjoyalunckara,t Moorchunnc:

Several European writers have confirmed this, and
some of whose opinions are quoted below for the
satisfaction of my inquisitive readers.

“A considerable difficulty is found in setting tq
music the Rdgs and Rdginees, as our system dges
not supply notes ‘or signs sufficiently expressive of
the almost imperceptible elevations and depressions
of the voice in those melodies ; of which the time is
broken and irregular.”—W. OuskrL:y.

*In Sanscrit music, Srestalunckara means one of the principal
ornaments of Gufts or tunes. Tt is gencrally called (her by the
musicians of our country, and the beauties of which are only produced
from the most skilful manner of striking with Mizrab, the small num®
ber of wires attached to the side-pegs of the Veena or the Sitara
instrument but always in accompaniment with the main ones (brass
and steel). Mizrab is a Persian word—to strike. It is a kind of
plectrum used on the top of the forefinger of the right hand to strike
the wires of the Sitara.

t Sunjogalunchara in Sanscrit means the combination of two or more
musical notes sounded together, but it is not exactly what is called n
English harmony. It bears a close connection with the Sanserit rules of
the combination of the seven primitive colors used in painting. The
principal parts of our Sunjogalunckara are termed Badi-Sunjoga, Unoo-
badi-Sunjoga, Sujatia-Badi, and Bijatia-Badi. ®

} The meaning of the words Moorchunna, Krintuna, Spurso-Krintuna,
Shoma, Bishoma, Utita, Unaguta, Aghata, and Biram=, used in Régs,
Tauls, i.e., time, and songs, &c., can partly be had from the Glossary
attached to the Captain Willard's Treatise on Hindoo Music. Some of
the above musical terms are, in my opinion, very diffienlt to be rendered
English, and cannot be perfectly understood unless practically illustrated,

'

L]

and the forma-
the
Nor are the. ancient

¢ Regarding the notation of “India
tion little
absence of written music.
Hindoo airs known to Europeans feom the impossi-

of scales is known. owing to

bility of setting them down according to our system
The scale is named after the do, re;
mi, Sha, Re, Ga, Ma, Pa, Dha, Nj,
the octave being named after the first of the scale.
The Hindoos have quarter-tones, a fact which renders
it still more difficult to express their music by our
‘own system.” . Orchestra, March 14th, 1868.
Jamilton Bard, Esq., who resided about twenty
yearsfin Caleutta when publishing his collection of the
“airs of HindBostzm,” candidly stated in his Preface,
that, “It has cost the compiler great pains to bring

of notations.

manner :

them into any form as to time.”

“Few of the ancient Hindoo airs are known to
Europeans, and it has been found impossible to set
‘them to music according to the modern system of
notation, as we have neither staves nor musical cha-
racters whereby the sounds may be accurately ex-

pressed.” —Arrnur Wiirren.

I have however noticed that we can probably
note down European airs in our improved system of
notation by Professor Khetter Mohun Gossawmee,
and which is so simple that it answers our purposes
very well, and that several of the learned community
take it to be the best and revised system of Bengalee
notation. The European system of notation is gener-
ally magde upsn five lines and four spaces called

[}
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Stave, upon which iiine notes can be written, but
:wcux'«ling to our present system of notation, we  cui
write 21 notes in our Stabaca, consisting of three,
lines intended for the three natural Saptacas or
Heptachords, viz., Udara, Moodara, and Tura. In
each line, we can note down seven notes belonging
to each of the Saptacas with the exception of oyr two
additional (ledger) lines, called Utcha- Ativicktaraka
end Ninna-Atiricktaraka as vepresented below.

EXAMPLE I ,
The Bengali Stabaca or Staff containing 21 notes of the three naturdl
Saptacas without Atirvicktarakas or ledger lines. »

c d e
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JXAMPLE I

I'he European Staff containing the above 21 notes with the assistance of »
tedeer lines below and above,
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Another thing is to be observed in European
notation, that the five lines do not include either the

* In the above example the line marked ®, contains 7 notes of the Udara
or the lower Saptaca, the one marked 3, contains those of the Moodara o
the middle Saptaca, and that which is marked =1, contains those of the
Zara or the higher Saptaca.  We have various signs for different purposes
in practice which we put below and above the musical notes writtén in
alphabets ‘instead of dots used in European notation, but the deseription of
which I think needless to be particularized here,
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fixed note C or the fixed note I, but they include
‘the-fixed note G, which is called the G clef or treble
elef, and in cases of writing for bass instruments or
voices, five lines more are required to place below the
treble clef called bass clef, which includes the fixed
note I' and makes in all ten lines, but according
to Ouscley’s work, eleven lines are also in use, i. e.,
one i1t the middle of the combination of the two staves
(treble and bass) to represent the fixed note C.
whatever be the written in these

Now, notes

celeven lines, called in English ¢ The Great Stave of

Bleven,” they can be noted in our three lines with the
assisfance of one or two Atricktarakas or ledger

lines. )

LFXAMPLE I1L

¢« The European Great Stave of Eleven.
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SXAMPLE 1V.
The Bengalee Stabaca with one ledger line called Nimna Atiricktaraka,
. (31 o T N cae f
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““L\'\l'illvu a line is put aboye our Stabaca, it is called Utuha-Atirick
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From the above examples it will be apparent that §| Rajah Sourindro Mohun Tugor@, are very useful to us
our notation is not very complex, and thut it doeswot, | with regard to notation and musical composition. I
occupy much more space and lines. But this docs have to congratulate them too highly for their labor
not prove againrt the European system of notatlon ~and study of Sanscrit works.’ It would be no
which is by all means an improved and a revised | exaggeration on my part to speak the truth, that
one, but suited to the Europeans only. Our system | before the publication of their works Sanéitsara,
of notation, however worse it may appear to other | Jantra Khettra Deepica, Mridunga Munjoree, &c.,
nations, is good and advantageous to us, and we should | there’were few persons who could state anything
not fail to seek the prospect of our own system, since § of the science of Hindoo Music, and its Sanscrit
that would be only reckoned to be more honorable than | principles. I am certain that even the Sanscrit terms
that of imitating any foreign method. o ofor the three Saptacas, viz., Udara, Moodara and

As I have already stated before, that every natiffn | Fera were foreign to us.

has its own system of notation, so we had ourtown. Sangitsam must be acknowledged to be the first
We have no need therefore of borrowihg any foreign | work, which ‘enabled us to know systematically of
system of notation, by inventing new signs while we | Hindoo music—its theory and practice.

have before us the old system of Sumeshur, improved From the perusal of Sangitsara and several other
by Professor Khetter Mohun Gossawmee, which has §| standard works in use in the Bengal Music School,
been considered to be the best by most of the respect- § several | intelligent persons of our country are now
able native gentlemen of Bengal. Professor Khetter f* capable of discussing upon the theory of Hindoo Music,
Mohun Gossawmee’s another small book of notation, | which was hitherto unknown tothem. The estab-
entitled the ¢ Aekatana” or the  Bengalee Concert,” § lishment of the Bengal Music School, on 3rd August,
published long before his va]uable work Sangitsara, § 1871, has doubtlessincreased an earnest desire amongst
has also been highly commended by several of our i our countrymen to learn music, and I entertain much
countrymen ; so much so, that it has been introduced J§ hopes, that its'number of students will be tenfold
in almost all the amateur native concerts, now honor- f§ greater than what at present is, and as a matter of
ing and assisting the best of our standing theatres in | consequence, many of whom will at a time be compe-
Caleutta. This is indeed a very good sign, that many | tent to diffuse musicaklear ning in different parts of
learned men of this country are advociting their India, when the names of both its founder Rajah
national airs and the notation. In fact, the musical ff Sourindro Mohun T: agore and DProfessor Khetter

works by Professor Khetter Mohun Gossawmee and | Mohun Gossawmee, will surely glitter all, around.
) . 3
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The Rajah has really done and is doing much  good
towards the revival of Ilindoo Music ; not onlyeat,
the expense of large sums of money, but also at the
sacrifice “of both corporeal and mcnlnl Jabor.  Ilis
name will resound as widely as expressed by Arthur
W hltten, Esq., in the latter part of his musical sul-
ject on Hindoostan, delivered at the Normal School,
Caleutta, 12th May, 1866, which must not be éut of
place to be quoted here
writings, as [

—“There are in your sacred
understand, faithful records of the
systems of music practised by your forcfathers. I,
would that I had words to stimulate some of ndy
hearers to make that knowledge known.  No trahs-
lation has yet been made of these ancient treatises.
Who is there among will

you who

portion of his leisure

give up some
daily to execute the task ?
You are all ambitious for distinction, for fame, for

celebrity ; then let me tell you that the name of

_airs,

that man who gives to the world the benefit of such
labor as I have will be spoken of in
every nation and language under the sun, as a
scholar and a musician ; and he will be justly esteem-
ed as a worthy laborer for the benefit of his fellow-
man and as an enlightened citizen of the world.”’

indicated,

I would also take this opportunity to record my
views, that our country owes too-much to the dis-
interested labor of the Rajah towards the improve-
ment of our national music, that is—

A debt immense of endless gratitude,”
Andyould beg to close my brief History of Music,
]

e 5%5)

with avequest tomy countrymen that they shonld all

‘come forward o advocate the nse of their national

neelodies, notation, &e., which are of mueh

value, or I* should say dearer to us.  From them,

we chn derive much advantage and can make the
We are naturally
and feel the

in singing our national songs, &e.

faithful expression of our feclings.
excited by the emotions of our hearts,
greatest pleasure

2 1 o y T
Henee those who will appreciate them and be always

willing to encourage their own music, will be nniver-

*ally praised, and I believe it would not be superfluous

15 state, that the song of one’s own country is exceed-
mﬂl\ t and inexpressively melodious, as our

learned \]\‘11\0\1)0110 has it in his own delightful

sweet

words —

= 0 it comes o'er the car, like the sweet South
That breathes upon a bank ol violets,

Stealinge and aivine odour.”






