Address given by Pandit V N Bhatkhande before the Second All India Music conference, Delhi- 1918

Your Highness, Brother delegates at Conference, Ladies and Gentlemen,

This is an age of unusual activity- The spirit of Reform and progress in every sphere around us -social,
political, economical, industrial, educational, Aesthetic- we find now a great awakening. We have
shaken off our lethargy of centuries and are ready to shoulder our duties and responsibilities with
greatest cheerfulness and enthusiasm. Western science and culture have reopened our eyes and
inspired us with a fresh progressive spirit. Central ideas and preferences are undergoing a wonderful
transformation. In fact, it will not be any exaggeration to say that the whole country is now thinking
with a genuine desire to keep pace with onward march of Civilization and progress. At a time like
this, it is not to be expected that we would sit idle and let slip such a favourable opportunity of taking
all necessary steps towards restoring our sublime art of music to its original high position in society.

But when | make this last statement, | evidently see that the present condition of our music is not
satisfactory and that it needs extra-careful attention. | do not believe, however that, that fact

is seriously denied now. Persons competent to judge have for some time been warning us that our
music of Northern India, that is to say, our Hindustani music has been leading a somewhat
irresponsible and pitiable life. Likely, if the same be neglected any further, it would surely end in a
hopeless situation. You will please note that | confine my remarks to our Hindustani system of Music
only. It is common knowledge that there are two important music systems in the continent of India,
viz. the Hindustani system of Music and the Carnatic system of music. The last-named system
governs the music of the Southern Presidency only.

The rest of the country can claim to be one of it, in respect of their system of music. It is not far to
seek it is only superficial and quite inadequate is also managing /////the attention of the learned and
go back to our ////point system Government. The music of the Madras presidency only. The rest of
the country can claim to be one of it more /////in respect of this system of music | do Is also
managing the attention of the learned scholars

| have said that the condition of our Northern music is not satisfactory and needs our prompt and
careful attention. | mean that our Hindustani music of today is not in a healthy or prosperous
condition. You all know when music is generally supposed to be in its healthy and flourishing

condition, our old Shastra Y are sufficient evidence on that point. There was a time here when we

had hundreds of excellent works on the subject and perhaps countless masters and composers. Time
was when music in India had a place and important place, too, in the social, religious and household
life of the people and how do we stand now? Our educated classes have ceased to take interest in
music and have allowed the noble art to drift and degenerate. Nay, instances are there when some
with a knowledge of music were stigmatized as unworthy of association.

But in mean time how have the Western Nations xxxxxxxxx music much later and according to some
from the east, too, treated xxxxx. They have treated it with the greatest reverence and have actually
XXXXXX as an essential factor in systems of National Education, with xxxxxx in the West we see now an
endless output of music literature xxxxxx academies for imparting musical instruction and eminent
xxxxx renowned professors.



Fortunately there is now a General awakening, | do record, towards all our arts and sciences, and we
have every year our Northern Hindustani system of music will before xxxxx the kind consideration
and deserves from our educated brothers xxxxx in due course will be able to retrieve some of its
original xxxxx grandeur. You will remember, we claim to be of xxxx musical nations in the world.xxxxx
country that gave the western xxxx

Our ancestors long ago had recognised the high function of music in life. They said,

"aﬂ‘r%mﬂ’ramnﬁaﬁm". Music was an invariable accompaniment of all our sacred rites
and rituals. TTGeAdeadrd Says ” IO dlcel dcdet: {J,ﬁ ST faIRE: | ATl EsT HIaT
AT Iaall” Bhagwatsays “ I8 g@ETH aTU? QAT geT T T | HSHSFAT IF
IMIfed dF TAsaIfA ARE | |” The utility of music in ordinary life is nicely expressed in the
following shloka; “ AT g@iaer g AR fAele: | 4aUEeTgRT H-HIEITIG: |
HTATGRGIFA Toorer: FAAAH | AT A deaaArsade: ||”

But | do not think it is anywhere doubted that our dear India was a great musical country some
centuries ago. At the same time, we might not shut our eyes to the circumstances we find ourselves
in now. There is no doubt that we have fallen- be it even temporarily from the Great identity.

Ladies and Gentlemen, the most important and pressing questions that we face today is what is it
that has reduced our music to an unhealthy condition? What steps should be taken to remedy the
same? The answers to these questions so far as | can judge are like:-

(a) thatthere is nearly a complete divorce between theory and practice of music;

(b) thatthe art is becoming the sole monopoly of illiterate professionals;

(c) thatthe methods of imparting musical instructions are obsolete and antiquated;

(d) that unless the Hindustani Raga system is properly settled and methods of instruction are in
place, we cannot succeed in uplifting the condition of music.

| am aware such a blunt and unqualified statement on my part is likely to disappoint,

if not to offend, some of my patriotic friends here and | think | ought to make my meaning
more clear. | don’t, for a moment wish to deny that we have even now a large number of our

Sangeet 31 still available to us and that the same, so far as they go, are our priceless

treasure. | have the highest respect for them all and if you will permit me to say so, | have
taken great pains to study them. But can it be honestly said, that they would be our perfectly
reliable authorities without more, in respect of all the Ragas sung by our great professional
artists of today? | am afraid we cannot venture to say that. The reason is not far to seek.

It is common knowledge that the music of Northern India passed through considerable changes
during the times of the Mohomedan rule in India. | am particularly referring to the times when
those eminent artists- Amir Khosru, Baba Haridas, Gopal Nayak, Mia Tansen, Baksu, Baiju,
Ramdas, Soordas, Bilas Khan and many others brought into our Hindustani music wonderful
creations and enriched the same. Marvellously some of these luminaries are supposed to have
lighted lamps and brought Rain from the clouds by their music alone. It is rightly claimed that our
Indian music reached its high water mark in their happy times. The art of those times, it appears



went far ahead of the Shastras. It is even contended that fundamental change from the old [C&r

scale of the 31 to that of feeTa@el took place in this remarkable period. The claim may or may

not be justifiable but it cannot be denied that the new element imported into our music in the
Mughal period seriously impaired the binding force of our orthodox Shastras. The resourceful
artists did not however ruthlessly treat the old shastras. Be it noted here that many of them
were only converted Mohammedans, and respect for the shastras and their writers was more or
less ingrained in them. They acted with great tact and skill. They retained almost all the old Raga
names but changed the rules of singing the melodies. Sometimes they ingenuously brought out
fine Raga mixtures and gave them fanciful names. At other times, they introduced entirely
foreign tunes, but took care to make them easy to assimilate. There was however, one very
serious oversight and omission in their procedure and it was that they failed to keep scrupulous
record of all they did in matters musical. It may be that these records were lost in the later
unsettled times of the Mohammedan rule, but the fact remains that we are not today in a
position to judge the correctness or otherwise, of the present version of Ragas of the
Mohammedan origin, in the absence of reliable authorities. The Sanskrit writers of that period
have only taken a note of the new creations and have even made some attempts to explain them
but their explanations are not such as will appeal to our critical modern students.

At the end of the Mohammedan period, Granth writing became more and more scarce probably
owing to the educated classes ceasing to take interest in the subject and the art fell into the hands of
illiterate professionals where it still remains. So long as these custodians were competent, the art did
not very much suffer, but its present condition enables us to conjecture that the art has had to pass
through inferior and incompetent hands. Does not our own experience tell us now that number of
really first class experts is exceedingly small and the services of these again are not normally
available to all interested in the subject.

Ladies and Gentlemen, we will not blame our professional artists at all. They are with all their
weaknesses, our great resource today, our great treasure of information. It is needless to blame
them for the unfavourable circumstances we find ourselves in. We know that many of them are
illiterate, old fashioned and narrow minded, but probably, they have their own excuses. | undertook
all the digression to explain my blunt answer to the two questions raised by me. viz. (1) Why is our
musical condition unsatisfactory? and (2) What should be done to remedy the same? | have
practically answered the first question and shall proceed to the second now.

The unsatisfactory condition of our music has been engaging the attention of some of our learned
scholars for some time past. Nay, there have been some praiseworthy attempts made to improve the
same also in some of the provinces. But ladies and Gentlemen, in a matter of such material
importance, stray and isolated attempts on the part of a few Scholars could never be expected to
yield permanent beneficial results. The whole Nation must take up the cause and make a grand and
organized effort. | am glad to be able to say that such an effort came forward for the first time in the
year 1916 when under the kind patronage of that enlightened and liberal minded Prince the
Gaekwar of Baroda, the first All India Music Conference met in his Capital. The conference being only
the first of its kind and its organisers being quite new to the nature of the work it was never expected
that any very extraordinary or brilliant results would be achieved in that single session, but in the
opinion of competent judges the conference certainly served a very useful purpose. It opened the
eyes of the whole country to the real needs of the situation and inspired them with confidence that
the problem of reviving, uplifting and protecting Hindustani music was after all not so difficult to



solve, given the necessary sympathy and cooperation of the educated classes. The conference among
other things laid down before the country certain definite ideals and even hinted at the best and
speediest way to attain the same. If you will be good enough to refer to the printed invitation letter
in your hands, there you will find all the ideals clearly enumerated in it. (The regeneration of our
music ought to be attempted, as far as possible, on strict natural lines.) The full achievements of all
the ideals setup by the conference may require half a dozen or even more such sessions, but Ladies
and Gentlemen, we now know precisely what we want and also the way how to get it.

The circular letter in your hands there mentions some fourteen different aims and objects of the
conference as you will please observe. All these aims and objects are no doubt important in their
own way but in my honest and humble opinion clauses x x x are to me of urgent importance and
ought to be attended to immediately. The other objects can conveniently stand over for some time
but these | should say are really the most urgent.

| have already explained to you my reasons why | consider the condition of our music to be
unsatisfactory. The best way to begin the work of regeneration is to recognise present Hindustani
practice of music and establish the same on a scientific and sound basis; in other words, to support it
by a good well-reasoned and easily intelligible theory. The theory is rightly described as the
backbone of practice. When that perishes, the practice gradually begins to degenerate. Our present
condition is fairly well described in the following verses:-

3EA. Fofld TN SAARITEIdS: |

3cllsT elvaged FasIgIesId i

TIhaeT gRifara Ruetewmemadisy=r |
dRAFT IREaTYs Ad fagad

T fATATH, GaTedm el TR FeT: Il

HTNTCT AT BIGHATET: Tded faHeaTdT: |
SIEATASCIETATSSShIRIT: hdel Hen2lT FT: I
Tl aMTele=1aTd, IRoTAEITEd: |

dl g Shde I HHGHT: |l
TN AGAEIAATE: HeIAg dd |
WTLHATITHTINTT Fegferarert: |
I AJAAE AT AT el |



33T graHTar IRIFET FdeT ||
I A AFT: HUEAGIH Bof |
YT T geard eaet: HHAUT A Il

IMIIEATERN TOCT: Faueard o & fag: |

FYAT TASTAY TTATT EEIHA Il

That means that time has arrived now where the educated classes should take up the subject in hand
earnestly and proceed to give it its due position and importance. They can do this by supplying the
following essential things

(1) A good workable Raga system embodying all the Ragas now sung in Northern India;

(2) A plentiful supply of valuable up to date literature;

(3) A fair supply of well-equipped professors and;

(4) Public Institutions where music could be taught on the most scientific and up to date lines;

(5) A faithful record of all the available masterpieces of our old composers in the possession of
our first-class experts for future generations.

Ladies and Gentlemen, | may mention here for your information that Rampur rightly claims to be the
premier state in all matters, musical. It has in its possession the largest stock of Hories and Dhrupads
of the Tansen school. | have already requested His Highness the Nawab Saheb, our working President
to permit phonographic records of these ancient songs to be taken for the benefit of the conference
and | am glad to tell you that he has been graciously pleased to grant my request. As an earnest, as it
were of that favour, His Highness has already accepted me as his pupil and started giving lessons in
Dhrupad and Hori singing.

The subject matter of my address today is “the settlement of some distinguishing features of
Hindustani music and their use in establishing the Hindustani Raga System on a sound and intelligible
basis”. My personal opinion in the matter is that the problem of settling the Raga system on a good
workable basis is not so difficult as it, at first site, appears. It is true that our present Hindustani
music has outgrown the old Shastras and has imported a lot of foreign matter, but to a careful
observer its condition is not so helpless. Indeed, it will show to him that it has still behind it some
ingenious plan. But | shall not anticipate myself.

The best way to proceed under the circumstances would be to imitate our Sanskrit Shastra Writers.
Whenever they were faced with a difficult problem of reconciling new music with the old one, they

decided to treat the fresh material only as the natural and logical 3==Tdl of music.

They knew perfectly well that the art of music is, by its very nature, a progressive art and as such, it
could never remain tied down to rigid hard and fast rules permanently. It has the invariable tendency
of gathering fresh matter in accordance with the tastes of the time through which it passes.
Whenever therefore, they saw before them a sufficient amount of fresh accumulation ready for
assimilation, they carefully set themselves to properly investigate it and even embody it in their new

I In this they found their warrant in the established principles.



e dTeole gL AMEATTAANS Hoad |

AETeAg ATy Id dd T TATHIAT || ToTla: I

This is a quotation from Sangeet Ratnakara, a work written by Pandit Sharangdeva in the 13" century
A. D. Pandit Kallinath who wrote a commentary on the Ratnakara in the 15th century later on,
referring to this shloka says-

v rEATfor e Awfor scuel: | JeIwUTea e HaT TUe AW arfe |

Ao 3TART: | JECITHRON, T8 ITaeey e x x x TUT & AfaA o srafd aan
cgreafafa e |

Pundarika says the same thing in his GgITUGIEY:-

T W] AEAAA T2 AT T affe |

JedeIAEIATATURH TIT deegdT AFfANAToT: ||

I may tell you here that in their praiseworthy desire to keep pace with the “cT&d” or” YdX” the
Sanskrit IYBR did not hesitate even to resort to modern or unorthodox interpretations of the
ancient technical expressions. Do we not know that the present interpretations of the terms ITH,

?Fl‘\béﬂl, a'lﬁ', qq'aﬁ‘r, ﬁa'lﬁ', and many others, are not quite the same as those of the Ancient

writers. During the times of the Mohammedan rule, the music writers were confronted with several
unheard-of innovations and had to make room for them in their own works. Be it said to their credit
however, that they never hesitated to do their duty. History shows that there were not many Sanskrit
music writers during that period. But such as did exist, never showed a reluctance to notice the

changes that were then coming into the Hindustani music. These 3T writers sometimes wrote their

Y on their own account, at other times, they were requested to do so by their patrons who were

themselves great lovers of music. Thus Pandit Kallinath, wrote his commentary at the special request

of his Raja Deoraja of Viziayanagara. Pundarika wrote his TG at the request of his patron

BurhanKhan the son of Taj Khan, a ruling Prince of Faroogi dynasty of Khandesha. The same Pandit
wrote his Ragamanjari at the request of Madhavsinh in whose employ he was at that time. Pundarika
in his Manjari says

U R e T e R E e A Eh e R g ek T
TR q5A, A A TSRS 1|9 ||
T 99 o, Geea GesEL

AT A0 3 T IR N < )



When he wrote the work there were, in practice, it appears, several Mohammedan tunes and he
notices the same as follows:-

wasfy aredidgr QAT TESATHET |
gqui: |ENAwr: wreegafET: w2 N
widt Zaaivie, sHAT 9 fAeET
wIh g I, WYAISY HrEd
FVGTHE THT ATH, AT AEAICAIHS |
warisfy wag ggr, sl = gufas o
frnaeat o 18T, ved gudiss: |
FEO TR Ay a9Eisy famad
mert wraie: wemaal g )
afirat’ wqweren qamAsfy aweae o

He merely indicated how these Ragas were sung, but does not go to their details, which is rather
significant.

Pandit Somanatha who wrote his RagaVibodh in the year 1610 AD also refers to the Mohammedan
Ragas, he says

g gewaTl Yoreagiraar sorienteer wasgaeT qear iy 5
aqr & ShFwazer-anegn: TIEET grEw W IS | AT gggar g
qwen, ggs: wafvorn g araael v fagueer aedon | -
Froy avade: | dasgr fgdon | wrATQARAT 9BNUE | RAWAT 9U%: )
YmrEn: a0 | woien vow | gaacEnt g g o

He too does not go into the further details of these Mohammedan Ragas.

These were however, pure Persian melodies and it may be that the writers did not get all the
necessary particulars from the professors who introduced them or their immediate disciples. Some
shrewd observers also express their opinion that the art was gradually becoming the monopoly of
the Mohammedan artists who, for reasons best known to themselves, were unwilling to take the



Pandits into their confidence. Whatever the truth maybe, the fact remains that the Shastra writers
do nothing more than enumerating the newly introduced varieties and expressing their opinions, as
to the components they were made up of. A complete Raga definition or description according to
modern Scholars would have to give sufficient information on the following points.

1A, 2,500, 3.969, 43099, 54!, 6.94dmG!, 7.9971d, 8.FA%0T, 9.3 T,

10.g8ef TR, 1195 TR, 12.3RIETERIE, 13.9%3, 14.f3%0 T, 153806, 1670/,
17,377 3314, 18.fAdmEe, 19,9 3MUR, 20.9E]d & TUR.

The Sanskrit writers never go into so many details but always mention the :ﬁ?»r, g, 3-TQT, 1y,

GIe)) T, HHI. Somehow or other, pandits omit to mention even these when they come to

enumerate the numerous 39797 JMT.

Thus Bhavabhatt Pandit in his 37e]d FIfrd IcATRT merely says :-

Varieties of Kanadas Yy HUNE @RI FHUMET AT dd: |
arfRadife wulle:  FHUNeIgsoEs: |

ad: IIgleT &ulie: ifgreadaT |
dar #feen Holer IART FHUNCETT: |l
gaell qd Fufe: BT FHUlEhEAT: |
ARE qd FHole: Gaacarigehedd: |l
dd: uliealts: &a1d HUMENTT Tgeer i

The present varieties of Kanada according to some Bengali writers are —

18R, 2.7, 37 H, 4P, 5.gH, 6.78T, 7.HERTS, 8.31SI0M, 9.2METHl,
10.greMRad, 11.9TRT, 12.57091EafA, 13.&TH, 14.hIelgd, 15.7IT, 16.2T1H, 17.fAATeT,
18. E‘;?; Some add a §&AT hlalST, too.

HATIHASE mentions the following varieties of argr---—--

ArTAEAS,
“nﬂmﬂ@aﬁmﬁﬁ@rfiﬁqﬁl
FETgdr AT TES 7 =[giEr i ve
FATAET GTH =, TH ALY i |
TaT AT HIEr S auresHt |17
ATRIAET T ATHT TIGT FA(AAT T W w2 Y



The modern varieties recognised by our professionals are

oY, foeraarh, MUy, sEed, o, deH, S, I, Aagd, ge, gae, e, g

The varieties of HegX in practice are

AY, ART SATEAT SAEdr dd9 = 1l
TTe, YT YA ARl Fe S T i
JA/AT FAT FtSrEgwol ssr AR |
TS qur #RT sgaEr famerot:

the varieties of AT are

gelaell HEFATG: ARET:  Yetgde: |

AHAT  TSgHT HIHRAT ATHD: |
TS elepegaedl ol dUTRI I

HATGHCC has also given in his work the names of 8 UIHI, 16 %W, 10 E'ﬁg, 12 auél,
13 hedIul, 7 tjﬁ'ﬂT, but I don't think it necessary to tire your patience any further by reading these.

The whole point is that our Sanskrit Shastra writers never looked down upon the new additions and

made room for them in their own Granth. Even the 3128 of the Southern Presidency have included
in their system Ragas like aqauil, m‘qﬁ, §'Q7-ﬁ, 3TSIUTT, 2ASTUI and so forth and have assigned
them ﬁ?»r, 3IRE, 3-131’!’5’ Our Northern writers, as | said, would not or could not give satisfactory

details of the new Ragas and we shall say-

fafRIse FeToT=ANT IEMONH d g Assad |
JYHRT  FIEeT faad #afe:
Yaae qAEdw  fFerseAd HAd el |
HAEAEd  Fled o TAEIRTT HROT | |

They probably expected their readers to follow the principles implied in the following couplet

EMEITHATAHAARNA  faged T |

HET WM [ERT o6 MAfed g |1

It must be pointed out here, however, that many of them have duly recorded the T3Td Ragas (or the

component Ragas) making up the new mixtures.



Before | proceed further, | wish myself to be distinctly understood to maintain that the Ragas which
came to be introduced into the Hindustani music during the Mohammedan period, have now, come
to stay and that we must welcome them most cheerfully. But there is one excellent test to which we
ought to put them before accepting them as good. They must show that they are backed by good,
easily intelligible rules and that they command the respect of those who are competent to judge.
Our attitude to the Mohammedan made music should be the one discussed in the following verses

HiTdeIaAd Yoz TeeiidAaeifehd |
IEAHMANERIATY AT o degdd
WEMUTH  fAAT <geFdr Trad a7 AfAd

IUUeAH  HIAAT Wead  AAd T I
{STAGRIAT  JierdT FaWIfAfa FHAA |
JeId VI AU AARIEIT. FaT |

To the question- “Can then the present mixed music of Northern India be reduced to beautiful and
easily workable system?”; my ready answer will be “of course, it can” provided things are so
managed that we can secure the willing cooperation of our living first class artists. In the paper | had
the honour to read before the first All India Music Conference, | attempted to show to the learned
delegates assembled there, how easy it was to replace our present Hindustani music to a sound basis
and also what | myself had the good fortune of achieving in that direction. But mine is the only one
of many isolated attempts as | have already said, the regeneration of music can only become an
accomplished fact, when the whole nation determines to solve the great problem. Our old Shastra
Granthas will no doubt give us most valuable assistance. They will furnish all the necessary
techniques and beautiful models. Not only that, but they will enable us to revive hundreds of our old
Ragas, which thoughtfully described in the Shastras, have remained till now a dead letter, owing to

the illiteracy of our experts and the indifference of our educated classes. In fact, we shall use the T
on the following understanding:-

A T TN JFeReTHUTH |
AATIUTAT HeAafgadd aRac=#H |l
eeT Freliedicicard TIMd  aRad=e |
geH Afgaeas  afed #afdes Aa7
AT dgal (e gedd aRkafddr: |

FdIpdl: WY ofed IAed  Trdarget: i
YHGIGT HAIGIEY I@M Hsedl I |
TEAEIE FlATaT: FeledT MARIas: Il



| have myself tried the method stated in the last shloka and | am glad to say the result was quite
successful. We have, before us today, more than 50 or 60 Ragas of foreign creation. It will be
ridiculous to pretend that we would be able to satisfactorily settle them exclusively with the help of

our old Shastra 32T, We must heartily seek the cooperation of our professionals. Delay will be

extremely dangerous. If we wait another decade the probability is that the best available artists will
disappear and we shall be thrown on the mercy of the people considerably their inferiors.

Ladies and Gentlemen, even if this conference succeeds in settling the Swaroop of the four important
groups I1sT, dlar, IR and Hegl, it will place the music lovers of the country under a permanent

obligation. Not that these Ragas are unknown in the country but they are always the subject of
constant disputes and it is therefore desirable that they should now be settled in consultation with
the great experts assembled here. An authoritative opinion from the conference will have its own
force and influence. We shall go ahead with the questions of the settlement of the Raga system.

Ladies and Gentlemen, you will be glad to know that my friends Sahibzada Saadat Ali Khan Bahadur
and Thakur Nawab Ali Khan have consented to deal with these groups in their own papers, which
they propose to read before the Conference tomorrow. We shall certainly be very grateful to them
for this useful help.

The paper | read before the first All India Music Conference was more of a historical nature and | did
not think it fit on that occasion to take the learned audience into the details of the Hindustani Raga
system. On this occasion, however, we are considering the question of the settlement of the Raga
system itself and | hope you will permit me to draw your kind attention to some general points and
facts which often escape the attention, but which in my opinion, are likely to assist us materially in
our attempt to regularise our Raga system.

These facts are: -

(1) The practice of assigning stated times of the day or night for singing the Ragas or the Time-
theory of the Hindustani music;

(2) The significance of the aTér note;
(3) The position and importance of &l  in Hindustani Ragas.

All these three are more or less interconnected but for the sake of convenience, we shall consider
them separately. | may mention here, that | am not at all claiming for myself, any great credit of
making any unheard-of discoveries. | am only placing before you, facts, which are of everyday
experience, with my own observations, on their utility in the settlement of Hindustani Raga System.

Ladies and Gentlemen, you all know that the practice of assigning stated times to our Ragas
has existed in the country from time immemorial. Our Sanskrit Shastrakars, whatever their other
short comings have uniformly stuck to this practice. In fact, we can safely say that this is one of our
long-cherished traditions. Our music passed through numerous transformations during the last
several centuries, but the practice above referred to has been scrupulously and invariably



maintained. Our current practice, as | have reviewed has outgrown the old shastras and is even
supposed to be more or less in a chaotic condition, but even there you find a clear tendency to stick
to the venerable Time- theory. | am aware that some of the Western Scholars never hesitate to laugh
at this practice of ours. Their usual argument is that the effect of a Raga must always depend upon
the particular combination of the notes used in it; and that being so, it is ridiculous to contend that
the same combination of notes would be able to produce, on the minds of the listeners, different
effects at different hours. But why go to the Western Scholars- do not some of our own modern
Vidwans- of course generally such are innocent of music - now and then, show inclinations to make a
similar criticism. Now, Ladies and Gentlemen, let me honestly confess that | am not in a position to
take the defence of the Hindustani Time-theory, from the point of view of our modern physical and
mental sciences, not being sufficiently versed in the Sciences; but all the same, | am not ashamed to
own that | am personally a believer in it. At least, | am not one of those who will laugh it out as a relic
of barbarous and uncivilised ages. To me the Time- theory of our Ragas appears to be most ingenious
though mysterious design or plan. | shall not be surprised, if in future, some of our learned scholars
find themselves in a position to satisfactorily prove sound sense in the theory. Instances are not
wanting where some of our vedantic and other theories have found support from the modern
scientists of eminence. But to go back to the point.

It is common knowledge that our Hindustani musicians do not sing more than some 200 ragas. Now
these Ragas easily divide themselves into three great divisions as follows:-

T Al IEMON 8T §: IRl AT |
TN fasheqele Foeed: areahifad: |

YEH T HHHA TUAT Heehl $7dd |

HIACd AT el geiede: Il

Aocd faraifeied Joia: TaTd, Faae: i

(1) Ragas, we shall say, which carry R & &g (with T Y or &1ee);
(2) Ragas which carry R ®IF & IHA (or d1d);
(3) Ragas which carry 9T and IGEILCE ( whatever the Nand &7 may be).

The introduction of Y H in each of the three groups will lead to further subdivisions but we shall

speak of those later on. | have already hinted that I # has its own significance in Hindustani music.
NEEIAY T Y e Hafd fAE: |
AFAT FATAARAGAT Fezar aefed d 1l

Roughly speaking the whole of our Hindustani music would seem to fall under three leading melody

types- namely, (1)fSeldel or QE?T Swara #dT, (2) T AT and (3) ST HA. Each of these three
#Hels undergo two modifications and in view of these, our musicians classify the Ragas of Hindustani

music under 10 melody types or modes. The modifications of the f¥&T@el mode are (1) SeJT0T and
(2) @HATST; Those of the HT Mode are q‘\T:ﬁand HIET; and those of the STHT mode are HET and



3THTERY. IS mode is a mixed mode and is treated separately, although for convenience it may be
included in the class taking I PIFA and 7 PIHA. Our professionals sing several varieties of dlal
with the 3T and oY hIF.

This classification is easily remembered with the help of the following & ¥ set to Raga shle1ST

The names of the modes @R - Bare

RIMAT 316 TR A A | IA fJerraer 3R @A |
T G Arerd AT | 3787 G AT FE@E

37T Division according to notes used

R gdaw AR 7997 77 | aROUSRT 3R 39 A |

a1 T A 3T AfAT 3ifaF | Sa% FFa Ad a7 s@= |

This grouping of the Hindustani Ragas by our musicians is most important and interesting, as
you will see for yourselves presently. It is observed, in practice, that all the Ragas coming

under the mode #Xa, Elﬁ and AT (and they are not less than about 40 in all) are assigned
to the evening or morning or more accurately to the periods of sunset and sunrise! At these
periods there is a & (or junction) between night and day and these Ragas are generally

called the TTIYhTSr Ragas:; i.e. Ragas fit to be sung at the time of &fer (of Night and Day).
Ragas taking ¥ and & cifer (and 31 Ter) are sung immediately after those belonging to the

afergenTer groups and these last are followed by those taking 3T and fof @I#eT. | think | had
better give instances in support of my statements before proceeding further. Thus take the

$a group, for instance, Ragas belonging to this group are:-



A,
R FON T FIgREET | -
Aragt AT 77 RS T 1 2E )
e T T SfaraE: |
A AT FEY I Fragasw: | ve )
AHEHAS AT qUIiEaT Rt |
TS ACATFHSTSTET T e 1| ge |

Now all these Ragas, with the exception of Gauri, are assigned to the morning, that is to say,
about the time of sunrise, which is called Tfrsenrar

The Ragas belonging to the modes qgﬁ and AT are

g,
Ooff TR F9T A frarEy o g |
Breroft At Ja Srasfiar awtas 0 g |
T g wesh: giares |
AR AR T gEET ghE | vm |

. ATETTHS .
3

HTEAT YRAT 5T SRAT AT a4 |
TOERITERT AT Wiz | wg 0
arefry RSt st gl )
ATEATER WAt WS TR RIS 1l wo |

These two groups contain about 24 Ragas. Some of these Ragas are sung at the time of sunset
and some at the time of sunrise. | shall let you know presently what it is that distinguishes

the evening Tf&ITeRTr Ragas from those of the morning. Now | shall come back to our point.



Al these 40 Ragas have one common distinguishing feature and that is X &eer T g |, &1
may be I or didr. The distinguishing feature maybe more briefly put as “foT, &1 R a1
The FTAIYSRIET period is understood by our musicians that between 4 to7 p.m. and 4 to 7 a.m.

Now, let us take the Ragas coming under the X and & &ter groups of &eToT, feelldel and
YHTST; These are

FeAroiHS,
TAT: GEHSTION AT SR |
FERBTIATLL KA AT N 3¢ ||
ey earen mesfEady aur |
FEFIATEHT T T FSATOHRSHAE N 32 1)
fasaede,
fremey femer R g |
kL AH EN ARSI g 11 2o |l
AUETEAT TUHRA TFT AZFTIA |
gEAfNEYare oSt qome: | 81 |
FATN FAYA: WG THELIAT |
T SHAT SEY TEN ASTEIRAAT: || ¥R )
RIS,
RIS Bgd TR ShawE: |
ﬁarraﬁ’r“ AT T AT 49T | ¥R
FATEAT MEET: SIS HIN: |
FTEWWAT A AIN GIF00 1| 88 )
AAAAAUST T AT IS |
T RAATEIHS SHTSAES U 24 )

These three groups contain more than 45 Ragas in all. The point | wish to draw your attention
to here is that these Ragas are invariably sung immediately after the Hf&I9ehrer Ragas and

secondly that the other distinguishing feature thereof is “R, & ofiar and 31 ffa”. After these,
come the Ragas which take 3T and f& @Y&el . They belong to the Hef &Thr, 3maTEd, SR

and drar. The “R;, & drar and 31 19 Ragas take the singer from early morning and early
evening to nearly the middle of the day and the middle of night. To be more accurate, Ragas
taking T and fo¥ ST (and fit to be sung in the night) begin after those of the THTST Hel are



over and last up to about 4:00 a.m. when the morning Sandhi- Prakash ragas begin. So also
Ragas taking 3T and T @Il and assigned to the day begin at about 10 a.m. and go right up

to 4 p.m. when the evening TTIYRIeT Ragas begin. Ladies and Gentlemen, TTIShIer comes
twice, as you know in 24 hours, the whole cycle therefore divides itself into these two series,

for example, HIEITRTr Ragas, that is, those taking X, €7 Sider and T A1, then R, &1, T g

Ragas; and then 3T, fof @1#7eT ragas. | am prepared to admit that there may be some exceptions

here and there which I may have lost sight of but | feel confident that the main arrangement
according to the accepted Time-theory of our Hindustani music is faithfully described by me.
Now I humbly ask, does not this beautiful arrangement disclose some design or plan? It may
be, we are unable to say when it was first made or by whom, or why it was so made, but |
have no doubt you will not call it a relic of barbarous times. To me it appears to be the design
of some great masterminds. It is not improbable that this arrangement came with the change

to the fSelTael scale as the foundation scale of Hindustani music.

Let us now turn to the consideration of our second point, namely, “the significance of the
arér note”. Here a little warning | suppose will not be out of place. | am taking the technical

term @TGY in its modern sense only. | take it in the sense in what our present-day Musicians of
Northern India take it. The 3rehRs of the 16™, 171 and 18 centuries define ey as follows:-

"ftagAIan
“ggETt TSy @Y qfesgIrEr
¥ ST T T i w99 1 uR il

QA
sefrarerraT: TR e |
T TR AT JURH & @ |Aq: || ¥R M

JANN TEUT XY F TAA I JAIHA: | |- G T |

ey T SgeT: T@R: | 3R TS 9 IeNcdTes g |- FHerdA |

TS SgUEE: TR A wTEd |

Our Hindustani musicians call GG the T4TsT ¥a&X or STTeT or Si1d of the Raga. Ragas are
divided into two great divisions , viz. (1) tj\T:ﬁTI?T and (2) 3dWT9T. Those which are fit to be
sung or are actually sung between midday and midnight are called t@TI?T and those which are
fit to be sung or are sung from midnight to midday are called 3dII9T. The f[cﬁTﬁTs have
invariably a swara from CI@%T for @G and the Uttar Raga have similarly a a1éy from the



3AX09T. This brings us to the question- What is meant by the qgﬁ?Tand the 39T, Our
Shastrakars define these 373T thus:-

aReTHEEIcHS A qairad |
A TR HHAGRIIThe |

The & of the qgﬁ?T for convenience sake is extended up to Pancham and that of the 3dRTaT
down to &; thus &T X 3T & T, are supposed to be notes belonging to the qgﬁT andarfa g g
 are supposed to be those belonging to the 3aRTeT. The effect of this is that Ragas having 4T,
 or T for AIEI may occur when in the QjTI?T group or the 3AIITIT group. So here again what
do you find? aTéY gets itself connected with the time theory. Look at the following popular
Ragas and their arér notes

OIRT = (s IR = 1 Q)HHATAE= A (4T =T

GHAAT =7 (6) T =T (7) A = F @My =Fory

(Q)IRAT er=ATsl= 9 (10) RAT =97 (11) ARGT =7 (12)FAT =77

(13)R[CET HeATOT=aT (14)#Te =37 (15)HheR =H  (16)gHAR =

(17)Be= 9 (18)FAG =9 (19)f8MET =37 (20)QMhT =37

LHEHATS =31 (22)FEEr =1 (3)ERe =¥ (24)eH =%

(25) faerenenTATG=8or IT (26)SIASIATA=1T (27)3TRT=3T (28) GI&RT =T

Thus you go up to Midnight when Ragas taking 3T, foT @Ie come in. There are our several
varieties of &TeT3Ts. Some of the FI=TaTs have I for the ATEY and the others either T or # or
T which notes as you know can remain d@TeT in either 319T. As you approach the last quarter of

the night, the real- easily distinguishable 3a373T Ragas come in. All this beautiful
arrangement has been briefly put in the following verse



:7'. e —— Berarer: |
Yawe srareryy Ay TRARA
R ot mre o |
&m«vxrrm?ﬂ’»’?} el ey o
oo ¥ rrr(-f‘;"’l Ty ’r’?}"‘;/
ey I AT AT
nwr(rf}n%‘ ey et Jﬁ"a’%\ /
HTTA g X e ﬂﬂg){'& oo
el }mn#‘ﬁ*ﬁfﬂl DT |

o ,‘,"";Zp /
RS R A \/ :

Our Hindustani musicians constantly account the aTér Note with the time assigned to the
Raga. They say:-

QAW FPHIIE: WU g AIwNE: |
T SATIRISH AF g MAHEg: | we |
qAHEEg TRISHT FrET ErfeaearT |

=TTy TS e SISt | ue )

The third point which is equally interesting is the character of the &ffer # in Hindustani music.

This note plays a very important part in the current music. | have told you that the Hindustani
musicians, as a general rule, do not sing more than about 200 Ragas. Now, curiously enough,

a careful observer finds that the Ragas which necessarily take diel # either singly or in
conjunction with the 3I&Tel have come to be assigned to the interval between sunset and
sunrise or roughly speaking to the night. The only Raga taking ciYel # fit to be sung in the day

time are fgatel, A3, TR and sgm?ﬁ We may take these as exceptions. But, there again
we sometimes find differences of opinion as to the exact time assigned to these Ragas. There

is no harm, however, in accepting them as exceptions, their number being so small. The drer
 as a general rule does not occur in Ragas taking 3T, fof @I#eT. If it at all comes in, it comes
in with [e® 3, or both Nishad. But we shall return to the point. The presence of the GICKl



at once suggests to the listener that the Raga sung is one suited to the night time. g &
begins to make its appearance in the evening TT&9eRIeT Ragas. | have already said after the
evening right up to the end of the morning Tf&IYehTer Ragas. | have already said that it does

not come in Ragas which take @1#¥eT 3T and o1, such as the different varieties of &TeT3T. There
is one mistake, which you will please guard yourself against. Do not be under the wrong
impression that every Raga assigned to the night is bound to have diel # in it. The fact is that
Ragas which normally take it occur in the night. You find the note in all the evening
TfAgeRTer Ragas and they are not less than 5. Then it appears in the Ragas belonging to the

hedTuT group. These are about 15. It appears again in the Ragas assigned to the last quarter
of the night. It is rightly said:-

fRgruriar Jeuear dfsd  Fegeer ad |
FAHIMNTATTET TG FoeAd |
ReedcrAaad diged AR |

URERINATHETH Y- Faaha |
digaer FeafaaAr afssgRe |
dEATTTY: Hed oAl adqaRAd |

Our professional musicians are frequently seen introducing the dd # into Ragas like Bihag,
Shankara, Jhinjhoti, @&TST in skilful manner without offending the sense of the listeners

seriously. The reason is that the note is a ITA4@TAe note, and when used sparingly and
skilfully will not be inadmissible as a pleasing note. The peculiar characteristic and influence
of the note cfiel 7 was known also to the Great music writers of the Southern Presidency.

Their Raga system is based upon 2 sets of melody types or #¢T. In the one set the # is [y
and in the other it is T In all other aspects the Hefs of two sets are perfectly identical. The
great influence of &1 # is so described by the southern writers:-



A TEET AT § A% v I
ChiceroicReini et ME T I CHIRES
fa

7 OF e F AT |

zf <ren wEgTHT TREw = 1] &2

FarEd #i7 e AT |

U1 WAEAHA § Z0T ST 1 &% )

AT THERY Ao et |

CEERLE R AR AL QUL L PR
But I think we can cite such instances from our own Hindustani music too. In the Clﬁ or #r
Aol for instance we have R, & @Il and T, &, T ol The moment you substitute the
PIF # in the place of the T 7 you get the T AT So also the FeIToT HeT could be
converted to feeliael  &eT by the mere substitution of IFel . | think the wonderful

influence of 3 in our music is nowhere denied. It is described as a great 3T¢de&2Te note and
rightly so.

Now that we are speaking of some of the special features of our modern Hindustani music, |
may, with your permission draw your attention on two other points, in that connection, which
in my opinion are also worth being taken notice of. To an observant mind, the Hindustani
Ragas generally speaking, appear to have been designed and arranged in two sets; one on
either side of an imaginary line drawn from sunset to sunrise dividing the whole day of 24
hours into the well-known two parts “Night and Day”. Each of these two sets contains 3

groups with their distinguishable lower tetrachords ¥ |1 R a1, Ty T ¥ a1, f&r &1 ¥ =r.
These three groups on either side of the dividing line may be roughly described as the
counterpart or reflexs of one another separated by an interval of 12 hours. The note # and the

3797 which carries the aTéT Note will be the two unmistakable signs which will determine the

question whether a particular Raga would fall under the t|‘\‘ch'|?T group or the 3dITeTgroup. |
shall try to illustrate my meaning:



T T AEHS T grEw e |

WA VAT 9T AT TERET || 2oo [
AT AT @ A A
 TERAT T Srfiar gigar 1 goq
Sl dany Wiy fhvias: |

HER: et I o qrdar g8 020
Wﬁmﬂmﬁmmﬁmzl
a@amm-&}mfﬂ‘rmmmmmuw
mdﬁ&gagﬁﬁmgﬁwaqt
nﬁgmgﬁmﬁf‘muwu
GIEE RS oG E R Z A AR L I

qdt 3y TUT a1 AREY QU g |
STarfETgeT et e qRanfeE |

I[N TAT AT degd: Teral faiare |

The different varieties of feeTaer are practically the counter parts of the Ragas assigned to
the early part of the night. These are in the opinion of some careful observers nothing more

than portions of the evening mmgf?la»‘ or allied Ragas, combined with the settled 3131 or
decent of feretraer. Thus:-

T + fodEa = @ e (1), FERor A+ amEa = E oaea (2);

Mg + fodmeer = d==19@ (3) Bt + foemEa = Wt foEa (4)

SosREdt + fadEa = %W fadEa (5) 0 sEme + foamEa = o e (6)

R + foaea = R aea (7)) s + fooma = st faamea (8)

EHFAT + foeea = @R fowee (9)  (10) SafaamEa (1) wea foemee (12) s foemaa

| am aware, the combinations | am mentioning, may give rise to differences of opinion but I
am using these only as illustrating the point. I wish you to notice, | would much rather wish
that our great professional experts should put their heads together and settle once for all the

component parts of the different varieties of fselTael satisfactorily. When these are settled,
we shall have a more distinct idea of the reflex connections between the morning and evening



X &1 M9 Ragas. The Taeltaels easily distinguish themselves from the evening Ragas which
are their counterparts, by the absence of g 3 and 3TRI9T UTHT.

The other point which | was thinking of was the presence of GRH9dLS Raga in each &Te.
These present an abrupt change from one group of Ragas to the next following, for example,

ﬂ?l?—ﬂ?ﬁ takes the singer gradually into the qgﬁ YT ragas. Jayjayvanti introduces him to the
Shle1sT group and so on.

STeRTeT HGET: WA TgaHhl: |
SII®ITOT &R0 T JAEI0T Sqaiear: |

Ladies and Gentlemen, | explained to you, a few moments ago, how our Hindustani Ragas
happily classify themselves under 10 principal orders or melody-types or #ell. While

remaining under these e, they can easily be distinguished from each other by their special
features or identification marks. Thus, let me for instance examine the dozen Ragas falling

under the ST group are the FeATOT Hel. These are as you know:

Fearofras,
TUA: FETFAN YA ST |
FETLBTAATY FENT: FWEET N 3¢ |
fRZe Mrear AresfiEad q9r |
SEFIAIRHFT TS AT FATOHSIE 1 32 1)

Names - THeT , etIhedT0T |, §UTS , Tgehid , SicTehedToT |, fgsier , ATl | gl |
e , DI |, HTAG |, MR

These Ragas are conveniently classed under the seJTuT group because the presence of the
dier A is indispensable in them. Now all these 12 Ragas could be classed under 3 heads, viz.

(1) Ragas taking no FEI& | or taking it in the 37aXIE only;
(2) Ragas taking only &tr #; and
(3) Ragas taking both the cffsr and IHe 7 .

Itis said Ao Aeralr TN [AsT=d Fem go: |



3AwAGAAT 3fa Hiward faTamt: |
Thus: (1) 3{UTel E¥hedTOT , Sid, Tgshid ; fall in the First Division ,

(2) TH, fgster , AT ; fall in the Second Division ,

(3) BHR, heR , BT , PIAIG , IMSHRAT, ¥JTH; fall in the Third Division ,

All these Ragas, being assigned to the forepart of the night, have their ar¢r in the qgﬁT of

course. Ragas coming under the first two subdivisions are easily distinguished from one
another. Thus

3RIE =TeiesTT 7Tl Afratord |

e gcTes 3T ARG |

arRll Hegiosld: Werdl STachodrore! g9 |

IR ALTHTF TGl Hl g2 |

Thus, the Ragas of the second division will be distinguished as follows:-

Rer &1 J ArerAl I TR JEFAT: |

The Ragas taking two #EIHs form a very interesting lot. These Ragas agree with one
another in taking the same 37aX\g, which is & ¥ 7T, # 9 &7 T, a7 A Y &T. The special
features of these Ragas lie as a general rule in the tj\?ﬂ'dT Thus :-

AIA,T A Y | -§AR
GA,AIT HI AT | -$heR
ARITITIATITAIA |- HARG
ALAIATITI A | -5 AR
qITHAIHIT ,AY A |- BEIEC
aLAY @ A |- o"@H |

There are two important rules to be observed here,



SAACTAY IEY AeT T faeliad |

IR J fdash: TTealles Idihd: |

The small combination of notes “F T & 9 is intended to show that the Raga XxXxxx . The
37T of these Ragas, as a general rule, opens as follows: T &, | ¥ &7, Fiferer, ¥ &5 @

Ragas coming under the ST Hef or HTST Hef can be easily distinguished.
RIFAST AeTsr T fasrerdred gfaer g2 |

MR RIFTRATT I [OHA |

GHATSYIT HAT MMeAT H\I{C:&IJ-JIN-SI oRThT: |
dca feag TRfeacy degaArET faeme;: |
GATST IEAT Al Garael foeiearenT |
fsdifa #ar of aeurrer et |

R AREr A wHEERddwes: |

SATdecaTieehl a3t A oferdr e |
SRTdecl AT IIRT SR AN |

TR WA d FHUNCTETATREA ||

dered Rt AFa: @Arer Rusifesta: |
ROUBIAT HaT gail e TsuAlfeSa |
GeTacdl GEYUIT dshed HAG |

TSigTEr AT YUl HAeqaed T |

| won’t trouble you with the distinguishing features of the same.



Ladies and gentlemen, | have taken too much of your time now and have tried your patience
too far, perhaps, by compelling you to listen to a lot of technical details. It is time now that |
should conclude. | thank you most sincerely for giving me a patient hearing during all the
time. I may mention here that | took the liberty of addressing you so long, only because |
knew that | was addressing an assembly of learned music Scholars who would not only
excuse my procedure but, would treat my effort with courtesy and appreciation.

Ladies and Gentlemen, | hope | have made the object of my remarks quite clear to you. It was
two folds, first I wished to impress upon mind the fact that our current Hindustani music with
all its confused and irresponsible conditions, is really not in so hopeless or helpless a state.
No doubt it has undergone vast changes but even in its present condition, a careful music
scholar will find sufficient material for a good scientific system. My second point was to

show you how our music could, with the help of our Shastra I and the eminent living
artists, be easily systematized.

The present time, Ladies and Gentlemen, is most propitious for our sacred task. We have
come out successfully through a terrible war and are now looking forward to a long spell of
peace and tranquillity. Music as we all know is a delicate plant that grows most vigorously in
times of peace and tranquillity. Such a time is now first approaching. Then again, we have
been singularly fortunate in securing the sympathy and patronage of such a great native
prince- I mean His Highness of Nawab Saheb of Rampur, our President; His Highness is not
only a great lover of music but an accomplished music scholar of a very high order. His
Highness represents the tradition of the Tansen School. His Highness has got in his service
Vazir Khan Saheb, who was one of the pupils of Sahibzada Hyder Ali Khan Saheb, the
distinguished pupil of the Bahadur Hooseni Khan School.

Next to His Highness we have in his Home Secretary Saheb Zada Saadat Ali Khan Saheb
Bahadur, another accomplished Scholar and patron. He is the son of the late Sahibzada
Hyder Ali Khan Saheb himself and needs no further introduction.

Ladies and Gentlemen, what do all these circumstances indicate? They clearly indicate, |
think, that it is the desire of Providence that our Indian music, which has so long had to suffer
from cruel negligence, should now rise once more from its fallen condition and take its
proper place by the side of its sister arts, and thus fulfil its great mission in life.

With these remarks, | beg to conclude my address.



