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Your Highness, Mr, President, brother members of the Conference, Ladies and
Gentlemen,

A satisfactory feature of the Renaissance of Indian colture and Indian ideals,
which charactecises the intellectual activity in Indin of the present day, is the attention
that is paid to the revival of our ancient music. The keen interest evinced by the
present generation in the preservation and further progress of this national heirloom has
materialised itself broadly speaking, in two different aspects. On the one hand, one
notices the movement of learned scholars from all parts of Indiz meeting in national
conferences with a view to focus attention on and co-ordinate the results of research
grappling with the technical side of the question; such as for instance, the working out
of a system of uniform and adequate notation; the systematising of the ragas at present
sung in the northern part of the country, so 8% to make the same easy of instruction
and assimilation, and so forth. On the other hand, one welcomes the growth of nume-
rous music clubs and schools of music,~ and with it the facilities offered for a serious
and thorough-going study of the art,- and its gradval introduction into our homesteads,
Both these aspects are complementary of each other, neither is complete without the
other. The learned but. dry-as-dust disquisitions of our theorists would be {ruitless
waste of time if they did not succeed in svoking some interast on the part of the public
in the art; while the Gayan Samaj would be a deplorably shaky superstructure without
the firm foundation of the science,

We shall leave the Gayan Samaj movement to grow and prosper along ifs own
lines, and meanwhile turn our attention to one issue connected with the scientific side
of the question. We are now fully alive to .the flact that no study of a scicnce is
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complete without a study of the history of the science. [t will, therefore, not be amiss
to cast a retrospective glance in the direction of the past history of Hindusthani Saagit,
so far as the scanty material at present available will permit. There is no dearth of
material, it must be confessed: but the specially rich harvest of the ancient literature on
music serves, for lack of interest at the present time, only to burden the bookshelves
of our libraries; and until these works are made available to the public after having
been carefully edited, our knowledge of the history of this art must needs remain defe-
ctive an unconnected. For this reason I crave the induigence of the audienze.

To the Hindu mind, the sister arts of Vocal Music, Instrumental Music, and
Dancing are so intimately connected with each other, that the term “Sangit” was use
by ancient writers to include all the three together, although, { need hardly point out,
strictly speaking, it is applicable only to the flest, namely, Vocal Music, [ do not
propose to deal with Instrumental Music or Dancing here, and it should be understood
that I use the word Sangit in the restricted connotation of Vecal Music. 1 shall Further
circumscribe my thesis by confining my attention mainly to the system which is prevaleat
in the Northern part of the country,

You are ali aware probably, that there are, at e present day, current in India
two different systems of music which are perfectly independent of each other; I mean of
course the Hindusthani and the Karnatik systems. These two great schools have existed
in the country for many centuries past, and the chiel difference between them two lies in
their two perfectly independent shuddha or primary scales. Our present Hindusthani
system is based on what is commonly called the Bilaval scale, which very neacly corre-
sponds with the European scale of C. The shuddha scale of the Southern asystem is
called the Kanakangi scale, which will indeed sound extremely odd to our ears, but that
it exists and forms the foundatioa of the Southern system cannot be denied. it will be
as I shall mention tater on, a very interesting problem in the history of Indian
Music to determine how and when the Northern musicians first obtained or adopt-
ed the Bilaval scale as their shuddha scale. The reasons why I do not propose to include
the history of Southern music in my remarks on this occasion are first, that my own
acquaititance with the Southern music system is not far from superficial; and secondly,
that in my opinion the musicians of the Southérn presidency are not so handicapped in
their progress as we Northerners here are. It is commonly known that, comparatively
speaking, the music system of Southern lndia is much more developed and accurate than
that of the northern part of the country, and has a well preserved Sasrric tradition. |
uaderstand it is capable of being studied and taughi with the heip of regular text-books.
it is said that many educated people in Southern India make a systematic study of the
scietice and art of music and thus to a cetain extent are able to exercise a healthy control
over the professional artists, who, besides, are not so hopelessly illiterate and ignorant
as theire brethren in the north. With us Northerners, on the other hand, the situation
i8 indeed deplorable, as we are here, more or less, at the meccy of the ignorant and
narrow-minded professionals, I may add that during the last decade or two things are
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changing their gloomy aspect and are somewhat brightening up but the progress is extr-
emely slow and unsystematic. [ do not mean to say that we have absolutely nothing like
a basis of a music system of our own, but it cannot be denied that we have lost touch
with the Sastric traditions and have been for some {ime past at least dtifting away. It is
true that we find now-a-days Hindusthani music being taught in some of our schools and
private classes; but in the absence of any thing like a uniform and intelligent system,
the tuition given there becomes somewhat haphazard and unsystematic. At least it does
not seem to come up to a very high standard. The condition of the music of Northern
India, therefore, needs prompt and proper consideration,

The most convenient methood of dealing with the history of Hindusthani music
appears to be to divide the subject into three distinct periods, wiz.,, (1) the Hindu period,
(2) the Mahomedan period, and (3) the British period. Each of these periods may again
be sub-divided, if necessary, into two divisions, viz., (1) the earlier and (2) the later. The
Mshomedans came into contact with this country as a ruling nation in the Ilth century
A.D., and remained here as such till about the end of the 18th cantury, after which date,
the country passed under the domination of our present rulers, the British. This historical
fuct enables us at once to fix the boundaries of the thres periods necessary for us. The
Hindu period according to this classification begins, from the Vedic times and extends
right up to the end of the 1Qth century A.D.

I do not propose to discuss the music history of the Hindu period on this occa-
sion and do not, therefore, think it necessary to make any lengthy remarks about the
literature of that period, but it may not be out of place to point out here in passing that
there is still a lot of research work remaining to be done in connection with the history
of that period. As far as ihe present state of our knowledge goes, the only work of any
historical improtance, yet discovered, that is likely to throw some useful light on the
conditions of music in those times is the Narya Shastra of Bharata, a writer believed to
beiong to the third or fourth century A.D. That work again, as its very title indizates,
is a treatise on the ancient Hindu Drama, and deals with music only incidentally, It
says absolutely nothing about ragas and raginis, but deals, in the oanly three chapters it
devotes to must with the shruris, gramas, murchhanas, and jaris of the ancient Hindu
Music, The complete absence in the work of any reference to ragas and raginiy i no
doubt remarkable, and disappointing too, and it is sought to be explained by some mod-
ern scholars by saying that in the time of the author the term raega itself had not come
into existence at all. This will, of course, be a debatable point and we shall not enter
into its discussion here. We are constantly told that our music has had for its source the
great Sama Vedo, 2 work some three or four thousand years old, but no echolar either
ancient or modern seems to have yet successfully established an intelligible and satis-
factory connection between Sama music and that of the succeeding writers, We have sone
works like the Skhishas and Pratishakihyas, but they do not carry us very far. [If we leave
the Vadic times and come to those of the Epics and ancient Dramas, we have ample
evidence that_music had attained a very high position in society and that it was capable



A 'SHORT HISTORICAL SURVEY OF THE MUSIC OF UPPER INDIA

of being reguiarly studied and taught both as a science and an art: but as to what it
actually was, we have absolutely no reliable information, because none of the music
treatises of that period are at present available, Thus we see that barring tha Natyva Shastra
of Bharata, we are very poorly equipped in the matter of refiable records for a faithful
history of the early Hindu period. Between Bharata and the advent of the Mahomedans
into the country, there is another gap of some seven or eight centuries. Tais is suppased
to have been the polden age of our music. With regard to it Capt. Pay in his Music
of Southern India, at page 3, tells us that “the most flourishing age of Indian mnsic was
uring the pericd of the native princes, a little before the Mahomedan conguest. With
the advent of the Mahomedans its decline commenced. [ndeed, it is wondetful that it
survived at all.” As no treatise on the music of that period has survived, we are deprived
of the only means, by which we could get any idea of the condition of music in those
times. The above remarks of Capt. Day apply, strictly speaking, only to the music of
Hindusthana proper. As regards the Southern music he goes on to say: “Owing to the
South of India having been less disturbed by internal commotion and having heen more
subject to Hindu rule than either the Dekkan or the Northern provinces, the science of
music would seem to have been maintained and cultivated long after the original art had
been lost in the north,”* It is oot only true that we, in the North, have come to lose
our encient works on the science of music, but we can hardly boast of having duly prese-
rved any of our ofd Sanskrit compositions either. But it may here be objected that we
have even at this day Some Prabandhas like those of the eminent poet and musician
Jayadeva of the 12th century A.D. 1 do not deny that we have preserved these. But is
that enough, having regard to the fact that we claim to be the oldest musical nation in
the world ? Then again, the question will arise, do we sing even one of these Prabandhas
in the original raga and tala of Jayadeva ? On this point the remarks of that great
oriental schofar Sir William Jones will be found most interesting. He says: “When |
first read the songs of Jayadeva, who has prefixed to each of them (Prabandhas) the name
of the mode in which it was anciently sung, I had hopes of procuring the original music:
but the Pandifs of the South referred me to those of the West and the Brahmanps of the
West would have sent me to those of the Norih, while they, I mean those of Nepaul and
Kashmere declared that they had no ancient music, but imegined that the notes of the
Gita Govinde must exist, if enywhere, in one of Southérn provinces where the poet was
born.” Now, is this not really very funny having regard to the fact the Jayadeva never
had anything to do with the South, he having been born fn and flourished at Beerbhum
in Bengal ? :

In tracing the history of the music of Northern india in the Mahomedan peried,
the first work that forces itsell on our notice is the one entitied Roga Terangini written
by one Lochanakavi. The date of the work as given by the author is as follows :—

yuepgiiamy  siaimedaused |
Fpfdan  gagemea  fAmany |
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Here the expression wwagemfiaqi® gives us the Shaka year 1082 corresponding
to AD. 1162, There seems to be, however, some discrepancy in the enumeration of the
astropomical detaits. Lochanakavi refers in the work to two famous previous writers,
namely, !ayadeva and Vidyapati. As [ have not with me a complete copy of the Raga
Tarangini, and the only material I rely upon in making these remarks is an extract
purporting to be a copy of the svara and raga adhyayas of the work, kindly lent to me
by a friend in Upper India, | must content myself by quoting a portion of his letter
covering the extract, *‘The Raga Torangini purports to be a treatise on music, but 62
out of ihe 100 pages to which it ¢xtends are devoted to the prosody of songs composed
by a poet of local fame named Vidyapati in the Maithili dialect of the Hindi language,
The songs are quoted by way of examples of deshi ragas. Each guotation is preceded
by a shfoka or two stating the number of matrus contained in and other particulars
regarding the metre in which the song is composed. These quotations are infroduced
as follovws 1— s

G ERIERECIRICIE S ey JRer |

qintey eaifudlanas: Ay aepmmimarcaresR afanag:

57 7 amfamszigan | 2% § wiEgogdan | Acomi oishaam
sug fafimoggaaa sigmfrsiRBagegen Gfoanamag: mss=

Then fellows the pedigree of the poet Vidyapati,” (I wish my friend had copied it.)
“Next a {ew lines about the elements of prosody and then the lengthy series of Vidyspati's
songs and some by the author of the treatise himself whose name is Lochanakavi. These
songs are composed jo metres which are given the namses of the rages and raviniv. 1 give
anly one specitr¢n here as [ do not believe that the songs can be of much use to you.

a4 2weauiielt | s g Sadvegm, Xminm R irzag
FETAYMA g oftAqdar ¢ eREfgal graed | A gad g
apfrang g, | TfaeilaE av 93 volR qufags

“There are only two cases where Jayadeva is quoted.”

AT ¢ RN Sz ) e
Igatnomal § FEdd TR |
Aq=d wEd 9y affgend
gav gy W v fAnaasy )
MR CACTITET qANTIT |
ITRTY |

arEafleey $eRIT "l
e AVEE qERE Al



6 A SHORT HISTORICAL SURVEY OF THE MUSIC OF UPPER INDIA

7 e Y Ny G amw

wea BY (1) T #e @Ay

FEEREY FF WA

faEafRy (sic) T AN )
wla famafy: ||

87 g )

s afy fafiwests

i Wy Y gwedy

afq & awfe aifg R&aager )

“And then sight more couplets of the suthor’s own composition. Such songs fill
by far the larger part of the treatise. As 1 have said before, the treatise beging with
two third-rate #n@mRY shiokas. Then follows the pedigree of the author ending with the

following shioka :—

e o= & 9 99| agades !
fgraa @rmneaRse a1 uaifiefian |

" The author then goes on to say that there were 16,000 ragas and that they were
sung by gopis before Krishna, but of these only 36 are well-known now. These arc
caumerated in the shlokas which are commonly met with in most treatises om music.
The shloaks begin with :

e NRESAE fewag |
sfae Aguas §Ed gaeeaan 1

The next ten pages contain shiokas enumerating the raginis of these ragas and
giving their ECE G pictures. The following is a specimen of the shiokas :

#AQ TUu: |
wisarnepfa: degran femra:
SRR T TG |
fiaiy fe= =1F shaq 90 @
a wafa agyrEEREaaun |

1 give only one specimen here as | think you will not care to have such
descriptions. 1 thought you would care more to have the Rigeagrase of each of the

ragas, but they art not given in the work. ”

As to the verse giving the date of the work, my friend adds, “as to the Arya
giving the date of the author, the first half would show that the work was composed in
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Shaka 1082, but how the Munis that are now in Maghas could be in Vishakhas 1 do
not uncerstand.” Raja Sir 8. M. Tagore in his " Universal History of Music,” pp. 77-8
ascribes the poets Jayadeva and Vidyapati to the 12th and 14th centuries respectively.
He further tells us that Vidyapati flourished at the court of Raja Shiva Singh of Tirhut
in Behar. Now, if this statement is correct then Lochanakvi who quotes from Jayadeva
and Vidyapati evidently could not have written his work in Shaka 1082 or A.D. 1162
i think the determipation of the date of this work would be a very interesting problem
for our research scholars to undertake.

Whatever the date of the treatise may be, the work appears to me very remarkable
cven from the point of view of practical music, The TRHEmuIw of the book, for

instance, will be found most interesting and instructive. § shall quote it here :—

TR e qar fgewedl |
daz i o & Hwer aar i

ggrfa aeemifi Tt auAl gie |
Iq ag) WAty dF wemiadiEa )

fefriafl 92§ aqr d=ac &
adimafl 329 aq daaq: wa: |
wdtafy Sgafadiaga: w@m: |
WfEdmaa a8g i@ oftdind )

5 4 famady 251 waAi yidm )
agridfifalin qisft din gafadad )
fadlqalt 39 @ dmEc wm
FAefl A3g aq dmaa: wa
956 ¥ 9@t FE 1IN FE g
faR Fuds nar 89 e )
(See pp. 2-3.)

A mere glance at this Svaraprakarana i3 enough to show that this work is one of
the northern authorities and that its shuddha scale is no other than that of the modern
Raphi raga. lochapakavi lays down twelve jawaka melas or pavenl rheras and then
classifies his janva ragas under them. His twelve shatas are —

I Afew ggq A ¥z 09 T
FAN YATEEA ST T
el ot &9 gdemaa
CRTASHENN &% um @gfuan |
A GAITHENH T A 1 sqafidm; o
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Y] GEGEUTS T9R aRrUER |
e denady ggavg

(t) e
PEn AN THT EREHITE e |
79 gRAqEe WA wed g N
#4 g W o B8 e Ry o
WYE YaETE Nd WNSFIE

() @@
T @ WU ) ) 47 9 fiaey |
a1 moftelt 3w @) wEEneh: 0

(3) qq
ng i madi § ol awoey 3 )
il sadt & wg o ndl madE
( See pp. 3-4.)

1 have quoted the last four shlokas bere with a view to enable you to fix correctly
the shuddha scale of the Roga Tarangini. The short Ragadhyapa of Tarangini is also
interesting bul it js not necessary to insert it here. A careful examination of this work
yields the following six important historical points.

{1} That the names of the svaras and ragas are purely northern.

(2) That the twelve thatas are almost all northern,

(3) That the author used only 12 sraras in describing his ragas.

{4) That many of the raga lakshanas in the book will be useful even now,
(5} That all music was confined to the shadja-grama only.

{6) That the method of obtaining ragas from the murchhanas and jatis had
become obsolete.

We shall feave the Tarangini aside for the present and proceed to consider the
condition of our music during the twelfth and thirteenth centuries A.D., that is to say,
during the period preceding the reign of Sultan Aila-ud-din of Delhi. This period is
said to be one of the most important periods in Indian History, but unfortunately for
us, this is again a period For which we have nothing like reliable music records. Histo-
rians tell us that during the early days of the Mahomedan conquest our music
suffered very badly at the hands of the conquerors. Capt. Willards in his book, ' A4
Treatise on the Music of Hindusthan ™ at p. 106 says :— *‘ The conquest of Hindusthan
by the Mahomedan princes forms a most important epoch in the history of its music.
From this time we may date the decline of all arts and sciences purely Hindu, for the
Mahomedans were no grest patrons to learning, and the more bigoted of them were not
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only great iconoclasts, but discouragers of the learning of the country. The progress of
the theory of music once arrested, its decline was speedy, although the practice which
contributed to the entertainment of the princes and nobles, continued until the time of
Mahomed Shah, after whose reign history js pregnant with facts replete with dismal
scepes. PBut the practice of so flecting and perishable a science as that of a succession
of sounds, without a knowledge of the theory to keep it alive, or any mode to record it
on paper, dies with the professor. * These remarks of the learned writer need not sur-
prise us at all. 1t is not in India alome that the Mahomedan invaders distinguished
themselves by their ruthlessness towards music. The history of Persian music after the
conguest of Persia by the Musulmans reflects a similar state of things there. It is said,
“ when the Mahomedans conquered Persia, Saad the son of Abu Wakhas wrote to Omar,
the second Caliph after Mahomed to be allowed 1o send a number of Persian works on
music to him. Omar’s simple answer was to throw them into the waters as useless to
the Faith. The order was so completely carried out by the burning of all books, that
the only musical work now known to exist in the Persian language is one entitled ‘Heela
Imaeli’ mentioned in a catalogue appended to Mr. Fraser’s history of Nadirshah.” The
Persians, as we all know, had a very ancient clvilization and as a civilized nation they
possessed a regular music system of their own before the conquest of their country by
the Mahomedaas in the seventh century.

Sultan Alla-ud-din, who suled at Delhi about the close of the thirteenth century,
seems o have been very fond of music and gave great encouragement to the art, It was
at his court that the famous Persian poet and musician Amir Khosru flourished, Amur
Khosru has lefi a permanent mark on the music of Hindusthan, inasmuch as it was he
who introduced into the country the quavali mode of singing for the first time. He is
also credited with having introduced here several of our modern ragas like Zilaph,
Sazagiri, Sarparda and others. Among the several interesting stories told about
the wonderful genjus Xhosrn, there is one which will strike ws as of some
historical importance and that is his musical combat with and defeat of the
great Southern musician  Gopal MNayak. We are at once led 1o enquire first, whether
Gopal Nayak was really a contemporary of Amir Xhosra and secondly, whether he went
all the way to Delhi to have a combat with him. In the absence of conclusive evidence
it the form of authenic rfecords it will be impossible of course, to determine these
questions with the necessary amount of certainty; but it will be useful to carefully
consider some historical facts that are now available to us. Thus, we find that in the
first quarter of ithe 15th century (about the year A.D. 14235) there Jived and Aourished af
ihe court of Raja Devaraja of Vijayanagar an eminent musician and Pandit by name
Kallinatha the son of Lakshmidhara. Kallinatha wrote a great commentary on the
Sangita Ratnakara of Sbarangadeva. In his commentary on the afa adhyaya, when
speaking about a tala called “kudukka,” Kallinatha refers to Gopal Nayak as follows :—

FEFAG NI
PRSI |
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(vide p. 433, Apandashram Edition of Sangita Rainakara). From this it clearly follows
that Gopal Nayak had atizined a great reputation in Kallinatha’s time and that he was
locked upon as an imporiant authority on matters musical. If it be conceded then that
Gopal Nayak preceded Kallinatha by about century or so, these is nothing 1o prevent
the inference that he may have flourished about the beginning of the idth ceatury, and
thus may have been the contemporary of both Sultan Alla-ud-din and his court musician
Amir Khosru. As to the other guestion whether Gopal Nayak went to Delhi, we have
the following fairly reliable informatiorn which throws some light on the question,

“It is related by Mahomedan historians of the period that when Dacca was invaded
by Alla-ud-din in A.D. 1294 and the conquest of the South of Iadia was completed in
AD. {310 by his Mogul generai Malik Kafur, music was in such a flourishing condition
that ali the musicians and their Hindu pre > rs were taken with the royal armies and
settled in the North.” (Raja Sir S. M, Tagore's History of Universal Music, p. 54). Col,
P. T. French, in his paper on “The Indian musical instruments,” read before the Royal
Irish Academy, says the same thing in the following words:—There are many Sanskrit
as well as Telagu, Caparese and Tamil works on music stil} in existence. Indeed, in the
South of India music appears to have been maintained and cuiltivated as a science long
after it had ceased as such in the North. Mahomedan historians of the period relate
that when the Dekkan was invaded by Alla-ud-din Tughaluk in AD. 1294 and the
conquest of the South of India completed by the Mogul general Malik Kafur, several
years afterwards, the profession of music was found to be in a condition so far advanced
of the North, that singers, male and female, musicians and their Brahmin instructors
were taken with the royal armies and settled in the North.” Malik Kafur invaded the
Dekkan about the year A.D. 1310 and overthrew the Yadava dynasty of Devagiri {the
modern Daulatabad). 1 confess we have no means to know definitely where Gopal
Nayak lived and flourished but if he was attached toc one of the Yadava courts, which
is not unlikely. it is guite conceivable that he was among the learned music Pandits of
the South who went to Dethi with the royal armies of Sultan Alla-ud-din. About the
actual combat supposed to have taken place between Gopal Nayak and Amir Khosru
Capt. Willard says as follows :—

“It is related that when Gopal visited the court of Delbi he sang that species of
composition called Gita, the beauty of which style enunciated by the powerful and
hsrmonious voice of so able a performer could not meet with competition. At this the
Monarch caunsed Umeer Khosrow to remain hid under his throns, whence he could hear
the musician unknown to him. The laiter endeavoured to remember the style and on a
subsequent day sang Quoal and Turana in imitation of it which surprised Gopal angd
fraudulently deprived him of a portion of his due honour (vide p. 107, Trearise on the
Music af Hindusthan).

At this distance of time it will be impossible, of cousrse, to obtain any more



A SHORT HISTORICAL SURVEY OF THE MUSIC OF UFPER INDIA 11

convinging or reliable information on the point but the story of the combat seems to be
too familiarly known to be set aside as a pure myth or inveation.

While speaking aboui the condition of our music in the 13th and the 14th
centurigs, and particularly about Devagiri and its rulers the Yadava princes, we cannot
omit to take notice of that greatest of our avalable musical authorities which has never
ceased to inspire awe and reverence in the minds of all our music scholars of the last
six hundred years or so. 1 am referring, of course, to the Sangita Ratnakara of Pandit
Sharangadeva. The date of the work is casily fixed because the author in the very
opening verses thercof describes his ancestors and patrons in the foliowing terms (-

sifta wfiemy a0 sfarnsdRdws: |
FEaPmema. SiffafEaterm | =

gwfaaadivdieamandt |
%1 R¥wwen awlnwalks {1 3 1)

dAEEREE ArewEdTe fafy )
aie%g gfgmoi TiEs afiorame i v )
FATGIA: Fqalmy; sldige: drd-
¥ dfisongzing weed g )

A fEamaismad ffE aqaia )
S dwd wqaify agdy fies @ ) o« 1)

From these verses it clearly appears that S arangadeva’s grandfather originally
belonged to Kashmere and that for some reason or other he subsequently travelled down
{0 the South and settled in the Dekkan. We are not distinctly told here if the learned
gentleman was a great musician also. Bhaskar Pandit’s son Sodhala, it appears, entered
later on the service of the Yadava kings Bhillama and Singhana. Dr. Sir R. G. Bhan-
darkar in his Early History of the Dekkan gives us the names of the later Rajas of ihe
Yadava dynasty of Devagiri among which those of Bhillama (1187-119¢f A.D.) and
Singhana { {210-1217 A.D, ) will be of importance to us, because they will eaable us to fix
the time when Sharangadeva’s grand-father Bhaskara arrived at Devagiri, Among bis
predecessors, Sharangadeva mentions the names of the following authorities on music :

wmifim: R 7@ W@ w9l g6 |
nawnt wiesr gl wdEAwE) ) 1y 0
firanfied) afasy sTa@isHaqEan |
Tiafeurag  CASTIREERU: 1L g W
HFGY! AGOA AN SREAT )
wnfadmy figow: SsREs WS 1 Qe )
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TE) TGN AT |
W4 | RG] IRl 1 ge )

sl WA Sy |
apimeyay shachfiadsem 11 2o |

&Y 9 a7 T ¥ dlafmaagn
wnadRgdFa  dv mesadfafag 1)

fadpa sfmgidw: adenfay s 0 Re |

It is not to be supposed that all these persons named here were music writers
actually and that Pandit Sharangadeva had access to their works, but there is no doubt
that in the time of the Pandit there were many Granthas available from which he could
draw his material. A reference to the “Early History of India” by Vincent Smith will i
give us the dates of Bhoja, Someshvars, and Paramardi as A.D. 1053, 1183 and 1208}
respectively, which shows that the kings were really the predecessors of Sharangadeva.
Dr. H. H. Wilson in his “‘Theatre of the Hindus,” Voi. 1, p. 22 (third edition), says :—
“The Sangit Rainakara t{reats wmore especially of singing and dancing than that of r
dramatic literature. It furnishes, however, some curious notices of the theatrical represen-p
tation and gesturc. It is the work of Sharangadeva, the son of Sodhala the son of}
Bhaskara, a Kashmerian pandit, who sought fortunes in the Sownth. His grandson was!
patronized by a prince named Sinhaladeva but of what time or place he does not mform;
us. I¢ is clear, however, that he wrote between the 12th and the 15th century (A.D.) asi
ke pames Bhoja among his predecessors in the science; and a comment on his own wor.u
was written by Kallinatha, by the desire of Praudha or Pratap Deva, King of Vuayanagarag
from A.D, 1456 to 1477, ;

I think it is now fairly established that the Saengita Ratnakara of Shacangadeva
came to be written somewhere about the latter half of the 13th century AD, Althougtﬁ
this work is looked upon to-day as the first and foremost of our musical authorities, if
must be noted that its music is not clearly understood in any part of the country, Thid
statemnent will, no doubt, sound somewhat paradoxical but the fact remains that there is not §
single scholar in Tndia. at present, who has been successful in solving the ragas elaboratcli:
described in Rarnakara. Nay ) even the question, whether Ratnagkara is a notthern or 1
southern authority, has yet to be satisfactorily soived. Some scholars seem inclined té
believe that it is a northern authority, and even venture to go further and assert thi
the present Hindusthani system of music is not far removed from that of Sharangadevk
himself. But it must also be remarked here that they have not yet produced anything liki
comvincing evidence in support of their claims. The Southern Pandits, on the other haml}q
point to the technical language and ragas of Ratnakara and say that they are undeniab¥
southern. They also draw our attention to the fact that almost all the Sanskrit writef
of the Jast five centuries have, rightly or wrongly, contivued to cite Rasnakara as ih¢
own authority, and have even gone the length of comparing their own melas {(modes) an
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ragas with those given in the book. There will, no doubt, appear some force in their
argument, but jt must be stated here also that even the southern writers do not seem
to have clearly followed the music of Ratmakara. 1 think it will not be irrelevant here

" to give you an idea as to how the Southern writers refer to Sharangadeva’s Rarnakaru
in their own works, Thus, Pandit Rama Amwmatya in his Svaramelakalanidhi says :-

TA YEARA. 89 I gEn s
fFaly w53y ¥ aqdq
79 R WA frgar @ |
gRAIF. F4 a4 gae FfyaeEw |
u% mgugl 98 pEammdsed |
JEER &g TamAg efm
x x X x
gavaEgwl Aeies WA 1
iR gall 9 WAwEE 99 ¢
dq@; ga v o akafim:
gE) % WA FEw AaEa |
niviisadns Fiswuiioes: |
TEERET [asiiesiag Il
s q@a@T HIHGT A F99 )
Y g §-399 e QuEReE: )

Rama Amalya gives the date of his work as follows :-

MEF aRNURURGReiTEsT @R )
N weamfs Rded oy i {9 |
yamERiEd e sfiqesoa |
Hisq HewRTHRqaasmaTRIaT. |

The date of the book appears 1o be Shravana Shuddha 10th, Shaka year 1472,
lLe, AD. 1549, 1 find that there s a copy of this manuscript in the Baroda Ceniral
Library. A note added by the editor of the library catalogue gives the following parti-
culars: “Folios 2-32 dated Samvat 1628 composed by Rama Amaitya, son of Todarmal
Timmamatya in 1507 A.D, for Rama Raja King of Shriranga.” The same editor assigns'
the dates A.D. 1210~1247, 15¢th century, A.D, 1609, to the works *Tlﬁ'iﬂi-l, AT, Vg
respectively. Personally 1 am of opinion that the dates of the editor are not quite reliable,

Pandit Somanatha in his Raga-Vibodha says -

gy AFaryd <R a9 g 9ug gunafia
gda wgfeen 7 47 aRkH R 1 Ry )
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7 qag gEEAEAsgEERR g ght 3 Ry o
geRanat fapafopioe® sgafie: N e
felr 7 =Sgrgled) Faseash gagEe) |

T YAcAng 995 T @I f 1) e

Somanatha gives the date of his book as follows :-

FagaRfimbags shanina gfmd |
AR st Hseey dixfe @

The date, therefore, appears to be the 3rd Ashvin Shuddha, Shaka vear 153), je,
A.D, 1610,

Pandit Vyankatamakhi, the author of Chaturdandi—Prakashika, in describing his
Bhupala raga says :-

yT@: maekd: sNghl LReda |
Uy (ORRATY TIfE: gagRom Mo y-£3 )

The date of the Chaturdandi- Prakashika, is A.D. 1660. The late Pandit Subrahma
Dikshit of Etayyapuram in Tinnevelly District told me, when 1 had an interview with
him in 1904, that according to his information Yyankatamakhi, the author of Chaturdandi-
Prakashika, was ihe son of Govinda Dikshit, a pupi} of Tanappacharys, who carried his
guruparampara right up to Sharangadeva himself.

I do not think it is necessary to give any more instances to show how the Sou-
thern Sanskrit writers made attempts to connect their works with the Ratnakara. Even
at this day, as I said, the Southerners always talk about Sharangadeva as one of their own
writers. But what is it that we observe in the northern part of the country ? The name
and fame of the Ratnakara are of course known there, but no sensible attempt seems to
have been made anywhere to penetrate the mysteries of the book. None of our northern
professionals seem to know what the book contains. It is only in the last century that
we find one or two atiempts at {ranslating the work into the Hindi language, but the
translators never seem to have understood even the shuddha scale of Sharangadeva
and have, therefore, absolutely failed 1o follow his music. It would certainly be interest-
ing to know why such a great work like the Ratnakara should have become absolutely
unintelligible everywhere within about a hundred and fifty years of its completion. Our
wonder wonder is only increased when we see that Kallinathe, Sharangadeva’s great
commentator, and the other subsequent southern writers who freely*quote from his work,
the Rainakara, should not be in a position to explain any of the Ragas described in it,
noetwithastanding the fact that many of thesc Jatter were such as they themselves perbaps
congtantly sang and¥played.
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Some scholars have tried to explain this curious state of things by saying that
Sharangdeva wrote his Rainakara in the old style of gramas, murchhanas, and jaris and
thus remained unintelligible to writers in whose time the method of obtaining Ragas from
Jaiis had been abolished and all music had become confined to one grama, namely, the
Shadja grama, with its ows shuddha and vikrit notes and scales. Others again say that
Sharangadeva's division of music into purvaprasiddha and adhunaprasiddha Jeads an intelli-
gent chserver (o suspect that he copied several things from some older manuscripts in his
possession and in endeavouring o harmonize the music of his own time with them caused
no end of confusion, His own music, they surmise, was perhaps not far removed from
that of the Southern musicians. It is no doubt unfortunate that Sharangdeva nowhere
explains how the wires of his Vina were tuned and the frets adjusted thercon. If we
knew that we would have at once been in a posilion 10 say what he actually sang and
played. In 1he description which he does give of his Alapini and Kinnari Vinas, however,
there appears to be some interpal evidence to show that he very likely tuned their wires
to Sa, Pa, Sa, Ma, just as the other Southern writers of that time did, and pu about
12 or 14 freis on them. The following verses of the Vadyadhya)a of 1he Ratnakara might
be of some interest on that pomnt.

FFT §ET A Fq5a )
R & ado Iggahal: |
TFFEIHT FNREFERURITY,

quiE ®EE: gk fafEe |
FarEds s alfiastimg & fag
FudGqqaeei wafaiad g

My personal opinion is that until some works of the pericd preceding that of
Sharangadeva’s Ratnakara are found, this work is bound to defy all attempts at iis
solution, The only work of the pre-Ratnakara period that 1 have so far been able to
obtain a copy of is the “Dantila-Kohaliyam™ by Dantila Kohala, two of Sharangadeva’s
predecessors. A manuscript of this name now lies in the Palace Library of Tanjore. It is
a small work dealing with the art of Dancing. There is one curious circumstance in".
connection with this work, which js worth noting, and it is this : All the verses in
this little work appear to have been faithfully incorporated in the Nritiyadhyaya
of the Ratnakara. The Dantila-Kohaliyam is a work written by two persons and
Sharangadeva in copying the verses—if at all he copied them——in his own work had, of
course, to change the dual number representing the joint authorship into the singular so.
as o sut his own purposes, This work, however, yields no key to the music of the
Sangit Ratnakara.

Before proceeding further, ! feel it my duty to add here that some schiolars haye
seriouslv taken the question of Sharangadiv.’s music in hand now, and it is to be hoped
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that their labours will be duly rewarded in the near future. Ratnakara is undoubtedly a
a very valuable link in the chain of our musical history and we shall most eagerly watch
every bit of progress our learned friends make in their self-imposed and disimterested
undertaking, giving them, from time to time, such humble advice and assistance as may
lie in our power. One thing, however, it will be permissible to say here and that is,
that no elucidation which fails to wmake Sharangadev’s ragas clearly intelligible, if not
aciually singable, will appeal 10 the modern music student.

Let us now turn our attention to the times of the great Emperor Akbar. 1 wish
1 could have been in a posiion to give you some detailed or definite information abowt
the Gwalior School of music, which had risen into some importance before Akbar came
{0 the throne. The School was hepded by Raja Mana Singh of Gwaliar himself He is
supposed to have started the modern Dhrupad style of singing, Dhrupad is well-defined
by a Sanskrit writer of the cighteenth century and 1 had better give the definition in his
own words here for your information -

3}y PeEEmITy
e fgaoie |
fraasiraame aEFgrsYy, ) £e% 1}

WIAEANE  VAFIRREFH, |
TRIGFIEET NERIEE T 311 Leg |

afu g1 sgAd qIg=IeYq |
IgARgATNIIRG gang &7E 1l Les 1

{Anupa Sangita Rainakara by Bhavabhatta, p. 15)

Raja Sir 8. M. Tagore in his excellent compilation “ Hindu music from various
auther ' at p. 213 says -—

“*The Gwalior School of music dates from the time of Rajah Man Turwar.
During his reign lived the famous Nayak Bakhshu, whose melodies are only second to
those of Tansen, Bakhshu also lived 3t the court of Raja Bikramajit, the son of Man;
but when his patron lost his throne, he went to Raja Kirat of Kalinjar. Not tong after-
wards he accepted a call to Gujerat where he lived at the court of Sultan Bahadur
A.D, 1526-1536). Islemshah was also a patron of music. His two great singers were
Ramdass and Mahapater. Both entered subsequently Akbar’s service.”™ (Extract from
H. Blochmanns® trapnsiation of Aini Akbari, Vol. 1.} Capt. Wiilard in his "' Treatise on the
Music of Hindusthan” at p. 107 says :—"The most renowped of the Nayaks have been
Gopsl, a native of the Dekkap, who flourished during the reign of Svultan Alla-ud-din,
and his contemporary Amir Khoshru of Delhy; Sultan Husain Shurquee of Jaunpur;
Raja Man Quilladar of Gwalior and founder of the Dhrupad; Baijoo, Bhohoo, Pandvee,
Bakshu, and Lohyng. ‘Tre fcvr following lived at the tire of Raja Man of Gwalior—
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Jurjoo, Bhagwan, Dhondee and Daloo.™ Sir W. Ouseley in his “Anecdotes of Indian
Music" says —""There is besides the Raga Darpan {mirror of Ragas) translated into
Persian by Fakar Ulle from a Hindi book on the Science of music caled Mankuttuhal
compiled by order of Man Singh Raja of Gwalior” (Tagore’s. Hindu Music from various
authors, p. 167). 1 had myself heasd of a work called Man Kutuha! and believe that that
is the coriginal of Fakur Ullah’s Persian work., You will be glad to learn that a copy of
Raga Darpana has now heen secured by our noble friend and President Thakur Nawab
Al Khan (of Lucknow) and that he has consented to make a present of it to this
Conference. 1 have great hopes that when the work is duly translated inio English, it
will thiow a great deal of light on the condition of music in the early Mahomedan
period. My friead the Thakur Saheb tells me that the book appears to contain a record,
among other things, of the proceedings of a great conference of musical experts then
assembled under orders from Raja Man. The book promises on that account 1o be very
interesting indeed.

Ceming then to the times of Akbar (A.D. 1556-1605) what is it that we find 7 We
find in fact a wondeiful change in the conditicn of the art of Hindusthani Musie. The
Emperor himself was eatremely fond of music and gave considerable encouragement to
the cultivation of the art. I shall ask you, however, to distinguish between the cultiva-
tion of the Art and the cultivation of the study of the Science on which the Art is based.
We cannot deny the force of the remark generally made that the advent in India of the
Mussuimizn conquerors marked the date of the decline of all arts and sciences purely
Hindu. The conquerors, we can ¢asily understand, were no lovers or patrons of learning.
During those unsettled times the progress of the study of the science or theory of music
was bound to decline and, as a matier of fact, did decline. The practice, however,
continued with more or less success uatil the time of Mahomed Shah, one of the suc-
cessors of Aurangzeb, But we ail know that theory is the real backbone of practice,
and when theoty perishes the practice, though it may continue to live om, is baund
ultimatcly to drft away and run into disorder and confusion. That is exactly what
seems to have happened in Northern India. The Mohomedan rulers naturally patroni-
zed at their courts their own co-religionists as musicians, who knew their tastes much
betier, and who by pandering to the tastes of their masters commenced to take all sorts
of liberiies with the orthodox Sanskrit melodies. We are told that many of the first
class Hindu Pandits of those times were scared away or ceased in course of time to
take the same inferest in their science of music 43 they did formerly. T do not think
anybody will be able to deny that the majority of the musicians at ths court of even
such a very tolerant monarch like Akbar were Mussalmans. A glance at the list of
Akbar’s principal musicians given in the Ain-i-Akbari will show that among the thirty-
six names contained therein, there are not wmore than f{our or five which are
Hindu,  Now here arises a very interesting question. Did music really deteriorate
by falling into the hands of the forcigners ? Personally speaking, [ am not one of thase
who will urhesitatingly assert that the foreign contact was an unmitigsled misfortupe,



18 A SHORT HISTORICAL SURVEY OF THE MUSIC OF UPPER NDIA

I shall not deny that the Northern music during those times underwent some vital
changes, but 1 am of opinion that our music gained considerably from the foreign
infiuence. Are we not frequently told that the Southerners have more or less successfully
kept the Northern contamination at arm’s length, and preserved intact the ancient
tradion 7 Well, if their claim is true and allowable, then the condition of their music
to~day should be a fairly safe index of whay our own ancient music of the North really
was in its pristine condition. MNow, 1 openly ask, would you at the present moment
like to throw up your current music in favour of the older one? 1 do not think you
would. Do not our Southern friends themselves now and then tell us from tneir
experience that the Hindusthani music, with all its weakness ia the matter
of a shastric foundation, does possess many evident points of pleasing excellence which
they wonld be only too glad to recommend their own professionals to curefully study.

and imifate 7

It was in the time of Akbar that the great Hindu Saint and wmusician Haridas
Svami lived at Vrindavan on the banks of the sacred Jamuna. Even if we do not fecl€
inclined to give credence to all the stories told about the miraculous effects of the Svami’s
mausic, there will be oo two opioions that he was considered to be one of the greatest!
musicians of his time. He was Tansen's own Guru (preceptor), and that itself’ will bzf
enough to silence a contrary opinion. Haridas Svamr, it is said, taught eight pupils)
includipg Tansen { known as Tannamishra before his conversion to lslam ), eac
of whom subsequently made a name for himself in India. The descendants of Tanserf
are now known as Seniyas. An authentic history of the descendants and representativedi
of Tansen is a great desideratum, in view of the accepted belief that in Akbar’s time theﬂ
art of Hindusthani music had reached its high watec mark, The task of collecting sutﬁ§
cient material for such a history may not be found so difficult if we approach some of
our Indian Maharajas with a request to supply us with the names of all the best dl‘liSlE
in the employ of their States during the last two or three centuries. 1 should tnink LhefI
would be only too glad to assist us. It was again in Akbart’s reign that the grest puetesﬂ
and musician Mirabai, wife of the Rapa of Udaipur, lived. We are told that Akbag
personally went and heard her. Our famous poet Tulsidas, the writer of the well-knowf
Visbnupadas, also lived in this reign. While speaking about the musicians of Akbar}
time, I think I ought to draw your attention to the works of a very eminent pock
musician by name Pundarika Vitthala, who lived and flourished about the same timg
Pundarika’s works must be looked upon now as simply invaiuable. 1n the year 1997 wheii_
I was in Calcutta T happened to visit the learned oriental scholar of that city, Mahamq
hoyadhyaya Haraprasad Shastri M.A. That geatleman in the course of his conversatial
told me that he had come to read somewhere of a great Sanskrit Pandit and musician ?(
name Parmananda Karnar, who was attached to the court of the Fargis of Khandesh abol
the time when Akbar ruled at Delhi. The Shastri added that, as far as he remembcré_i
the Pandit was specially requested by the emperor to go to Delhi and write some booj
on the then current Hindusthani music. To the best of the Shastri's reco]lecliﬁ
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Parmananda had actually written four excellent books on the subject. in the year 1908
1 happened to visit the State Library of Bikaner. To my great surprise, I did not only
find a name in the ctalogue of the library with exactly four music works to its credit,
but that name was no other than that of Pundarika Vitthala Karnataki. The four
gramthas that appeared against his name were : (1) Sadragachandrodaya, (2} Ragamala,(3)
Raga Manjari and (4} Nartana Nirnaya. Suspecting that that was perhaps the Pandit whom
the Mahamahopadhyaya of Calcutia meant when he mentioned the name of Parmanand
Karnar, I at once applied for copies of Pundarika’s works. The Library authorities
granted me copies of only two of them, namely the Sadragachandrodaya and Ragamala.
My surprise was greatly increascd when I read 1he followmng opening verses of

Sadragachandrodaya i—
da: SRR GOE YARSTHEH:
slinegninafrmianesa s
e wfs g7 Fegdes: aafaasiEe-
fird valfr faaled % a0ddig a7 ) R 1

R AT @it
waymaifRgh: ereERadd: e ufde: |

TISEIUY ¥ AEssEmagTEd
dgaishd afiaand) ywEemra: 1

TR S AERRas: $E § a9q
I gremafigawRemEnigean: 1)

HEEAR: A AT ATEHFE)

Fel A sseqrfd Ued aeldg: |ty
= fhrgmEweEge: aarEd 8
Tii@Rwaniiae: sk |

aiftmivara A= e dagat: st
Ft eFesinRardeia Taa 1) o Il

: (See p. 3)

Thus | discovered the Pundarika Vitthala Pandit was really in the employ of
Burhankhan, the son of Tajkhan, the son of Ahmadkbhan of the Farqi dynasty. That
these were rulers of Khandesh appeared from an incomplete verse as follows :—

fnglyuiivya foes () fg g
s Avede Siffasdt war awEiRie |
i Wit aEaTt @mgEsR 91
o diggmenane: ShanEiaa | g |
(See p. 4)
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Mr, Stanley Lane-Poole in his work The Mohomedan Dynasties, at p. 318, tells us
the ancient history of Khandesh, where he meniions that “Akbar took Burhanpur the:
capital of Khandesh and received the homage of its king in A, D. 1562; but Khandeshé
was not fully incorporated in the Mogul Empire until 1599 A, D. when Asirgach fell|
after a six months’ siege.”” This clearly shows that Pundarika did live at the court of
Burhankban Fargi of Khandesh about the time when A%bir ruled at Dani. [t s not
impossible that when Khandesh fell a victim to the forces of Akbar in A, D IS‘)?,!
Pundarika was requested 10 go or did go over to Delhi. There is besides, that curious}
coincidence too. Pundarika did actually writz the four San:krit works 1 mantioned justf
now. At the end of the first of the four Granthas, viz., the Sadiugachandroduya, Purdarikaf
describes himself thus :— '

sfnendiareisfagefriag ;
sgEEIRt ¥ |
(See p. 28) :

Possibly Haraprasad Shastri mistook Parmanand Karnar for Pandarika Karnalaﬁ
for Karnataki) of the South when he referred to him  That Pundarika was a great po:
und a distinguished musician will readily be admitted. His Raga-Lakshanas are really
most beautifully worded. It also appears that the Music of Uppzr India wais m his tim#
getting into confusion and his own Raja Burhankhian had ordared him to re-aeranze by
same. Oa that poiat Pundarika says :— '

daftan sga Rowmal 28 9 2aRa

A aeiaeami FRev A |

I AEREAASTRE VNI

TE PEWAAIT eI 1o 1l .;
(See p. 4.} )

Pundarika had to undertake the very difficult task of evolving order out of chany
and did his duty on the following excellent principle laid down by Sharangadeva, 1]11
author of the Ratnakara, himself,

PR Ty A AasRsh awy 4@ |
qWER 2ENIEETH TR AAfEf gmas | 2o ) ]"
{See p. 4 :

As to the locaiity to which Pundarika's family belonged we have in the Cha- lJrUft'jl
the following nformation :—
g REaminenafe? auqEtad 9@
e AnsEiETsTeETgtsfia g 0

w s dhs wafirmmergmey g ad-
Al UN9HEa 7§ waT R ggseq )
(See p. 28.)
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If we carefully examine the ragas described by the poet in his Chandrodaya we
shall not fail to observe that many of them are such as we find in the Southern books.
The shuddhe scale on which Chandrodava is based is called Mukhari, which corresponds
with the modern Kanakangi scale of the Southern musicians. In the Raganala, Pundarika
adopts 1he most popular and orthodox method of classifying Hindusthani melodies into
ragas, raginiy and puiras, with this difference that his classifigation is based on most
reasonable a d inteHigent principles. His six rugas are —

gaialiaiel faraEaaay |
MANLGENT ATTLEAA T |

Both these granthas of Pundarika have now bren published and thus there is no
necessity of mentioning here the raginis and Puiras of Ragmala. The Ragamala dist-
nctly shows that the author had come into coniact with the music and musicians of
North India proper, probably Delhi or Agra. The names of ragas like Chaitri, Gowdi,
Musali, Irag. Bakharej, Yemen, Husaini, Tirban, etc., which appear in the Ragadiyaya
will speak for themselves. I am inclined to think, that Pundarika wrote his Ragamala
after he arrived in the north with or without the orders of the Emperor. Wea shill hive
to take particular notice of this poet’s works because we have here an instancz of an
admittedly Southern Pandit being asked to systematize the music of Northern India. It
is interesting to observe that the Pandit whil: adopting -a  different terminolugy for his
Ragamala, most cleverly manages 1o keep in touch with the sysiem ia which he was born.
He describes his shuddha and vikrit svaras thus —

qgendial fEafd: i manr walif
oyl J47EreR HatgIOR |
fafded o ail ae |gia: |
qErgriiadnn qrERiugmiasg |
n=i ¥ siaEmsfA =@

A careful observer will find from the gramhas of Pundarika that the latter does
not use more than fourteen svara—pames in describing his ragas. The Viauprakarana
will also show that the author tuned the wires of his rvinag to the svarey &9 & 3 and put
only twelve frets on the keyboard thereof. All the Southern writers have always done the
same, and 1 believe that is the practice even this day throughout the whole countsy. In
the time of Pundarika all music was sung and played to one grama only, namely the
shadja-grama.

Akbar died in the year AD. 1605. He was succeeded by his son lehbangir who
ruled at Delhi from ADR. 1605 to 1627. We do not know definitely how many of Akbar’s
musicians he continued in his service, but probably several of them had gone awav. The
Tuzuk and the Igbalnamah mention the following singers of lehangir’s reign : Jehangirdad,
Chatarkhan, Parwizdad, Khurramdad, Makhu and Hamzan. Tulsidas, the popular poet,
died in this reign,
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The popular Sanskrit work Songita Dgrpann writien by Pandit Damodara, the son
of Lakshmidhara, is supposed to have been composed about the year AD. 1625, and if
this date be correct, it will follow that the same must have been written when Jehangir
was on the throne of Delhi. We have at present nothing like reliable evidence to state
where Pandit Damodara lived and flourished. That Sangira Darpana was translated into
Persian long before the latter half of the I8th century AD. appears from a reference to
the book in the essay The musical modes of the Hindus, written by that great Orientalist
Sir William Jones. There the learned scholar says

“Let us proceed 1o the Indian system which is minutely eaplained im a great
aumber of Sanskrit books by authors who leave arithmetic and geometry te the astrono-
mers and properly discourse on music as an art confined to the pleasures of imagination.
The Pandits of this province (Bengal} unanimously prefer the Damodara to any of the
popular Sangitas; but I have not been able to procure a good copy of it and am
periectly satisfied with the Narayan which I received from Benares, and in which the
Damodura is frequently quoted. The Persian book (Toft-ul-Hind) “‘a present from Iadia”
was composed under the patronage of Aazem Shah by the very diligent and ingznious
Mirzakhan, and contains a minute account of Hindu literature in all or most of its
branches; he professes to have extracted his elaborate chapter on music with the assistance
of pandits from the Ragarnava {Sea of passion), the Raga Darpana (the mirror of modes),
and Sabhavinoda (Delight of Assemblies) and some other approved treatises in Sunskrit.
The Sangit Daipana which he also names among his authorities has been translated into
Persian.” Damadara Pandit in bis Ragadhyaya cites Kallinatha's opinion as his authority
in one place, which will clearly show that his Sangit Durpana must have been written
after the first half of the fifteenth century. Whatever the merils or popularity of Darpana
may have been in Nosthern India in the seventh century, it has to be confessed that the
work has become at the present day as unintelligible and mysterious as the Sungita-
Rainakara of Sharangadeva from which Damodara freely copies the whole of his material
for Svaradhaya. 1 shall not be far wrong if 1 say that we in the west of India do not wreat
the work with any very great respect. But, for such a state of things Pandit Damodara has
himself to thank. He adopts in his work the svaradhyaya of Sharangadeva and tacks
on to it the ragadhyaya of some other unknown author without assigning any the least
reason or explanation for such an unusual and umnatural procedure. 1 am aware, some,
of our ignorant professionals take particular care to learn by heart the different pictorial).
descriptions of ragas egiven in the book, but } am quite certain that they know nothing}i’
about the real significance or secret of those desciptions. It 13, however, not necessary}
for us here to criticize either Sungit Darpana or its awthor Damodara Pandit and Weﬁ

shall proceed to our next point.

Jehangir died in A.D, 1627. His son Shahjahan sueceeded him. While considenng;
‘the history of music in the time of this Emperor (1627-1658 A.D.) it will bep
most convenient to teke notice of that most popular Sanskrit work of Northern Indrag
which is known as Songita-Pawrijaia. 1t was writtien by Pandit Ahobala the son olﬁ
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Shrikrishna. The exact date of the book cannot be ascertained but some scholars are of
opinion that it was written about 230 years ago. Sir Quseley in his Oriemal Collections,
vol. 1, tells us that Sangita Parijata was translated into Persian by Dinanatha, the son
of Basudeo, in the year AD. 1724, Parijata has also been quoted by Pandit Bhavabhatta
who lived and flourished about 208 years ago. 1 do not propose (o trouble you with
a full description of the svara and raga systems of Ahpobala, as most of you are, no
doubt, quite familiar with them. My own opinion is that Ahobala Pandit has access to
the Raga Tarangini of Lochanakavi an also to Raga Vibodha of the Southern writer
Somanatha. The shuddha scale of Sangita Parjjata is the same as that of Tarangini.
Ahobala Iavs down 29 wkrita-svara names, but when he comes to describe his e
drops many of them, as will appear from the following shfokas which appear at thzz 1}
of the Ragadhyaya of Purijara :—

wnaEding an dinee 9

sifidiagrag &9 um sdfan

fa 99 aw &a deat 7w

dmaw o1 § I § 9 dEeEd aa |

&9 dimaq =7 gEeg diagfe |

fim fmd 3 dimgd T Mg

TRaig g qwm Vegwiian )

gETfEsoe: ges aqfe & 1

ud: g1 ol A § oaw wifda W
(Verses 493-497.)

In my opinion these verses are really very important because they throw a good
deal of light on the guestion, how many svarqas were actually used by Abobala Pandit in
his Ragalakshanas. The shiokas would at first sight lead the reader to conclude that the
Pandit made use of 19 svaras in his descriptions of the ragas, but as a matter of fact he did
not do so. These verses are to be taken subject to the explanation given in the following
stanzas

AR YT T8 JRAER T3 |

A gEeed) feedma $m )

sifdlmaar v GFaw. g9 o9 |

Yma: gg wwd e gdde:

fima: ge omé) gediaar dd |

7§ TN GG THEAWER ey B

{(Verses 324-326.)
The practice of calling the same svarga by two or more different names was, 1s you

know, quite common in these days. These three verses will practically reduce the number of
vikrits to seven only and when you go further and remove the svara names §792 § and F,9% =i
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which Ahobala nowhere uses in his ragas, we find that the Pandit never used more than
12 notes in singing os playing his 122 ragas described in the Parijata.

Ttrere is another point on which Ahobala puts the whole musical world of India
under his obligation and it is this. He was the first musician who distinctly saw the
absolute necessity of describing his 12 svaras in terms of the lengths of the speaking wire
of the Vina. I need hardly dwell upon that part of the subject here becavse the question
of Ahobala’s sveras has been fully treated in articles which have appeared just recently
in certain jourmals and magazines. I said just a moment ago, that Ahobala had very
likely access to Somanatha's Raga Vibodha and shall now give the reasons which induce
me to draw that inference, Sompatha Pandit in his Raga Vibodha, unlike the writers of
his time, makes use of the svara names 7g8l, YA and 9T to denoie the sounds of the
third Shruti of each of the notes &, § and 4, Ahobala in his Parijata tefers 1o these
notes as follows :—

a9 fEady M3 ggh e A )
as dmanisaw) aga o 4 )

Raga Vibodha was written in the Shuka year 1331, je. AD, 161G. The author, as
1 said. gives the date of his work in the following 4rpg 1 —

gegaliunfan¥® apadaafy g |
susfafedy Whdissiey Al A )

1t will be useful to say a few words about this Gramtha Raga Vibodha here,

although as I have already 1old you Somanstha is now admitied to be a Southern writer.

1 wish to refer to his work here only because it clearly shows that the author had himself

come under the influence of the music of Northern India. He uses in the Ruga Vibadha
the svara—names of both the Southern and the Northern systems of music. It is:
impossible to say whether he had obtained a copy of the Raga Tarangini because the only
names of his predecessors he refers to in his book are gqar, qan, fa9% and afEay.
His use of the svara names dia fam, dFaq, and of the term “Thara” as a synonym
for " Aeta,” will also show that he had come into comtact with Northern music. Hc{{
does not, however, appear to have lived for a sufficiently long time in the North, because £
a careful perusal of his Svaradhiyaya shows that he misundersiood some of the Upper:
india technicalities. The way in which he places his 12 frets on the Veena again doesi,:
not appear to be quite satisfactory, Many scholars are now inclined to suspect that itg
was Somanatha’s Ragae Vibudha that was responsible to a certain extent for the perplexiyy
into which Ahobala found himself when he made his attempt to reconcile his ownj
tetminology with thet of the Southern writers. Nobody will, however, deny ihit bothi
these writers were great Sanskrit scholars and, we shall presume, great musicians too.éf
Their works may safely be cited as instances of the tendency of those times to establishk
good musical relations between the North and the South. The importance of Sangirg
Parijata again, T believe, can never be exaggerated. It is one of our great landmarks 111

H
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the history of Northern Music, The Shuddha scale of Songita Parfjara is the same as that
of our modern Kaphi Raga. This scale will correspond with the southern scale Khara-
harapriva. It will be interesting ane of these days, to determine where Somanatha himself
obtained this svera name §giAH from. He had acopy of Sharangadeva’s Rarmakara before
him and it is possible he took the same from the dcfinition of the third variety of
Soindhavi-given in that book. Saindhavi is there defined thus :—

qey afavalie dedft ggiaa )
wiE) Fnlige agseasugifia |
wHisqr @dueg sldgEaia 1) 1ex |
(Ragadhyaya, Part 11.)
(p. 223 Ratnakara.)

The principal musicians at the court of Shah Jehan according to the Ain-i-Akbari
were Jagannatha who received from the Emperor the title of Kaviraja; Dirang Khan; and
Lal! Khan who gat the title of Gunasamudra (Ocean of excellence). Lal Khan was a son-
in-law of Bilas Khan a son of Tansen. We are told Jagannatha and Dirang Khan were
both weighed in silver and received Rs. 4,500 each. Shah Jehan died in A.D. 1658, and
after a short quasrel among his sons for the throne Aurangzeb succeeded him. Aurangzeb
iried to abolish every trace of music from his court. Stanley Lane-Poole in his life of
Aurangzeb, (Rulers of India series, p. 101} says :—“Aurangzeb did his best to suppress
music and dancirg altogether in accordance with the example of Mahomedan Prophet,
who was born without an ear for music and therefore hastily ascribed the invention of
harmony to the Devil. The musicians of India were certainly noted for a manner of life
which ill accorded with Aurangzeb’s strict ideas and their concerts were not celebrated for
sobriety. The Emperor deiermined to destroy them and a severe edict was issued. Raids
of the police dissipated their harmonious meetings and their instruments were burnt, One
Friday as Aurangzeb was going to the mosque he saw an immense crowd of singers follo-
wing a bier and rending the air with their cries and lamentations. They seemed to be
burying some great prince. The Emperor sent to inquire the cause of the demonstration
and was told it was the funeral of music slain by his orders and wepi by her children.
‘l approve their piety,” said Aurargzeb, ‘let her be buried deep and never be heard again.’
Of course the concerts wenf on in the palaces of the nobles but they never were heard
at courf. The Emperor seriously endeavoured to convince the musicians of the error of
their ways and those who reformed were honoured with pensions.” 'We need not, there-
fore, pause to say anything more about the music of Aurangzeb’s time.

The next Pandit whose works will deserve special notice will be Bhavabhatta who,
according to his own Granthas, was attached to the court of a Raja by name Anupasinha.
Bhavabhatia gives his own pedigree in his dnupasangita Ratnakara thus —

FroRaIsEyE FRHdRATT |
9% weeliay: afGa oawEs: )
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figl s=da. TareaRd YA |
AFERNA A ARG @yes il
At the end of the Ragadhyaya of his Work Anupankusha he says —

TRefiezidicgefmaRagrmEnfy
USRI fag At TasitfaRrsaa-
sgagEERemaEmRaey
sRegaf gaffaalsamines-

gae i RananiaaEshag-

arfan e ariagngfasiagia-
ZARmgTEfaaduireo-
sEsiafgegaaweedTagitauss-
shangrgs L AAAfsAdatear-
gt diffagige au: wam: )

From these quotations we learn that Bhavabhatta’s father’s name was Janaidana-
bhatta and that he lived and flourished at the court of Emperor Shah Jehan. He had
obtained from the Emperor, it appears, the title of ““Sangit Raja.”” Bhavabhatta’s ancestors
belonged to Dhavalpur in the province of Abhira (Eastern Rajputana and Malwa). Bhava-
bhatta himself was in the employ of Raja Anupasinha, the son of Karanasinha, and
seems to have obtained some titles like #flgus sygZaaspadl. Here now there will be a
very interesting question to consider. Could the music expert Jagannatha of Shah Jehan.
who had obtained the tiille Kaviraja from the Emperor, be the same as Bhavabhatia's
own father and no one ¢lse ? Possibly he was. The period following the death of £hah
Jehan, we know, was most unfavourable for the cultivation of music and it is quite
probable, Janardanabhatta or his son Bhavabhtia came over to Bikaner and entered the:
service of Anupasinha. History tells us that some of the Rajputana chiefs were vcr_vl"
powerful in those days and gave refuge to many pandits and artists who ware szared away
from the court of Aurangzeb. Bhavabhauta appears to have been s gaod Sanskrit scholacy
and also a well-known musician, His family seems (o have originally beionged to somep
ancient southern stock, although luter on some of bis ancestors came and settled in thci:
norith. The Pandit refers to the followiag authorities in his work Awupasaagiva Runakara ;-

(1} Sangit Ratnakara.
{2) Sangit Darpana.

{ 3) Svarmelakalanidhi.
{4) Ruga Vibodha.

(5) Sangit Kalpavriksha.
(6} Ragatatva Vibodha.
{ 7) Raga Kautuka.

{8) Sangitopanishada.

(9 ) Nrityaniraaya.
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{16} Sadragachandrodaya,
{11) Raga Manjari,

( 12) Sangit Parijata.

{ 13) Hridayaprakasha.
(14) Raga Mala,

All these works ‘are even now availuble in the Paslace Library of Bikaner. A
careful exeminaticn of Bhavsbhatta®s own Granthas, Anypasangita Rainckara, Anupa
Vilas and Anupankusha, will show that he too had failed to {ollow clearly the music of
Sharangadeva’s Ratnakara. He merely quotes Ratnakara shlokas here and there and leaves
his readers to follow them as best they cen. I think I have already said that that has
been the way all old Sanskrit writers in the couniry have used Ratnakara. Not a single
Raga of Ratnakara has been successfully handled by any writer, although almost every
author has spoken of the work with the greatest respect. The shuddha scale on which
Bhavabhatta bases his systerm is Mukhari, In hs Anupasangita Rarnakora he classifies
all his Ragas under the following twenty Melas or Thatay i—

{1) Todi
{2) Goudi.
{3) Varati.
{4) Kedara.
t5) Shuddha Nata.
{ 6) Malavakaishika.
{7) Shri.
(8} Hamira,
(9) Ahiri.
(10} XKalyana.
(11} Deshakshi.
(12) Deshakara.
(13) Saranga.
{14) Karnata,
{15) Kamoda.
¢ 16) Hizaja.
{ 17) Nadaramakri,
( 18 ) Hindola.
{19 ) Mukhari.
{20} Soma.

His Mukhari scale is the same as the present Shuddha scale of the southern
musicians, Bhavabhatta’s works will be very interesting to our modern music scholars,
because many of his Ragalakshanas will even now be useful to them. I do not propose,
'howc\'er, to take the Conference through them as it iz not necessary to do so. The
classification of his Ragas by Bhavabhatta aod the Shuddha scale on which he founds
it will be enough evidence to draw the inference that he came originally from some



28 A SHORT HISTORICAL SURVEY OF THE MUSIC OF UFPER INDIA

ancient southern stock. His works will be of great interest to us also because we
find in them another attempt to re-arrange and systematize the drifting music of Northern
India. The manner in which the Pandit adopts the northern Lakshanas of Ragas and
applies to them the Shastric method of the southern writers is really very clever,

We all know that the chief characteristic of the southern Shuddha scale lies in the
fact that the Vikritis of Shuddha Svaras are only their higher pitches, in the Tarangini
and Parijata, which are looked vpon as genvine Northern Granthas, the pogition of the
Shudidha Svara i3 the centrel one. When the Shuddha Svara s lowersd it becomes
%7 or flat, to use the sorthern technical language, and when it is raised it is said to
become #fim or sharp. 1 think I had better illustrate my meaning by one or two
concrete examples. You are aware that our Hindusthani Bnagiravi Raga is called Todi

by the musicians of the Southern presidency. Bhavabhatta Pandit desgribes his  Todf
Thata as follows :—

difte: uiFa saRRsRE G
HeggaEiRer. sfifyg wiy & o
{Anupa Sangita Ratnakara 187.)

Here, by his qhRMFAN he merely means the komala Ga, and Komala Ni, of
Hindusthani musicians and the sadharana Ga, and kaishika Ni, of the southern musicians,
His Gowdi Thata again is the Hindusthani Bhairava Thma. He defines it thus —
fant gdigaf) Nfste: Wiffa. The afaufys fr and N1 may be taken as the Hindusthani
tivra Ga and tivea Ni, and the southern agntara Ga and kakali Ni. His shuddha Ri and
shuddha Dha were, of course, the same as those of the southern musicians, and corres-
ponded with the Hindusthani komala Ri and komala Dha.

It will be very interesting to compare the terminology of Bhavabhatia with that of
Pundarika Vitthala. In the Sadrage Chandrodaya the JRgwfas o1 and afdanfes f4 of
Bhavabhatta will correspond with @3 qeqq and 89 g¥s respectively. In his Ragamala
Pundarika uses the same names for these notes as Bhavabhatta does, viz.,, gRunRA%E 0

and dfaunfes fA.

Before Jeaving Bhavabhatta and coming to more modern times, 1 wish {0 mention
to you another Sanskrit work of some importance. It is the “Hriduyaprakasha' by one
Hridyanarayandeva. I have not yet been able to obtain a copy of it, but I have seen
some quotations from it in Bhavabhatta’s works. It appears to be a purely northern
authority with a Shuddha scale like that of the Raga Tarangini, 1 am told the book is
available in the Bikaner State Library.

The death of Aurangzeb (A.D, 1707) brings us to the beginning of the cighteenth
ceatury. There were ten successors of Aurangzeb who ruled st Delhi between A.D. 1707
and 1857. During that period music did continue to be cultivated but not with the
vigour it had attained in the preceding reigns. In the l[atter bhalf of the eighteenth century
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the Mahomedan power commenced to decline and the country began to come under ths
influence of our present rulers. Raja Sir S. M. Tagore, in his “Universal History of
Music™ p. 58 says as follows :-—""Mahomed Shah (A D. 1719) was the last of the Emperors
" who had renowned musicians at his court. There are many vocal compositions extant
which sre associated with his name.” The weil known singers and composers Adaranga
and Sudaranga flourished at the court of this emperor. “The famous Shori brought the
Tappa style of singing to its highest degree of perfection. The chief feature of music of
the Mahumedan period was the beautiful combination of Hindu style with the Persiaa
one. Some types of classical music were under the Persian names while some entirely
new ones were introduced, such as Trivata, Taruna, Guzal, Rekhta. Qual, Kulbanah, etc.
The style of music the Mihomedans cultivated is now supposed to be the stanlard high
class music of India, leaving out, of course, the provinaial awrs.” Capt. Willir  who
published the **Treatise on the music of Hindusthan” in the first half of the nmineteenty
ceptury tells us about the musicians of the closing days of the Mahomedan period as
follows *—"In more modern times Sadarang and Udharang, Noorkhan, Ladkhan,
Pyarkhan, Janee and Gulam Rusool, Shukkur and Mukhun, Tethoo and Meethoo,
Mahomed Khan and Chhujookhan and Shorec the founder of the Tuppa, stand in high
repute; and several musicians of both sexes are even now to be met with, who although
ignorant of the theory of music, may for extent, sweetness, pliability and perfect command
of the voice, rival some of the first rate minstrels of BEurope. Mahome1 Khan and Serho
Bage amongst others whom [ have heard are living examples of superior vocal powers;
and Khooshal Khan and Oomraokhan, Bia players, of instrumental execution. Good
performers of other instruments are more numerous,”

In the early British period, music came to be more or less confined to the courts
of th: leading native princes. The Europeans, as a general rule, looked upon it as
semi-barbarous. [ am aware, several Oriental scholars like Sic William Jones, Dr. Griffiths
and others made some attempts to study the subject, but the records they have left go to
show that their interest in it was not more than academic or aatiquarian, Under the British
rule Indion music did not get any special patronage from Government, for obvious
reasons, and the necessary consequence was that it commenced {o deteriorate both in
quality and quantity., Until about two or three dacadss ago the Hindusthani music had
fallen into th: most deplorable neglect. Even the native prioces who in olden times
showed a great deal of favour and sympathy towards it, under the new system of
education they received, began to be entirely indifferent to it. The result was that tha
older race of musicians died away without leaving their best art to their descendants and
repesentatives. I am afraid that is one of the reasons why we now find 3o few first-class
artists in the country. I am prepared to admit that some experts of the front rank are
even now to be found in some of our native courts, but I shall not hesitate 10 say that
their number is exceedingly small.

1 shall proceed to notice some of the leading authorities of the last century now.
About the Fasli year 1224, corrcsponding with A.D. 1§13, one Mahomed Rezza (a nobleman
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of Patna according to Raja Sir S. M. Tagore) wrote his work calied Nagmat-e- Asaphl.
Rezban seems to have been thoroughly dissatisfied with the absurd and meaningless
Raga«Ragini— Pulra classifications of his time, and took it into his head to introduce some
sort of intelligent principle in them. He bolcly criticized al) the four Maias (viz.. Bharata
mata, Hanumana mara, Kollinatha mata and Someshvara matae) wrongly respected in his
time, and pronounced them as entirely out-of-date and unsuvited to the spirit and practice
of the times, and then laid down his ewn marg as follows =

TRT ATH. it am.

(2) 3 oo (1) TSl () amH (3) gt (v) =&
(%) aad (&) s

(R) mesig  ....(2) ;o {3} A {2} 1Y (v)e@ (%) ®wug
{ %) Brael).

(3) ke ....(2) LR (%) =6 (3) #ma (v) §79 (u) W
(&) ®aa,

(¥} 8 e () @ (D (U v) e (y) wed

: (& ) Safl,

(w) 8% ... 0) 5gwd {2) e (%) geain (v) azde () wdg
(g)ériz._ .

()72 .. {2) &A=z () &R (3) 379m () %am (y) g
{&) 3A9.

The preat principle which he clearly emunciated for Raga-Ragini classifications was|
that there should be some similarity or common features between the raga and its}é
raginis. Nobody will deny that his own classification does show that he acted up to hisi
principle. Rezza was no doubt a talented musician. I wish we had men of his type now:
1 shall here draw your ailtention to one or two points in connection with this work whlchﬁ
will be of some historical importance to us,

In the Nagmat-e-Asaphi, for the first time, do we come across a reliable authority}i
with the Bilaval scale for its Shuddha scale. This scale, ag you know, is the foundauonﬁ
scale of our modern Hindusthani music. It curresponda, as | have already said, xer;ﬁ
nearly with the European scale of C major. 1 say “‘very nearly” advisedly becanse the
sixth note of onr Hindusthani Shuddha scale i3 slightly higher than that of the Europ.ang
scale. 1 have abo remarked that it would be a matter of the greatest impostance to oum
music historians to find out when and how the Bilaval scale came to supplant the oldct{
Shuddha scales of Upper India.  Nugmat was writien, it appears, in the time of Asaf- uc?
dawla, the Nawab of Ajodhya. The author tells us that he wrote the book after fully
consulting all the available best artists of the day, probably in a conference under thjgf
presidentship of the Nawab. Many of the raga definitions of Nagmal will be found usofui
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gven at this day by our Hindusthani musicians. Qur worthy president has fortunately
procured a copy of the work, and you wili be glad to learn that he is going to present
the same to the Conference,

While these things wers happ:ning in the northern part of the country, curiously
enough, a similar movement had been set on foot in Western India. Maharaja Pratap
Singh Deva of Jaipur, who ruled in that city from AD. 1779 1o 1804, took it into his
head to call his own Pandits and exoerts togather and in consultation with them made an
attempt to get a standard work on Hindusthani music written. He named it “Sangita Sara.”
it is pot necessary to go into a detailed survey of that work on this occasion, but I may
observe here that the literary talent available to the Maharaja at that time does not appear
to have been of a very superior order. The work refers to good inany Sanskrit authorities,
notably Ratnakara, Darpana, Ragamala, Anupa Vilas, Parijata and others, but the Pandits
of Mgharaja Pratap Siogh do not seem to have foilowed or rightiy understood even one
of them | 1 do not deny, however, that the work has its own vaiue all the sams. The
Raga Lakshanas as coming from the great professional artists of the Raja's court will
certainly give us some valuable assistance in judging the correciness or otherwise of those
in use now. But here I ought to warn you that music has always been a progressive art
and the great principle which should guide us in judging the coirectness or vaiue of
current practice is the one which Sharangadeva Pandit himself has laid down; viz. :—

g segEIf meEdal wad |
FEAFANEEE Suis /Y JgFqar 1

The Taladhyaya, Vadvadhpaya, and Nrirpadhyaya of Sangit Sara will certainly
repay the render’s labour. We shall never hesitate to give the work its own value in our
historical survey of the music of Northern Iadia. It was a praiscworthy atiempt on the
part of the Maharaja to preserve in writing the opinions of the best available experts of the
period. The Shuddha scale of Saugit Sara appears to be Bilavil, a fact which is worth
taking note of.

The next important Grantha of the nineteenth centucy that will have to be noticed
is the Sangita Ragakaipadruma of Krishnananda vyas. The author describes himsell
45 follows

g4i agafaiat oold e gic wa |
Wit waaasEeg awafgmaRug |
{Eoeqanay v qumamiis- |
wgww oFlifa mafaeg Sfunssages
MisenaTe IesmefieEa: |

gy ERFEE Yeegraeg diad |
FoAIIN Besai4l e FUEd)
vaAmga A1 g9 9 eal 57
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The book was published at Calcutta in May 1842, T have the greatest admiration
for the industry and patience of the author who could bring into exwstence a gigantic
compilation of these proportions. There is not much to be said in favour of the Sanskrit
Shastric lore contaiped in the few opening pages of the book. There Mr. Vyas simply
puts together the Svara and Raga Adhyayas of Rainakara, Darpana, Ragamala, and one
or two other miner works, and then proceeds 1o his chief work of collecting together all
the available masterpieces in existence of Hindi composition that he could Jay his hands
on, As the author gives only the wording of the compositions without notition, his
collection fails to help the practical singer, although as a record of the original wordings,
the same will be found very useful. The Shwddha scale of Krishnanand Vyas appears to
ke also Biavala,

In the latter half of the last century wiil come the monumential work of that great
wusician and schofar of Bengal, Raja Sir S. M. Tagore, whose achievements in and
services to our national music would scarcely be surpassed for many years to come.
The Rajs’s publications are too numerous to mention here. Bengal is vightly proud of
him. Some of the publications like Kanthakawmudi, Sangita Sara, and Yant:akshetrad pika
will speak for themselves, There is another work in Bengali. named Gila Sutra Sara,
written by my friend the late Mr. Krishna Dhan Banerji of Cooch Bzhar, which also
deserves apecial mention. Mr. Banerji bas wriiten in that book ubout a hundred Dhrupads
and Khyals 1o European Notation in a very clever manner.

Of the vernacular publications of the last wwo or three decades T do mot propose
10 say anylhing becaouse a discussion of their merits and shortcomings here would
unnecessarily involve invidious comparisons and arouse hostile feelings. Their number
Eesides is too large to admit of an impartial and just review. They have in their own
way done important and useful service. They have aroused our educated class:s from
their attitude of apathy towards music and created in them a desire to learn and cultivate
the art. 1 should say this jo itself is no small achievement. There is one thing, however,
which an intelligent observer misses in many of our recent publications. The writers of
the majotity of these books do not seem to show a very clear grasp of the great system
lying at the foundation of the Hindusthani music as it js now sung. It is bot my
purposc to eapatiate here to-day on the merits of a system, You all know that in th:
absence of a systematic method of musical instruction there is but very little chance of
making satislaciory progress. Merely writing a few disconnectied songs to a self-invented
notation, even with a few remarks here and there as to the differentiating characters of
the Ragas employed therein will not, in my opinion, supply the place or want of a real
music system, 1 will be necessary to go further and fully explain the main principles
on which the whole system in based as also to show in a perfectly intelligent manner
how the Ragas are interconnected, and take their respeciive parts in the general plan or
design. ¥t is this that we miss Iin the majority of the recent publications. Some of thes:
writers seem 1{o forget again the most important point that in these modern time;
everything that is written or said must be perfectly clear and candid and the same must
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slso appeal to the commensense, reason and intelligesce of the reader or Lstener, if the
latter is intended to take a genuine interest in the statement. You will all agree that
the reading public will always appreciate writings which will really illumine and not dazzle.

Having said so much about the history of our music during the last six centuries
we shall now briefly recapitulate the most important points of the historical survey we
have taken of the Hindusthani music. Thuos, you saw —

fa) That none of the old Sanskrit writers whose works, we considered, used the
Bilaval scale as theit Shuddha scale.

{b) That almost all the Sanskrit and vernacular writers on music have actually
used twelve (rarely fourteen) notes to the scale in describing their Ragas, and have put
only twelve frets on the Veena.

(e} That the Ragas of our old writers. as a general rule, were distinguished from
each other by their Arohas, Avarchas and Vadi notes.

{d) That during the last five centuries at least all music in the country seems
to have been confined to the Shadja Grama alone,

fe) That the confinement of music to one Grama (viz., Shadja Grama) imroduced
such imporlant changes in the old musical scale that the method of obmining Ragas
from the Jatis tas propounded by Pandit Sharangadeva and some others) had to be
abolished; but the abolition had the most desirable effect of uitimately setting free vocal
music from the domination of instrumental music. _

{ £) That it appears that the southern Pandits now and then came to the northern
paris of the country with a view to study the Raga systems prevailing there and vice versa.

{g} That ever since the time of the advent of the Mahomedans into the country
the music of Northern India has been losing its touch with the ancient Sanskrit Shastras
and has been systematically pathering foreign elements,

(h} That at long intervals attempis appear to have been made to collect,
searrange, assimilate, and consolidate existing practices so as to reduce the same to some
intelligible und easily workable system.

{i) That even the Southern Pandits would appear to have taken part in the work
of such systematization with the approval of the then ruling kings and princes.

{j) That the last great attempt in that direction seems to have been made in the
beginning of the last century. '

(k) ‘That there seems to have been no attempt made, as far as we could see, to
write a systematic treatise in Sanskrit on the modern Hindusthani music during the last
hundred years.

{1} That a student of Hindusthani music in these days will have to consider the
following music works as his great landmarks :\—

{ 1) Raga Tarangini by Lochan Kavi.
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(2} Sadraga Chandrodaya by Pundartika Viithala.
{3) Raga Manjari by Pundarika Vitthala,

{4) Raga Mala by Pundarika Vitthala,

{5) MNarrana Nirnoya by Pundarka Viithala.
{6) Anupa Rawnokara by Pandit Bhavabhatia.
{(7) Anupa Vilasa by Pandit Bhavabhatia.

(8) Anupankusha by Pandit Bhavabhatta.

{(9) Hridayaprakash by Hridayanarayandeva.
( 10) Nagmat-e-Asaphi by Mahomed Rezza.
(1) Sangita Sara by Maharaja Pratap Singh.
(12) Sangita Kalpadrima by Krishnananda Vyas,

The guestion before us now will be, how do we stand from the point of view of
music? The answer fo the question is very simple and it is in fact this. We find to-day
that the standard high class music of Northern ludia 1s no other than that which the
Mahomedan professional artists have introduced during the last five cepturies or so.
Our 0)d Sanskrit Granthas, even such as are available 10 us mnow, are scarcely looked
upon as binding authorities because the practical music in use now contravenes their
directions on some of the most important points., CGur Graathes having thus become
inapplicable 1o the current practice, we naturally have come to be thrown on the mercy
of our illiterate, ignorant, and narrow-minded professionals. Qur modern scholars have
distinctly seen the disadvantages of this unsatisfactory state of things but in the absence
of proper helps and facilities they find themselves unable to control thz situation just at
present. There is no lack of excellent material in our Hindusthani music for the
reconstruction of a good workable music system. The following general features, for
mnstance, of our Hindusthani music, will c¢asily suggest to an intelligent observer the
means of evolving an excellent Skastric foundation for a good music system :—

(1) During the last three or four hundred years, the various treatises systematiz-
ing the music of the country seem to have been written on the basis of the twelve notes
of the scale so commonly known,

t2) Ail our writers on music. whether ancient or modern, seem to accept the
principle of laying down the pareat modes or Thatas first and then clussifying the Rugas
under them,

(3} ‘There seems to be a perfect agreement as to the division of Ragas into the
three main classes, (1} Odava, (2) Shadava, and (3) Sainpurna,

(4) As a general rule, a Raga to be legitimate is bound to have at least five of
the twelve notes of the scale.

{5) No Raga is allowed to drop Ma and Pag notes at the same time.

(6} And, as a general rule, a Raga is not allowed to use two notes of the same
denomination consecutively except in a very few special cases.

It is not necessary to ¢enumerate any more of such features, as this will be enough



A SHORT HISTORICAL SURVEY OF THE MUSIC OF UPPER NDIA 35

to make my meaning clear. Fortunately for us the Southern music system also, recognizes
almost all these important rules and that will save us the trouble of inventing an entirely
new Shastric basis for our system. We can, without sacrificing anything of our own Northern
system, safely adopt the basic principles of such of the Southern authorities as will suit
us and erect a magnificent music structure thereon, for the use of our own music-loving
public. Here 1 wish not to be misunderstood. 1 know as well as you do, that our
Hindusthani system is perfectly independent of the Southern or Karnatik system, Personally
I am a lover and a devotee of the Northern system, which 1 have studied under Northern
masters, but 1 may frankly tell you that my sentiments towards the other system are
anything but aptipathetical. 1 honestly believe that time¢ has now arrived when there
ought to be a fair exchange of good points between the two great music systems of the
country, Days of a happy isolation and mutual exclusion aye now gone. The Northern
or Hindusthani system of music, it is well-known, has some of its own distinguishing
features, such for instance as the following among others i~

(1) The Shuddha or foundation scale of the present Northern system is known as
the Bilaval scale. That of the Southern system is called the Kanakangi scale.

(2) To a general observer Hindusthanj music will strike as mainly consisting of
three important groups of Ragas, viz.. {1} Ragas taking Ri and Dha Tivra; (2) those
taking Ri and Dha Komal; and (1) those taking Ga and Ni Komal.

(3) Every Hindusthani Raga has its own Vadi or most prominent note, which is
handled in a peculiar maenner by the Northern artist.

(4) The Ragas are divided inte Purva and Uttara according to the position of the
Vadi nute,

(5) Stated times of the night and day are sssigned to particular Ragas, according
to a design which might suggest a psycho-physiological basis.

(6) The Tivra Madhyama plays & very important part in the Hindusthani system,
It not only facilitates the Thala arrangement, but it enables the singer or listener to
approximately determine the time of the Raga.

\7) Ragas fit to be sung at sunrise and sunset are known as Sandhipraksha Ragas.
These, as a general rule, belong to that group of Ragas which take the Ri and Dha
Komal.

(8) Ragas which take Ga and Ni Komal usvally come in the middle of the day
and the middle of the night.

(9) Ragas taking Ri, Dha, Ga, and Ni Tivra are usvally sung immediately after
Sandhiprakasha Ragas.

{10) An evening Raga could easily be converted into a morning Raga by changing
the Vadi note thereof.

(11) The Northern musicians have their own ways of introducing the Vivadi notes
into their Ragas.
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(12) The Purva Ragas disclose their bhest charms in the droha or ascent, and the
Ultara Ragas do so in the descent or dvaroha.

(13) Ragaes immediately preceding the Samdhiprakasha, that is to say, those which
are sung in the third quarter of the day and the third guarier of the night usually prolong
the notes Sa, Ma, and FPa. They will also be found to have one of these three aotes for
the Fadi.

(14) The evening Sandhiprokasha Ragas, as a general rule, do not omit both Ga
and Ni altogether, and the morning Sandhiprakasha Ragas do not omit Ri and Dha
altogether.

{15) The graces, flourishes and embellishments used by the Northern musicians are
in many cases guite different (o those used by the Southern musicians. The Gumgkas of
the Northern musicians differ from those of the Southern musicians.

(16) The Alapa singing of the Northerner is easily distinguishable from that of
the Southerner.

{(17) The concepiion of musical composition in the North differs from that of
the South.

{18) ‘There are several artistic Raga mixtures permissible in the Northern system
for which there will be no room in the Southern system.

(19) The Tala system of Hindustani music materially differs from that of the
Karnataki music.

(20) The Northern musician would seem to sacrifice Tala for the sake of his Raga,
whilst the Southern musician would seem {o do the reverse.

I do not think it necessary to enumerate any more.

Here you might be temupied to ask the question, how are we to reconstruct a workable
music system for the north on the Shasiric basis of the Southern Graathas? 1 say that is
very easily done. I think the valuable work of the Southern Pandit Vyankatmakh: will serve
as an excellent model for us. 1 have already said that foriunately thz twelve notes of the
scale which the Southern writers use as the basis of their system are identizally the same
as those used by our Hindusthani musicians. Their principles of Thare and Raga
construction are also the same as ours. There will be absolutely no harm, therefore, in
accepting Vyankatmakhi’s mathematically accurate 72  Melakarias or purent modes for
our purposes together with the reasons which the Pandit assigns for their creation, Hs
reasons are given in the dth chapter called Melaprakuranam —

74 fgemfaien wagr aftsfean 1 <o ||
nfagr widn e Fafare X |

o A g sdsfi a7 amee g o<
FrRMERE SR |

Adan oy A e @ wEEE 1o ¢x il
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aq siffadvamaddaiieg: |
U sy sEaAms s 0ocy |
sEagiRfram ¥ W g 1
¥ ¥ Relgumsagaatg G EL | < 1)
YATaEUBEINE FF91T A A6 |
AESaCaEE e fewe Hoey il
audid wqwia & "e el |
dasay auerRH {5 R0 wE 1 <g )
Pandit Vyankatmakhi is looked upom as a great authority in the Southern presi-
dency. He was, no doubt, a very powerful writer. The way in which he tells his readers

how it will be impossible to exceed the number of 72 Melakarias so long as the number
of notes used is twelve only is rather interesting. He says i~

iy Hfuvgdlaussagsfiegd: 1 <)
oA g afi TRl |
FRaAIRA afg GATITET TN WEA 3 S )
q f§ atern wesiEAlsf wem )
TR FgREERa: ) S 0
q G4 A qar Tw i |
qg gaFaar Jen msmalhrai 1 R 1
Having taken these 7% melas as the exhaustive number of our parent modes for
the Hindustbani music, we may take from Bhavabhatta's works the process of obtaining

'he mathematically possible number of Odava, Shadava, and Sampurna Rugas derivable
fiom each of the 72 modes. Bhavabhatta says :—

e S99 Siw: gUncaREafieat; |
ufg: weaww: Ewdlgw: GalidEa 0oty
AA4araF: T yaE wasaifa |
qifgaeaTe TnTEEN |
AT FWATSHRRG H U sy
weagasal qalgaswes; ||
Al Asfg) o efismidT Gam 0 g 1)
{ Anupa Sangita Vilasa, Ragadhyaya. )
Each Afela when so dealt with will give us the possible number of Janya Ragas
from it, We may select only such of the 72 Tharas us we think necessary for the classi~

fication thereunder of the Ragas actually sung now in Northern India and then proceed
to formulate the whole system.

You will thus see how it is quite possible, and easy too, to esiablish our current
Hindusthani music on a sound foundation, and thereby 1o render its study perfectly
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easy. We may, at the same time, be able to retain every one of our special Northern
characteristics and thereby keep our system easily distinguishable from the Southern
system. 1 should select only some ten most popular “melas” (parent modes) out of the
72, and proceed to classify all our current Rages under them. Having finished the
Ragas, the next natvral step would be to take each of these in order and write its
detailed description and points of differentiation, pot omitting 1o state side by side what
all the available ancicnt authorities have had o say about the same.

Here you will naturaily ask me, how is all that to be done and when and by
whom 7 1 say, that all these things have already been attempted by me and the resulis
of my labours have been embodied in a Sanskrit publication emitled the **weggsfian ”

( Lakshya Sangitam ). This book has been written in the simplest Sanskrit style, and in
order to make its contents perfectly accessible to those unacguainted with that language,
I have written a copious commentary on it in Marathi, of which three volumes exten-
ding over something like 1,500 pages have already appeared. The book was written in
the Sapskrit Janguage pot with any pedactic motives, not with the intention of palming
it off upon the reading public asa very old text, but in order to place it within the reach
of all educated Indians in ali parts of the country, This fact is patent upon a perusal
of the tnle page of the publication itself. The book was published anonymeously, in
order to give the reading public more freedom of criticism than they would have liked
to exercise if it were known to them that I was the author of it, as alse to leave to
myseil some room to correct, in the commentary which I proposed to write on the
text, such of the inaccuracies therein as may be brought to light by the unimpeded
criticism. 1 may be permitied to mention here that these publications have bzen favourably
reviewed in the local papers and are now fast getiing inio the favour of those who are
compeient to judge. In order to further popularize and put into circulation the rules of
the diflerectiations of the various Ragas, as well as the detailed descriptions of th2 modas
of singing them, bhundreds of ready made easy “aw@a™ (Sarigamas} and “zgmfig”
(Lakshanagitas} embodying the same have been specially composed by me and placed in
the market For sale at cost price so as to make them available to a large number of
music students, In the construction of the Gitas, in order to make them true and reiiable
representations of the Ragns, as at present sung, I used as models songs which 1 had
learnt under the best of masiers, making only such corrections, here and there, as were
pecessary. Many of these songs bave become popular already, and #t is very hopeful
sign of the times, that they have found favour with the professional classes too. Special
students with good voices are being coached up by me for the purpose of being made
into music teachers of the svstem recorded in the Lokshvasengita and its commentary,
“The Hindusthani Sungit Paddhaui,” and 1 earnesily hope that my homble, tentative, and
disinterested Jabours of 8 hifetime in the cause of our greair Hindusthani music towards
making its study and insiruction easy by systemaltising it, will bear fruit,

1 shall now, with your permission, acquaint such of you as have not already read
the books in question, with a briel but fairly exhaustive idea of the sysiem formulated
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by me. You will agree with me that although insnumerable pleasing combinations of
notes are possible which will satisfy the essential conditions of a Raga, our Hindusthani
musicians are not heard to sing more than about two hundred different Ragus. Taking
these in hand, [ draw wpon the 72 possible parent 1andes or Thatas of Vyankatmakhi
Pandit's work Charurdandiprakashika (=5& fiasifirsl, ) and selected only 10 of them, such
as could be conveniently used as p&rent maodes for our Hindusthani Ragas. [ may here
mention 1o 1ou, that the learned Pandit himself selected 19 of them for the classification
of the Southern Ragas of his time. The ten Thatas selected by me were the following: —
( 2) FEFFqI e JEA
() e, fi=ee
(3) efiFganld ... @AIs
(¢} grmaeantad ... Ba
(s) mAvaicm .. g4l
(&) WA%f60 ... ... HRE
(o) e ... . w4
(¢) adifame ... easd
(%) sFhafz veo Y
(to) Wigadt ... @

1 then classified all the Ragas under one or the other of these ten Thatas, the
principle of classification adopted being the affinity between the Rage and - the Janak
Thata to which it was allotted. Thus, for instance, Ragas like Hamir, Kedara, Kamoda,
Shyama. etc., and allied Ragas showing a distinct affinity with the Yanana Thata were
allotied to that Thara. Likewise, Shree, Jetashri, Tanki, Puria-Dhanashri, Mulavi, Gowri,
ete., have been allotied to the Purvi Thata, while Kalingada, Gunak:i, Jogi, Ramakali, etc.,
have been placed under ine Bhairava Thata, The whale classifization has been skilfully
and contisely described in the following 11 Shiokas of the Sangit Kalpadricaonkura, which
is an epitome of the Lakshya Sanglt, and is the work of Pandit Anpa Tulsi, a w:li-knowa
Sangit Vidwan, in the employ of H. E. H. the Nizam, and a werthy collabarator of
mine in the matier of systematisatica of the music of Northern India. The eleven
Shlokas referred to are —

aen egen MiRvafimn seamiEe:
HA WY WEEEam FEraEEd |

N a9 are sgga sk un G-
A=Aty Yokl shamau g9 02y

ws gemmafia sEld aed: geul g
WIAGYHEIST fa5aa 1§ LARTERE) |
féd\d1 Aesfenes qafm Nemin o
IRIGIET calc Ul CER E e SOt B ICT
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In order to obviate the difficulties which Sanskrit as a language might put in the
path of the majority of our music loving population, the same author has written a small
book in Hindi called the “Ragachandrika Sara,” which is virtually a translation of the
“Raga Chandrika,’ in Sanskrit written by himself. Having thus framed the skeleton of a
system, 1 next directed my attention to be differentiations between the various derivative
Ragas, and have recorded these briefly in the “Lakshyasengit” and at great length in the
“Hindusthani Sangit Paddhati’ with copious illustration, so as to enable any man of
ordinary intelligence and the necessary patience and love of the subject to distinguish and
to identify with a fair amount of accuracy and certainty each of the numerous derivative
Ragas falling under the various Thaias.

The differentiation was made as a rule by clearly setting down the essentials of
cach of the Ragas. These are, as you all know :—

(1) Whether the Raga is Odava, Shadhava or Sampurna.

(2) What is the proper time for singing the same,

{3) What notes it does not take, and in such cases whether, the omission is in
the “Aroha’” (ascent) or “Avaroha’’ {descent).

(4) What is the Vadi or predominant note of the Raga and what is its Samvadi.

(5) How are the Anuvadi notes {i.e., those other than the Vadi and Samvadi notes)
to be utilized in the development of the Raga.

(6) Whether the beauty of the Rage lies in the “Purvanga’ or the *Uttaranga™
{i.e., in the lower or the upper tetrachord), and then again whether in the Adroka or Avarcha.

{7) What mistakes are to be avoided in the singing of the Ragas.

(8) Mioute shades of difference between closely allied Ragas ; such as #f and ‘TT&,
Rasht and qREwS, AN and MATK, =T and IFINR, BRI apd ¥, TRAT and
qfiwi, AR and WER, I and UaEE, WA ang wTeft, F ang feigu, REW and
§%, 89 and HIE, etc.

Besides this, general directions were given as to the “ o ¥ {development) of the
Ragas by pointing out the 9§, ¥, 8, and FAIRETT (haiting places), as also the 58"
or “‘catches” (specific combinations of notes which even when sung by themselves are
enough to depict the Raga) such as *“ ¥, 81 1 @, A" (o express the “ Hi” Raga, or
the “ @4, 7 o indicate the * YRAT” Raga and so forth. Long illustrations are given
to show the FWK and thereby to enable the student to sing .and develop the Raga with
purity, beauty and grace.

In short, everything possible for me was dome to record accurately, exhaus-
tively and definitely the Raga, as sung &t the present day, while at the same time making
its study and singing a matter of easy self-application. Thus I have tried to redeem our music
from the hands of the illiterate artists whose method of teaching is unscientific inasmuch as
unsystematic, and conitquenily unappealing and unacceptable to the educated siudent and
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also unnecessarily long and tedious znd incapable of permanent results. A student of music
who learns from the ‘awq&Ma” and the *f{gray safig g {3 teaches himsell at least the

firm and unshakable foundation of his music and the finishing, the picking up of graces
and beauties. is done by merely listening to the singing of excellent practicul artists when
occasion offers; for, the precise 'tTA” which is ins'sted upon as an essential in every
student of music by the “Paddhati, and for which provision is made in the B (ChEL
which is the Primer in my system of musical instruction, makes it possible for him to
capture theis graces and beauties on the wing.

The 2538MT (Lakshya Sangit) reads Lke a “swra” book and its ohject is easy
memorization, and the same may be said of the books INWFFIZRIFT, Undfiar and dfgF@n.
In order to give due currency to the system formulated by me in the MNorthern part of
the country, which is the home of “'Urdu” language, Thukur M. Nawab Ali Khan of
Lucknow, a friend of mine and our President, who appreciated and wished to popularize
my mode of classification, wrote a treatise in Urdu by name " Marfar-ul-Naghmat,”
which embodies the same, and I am glad to say that work has already gone into
a second and enlarged edition. In order to bring the system home to those who
are not acquainted with either Sanskrit or Urdu other friends of mine put the first
part of the Padihati into the Gujerati language and the second and third parts are in the
process of translation. Itis with no small gratification that [ learn now that my works have
been able 1o attract aitention also of the music lovers of the Southern part of the country.

Having thus attempted the systematization of the music of Northern ladia on the
basis of a single Grama-—the Shadja Grama—and having tried the system by the test of
public appreciation during these nine or ten years, 1 think [ am in a position to say that
the system is a fairly workable one and has done its best to give the necessary amount
of stability to our Hindusthani music at a time when its state was getting far from
satisfactory,

My object in laving all these facts before you is notto advertise myself or to blow
my own (rumpet, but simply to piace before thoie who are competent to judge, my own
handwork for honest and dispassionare criticism, and I may assure you, that I, whose
sole ambition in 1¥e has been to do sy duty towards this ort of arts in Ms degenerate
condition, and not personal gain, who have always welcomed my critics and look upon
them as my benefactors, still hold myselfl open to  correction and suggestion, in view
of the fact that all such criticismt and suggestion are a conuribution 1o the task T have
undertaken.

The first step then in the work of 1he revival of our Northern music has been
attempted by me and my labours have ao far resulted in a fair measure of success, I feel
happy at the thought that 1 have been able to mould a model for my successors to
improve wpon and to perfect; and I cannot bt hope that in a few years more there will
be an easy system for the instruction of our music, which will lend iself to mass
education. Then will the ambition of India ba fulfiited, for then the Indians will have
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music in the curricula of their Universities and music instruction will be commeon and
universal. And if it please Providence to so dispense that there is & fusion between the
North and the South, then there will be a National music for the whole country and the
- last of our ambitions will be reached, for then the great Nation will sing one song. Once there
is a system for music the gates of instruction will be thrown open and compulsory musical
education will immediately follow almost as a naturai consequence. Writing ¢asy text-books
and gradual manuals will be accomplished in a trice. Indeed, optimism in these matters
is permissible, for I have very high hopes that the new Hindu University which has
recently been estabiished at Benares will have a faculty of music and thus the work of
imparting education in music will travel fast.

My object in placing my system before this representative assembly has been to
draw the attention of all these representatives to my imperfect model and to seek their
help in perfeciing it, with a view to facilitate the work of the University by haviog a
system for our music ready when the University comes forward to ask for it.

Before concluding this address, I shall take this opportunity {o express my immense
gratitude to our noble and enlightened Prince and Ruler H. H. the Maharaja Saheb
Gaekwar who takes such keen intarest in the matter and has placed the whole of India
under his obligation by his enabling us representatives to assemble herc for this glerious
work of the revival of our degenerate art, as also by taking the leap in acknowledgiag,
by doing so, the incalculable value of musical education to humanity. It is my earnest
hope that the fact of this value will also be acknowledged by the other Native Rulers
in this country by their making common cause with this movement and by their inviting
the Conference to assemble in the regions under their rule in future years and that by
this co-ordination of efforts, the last goal of general mass education in Music be attained.

With these words, Ladies and Gentlemen, I willi conclude my address,
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Late Pandit V. N. Bhatkhande’s paper on A Shorl Historical Survey of the Musi
of the Upper Indls was presented at the First All India Music Conference, heid at
Baroda in the year 19i6. The paper was published in the form of a booklet in 1934 by

B. S. Sukhthankar of Bombay. It was out of print for the lart many years: hence this
repriat

The Raroda conference afforded an opportunity to tell his audience about the
wealth of literature on music that was there and about the changing patterns of music
from ancient to the modern times. In his paper he casts a ‘retrospective glance’ over

the entire panorama of Indian Music, but engages bis particular attention on the
Mahomedan period and the Post-18th century British period Pandit Bhatkhande's
interest in the history of music was mainly centred round his search for roots of the
curreat practicts.

Vishou Narayan Bhatkhande war born on August 10, 1860 -the day of the Hindu
Festival of Janmashtami, He gradvated from the Elphinstene Colicge, Bombay, in
1885, and passed the Bacheior of Law Examination in 1887, He started his legal practice
at Karachi, and after two yoars, returned to Bombay, where, after a shost spell of teaching
at the Eiphinstone High School, he resumed his legal practice at the Bombay High Court
in 1889, and confinued till 1910, fina'ly abandoning his legal carecr and dedicating himsell
fully to music. His musical training began while he was in the college, with the learning of
Sitar under Shri Vallabhadas. Later he joined the Gayanottejak Mandali, where he learnt
Dhrupads from Shri Raojibua Belbagkar and Khayals from Ustad Ali Hussen, Ustad Vilayat
Hussein and Usiad Mohammad Hussein Khan. Ever in search of music compasitions,
he learnt from many others, including Ustad Vazir Khan of the Tansen tradition at Rampur,
He sot to musical notation and published about 1200 classical music compositions {Cheejas),
collected from various oral traditions of music { Ghdranas ), countering much opposition
and innumerable difficulties. His search for coordinating the practice and theory of music
led him to a systematic study of ancient and medieval literature on music. He toured
throughout India, searched through private and public libsaries, collected and published
many imporiant works. As & result of his studies, he propouded a rationas) theory of
of music for contemporary practices in North India, detailed is his magmum opus
Hindusthani Sangeet Paddhatiin four volumes. He reorganised music education at Baroda
and was mainly responsible for founding new schoolls of music at Gwalior and Luckaow.
He passed away on September 19, 1939, Important work by Pandit Bhatkhande are :
t. Shri Mal-Lakshya Sangeetam. 2. Lakshan Geet Sangraha (in three parts), 3. Hindu-
sthani Sangeet Paddhati (in four parts), 4. Kramik Pustak Malika (in six parts),
5. Historical Survey of the Music of Upper India ( English ), 6. A Comparative
Study of the Music Systems of the I15th, 16th, 17th and 18th Centuries, (English). In he
edited old manuscripts in Sanskrit, numbering more than twenty-five,

g
% A Shorxt Historical Suxvey of the Music of Upper India.
Text printed at Unity Printers, Baroda-! / India. and- Published by R. C. Mehta on
behalf of the INDIAN MUSICOLOGICAL SOCIETY, Jambu Bet, Dandia Bazar—
¥ ROVA-1 Tadla. Published August, 1974, Price Rs. 1088 or US § 3-00;
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