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Siring. Instruments o f We slern origi n arc
described in the fourth chapter; the fifth being
devoted to electronic in struments . The
infonnation provided in the last two chapters
makes this book really special and up to date.
All the five chapters delineate the history and
evolution of the instruments dealt with. A good
deal ofattention is paid lhroughout to structural
and manufacturing details. as well as the basic

techniques of sound production. Detailed sket­
ches of instruments accompany the descriptions.
Since this book is aimed at anyone who would
like to know about Indian music and musical
instrum ents, it would have been even more
hel pfu l if sketches ill ustra ti ng the correct
postures for holding the instruments had been
added. That would beone way of educating our
dreadfully ign orant audiences who fa il to

distinguishbetweena Sitar,Sarod. andTanpura!
While it is true that the book covers a whole

range of Indian instruments and is supposedly
based on first- hand information-interviews
withartist s, instrument- makers, connoisseurs of
music. music critics-I see no need for the
publisher to make thelofty claim (in the blurb)
that "a book such as this, covering the whole
gamut of Indian musical instruments. is hitherto
unheard of ". As is only to beexpec ted. various
previous workshave beenreferredtoandquoted
in the book. To claim that the book is the firsl
of its kind is thus uncharitable to scholars like
Kurt Sachs. B. C. Deva. and others cited here.

Bharata' s four-fold class ification of mstru­
ment s-tara (with strings ), ghana (soli d).
sushira (wind-filled ) and avcmaddha (memb­
rane-cov ered l-r-is ba se d on the sound-
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Musical instruments have a special place in
every culture. Regula Burckhardt Qureshi aptly
says••• . . . a musical instrument offersa special
kind of materi al memo ry. in its dual capacity of
a physical body and its embodied acoustic
identity. As a cultural product and also a tool to
articula te cultura l meaning through repeated
sound. an instrument becomes a privileged site
for retaining cultural memory: ' (Qures hi, 1997,
4)

In India, the comprehensivetermsangeet has
been usedto refer to the performing arts of vocal
music, instrumental music, and dance. The very
definition of sangeet-"Geetam vodyom tatha
nrityam trayam sangeetam uch)'ote"-implies
the interdependenc e of these arts. and accepts
that bo th vo ice and instruments cooperate in
perfec ting the sound of music. In practi ce.
how ever, there is a defin ite hierarchy . Voc al
music is accorded a higher sta tus because the
voice is god-given and not a creation of man .
Even the word ' vadya ' (musical ins trument)
really mean s ' that which speaks' , or ass umes a
vocalquality-vadariiti vadya. In the Sanskritic
traditi on the metaphor of the Veena , a stringed
instrument, is used for the human body, while
the Sufi tradi tion uses the metaphor of the flute.

Instruments of all kinds can be traced back:
to the Indian subco ntinent Bu t for various
reasons, including the indifference of practi­
tioners themselves, there seems to be a lack of
awarenes s abo ut musical instruments in th is
country. The medi a have done much hann by
misrepresenting in struments in print and on
scree n. Even m useu ms have done little to
preserve and document this valu able part of our
cultu ral heritage. It is therefore heartening to
come ac ro ss a book, such as the one under
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producing agency in eac h instrument. There is
one more class that is sometimes mentioned,
vitata , which includes stringed ins truments
which ar e cov e red with me mbrane . O ur
con tem porary musical prac tice is fairly we ll
accounted for in this c lassification. However.
as observed by Dr Kasliwal, some instruments
fall outside this typology, mainly instruments
crea ted in recen t times. Such instrum ents can
perhap s be classified by ident ifying the action
produ cing the sou nd. i.e ., plucking. blowing,
bowin g. or striking.

Right from the first chapter. a great deal of
emphasis has been laid on the history of
instruments. In the introduction to each chapter.
there is a painstaking effort to trace the history
of the instruments dealt with . This is no doubt
informative, but some of the information is
ne edl essly repeated whil e descri bi ng the
indiv idual instrum ents. Some statements should
have been substant ia ted with appropria te
references . One also wonders why the practice
o f using ita lics (o r initial capital s) for no n­
English words has been done away with . A word
such as 'been' (Rudraveena) can be thoroughly
misunderstood in the absence of any indication
of its non-English origin.

A s stated in th e fi rs t ch ap ter, loaded
membranes are indeed a contribution of Indi a
to the wo rl d of percu ssion instruments .
Historical de tails of this practice as well as its
scientifi c analysis by S ir C.V. Raman are
presented very well by the author . (It may not
be out of place here to adv ise those readers who
are inte rested in kno win g more about this
subject to refer to the further work in this area
carri ed out by scien tists at the Sangeet Research
Academy. Kolkata .}

In al l. ten instru ments are presented in the
first chapter. The se are the Mndang, Pakhavaj,
Mridangam, Tabl a, Dukk ad, Khol, Ghatam,
!avil, Khanj eer a an d Moo rc han g. The last
instrument, not being a rnembranophone, seems
to he the odd one in this grou p. Is this an anempt
to categorize instruments on the basis of
functi on? Or is it because all of these are tala ­
vodyas (rhythm instrum ents)?

Instrum ents such asthe Mridang/Mri dangam
and Pakhavaj have a very long history. While
the present study traces the Mridang to Bharata's
period , the instrument actually da tes back to the
great epics, the Ramayana and Mohobharoto,
as well as to the Buddhi st texts, which refer to
it as Muing (Ranade, 1990. 113). If the Mridang
is indeed the arc hetype of the Sou th Indian
Mridangam and the North Indian Pakhavaj.and
is extinct today, what is the poin t of discussing
it und er a separate heading?

Non etheless, the similari ties and difference s
betw een the Pakh avaj a nd Mridan gam are
brou ght o ut in a s ucc inc t manner. The
information about th e Pakhavaj in temples, as
well as thedetails of its manufacture, are indeed
valuab le.

The etymology of the word ' ,abf . and the
origin, his tory , as well as stylistic evo lution of
the Tabla, seem to have received m ore attention
here as comp ared to other aspec ts of Tabla
music. such as the d ifferent sty les of Tabla­
p laying o r t he re perto ire of so lo Tabl a
performance. While comparing the performance
techn iques o f th e Tabla w ith those of the

Pakh avaj, the autho r states:

The tabla is an instrument of fingers , whereas
pak havaj is an ins trument of open hand
(thap i). There fore the rhythmic patterns ,
which can be played on labia with unima­
ginable speed. are impossible to produce in
pakhavaj. Moreover the positioning of hands
on the tabla is more naturallhan on pakhavaj.
A variety or tonal effects can be obtained by
varying the manner of striking as weU as by
striking different pans of both the heads of
the tabla.

There is ac t ua lly no an a to mical or

phys iological basis to the author' s conj~
that the positioning of the hands on the Tabla rs
more "natural" tha n o n the Pakhavaj. What
accounts for the difference betwee n Pakhavaj .

and Tabl a musi c is that the Pakhavaj has been
associa ted with the Dh rupad tradition. while the

Tabla evo lved in connection with Khayal. The
aesthet ic demands of Dbrupad and Khayal are
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distinct from each other; accordingly, the
styli st ic techniqu es of the accompanying
instruments have shaped up differently.

The inform ation on instruments such as the
Khcl, Dukkad, Tavil. Khanjeera, Moorchang
and Ghatam is usefu l, especially the last three
instru ments , whi ch are litt le known to North
Indian readers . It is indeed intriguin g that the
Tavil and Dukkad, which are structurally so
different. accompany two very similar wind
instruments, the Nagaswaram and S he hna i
respectively. However, the logic offered for not
using the Tabl a as an acco mpaniment for
Shehnai seems a little speculative.

Wind instruments are discussed in thesec ond

chapter. This is a relatively smaller section
dealin g with only five instruments. Like
percussion instruments, wind instruments also
have a long history in India. During the Vedic
period the prototype of the Bansuri, known as
Tunava or Nadi , was employed in Sama-gana,
the ear liest known musico-religious recitation
in India (Ranad e, 1990, 99). The Bansuri may
perhaps be the only instrument encountered in
all categorie s of music-primitive, folk, art ,
popul ar, and dev oti onal. As observed in the
introd uction to this cha pter, several treatises
such as theNatyashastra , the Naradiya Shiksha,
the Sangeetaratnakara. the Sangeetaparijata,
etc., discuss instruments oflhis clas s; their tones,
playing techni ques, manufacture and usage are
deale with in detai l. Although closed at one end
like the (Western) flute , the speci al timbre of
the present-day Bansuri can be attributed to the
hannonics that are produced on accoun t of the
material uscd-bamOOo----as well as the blowing
techniq ue.

It is surm ised in this book that, except for
the v eenaand Rabab, all other instruments were
relega ted to the background when art music in
North India passed into the hands of Tansen' s
descendJnts. Thus the Bansuri too Jay dormant
for about two hund red years, and only at the
beginning of the twentieth century were efforts
made for its revival. The author thus seems to
suggest, qu ite reasonably, that the Hindusuni
Ilute has evolved from the Bansuri , and is no

kin of the Western flute. We are also aware that
maestros like Pandit Pannalal Ghosh and Pandit
Hariprasad Chaurasia have preferred to identify
their instru ment as Bansuri and not flute.
perhaps because of the non-Indian connotations
of 'fl ute' . Against this background. the portions
00 Indian flutes in thisbook present a termino­
logical probl em. beca use here 'fl ute' and
'Bansuri' are used interchangeably. This can he
confusing forthe reader. Are thesenamesindeed
interchangeable?

Despite this mix-upof names, the revival of
the present-day horiz ont al Bansur i and the
remarkable con tribu tion of Pand it Pannalal
Ghosh in popularizing it as a solo concert instru­
ment have been well documented in thischapter.
It is seldo m that we come across such good
documentation. as given here, pertaining to
physical modification of an instrument to facili­
tate the production of a certain kind-of music.
The historical data on the little-known naubut
ensemble is equally important. The transfor­
mation of the Shehnai from a brazen pipe of the
outdoor naubat ensemble to a full-fledged solo
concert in strument in the hands of Ustad
Bism illah Khan of Banaras is also noteworthy.
T he styli st ic e volu tion as well as the
corresponding physical development of both the
Bansu ri and Shehnai are landmarks in the
history of musical instruments in India during

the twentieth century.
In the section dealing with the Nagaswaram,

citing the Madras University Tamil Lexicon, it
has been S13tOO that colloquially the instrument
today is also called 'Nadas waram'. Further. it
is alleged that "[tjhis colloquia lism is of recent
origin and is cl early a corruption wilfull y
int roduced" . Such a stateme nt need s to be
properly discussed and supported with relevant

information.
The next chapter is the largest one. dealing

with sixteen stri ng instru ments. Rightl y so,
because at any given point in musical history,
c hordopho nes ha ve probab ly outnumbered
insblUIlents of every other category. The place
of chordophones is unique in Indian musico­
logy, especially their role in explaining the idea
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of shrut i in the ancient period . During the
medieval period. too, efforts were made to
determi ne the positions of the twelve tones on
the basis of string divisions .

The disc ussio n of the basics of the Horn­
bosrel-Sechs classification here will be useful
10 studentsof music.TIle threemain peculiarities
of Jndianstringinstruments havebeenidentified
by Pandit Lalmani Misra. These features reflect
the nature o f our music. To meet the require ­
ments of a melodic music (as against harmonic
musk), features such as the wider bridge, a
raised fret-level. and drone strings became
necessary.

As observed by B. C. Deva,thestringinstru­
ments in ancient India were mainly harps and
lyres. Placing frets on string instruments was

. therefore a major development in Indian
organology. But the historyof thisdevelopment
is omknownwith anydegreeof precision.Thus
it becomes difficult to accept the author's
statement in this regard:

Scholars are unanimous that till the sixth
century the string instruments that we gel
wert nor fretted . The writer of Brihaddeshi
3fId theexponen tof the chitra vema (chaitric),

Matanga Muni is credited with the Introduc­
tioe of frets in the veena,

A statement like this definitely needs 10 be
backed up with appropriate references and a
discussion.

B. C. Deva, as quoted here. himself admits,
"The historical study of the south Indian veena
(..'ery often called theSaraswati veena) of today ,

is even more perp lexing. For, there is no inter­
med iate link between the primitive lutes and the
mode m vee na." As against thi s, the author
claims. again without any reference : " In fact.
the k innariveena was changed andmodifiedinto
rudra veena in the north and in the south. it was

~itied to acq uire a new appearance as Tanja­
un veena,"

Despite the flawed historical account of the
Nonh Indian and South Indian Veenas. theline
drawin gs of the two instruments and me infor­
mation about some well-known Yeena-ptayers

is both useful and instructive . It is also encou­
rag ing to kn ow ab out new ex periments in
maki ng Veen as using non-conventional materi­
als and meth ods.

Unlike earlier times.today a Veen a- or Sitar­
p la yer is expected to perform before Jarge
audiences. Th ese instruments have a del icate
sound. Th ey need amplification in order to be
audibl e in such Jarge ga therings. especi ally
where subtle aspects of musicianship are invol­
ved . In this context, the author cites the expe­
rience o f the Veena maestro S. Balachander and
ad vocates the use of the contact microphone.
Howev er. a more convincing ca se for th is
prac tice needs to be built up than is presented
by the author. Such a conclusion as this-" ...
the contact mike has helped overcome this
apparent inadequacy"-must be supported by
sufficient evidence.

The following observation about the origin
of the Surbahar is interesting: ••... whoever the

inventor may be. the important thing is to know
chat it wa s by the beenkar gharana that an
instrument Iike surbahar was invented, which
later paved the way for the development of the
modern sita r". However, a good de al of
discu ssion is needed before concluding that the
Surbahar is not as complex an instrument as the
Been.

Much attention has been paid in this chapter
to the o rigin and history of the Sitar. It is indeed
surprising that the origin of instruments such as
the Sitar. Sarod. Tabla, etc.• which are not more
than three hundred years old. is shrouded in
mystery ; hence the subject continues to attract
the attention ofscholars. In this context. it needs
to be noted that ev e n though the Muslim
invasions started some time in the etghthcenmry­
there is definite evidence to suggest interaction
with the outside world. especially Persia, m~h
before this time. The presence of sympatheuc
strings in some ofourstring instruments is indeed
a unique featu re. not found in similar insblunenlS
elsewhere in the world. When tuned to theDOles
to be played on the main string, these sui.ngs
resonate ev en without plucking. resulting LD a

rich and rounded sound.
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Although instruments such as the Rabab,
Sursingar, Esraj, etc., have gone out of vogue,
and inst rume nts li ke the Sarangi , Vichitra
v eena, Gonuvadyam, etc., are becoming rare.
it is important to discuss them in the interest of
documentation. In this regard. the effort made

in this work: should beappreciated. There seems
to be a discrepancy in the line drawing and
description of the Sursingar. In the description
it is mentioned that Jaffar Khan modified the
Rabab by replacing the skin covering the reson­
ator wuha wooden plate (amongotherchanges),
and created the Sursingar. The line drawing, on
the other hand, shows "chamara" (hide)
covering the resonator of the latter instrument.

Despi te a good dis cussion about the
structural and stylistic similarities as well as
differences between the Esrajand Dilruba, there
doesn ' t seem to be enough ju stification to
consider them as different instruments. Perhaps
they may be region al variants of the same
instrument The: Sanroor, a recently introduced
butpopular instrument in ourart music. has been
dis cus sed adequ ately. Even an ancilla ry
instrument like the Swaramandal has beengiven
its due.

The historical as well as functionaland acou­
stic aspects of the Tanpura are well presented.
It is to be noted that in comparison with string
instruments of other cultures, Indian instruments
such as the Tanpura and Sitar have a better
harmonic outp ut on account of a special
curvature of the bridge, resulting in a superior
quality of sound. However. it remains to be
added thaI tbe sound quality is alsoaffected by
the positioning of the instrument and the manner
as well as the point at whicb the strings are
plUcked. As pointed out in th is work. the
ongoing efforts to make smaller, portable
Tanpuras need to beencouraged by musicians.

A detailed account of Western instruments
which have become a part of mainstream
Hindustani music is presented in the fourth
Chapter. Strange as it may seem. music and
musical instruments have often travelled with
traders. missionaries. and even armies! It is true
that interactions between diverse cul tures bring

about exchanges of musical ideas. resulting in
the revitalization of cultures. From a historical
perspective, it is necessary to take stock. of the

CUJTent scenarioanddocument thechances thai
have occurred within our traditional musical
milieu. In this respect.theinformationpresented
in this chapter is indeed valuable.

Instruments like the harmonium and violin
have been assimilated in the North and South
Indian musical traditions respectively. So much
so, that within a span of about a hundred and
twenty-five years. they have become an integral
part of our an music ensemble. On the other
hand, an instrument like the clarinet has had its
day in Indian folkand popular music. However,
it hasn't been able to establishitself in art music
despite the patronage of AllIndia Radio. Again.
the saxophoneand guitar havebeenadapted and
modified by individual musicians to suit the
requirements of Indian music. This is certainly
creditable. though only time will tell whether
these instruments will survive the musicians
who have modified them and retain their new­
found identity in Indian music.

Owing the latter half of the twentieth cen­
tury. electronics has penetrated every field of
human endeavour. However, it is only in the
last two decades of the century that we have
been able 10 feel its impactin Indian music. The
in-struments discussed in the final chapter of
this book. have gained a place in our music not
only becausethey areuseful for ria: orexercise,
but also in publicperformance; this is especially
true of instruments providingthe drone. Despite
initial apprehensionsandmisgivings.musicians
seem to haveacceptedinstruments like the Sur­
peti or Talometer, Technology can certainly be
harn essed to furth er the cause of music .
However. for this purpose. il is imperative 10
undertake fundamental research. Unless and
until we acquire a basic understanding of the
acoustical character of our music and musical
instruments. we cannot hope to use technology
to our advantage. And if we can't control tech­
nology. it will control andrule over us!

Finally, a word about the title of this book,

"Classical Musical lnsbtlmenlS' doesn't really
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convey the nature of its contents. The book deals

with musical instruments that arc currently in

usc in art music in India. In the West, the word
'classical' is associated with a certain period in
musical history and hence the title can be
misinterpreted.

The bibliography and index are well orga­
nized. However. some typographical errors,
especially in the names of musicians, seem to
mar the otherwise neat and aesthetic presentation
and layout of the book. Though the hook excels

in terms of data collected on the subject, it is
lacking in methodical presentation of references

as well as analytical interpretation to arrive at

The Musical Heritage
of India

M.R.Gautam

Munshiram Manoharlal, Delhi, 2001

xiii + 209 pages; Rs 525

Till' author of the book under review. Professor
Mudurai Ramaswamy Gautam, is truly a
personage: and I doubt if anyone in the country
could be said to excel him in respect of the
variety of ways in which he has distinguished
himself in the world of Hindustani music. He is
a vocalist of all-India stature; he has served some
leading musk- institutions of the country as an
able teacher and administrator, besides takina

. .
part III numerous seminars of national and
international importance; and he is the author
of another book of note, Evolution ofRiiga and

Tiila ill Indian Music (199J). However, these
are not the only reasons Why I regard him and
his contribution to music highly. He has had
the privilege of learning music from some of
the greatest Khayal and Dhrupad singers of the

country. and he acknowledges his indebtedness
to the maestros with characteristic openness.
Above all, in addition to-c-or because of­
possessing a very rich repertoire of authentic
compositions, he has a genuine feel for the
structural and aesthetic values of Hindustani

logical conclusions. Despite these few
limitations, this moderately priced volume is
certainly a valuable addition to the existing
literature on Indian musical instruments.

SVVARNALATA RAO
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Sanskrit poetics had a highly developed
concept of beaury, and words like saundar;,'a,
lavanya. and ramaniyata occur frequently.
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The very definition of beauty in Sanskrit
poetics would indicate how deeply Indian
aestbericlans had explored the subject of
beauty. (801

The definition referred to above is givenonly
as a footnote on the relevant page. It runs thus:
"That is beaut y which appears anew every
moment," Now, the word 'anew' means: (a)
once more, again; (b) in a different way. If we
choose to go by '3' , we will commit ourselves
to the view that beauty is the qualityof appearing
again and again--every moment. On the other
hand, the second meaning would require us to
believe thai the quality in question consists in
appearing differently-every moment In both
cases, however, the qualitymust have an abiding
locus; otherwise, how would it appear
repeatedly or differently-from moment to
momen? Now, to be sure, there are cases where
the locus of beauty is abiding. Quite a few
representations of godd ess Saraswati in our
traditional sculpture may be cited as obvious
instances. A more familiar illustration of the
point is the Taj Mahal. But. on the other hand,
there is no dearth of objects that are very often
beautiful, but yet quite shortlived. By the side
of a lake or river. one may be struck by the
beauty of " an untumultuous fringe of silver
foam" (Keats), or ofa rainbow in the sky which
may bewitch us like "a portal of grace across
the heavens" (Kierkegaard). BUIneirherof these
is stable enough to reveal its beauty repeatedly
or differently. I do nor, however. wish to assert
that the definition in question is wrong. I am
only wondering how it could be true. It does
not enlig hten anyone if our traditional
definitions of art, beauty,or aestheticexperience
are merely cited, or even simply explained
semantically. They have to be tested against the
actual forms they relate to-without any
presumption of finality.

BUI.l hasten [0 add. theauthor' s own writing
On vocal music is by no means unguarded. Thus,
where he speaks of raga, he is careful 10suggest
that its form is only "apparently circumscribed"
(19, my italics). Indeed, an important excellence
that makes a classical vocalist (of India) great.

and not merely popular, is his abiliry to bring
out the aesthetic potentialof a raga maximally.
This is, to my mind, perhaps themost important
factor that lends added credence to the praise
that the author lavishes on Ustad Faiyaz Khan
as a vocalist "of surpassing distinction",

However, perhapsbecause of his enormous
liking for vocalmusic, the authorhas beena bit
too unkind to our instrumental music of today.
J say so in view of the following:

[10 respect of the technique of instrumental
muslc.] Bharata Muni meeuons dhalu,
vmt .. . AU this is a far cry from the mechani­
cal. soulless••. gimmickrymarpau for vina
01" sitar playingloday. 19]

This is. in my view. a bit too $wuping a
remark, and it is certainly not true of the art of
the late UstadZia Moinudd.ln Dagar (Veena)or
Pandit NikhiJ Chakrabarty (Sitar), whose
memory is still cherished by those who have
heard them. Nor is it relevant10 the playing of
Baddhadev Das Gupta(Sarod)or Brij Bhushan
Kabra(guitar), both of whom I havepersonally
heard on the occasion of Vishnu Digambar
Jayanti in Delhi in recentyears.

I agree that for any of the three instruments
I have just adverted to, it is difficuJt to match
the virtually seamless structural now of a
properly presented sthayi-antara interplay. As
I speakthus, I have inmindnotonly theauthor's
dueemphasison the surpassing valueof bandish
(56). but hisown singing.But,at thesametime,
Jcannot butadmit that thebest of sthayi singing
cannot produce the starry sparkle of a Vilayat
Khan drut gal . I do rax at all wish to suggest
that. speakinggenerally, instrumental musichas
an edge over vocal music, which I personally
consider to be of great value. My purpose is
on!y to protest against a sweeping
undervaluation of contemporary instrumental
music. I may add that the words "mechanical,
soulless..•gim-m ickry" applyat least as much
10 the hect ic tayakari which I have seen
disfiguring the singing of some of the best­
known Dhrupad artists today, as to the general
tendencyofSitar-and Sarod- players to confuse
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atidrut playing with she er pace without any
vestige of form.

All these. however. are but minor irritants,
and theydo not really bedimthe overwhelming
value of the book. Indeed. 1 think its author is
guilty of a grossunderstatement where he says.
in his preface to the fi~1 edition. that "this is a
serious book". Serious it undoubtedly is. The
very opening chapter, a substanti al one, is
devoted to the contribu tion of Vedie music to
the music of India. The one thai follows
discusses the two best-known basics of OUf

music, raga and tala. The ninth chapter is a
delightfully comprehensive treatment of the
gbaranas of Hindustani music . not excludin g
such not very well-knownones as the Fatehpur
Sikri and Atrauli gharanas. What is more, the
fourth chapter. devoted to the Khayal as the
princ ipal classical form in Hindustani mu sic.
provides a truly educati ve account of the
different kinds of tans. But, and this is what I
wish to emphasize. the book: is very imeresting
too. I say so not only because the bookcontains
more than forty black-and-white illustrations­
including some rare pictures of maestros of both
Hindustani and Camatic music-but is enlive­
ned with quite a few fascinating anecdotes . some
of which have a distinctly educative aspect as
welt. Additional interest is provided to the work
by Chapter V, on aesthetics; Chapter VII. which
is a short hut compara t ive s tud y of th e
Hindustani andCamatic music systems; Chapter
VIII. which studies theimpaetofWestem music
on our film music; and Chapter X. devoted to
current trends. which rightly bemoans that (a)
theperformance of Hindustani music has now
become exhibitionistic (174); (h) "the weighty
tanas which cannot be performed beyond a
particular speed" are gone forever (177 ); and
(c) the sthayi and anura of Khayals are nor
clearly and completely enunciated in
performances today. which is disappointing to
a discerning listener. Above all, the book ends
with a very fa scinating chapter on M.S .
Subbulakshmi. This DO( only does justice to a
great artist and a noble personality. but serves

as an index of the author' s own bala nced way
of looking at things. for he is by no means
indi ffere nt to what (in his view) ail s Camatic
music today (24).

As a stude nt of music myself, I have been
impressed by quit e a few exam ples, emphases ,
and distinction s thai make the book. enligh­
tening. In this contex t, I may pick up the
foll owing for spec ial mention : the distincti on
between firat and tan (63); a typical firar-rype
passage. duly notated, in raga Yarnan (ibid.);
the emphasis on ragadari tans (65); and the
needful warning that a t3D should never look
like riyal. ke pott e (64). Further. insightful
remarks like the followin g abound in the book:
"The advent of the theka and the marking of
tala by another ind ividual, the tabla player .. .
were very significan t landmarks in the evolution
of IIindustani music." ( 114)

On the whole, I am convinced that this book
deserves a place in every library, and not only
in the libraries of music colleges and depart­
ments, for it is a very authentic and interesting
presentation of an important aspect of our
cultural heritage.

A close reading of the book impels me to
suggest that Sangeet Natak Akademi would do
well to invite Professor Gautarn to choose some
rare compos itions from his vast repertoire and
record them in its own studio; and I would very
much like him to include in his se lection the
adbhuta-rasa compositions that he speaks of on
page 9 1 of the book.. It is extremely difficult­
perhaps even in a rendering ofadbhuta- Kalyan
-to produce a semblance of adbhuta rasa
through a regulated dispos ition of words and
beats, e ven if so me help is taken from the
accordant meaning of the text of the song; and
the recording I have sugges ted will therefore
truly be an acquisition for the Akademi.

Th e book is fairly well-produced - I like
its binding in part icular; and it is reasonably
priced. I would be surpri sed if it doe s not sell
very well.

S.K. sAXENA
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Listening to Indian Music
Chelan Kamani

Amold Assoc iates, Delhi, 1999

272 pages; Rs 275

The author offers, in twenty-eight chapters
spreadover five sections,comments on a variety
of topics-s-creanviry in Indian music, aesthetics
and music criticism. some Hindustani vocalists
and their gharanas, Camatic music, Hindustani
instrumentalists-s-and twoessays grouped under
the tirle 'A Critical Analysis' , It is not clear
whom the book is meant for. If it is for the
uninitiated layman. much of the contents will
make no sense. If it is for non-Indians, again.
theassumptions made by the author about basic
technical familiarity will make the chapters
unintelligible. And if it is for Indians who are
familiar with classical music, then many of the
statements will be found contentious. Even
taken as essays reflecting personaJ viewpoints.
the chapters are full of vague generalizations.
mistakes, and contradictions.

Most of the drawbacks of the book, in fact.
become manifest within the first three chapters.
For example. we read on page 21, "As a result
of the influence of western music, we no longer
believe that classical music is or shouldbe static.
No longer does any Indian musician believe that
his only role is to faithfully reproduce those
ra gas whi ch he has inherited : ' If Ind ian
musicians hadindeed believed that music should
bestatic, we would never have moved from the
Prabandha stage to that of Dhrupad, and
subsequently the Khayal. Likewise, in the
South. we would never have seen the evolution
of the Kriti fonn . Exposure to Western music
had nothing to do with these developments. A
subsequent statement (38) adds that "Indian
music is characteristic of Indian culture which
is largely static." This flies in the face of comm­
ents made in the later chapters.where innovative
developments introduced by musicians (new
ragas. new approaches to forms. formats. and
presentation-Kumar Gandharva's, for ins-

' .Tr ....~I·;;:JJ. ftiJ).nnm~~ tance) have been

a:.~-. 'jUt. :av.~. extolled, A raga, the
. 1"' ,ft¥4U4 author ' ..f .:y.....?..' .4.,~.'~~-~ .• ~ c . says, IS any

f ' f .~' . , ..- . : . _ ,' melodicsystemwhichI ", ' 'I within certain limits,

1( ' ~_ .. ,,.'nev er~one di scov~rs
: ~ . " I .. ,t'J;;,, " .~, ~ for himself according

; ~.~.66'£Jij t;;~~:';7:::':
[!J~::~" :,~:~~~-~j;'::-Sl;·~. ;:;~.~e;~~;v;~ j ~Si:
hardly a stale~nl that could enlighten a lay
person (or. for that matter, a knowledgeable
one). Further on, in the chapter on Ragamala
paintings, the author says, "By keeping the
painting in mind the artiste manages to conform
to the accepted viewof a raga: ' (49) Surely this
isanexaggeration-few musicians willconcede
that they 'keep in mind' the pictorial depiction
of a raga in order to 'conform' to its accepted
form. Malhar raga may be a seasonal raga
associatedwiththemonsoons, butdo artists who
sing Malhar"depict these ldar!< clouds! by the
incantation of the key word 'dhoom' .., as the
author claims? Many satisfying expositions of
Mathar can be recalledand cited. whichdo noe
use the word 'dhoom' at all! Take another
statement. whichsays,"Indianmusic is melodic
against a strictly rhythmic background." (31)
Whatdoes thatmean? What about elements of
classical music which are rhythm-free (which
Kamani himself exalts in his comments on
a!ap)?

Severaltechn ical roues reduce tbecredibility
of the comments further. For example, in
Chapter 10. the: author says that BhimsenJoshi
uses,"In SudhKaIyan. madhyamand nishad in
the ascent through mcend", whereasthese two
notesarespecificallyforbidden in theascent and
their use wouldmeanstrayingintoYamanraga
In the subsequent pages( 150-151), both faiyaz
Khan and vitayat Khan are mentioned as
composerswhoused the pseudonym fran Piya,

Is this correct?
In the chapteron IndianandWesternmusic,

then:is the starement; .. . . . a raga is not a raga
unless it has temporal sanctity and old asso-
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ciations." (35) In a subsequent chapter.however.
thereis appreciation.not condemnation, of new
and novel 'spliced' ragas created by some
leading performers of recent years. Ragas
concocted by Kumar Gandharva, for instance,
have no temporal sanctity or old associations ,
andyet he is praised fOT his "creativity",

Whileeveryauthor is entitled tohis personal
opinions and preferences. especiallyin the field
of the arts, what the reader finds irritatingis not
so muchcethru st of thecontentsas theirunsati­
sfacrory and shoddy presentation. Mallikarjun
Mansur is mentioned as "Mulkerjun" in one
sentence and as "Mull Arjun" in another (both
on page 135). then as "Mu lkarajun" on page
142, as "Mallikjun" on page 218, andas "Mulk
Rajun" on page248, betrayingscant respect for
accuracyeven in the useof thenameof a leading
artist who is now dead. Similarly. Gangubai
Hangal becomes "Gangabai" on page 94 and
"Gandubai" onpage 83.whilePaluskar becomes
"Palkushar" (159)! And what does one make of
J. sentence like this: "In singing for himself he
[Amir Khan) sang (or galleries food." ?
Repetitions of sentences and paragraphs abound
100, throughout. sometimes on thesame page;
the chapter on Amir Khan may be mentioned
as one example.

Kamani also betrays a failing, common to
many North Indians, of identifyingIndianmusic
with Hindu stani mus ic, and showing sca nt
mdentanding of theSouthIndiansystem which
s just as much a part of Indian music. While he
idicules another writer for getting the name of
he composer of the Unfinished Symphony
vrong, he himself makes similar mistakes,
.specially in his references to Camatic music.
taga Simhendramadhyamam becomes
Simhendhra" (35). while a few pages on he
ays, "a Kamatak Concertinvariably begins with
n invocation to lord Ganapati in Hamsa­
hwaru", No,not in·variably. It is only a popular
hoice. Many Camatic concerts begin with a
'am am. or with Kritis in ragas other than
lamsadhwani. Another statement says, ..It is
rrprising that even the vocal and instrumental
xmterpartsof thesame kriti remain much the

same", Why is it surprising? Thi s is akin to a
foreigner saying, 'How can you play classical
music without sheet scores in front of you?',
andshows a lack of understanding of the musical
system dealt with.

The statement that "South Indian [sic1do not
show undue preoccupation with va di and
samvadi" can also be conte sted-these note s
may not be specifically and explicitly speltout,
but each raga is certainly identified as having
dominant and underpJ ayed notes among the
SVQrOJ it takes. and these details are implicitl y
imparted by the teacher in the course of
instruction. (For example, gandhara is
emphasized in Sankarabharanam, while
rishabha and dhaivata are not.)

Similarly, the statement that the music of the
South Indian flute virtuoso T. R. Mahalingam
(Mali, as he was popularly known) was
"restless", while PannaJal Ghosh's music was
reposeful, shows that Karnani has not cared to
hear some of Mali 's best presentations which
are ju st as reposeful and soul-stirring as the
music of any other flutist of the North or South.
Likewise. raga Abhogi is described as "closer
to Sri Ranjani" (266); actually , Abhogi is just
plain Abhogi in the Camatic system too--the
raga was borrowed from the South. Chinna
Moulana played Chakravakarn, not "Chakam"
(referred to again on page 222 as "Chakreav­
akram") : and Jon Higgins sang Yamunaka1yani,
not Yaman-there is no Yaman in Camatic
music , In addition. statements like "Innovation
is a comparatively rare thing in Karnatak music"
show scant underst.anding and familiarity with
the system and its intricacies, sharing the
popular misconception that Camatic music is
all about reproducing Kritis. There is far more
to it than that. Why comment on a system ifone
doesn 't know it well enough?

A large part of the blame for the drawback>
of the book go also to the publisher who has
done a very shoddy job of editing and proof­
reading. There is not a single page that is not
full of spelling mistakes-'shruthis' become
"shruits", 'Hamsadhwani" becomes "Handh­
wani", and 'Balasubramaniam" becomes
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"Balasubramiam", while 'c limactic' is spelt
tluooghout as "cl imatic"; sentences areoften left
hanging and incomplete. Howlers abound:
" Kumar Gandh ar va dispe rsed with all
considerat ions of tonality. It is to his credit
that aU his excesses and di scordence [sic]
usually evaporate before one spirit' s plastic
stress"; "Aj ay Chakravarty's rend ing of
Rageshwari . . ."; "Musicians of the Rampur­
Sahaswan gharana are impressed. by their wide

Gadbadjhala, Khelkavya:
EkParichay

Ed. Ashish Ghosh, Manlsh Manoja

MaulanaAzadCentrefor Elementary
and Social Education, Delhi,2001

90 pages; Rs 100

Whenever [ have had occa sion to watch a
performance of Gadbadjhala-and that -must
have bee n half-a-dozen times in the last five
years- I ha ve always bee n stru ck by its
remarkable spontaneity. Every time, unfailingly.
the presentation has been vivacious, joyful.
relaxed. And. best of all. seemingly untutored.
No mean achievement for the director of this
play for children, Ashish Ghosh.

This has perhaps been possible because
Ashish does not look upon his playas a final
product. or the production as a "performance',
He is more attentive to, and interested in. the
process- the maki ng of a play which will also
be performed before audie nces. He draws out
and presents a child's creativity and ideas. and
is thus able to secure the child's participation.
The artles sness of child's play, often called
'creative drama' or 'make-believ e play' . shines

lhrough each performance.
Gadbadjhala, now in print (3 working script

in Hindi). first carne to life some years ago
(1995) during a workshop at Bal Bhavan, Delhi.
It was not conceived as a play initially. In the
Workshop. duri ng voice-exploration exercises,
the children were often unable to memorize the

vocal range". 'Vocalism' is Spell repeatedly as
"volcanism", while ' Unesco' becomes
"Uenesco". Composers Bartok, Dvorak and
Tchaikovsky are all spelr wrongly.

To crown it all, the binding is so shabby
that the spine gave way and split during the
first reading. AU in all. a most unsatisfactory
book.

SAKUNTALA NARASIMHAN

~~...~-!~_~ poems given to them
~ But they were able to

,.~~ .. ~~ recite from memory.
:' .~.. " " and spontaneously
__ " , ' :": ~. enact. the poems and

.. . . t.:', ~ rhyme! they had

~ " •~ ~\ J pickedup playing with
'~: '.~" :" . ~ " ~ thei r peers . Ashia h
~ , . - ...,~ ,,.,,. ' could see the dramatic
• .YIt('{ .' '. potennal of Ihl!
" ~O'Yi ' :-:P-. ..exercise. which led to

asmalldramaticpresentation ofsomechildren's
poems. Subsequently, during the.wor~s~ops

conducted in the next twoyears.this basic Idea
was developedand took fuller shape. In 1997
Gadbadjhala was performed in its present
format-a formal whichis flexible, enabling full
participation whenever the play is performed.
Thesuccessof theplay ledto the publication of
this book. which also containsa small sample
of the children's versescollected in the course
of the three workshops.

It isaslim, ninety~page volume, and ind ude5
(besides the play and the children's 'i t'rse!l~ a
longish article on child literature by A5~I!h
Ghosh.excellentlytranslated intoHin~s.tan1 by
Manish Manoja. Drawingupon the wnungs of
Rabindranath Tagore and Sukumar Sen. and
poems for children by Damodar Agrawal,
DevendnlKumar. PrakashManu,Ramaprakash
Sheet Zaheer Qureshi , Suryakumar Pandya,
Rames h Thanvi, Rameshchandra Shah.
Sarveshwar Dayal Saxena, Nirankaroev ~~vak.
and Ram NareshTripathi(as well as tradiu~nal
sources of oraIliterarure). Ashish in this artIcle
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makes an impassioned appeal to retrieve and
recover the voices of children in folk and urban
lore. He makes the point that children's rhymes
and poems are sometimes purely onomatopoeic
so und play. somet imes hilar ious non sense,
sometimes naught y pokes, so metimes an
oblique critique of the adult world, but never
are they imitative of adult responses.

According to the autho r, Tagore was
probably the first to realize the importance of
children's verse. In 18841'85 he wrote that the
rasa of the charming chhoras (rhymes/ditties)
ofchildhood is not part of any of the traditional
nine rasasof Indianaesthetics. This rasa,he said,
is akin to the fragrance of freshly ploughed.
dam p. earth . Th is fragrance cannot be likened
to sandalwood, rose, or incense, but has a
primeval simplicity. TIle rasa ofchild literature.
Tagore said. is "Bat-rasa", The author's inspi­
rati on to collect Bangia chhora s com es fro m
Tagore.He also recalls that Sukumar Sen cal led
the chhora "Bal-veda", andstates that the seeds
of primitive literature arc to be found there.

Ashish Ghosh laments that there seem to be
no collec tions of children's verses in Hindi; tha t
writers and scholars of Hindi have never done
any sys tematic research in this field. And he
emphasizes that all the elements of theatre are
integ rated i n c h ild re n ' s verse . The
conte mpo rari ness and capaci ty of ch ildren' s
verse to absor b new ideas is reiterated with
exampl es.

Notwith stand ing the sp irit o f Ashish's
argume nts and tentative formulations (and to a
large extent sharing it), some co ntrary thoughts
too come to mind. How do we know with any
certai nty that what we take to be verse s by
ch ildren are really childre n' s creation s? Th ey
may well be the work of fun -loving adults-

grandm others, mothers . aunts, elder sisters­
who have entered the child's world looking after
young chi ldren . People with the talents of Nazir
Akbarabadi or Am ir Khusro too could well have
penn ed ch ildl ike ve rses. S uch ve rses too ,
because they are not taught in schools, have a
tenacious life of their own and have become an
integral part of our ora l literature.

Children. especia lly very young children,
who are still in the process of learning to speak,
often experiment with sounds and word s. And
many of them make up ' poems ' as part of their
consta nt prat tle. Th ese rarely, perhaps neve r,
find their way into ora l literature . What ge ts
transmitted is the verse that children pick up at
pl ay with th eir peers. While it is true that
childre n are very innova tive and ori ginal , there
is in Ashish 's ess ay a s li g ht tendency to
romanticize thei r creativity.

Gadbadjha/a contains some on e hundred
and fifty verses, rhymes and ditt ies in Khan
Bol i, as well as in Haryan vi. Braj, Rajas thani,
MaithiIi, and Punjabi. The se are illustrated with
sketches by children. It also includes excerpts
from writings on chi ldren' s literature by Alex
Priminger, Bloo mfiel d, Khushal Zaidi, Y.M .
Sokolov, Michael Me yer. Annadashankar Ray,
and, as mentio ned earlier, Rabindranath Tagore
and Sukumar Sen.

This slim vo lume is recommended fo r
parents, teachers, poets. and anybody else who
inte rac ts wit h chi ldre n. It is a vali ant and
wonderful beginning in collecting ch ildren 's
verses, and points to the theatrical and pedagogic
possibi lities of the ge nre. These po ssibil ities
need to be ex plored by those of us who trul y
love our children.

MOLOYASHREE HASIIMI
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