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which the art and the science of Indian classical music would reach
a fruitful unity:®.

What changes, then, do we observe in the state of our music
teaching and education within this span of fifty to hundred years?

11
PRESENT SCENARIO

Times surely have changed. Due primarily to changes in our
objective situation, and as a result largely of the rise of modern-day
media. the isolationism and self-immersion of the Gharina system,
in this contracted world of discs and tapes and the printed word,
are now—some believe —almost fey. One can easily understand why
we come across, in this situation, the oft-expressed regret at the
gradual disintegration of the Gharand system and the associated
mode of teaching music through the guru-§iSya-parampard. The
regret, I believe, is largely based on an idealized image of the
system, the preconditions to whose effective functioning were often
not fulfilled in actuality. Even Ravi Shankar, for whom the system
of teaching and instruction associated with the philosophy and
methodology of the guru-§iSya-parampard justifiably reflects ‘‘a
beautiful relationship’’ that is now *“fading” out, has to take recourse
to certain ‘ifs’ in his statement on the system:

If the student is talented, sincere, faithful to his guru and
devoted in his practising, and if the guru is teaching with utmost
dedication and not being miserly with his knowledge, there isa
distinct pattern for learning Indian music.'”

Ravi Shankar, himself a remarkable musical talent, has been for-
tunate, as he so often says, to have received his training from a
great guru, Allauddin Khan; and those ifs were all realized. But,
as a method, this mode of instruction depends not so much upon an
objective system as upon an individual, the guru or the ustdd who,
despite his possible personal idiosyncrasies, represents a musical
system himself. There is hence no guarantee that this individual’s
musical knowledge or his method of teaching would be always of
the first order, especially when such knowledge or such method, as
has been seen, might not be related to much theoretical work and
reflection. ,
Some observers, again, consider the disintegration of the
Gharanas as “‘dangerous for the music’8. Such a view is also
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limitations of the traditional Gharana-based mode of teaching cited
earlier. '

The second system of music instruction now available in India,
the most popular in numerical terms, is represented by a large
number of music ‘schools’ and ‘colleges’ that one comes across in
every little neighbourhood in towns and, sometimes, even in villages,
most of these being under private or semi-private management. The
diffuse growth of such music schools in recent years reflects in one
sense the increasing demand for music education, even if part-time, .
on the part of the middle classes. In the main, however, this reflects
the growing commercialization of music as a consumer commodity
and hence its obvious impoverishment. A report published on
this trend in a Calcutta journal in 1980 was plainly captioned
‘Flourishing Trade in Music Schools’. These institutions, the report
shows, have mushroomed to such an extent that there now exist as
many as 8,000 such schools and colleges within the municipal area
of Greater Calcutta. Other metropolitan centres of India cannot be
far behind! .

Some of these music institutions are affiliated to one or two
statutory universities. It would be interesting to study the
conditions of such affiliation and to consider whether these condi-
tions are generally fulfilled by these institutions. A much larger
number of these schools and colleges are however affiliated to
certain music organizations of north India, which have chosen on
their own the task of awarding diplomas or certificates under
many a glittering nomenclature. Curiously, some of these diplomas
have even earned the recognition of the powers that be; and the
equivalence committees of some universities have been generous

- enough to accept these diplomas as equivalent to their own univer-
sity degrees or diplomas in music. <

All this is very curious because it is well known —and this is -
also highlighted by the said empirical survey—that the conditions of
_Sth!y and examination in most of these music schools and
Institutions do not reflect strikingly high academic standards and
values. In about eighty per cent of these institutions. teachers work
mainly on commission basis. That is to say. the more students 2
Vteachcr can draw. the more money he is able to earn. And it is
not very uncommon that a teacher who specializes in Khayal would
eﬂort_less]y teach, say, Dhrupad. or a vocalist would merrily offer
practical lessons in all kinds of instrumental music. The said
diploma-awarding organizations of north India. to which many
Of_ thesF music schools and colleges are connected. have got some-
thing in the name of syllabuses, which duly catalogue the usual
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quotas of ‘theory’ and ‘history’ as well as the usual brands of
ragas and talas. But these are not, these cannot be, normally
treated and tackled in many of these so-called schools and colleges.
There always exists, if anything, a sheer physical limitation. The
weekly class-days in most cases are not generally more than one or
two—Saturdays and Sundays usually—and there are numerous
students and very few teachers. Yet, nearly no one fails—many are
awarded even the first class—in the final examinations conducted
by the diploma-awarding organizations. And this irrespecuve of
whether or not there are recurrent reports of large-scale copying in
the written papers and whether or not the evaluation in the practicals
is done extremely cavalierly—a single examiner often evaluating the
performance of examinees in different branches of instrumental and
vocal music*'. It is, then, only a kind of squeezed-orange musical
knowledge that these myriad institutions and schools are generally
capable of offering; and we are here in the midst of a system filled
up with precarious practices and suspect values!

The third type of music instruction now prevalent in India is
represented by the mode of insututionalized, formal teaching at
statutory universities and government-sponsored colleges affiliated
to these universities. This probably 1s the most impuriant area in
which, I believe, serious standards of a scientific and viable system
of music education can be built up in the present situation, with
some effort. The existing state of affairs 1n many a case here is
however far from encouraging. As I see, several key problems con-
front 1his area of music education; and one of them is surely the
lack of appropriate resources. ;

It seems that some of our educational policy makers and planners
have been long used to moviug on the basis of utilitarian premises
in allocating tunds or in developmng a planned management of
music education, in the name of what are called social priorities.
Even the University Grants Commission, which had.in the past
often acted as a spark-plug in pushing through significant, even
unconventional, ideas in higher education, has not treated the
discipline of classical music with the consideration it really deserves.
Thus, for instance, till as late as 1979 ucc did not come
forward with a prescribed set of minimum qualifications for appoint-
ment to teacherships in the music or fine arts faculties at universities
and affiliated or constituent colleges, whereas such things in regard
to other disciplines had been settled years ago. It must be said at
the same time in favour of uGc that under a reference from the
Union Ministry of Education and Culture it has been currently
trying to persuade the universities to set up new departments of
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education. However, as I have already indicated, some of the now-
visible limitations of music teaching in this area are not probably
- difficult to overcome if, among other things, sufficient funds are
forthcoming and if due emphasis is placed upon careful planning
and management of music education. In such planning, one must of
course keep in mind our classical music’s specific requirements as a
special discipline for our traditional universities, most of which still
appear to be tuned only to the wave-length of our general-educa-
tional philosophy. Nothing however will avail if a rational method
of teaching Indian classical music is not immediately designed. -

1
-DEADWEIGHT OF PREJUDICES

What however is much more difficult to overcome is a bewilder-
ing chaos of certain long-standing prejudices and presuppositions that
continue to be associated with our very idea of music. These pre-
suppositions, I suspect, are apt to impair the building up of an
imaginative and viable system of music education, both in terms of
teaching methodology and the content of the courses of étudy in
music. One such prejudice of course relates to a subject to which I
have already referred on several occasions in this essay—that is to”
say, our never-fading fixation about the many-splendoured virtue
of the traditional Gharana-based instructional methodology, through .
which a student absorbs with religious fervour the memorized
traditions and skills transmitted by the guru. If such a mode of
teaching has been for centuries at the back of our classical music—
at once divine and beautiful, sublime and full of bliss—the results,
we are told, naturally justify the traditional method of instruction.
Thlsf 1t seems to me, is the consideration why even our cultural
‘medxa_ are not wary of fostering such idealized themes as those of
Ghifrana aur Parampara’, However, the methodic limitations inher-
ent i our traditional teaching mode in Indian classical music, as
well as the impact on it of a changing milieu, have already been
mentioned and need not detain us here any longer.

) Another powerful presupposition that works at the back of our
view of music is that Samgit is essentially divine. Whatever
might have been the implied philosophical meaning of such a view,
the moment we pronounce that music is divine, we at once build
- around music an aura of mysticism and supra-human spirituality,
not always intelligible to the usual parameters of ordinary, down-to- -
earth human thinking. The common peoplé hence often view the great
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outlet and expression of the artist’s emotional feelings, and music
as representation and experience of emotional states. ]

Thus, in the first place, we have the commonplace stereotype
of a musician supposedly giving vent to all his emotion in perform-
ing his music. Actually, however, it is difficult to imagine how a
musician can work and perform without much that is consciously
planned and executed. Above all, what he needs most during his
recital is intense concentration; and concentration is the conira-
diction of emotional exuberance. No artist can perform if he does
not keep himself constantly alert, continuously applying his judg-
ment, at every step, every moment. His recital of a raga can hardly
be a matter of mere emotional exercise. He is required not merely
to follow the general layout of the raga he is rendering and the
regulation of the chosen typological form (e.g. Dhrupad, Khayal,
etc.) but also to consciously apply the skills at his command and the
musical thoughts he has. cultured. It is with these inputs that he
renders the rdaga he has chosen, including the improvisation
permissible within the omnibus framework of north Indian classical
music. '

It is true of course that an Indian musician can, for his part,
improvise in his work; but he can do so only within the prescribed
limits of the raga selected, the structural pattern of the typological
form chosen, the mould of the accompanying tdla selected, and
the various Kartabs laid down. It is also true that within these
limits a talented musician can perform at a certain level with many
creative flashes; no determinate  set of rules and Kartabs may
always adequately explain his music when it reaches that level. To
an extent, then, an Indian musician can come somewhat close to
the idea of , self-expression. Nevertheless, if that is emotional self-
?xpres.sion, it is usually in the sphere of improvisation and
Inventiveness deployed by the musician in the work of embellishing
the gxelo'dy of a given raga. This is also what Tagore seems to have
implied in his talk with Albert Einstein in August 1930 when he
tried to explain to the scientist some of the essentials of our music.
Yynhln “a definite outline” of our “‘compositions” and within the

pre.sc.:nbid regulation” of our system, he explained, an Indian
musician “can give spontancous expression to his musical feeling”,
in the. sense that he is free to apply his skills “in the creation of
melodic flourish and ornamentation” and thus can have “sufficient
freedon.l” ,\ivithin the limits of his personality “for the fullest self-
::5::::;22 : lzlo:v,d needless to claborate, even this work of self-
msician 8. i elodic cr.nbelhshn'lent cannot be rendered by 2
ant emotion, for it would be, after all, based on
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so on—are merely added up, the resultant picture might then grow
into a chaotic heap. For, many of these sensuous reactions may not
be necessarily connected with one another and may not hence form
a coherent whole that can be meaningfully situated in a single
experience. So, in order that we become conscious of a particular
matter, we have to overlook most of these sense receptions in
favour of one or a few of these which we feel belong within the
known parameters of previous experience stored in our memory.
Thus, the fact that we overlook many of the sense receptions and
do not understand them shows that we have not learnt to use
our senses in that direction. The use of our mind in the perceptual
act hence signifies that our ability of sense perception is not
naturally given. That is to say, sensibility and intellect are closely
linked; one cannot do without the other in the perceptual process.

Now, all great musicians and artists cultivate and develop a
special ability to feel through their senses. We ordinary humans
can also see what an artist can see. Sunset and sunrise, for instance,
we see daily; there are such things every day, but we seldom see
them really as the artist does.

In artistic work, what is necessary is a much greater insight,
which can endow a work of art with new values or with a new
sense of discipline. Much more than us, a great artist or a great
musician employs all his energies to develop his ability to feel
through his senses, in order to arrange his many sense receptions
in a special way and build up some coherent order in them. Very
much like a scientist, an artist or a qnusician has to learn to
look at the world around him in a special way, in order to shed
new light on the world. To discover how to look at things in -
a new way is his major responsibility. Often it might so happen that
a sensitive mind can tacitly capture new meanings far apart from
wflat 1{e can show explicitly, with evidences. Recall for instance how
Einstein could perceive through his mind his revolutionizing ideas,
in petto, long before he was able to formulate them with all the
necessary data. : :

Such perceptive knowing happens no’ less with sensitive artists.
Indeed, both the scientist and the artist develop a special faculty to
see what they know to look for. However, such feeling does not
appear naturally, as a matter of course. This feeling is the reflection
of a cultured and cultivated way of feeling. It bespeaks really hard .
work, both for the artist and the scientist. There is no magic here,
nor any short-cuts. Music, like science, demands continuous prac-
tice and experiment, inquiry and reflection. Like science, all art calls
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than a generation old, has not so far done very well. It has not been
able, we’re often told, to produce till now many musicians of fine
attainments. But from abuse, wisdom tells us, no argument can be
drawn against proper use. The major causes for this apparent lack
of success in the university system of music education, I believe,
cannot be seen as something inherent in the system. It may be
fruitful, actually, to look for these causes primarily in a state of
affairs to which I have already referred—that is, the lacklustre
academic planning and management at universities and colleges,
as well as the notable lack of success in evolving a scientific
methodology of music teaching. Unsure of ourselves, we have more
often than not treated music the way we generally treat other
common subjects of our academe, say, history, economics or
chemistry We have made music into another stereotype, forgetting
its special status and requirement as a discipline of the performing
arts.-Our method was thus without life, and listless.

In any case, it’s time we bade farewell to a teaching methodology
that would unthinkingly go for a largely imitative and intuitive mode
of learning our classical music, chiefly as an expression of glittering
virtuosity. Music, after all, cannot live by skill alone—or by mere
grammar. Such precariously facile orientations cannot, for obvious
reasons, help the students develop their own musical personality. The
material of music, it is true, is abstract and amorphous{But that does
not entail that its teaching methods should be amorphous as well,
with little room for promoting conscious mental-intellectual work,
so necessary for developing in students a fine sense of musical
knowledge and artistic sensitivity. Nothing now is more urgent
therefore than to adopt a new appoach to music teaching, based on
tl.le requiremcn_ts_of a scientific- teaching methodology, keeping in
view the special needs of our classical music as a discipline in our
traditional universities and co]legf]s} An approach that will be.
capable of providing, in contrast td what has often turned outin
the past to be an unthinking and haphazard search, a conscious and
knowledgeable sense of direction for students, to arrive at a sensitive
and intellectual grasp of Indian classical music.

. To speak however of the ueed to provide students With
intellectual grasp in teaching a form of art-music may provoke
protests from certain circles, This may even, if I may say so, fluttef
the musical dovecots, as if all that is sacred, divine and intuitive i8
music 1s now on the scaffold. I therefore hasten to add that in 8
genefal Sense, actually, this intellectual grasp of a music student ?s
:;:l:::‘%aizs;ges the activ'e and purposive ‘interest that his n‘{iﬂd 15

understanding thoroughly the complexities of his art:
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At bottom, it is not merely a question of mastering in a hard way
the specialized techniques and skills of the craft, not merely the
work of grasping with all seriousness the necessary technicalities of
the art, but also the fundamental question of an intelligent and
sensitive cultivation of the why, the wherefore and the whereunto of
the matter, the very soul of our classical music. It is this intelligent
cultivation in the best sense of the term that a viable methodology
of teaching Indian classical music is called on to promote among
its learners. i ’
If it is agreed that this is to be the major objective of our new
teaching methodology, the primary task would then be to design
and structure it in such a way as to end the long-standing wedge in
the tradition of our music teaching between theory and practice,
and to forge an osculant union of the two. As has been shown, the
teaching of theory and practice even in today’s university and
college system of music education does not unexceptionally run
together; more often than not the tracks are separate. The tracks
must now meet and become one. The study and teaching of theory
and practice in our classical music must now go hand in hand. This
calls for an instructional method sometimes named applied theory
and, if I may add, theoretical practice. The teaching methodology
is hence to be so structured and oriented as to utilize theory asa
spark-plug to practical music and to use practical work as a revela-
tion of musical theory—simultancously, concurrently, and together.
In drawing up the detailed structure of this methodology, it
is necessary to combine within a single teaching process and
within the same class-room the teaching and demonstration of
theoretical and practical music, to ensure an intimate and living
dialectical correspondence between the two, that is to say, as far as
Practicable, I feel it will in fact be possible to a significant extent
to discuss and consider a point of theory and to sustain or criticize
it by practical musical demonstration in the same class and vice
versa; this may be extended in certain cases even to the teaching and
learning of techniques. I can of course visualize the difficulty in or
even the impossibility of tackling for instance the history of Indian
classical music or of Indian culture in general in this manner, a
Point of history supported by some practical illustration. However,
it will be readily agreed, I'm sure, that a meaningful study and -
teaching of our music history can offer at least two significant
things to our students—an idea of earlier musical thoughts and some
impression about the various musical forms and styles of the past,
as far as they can be gleaned, that is, in view of the unfortunate
lack of appropriate source material. While such theoretical koow-
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Unless thus and in a similar way our new methodology of
teaching Indian classical music is enabled to overcome the traditional
theory-practice dichotomy, the future of formalized music education
in India will remain uncertain indeed. This, I feel, is a matter of
cardinal importance; and we must in this connection also try to
understand sympathetically the reason why the usual practising
musician in our country is used to contemning all talk about theory
in music. This, I tend to believe, is largely because our theory is
not always significantly helpful to the practical, actually performed
music. In an area of the performing arts like our classical music,
pure theory—which has_little explicit or even implicit relevance to
the actual performance and tangible representation of music—it
must be admitted, has mostly an academic interest. Such theory
may be important, of course, but as far as it can go. What is far
more important than this kind of theory is theory as a useful, prac-
tical aid to the revelation and understanding of Indian classical
music’s myriad complexities as a sophisticated performing art,

Today’s reaction, even though partial and discrete, to what has
been primarily an imitative, intuitive and uncritical method of
teaching and learning Indian classical music in the past is quite
understandable. But that does not call upon us to throw away the
baby along with the bathwater. That does not warrant us, I believe,
to fall on the other hand for the meretricious charm of a positivistic
methodology, with its fetish for a maze of clinical, sterile and
heavyweight analytical manoeuvres in teaching the art of Indian
classical music. Unless this extreme positivistic approach can
be scrupulously avoided, there will be a persistent danger of
absurd intellectual exercise, the latter-day counterpart of medieval
European discourses on how many angels could stand on the head
of a pin or of our own musical exercises on how many rasas or
subsidiary rasas can each note of a Saptak directly produce. Theory
must be sensible and meaningful, stripped of its deadwood; it must
be close to practice, to help practical music unfold and enrich itself.
It must not be above all a deadweight upon a student’s musical
sensitivity and his perceptual activity in the learning process. The
skyline, which can always be a promise to him, must not be a bound.
That is why it is not irrelevant musicology but. meaningful theory
which is to dialectically combine with fruitful practice to constitut¢
the life-blood of our new teaching methodology. v '

This methodology is of mnecessity called on to work out the
details of a host of related matters such as the question of planning
the course structure and content in a rationalized manner in relation
to the pre-degree, undergraduate, post-graduate or like stages i
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the university system of music education. It is also necessary to
consider the problem of the duration of each such course of study
in music, which would probably require more time than analogous
courses in general education. Other such items will include the ques-
tion of how to use modern-day instruments and equipment in
teaching or the problem of determining a viable system of exam-
ination and evaluation in classical music, especially the question of
an objective, impartial and continuous assessment process. There
are, needless to say, many other items which may directly or other-
wise influence our new teaching methodology and which hence call
for careful consideration. However, I refer below to two such
matters which, I feel, require some brief comment.

In the present-day university system of music education, there
are two major problems: the problem of time-bound teaching within
the four walls of the class-room, and the greater problem of teaching
often a large number of students. Result: a distressing lack of
personal care for the pupils, especially in a subject in which the
lecture-work by a teacher delivered from a distant Katheder inside
the class-room is hardly of anmy significance at all. The present-day
crowded condition of music classes is all the more paralyzing as
each individual student of music has his own particular needs and
requirements which call for loving attention from the teacher. Also
not all students have identical or even similar receptive states of
mind vis-a-vis music. It is therefore always necessary to set up a largely
flexible mode of teaching in our classical music, determined by the
genuine needs of each individual student. For, after all, the know-
ledge that a student of music acquires must ultimately rest on his
personal understanding of and personal involvement with musical
expression. However, a personal mode of teaching would require,
needless to explain, more teaching hours and, of course, many new
teaching hands in a department of music. Due emphasis on this
mode thus cannot but entail a very low teacher-student ratio, which
in turn would cali for many more teaching personnel and hence.a
much larger outlay of financial resources. The matter also entails
the problem of how to find really qualified teachers who would
combine high-order musicianship with undoubted command over
theoretical, practical, historical and aesthetic knowledge of Indian
classical music. . .

Another problem. Not quite unconnected, I feel, w:tl} the
question of a viable teaching method. Providing careful attention to
individual students is also a matter of selecting the right students
for music education. It is not always that universities and colleges
Seem to consider it necessary to testa student’s aptitude as one of
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the eligibility conditions of admission to music classes. Admittedly,
it is not easy to decide about the essential and undisputed marks of
aptitude in music. Who, indeed, is a musical person? I think the
most essential mark of such a person is his sensitivity to music. But,’
of course, this is a difficult enough thing to measure. There is no
reason to think, either logically or on empirical grounds, that one
who can easily recognize the different notes is necessarily of a
.profound musical temperament, while one who can effortlessly
copy a singer is inevitably a musical talent. On the other hand, a
weed may be a flower in disguise; who can tell!

Finally, let us keep in mind that the success or failure of a
methodology of teaching in an art form cannot always be measured
in grossly tangible terms, by, say, the mere number of great or even
successful artists it actually produces. At one level, it is the making
of the entire artistic culture that counts. We are often told that an
ustad is born and not made. This may be true, but probably only in
the sense that some men are born with greater sensitivity, witha
greater ability of perceiving through the senses. Or, it is probably
truer to say that some men are born into a family environment or
social milieu with a greater radiation of cultural sensitivity. No one
is however a genius by birth. No genius is made without intelligent
cultivation of his talent, without—as has been seen—intelligent
cultivation of his perceptual ability, even if some kind of native
talent inheres in him. One who is, as it were, a born ustad will,
surely do better, and immensely, if his native talent is chiselled by -
an intellectual, sceptical and yet sensitive knowledge of his art.

l_t may be true that not many of our students will become great
musicians. To become great is, by definition, uncommon. But let
us listen to a distinguished literary critic:

It is unlikely that many of us will be famous, or even remem-
ber.ed. But no less important than the brilliant few that lead 2
nation or a literature [and, let us add, a music] to fresh achieve-
ments are the unknown many whose patient efforts keep the
world from running backward; who guard and maintain ancient
values, even if they do not conquer new . . . [frontiers].*®

And 0 I may say, after this eminent critic, that the destiny of Indian
classical music is not wholly governed by its stars, but also, and
no less, by the inconspicuous triumph of the many musicians who
brav'ely maintain its heritage, and keep it fresh, radiant and
undiminished, :

Also, we do not realize that music appreciation—only a solitary
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Indian university, as far as I know, offers a course of study
leading to the award of a certificate in music appreciation**—is no
less important than rendering music. After all, a musician’s recital
has no meaning if it is not appreciated, and appreciated properly,
which calls for an intelligent level of listening to music. Indeed,
music cannot live if there is not a body of intelligent listeners
who are alive and critical, who listen intently and with feeling,
who listen with their whole soul and their whole intellect. In fact,
what excellence of standard and quality can be infused into our
- classical music if the unknown many, scientifically trained students
of music and its knowledgeable lovers, can come to acquire a high
state of musical skill, knowledge and sensitivity! Also, a musician,
if he is really a star, is sure to play or sing a hundredfold better
if he finds his audience intelligent, knowledgeable, and musicians
themselves. Never will however this become possible if, among
others, the methodology of teaching classical music cannot create in
students, our potential musicians, an intellectual symbiosis of
meaningful theory and fruitful practice, and develop in them their
bases of musical sensitivity*.

Today, at this crucial stage in the history of Indian classical
music, we are hovering between two worlds—one almost dead, and
the other yet to find a life of its own. On the one hand, the basis
of our traditional system of music teaching connected with the
philosophy of guru-SiSya-parampara is fast disintegrating; on the
other, we are still to build up the foundation of 2 modern methodo-
logy of music instruction. Thus the urgency of a broad-based
dialogue on how to determine a scientific and viable methodology of
music teaching, which may be based, among other things, on
modern approaches to teaching, as well as lessons drawn from the
merits and limitations of our past mode of instruction. .

Here, for instance, is what is said in this conmection by Ravi
Shankar;

. . . We should be extremely concerned with methods of teachf'ng
and we must endeavour in every way to preserve our f’Ch
heritage through high standards in the teaching of its practical,
theoretical and historical aspects.

Ravi Shankar does not however stdp merely at this. He pgssionat?ly
urges the preservation of the mode of teaching associated with

the tradition of guru-SiSya-parampara and speaks of the need to
make it live again with suitable modifications. Here is his cherished

blueprint of music instruction today:
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2.

11.
12,
13.
14,

I refer to this because it is widely claimed that the Bengal Music School and
the Bengal Academy of Music, set up at the initiative of Sourindro Mohun
Tagore in Calcutta, were the first of their kind, in the sense that a new kind
of music teaching, with the aid of books and a system of notation, was first
started there, and a policy of encouraging the study of Indian classical
music and its practice, by the establishment of music schools and the
award of titles to eminent musicians, was adopted. [See Raja Sourindro
Mohun Tagore: Universal History of Music (first published in 1896; second
reprint: Varanasi, 1963), 87f.]

. Rabindranath Tagore: ‘Music and Feeling’ (in Bengali), Rabindra Racanivali

(hereafter RR; in fifteen volumes; Tagore birth centenary edition: Calcutta,
1961), X1V, 875fF. All translations are the present author’s.

. Rabindranath Tagore: ‘Music Bducation at the University’ (in Bengali),

ibid., 1010f.

. Krisnadhan Bandyopadhyay: ‘Introduction’, Gitasutrasar (in Bengali; in

two volumes, first published in 1885; third reprint: Calcutta, 1934), I, vi.
In the preface to the second reprint of the work brought out in 1897, the
author, referring to the general opposition of many musicians and ustids
to the building up of a scientific system of music instruction, repeated’
that “the cultivation of music would not improve unless music teaching
was introduced in schools”. See ‘Preface to the second reprint’, ibid., vi.

. Rabindranath Tagore: ‘Music Education at the University’, RR, XIV, 1010

and 1013, Note the statement: ““The main point that is to be settled in the
present debate is the question of who is the most qualified person to build
up a department of music at the university. I have got not an iota of
doubt that Bhatkhande is the man. No one else possesses the many-
sided insight that he does in regard to the Samgit-vidya of India. Moreover,
everyone must recognize the extraordinary ingenuity of the system of
teaching devised by him.””

. V.N. Bhatkhande: 4 Comparative Study of Some of the Leading Music

Systems of the 15th, 16th, 17th and 18th Centuries (Bombay, n.d.), 2. The
only euphemism used by Bhatkhande was the rider: I am only speaking
of my part of the country.” His analysis was in fact relevant to almost
every part of north India, due note being taken of exceptions, which could
not have been many, in any case.

. It was rot generally easy for an outsider to enter the exclusive domain and

the inner reaches of these Gharanas and be initiated into their jealously

guarded techniques and skills. Which is why we find even in this century

that sometimes an aspirant young learner would marry into the family -
holding the esoteric knowledge of the Gharana in order that he could learn

specialized skills.

. Ravi Shankar: op. cit., 10. ' 4
. Karl Marx: Capiral (in three volumes: Moscow, 1974f.), 1, 322. The wor

*Hindu’, used in the then current European practice of Marx’s time, means
of course “Indian’.

Rabindranath Tagore: ‘Freedom of Music’ (id Bengali), RR, XIV, Sk
RR, X1V, 993.

Ravi Shankar: op. cit., 10. . .

Cf. Rajyeswar Mitra: Musical Thought in Mughal India (in Bengali: Calcutta,
1964), 4. 31 and 73. The manuscript of Ragadarpasi is available, among
others, in Calcutta’s Asjatic Society Library.
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. V.N. Bhatkhande: op. cit., 2.
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RR, X1V, 875f.

Ravi Shankar: op. cit., 12f; italics added.

Wim van der Meer: Hindustani Music in the 20th Century (The Hague,
1980), 137.

Suresh Vrat Rai: ‘Some Unexplored Areas of Research in Indian Music’,
Sangeet Natak (hereafter SN). 56, April—June 1980, 46.

Even Tagore, a consistent: critic of the usual kind of the Gharana ustad
that he saw around him, noted the sterling worth of their work, in the role
they performed in guarding an ancient Vidya in its untarnished form and in
preserving its grammatical purity, as well as.in collecting and hoarding
numerous songs and compositions. A society which has not sense enough
to recognize the value of such a utilitarian role, Tagore said, not merely
commits a grievous wrong to these musicians but also harms itself. See
Rabindranath Tagore: ‘Music Education at the University’, RR, XIV, 1010.
Arjun Pathak: °‘Flourishing Trade in Music Schools’ (in Bengali),
Parivartan (Calcutta), II (16), 16 February 1980, 17ff.

See, respectively, the University Grants Commission circular letters No.
F.1—68/78 (CP) dated April 1979; No. F.I—7/80 (E—1) dated December
1980; and No. F.I—25/80 (CP) dated 27 August 1980.

. The two music-cum-fine-arts universities are the Indira Kala Sangit

Visvavidyalaya of Khairagarh in Madhya Pradesh (founded in 1956) and the
Rabindra Bharati University of Calcutta (founded in 1962). The latter has
already built up a strong humanities faculty as well, now situated in a
separate campus. Other 20 universities which have under their direct
management departments or centres of music are the Allahabad. Annamalai,
Banaras Hindu, Bangalore, Baroda’s Maharaja Sayajirao, Bombay, Delhi,
Garhwal (at Srinagar in Uttar Pradesh), Gorakhpur, Guru Nanak Dev

" (at Amritsar), Himachal Pradesh (at Simla), Jodhpur, Karnataka (at

Dharwad), Kurukshetra, Madras, Mysore, Rajasthan (at Jaipur), Saugar -
(at Sagar), SN.D.T. (at Bombay and Pune), and Visva-Bharati (at
Santiniketan) universities. See A. Christodoulon & T. Craig (eds):
Commonwealth Universities Yearbook 1982 (in four volumes: London, 1982),
III, passim. :

. Ibifl., 1503ff., 1486, and 1687 Tespectively.
. Ibid., 1604, 1501, and 1508.
- See the West Bengal Education Department Order No. 434—Edn (U) dated

2’{ May 1975, sanctioning a very small annual grant of Rs 38,400 to the
said music college to meet all its annual expenditure including staff salars.
Consider the absurdity of the situation when the pay of . the juniormost
college lecturer placed at the bottom of the present pay-scale of RS
:100—1600 comes to about Rs 16,000 a year. Often, even the amount, for
Instance, of municipal tax that an ordinary college is required to pay
annually, one of the hundreds of items of expenditure in a college budget,
is higher than the amount of the grant.

27. Rabindranath Tagore: “The Place of Music Education and Culture’ (in

28,

Bengali), RR, XIV, 913.,

Rabindranath Tagore [*Dialogue and Discussion 4’ (in Bengali), ibid., 94
could very well foresee this problem. Witness his considered statement: “
am 1}01 very optimistic about the arrangements that are being made for
music education at universities, because it is pointless to make arrangements











