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IN PRAISE OF THE INFINITE:
INTERVIEW WITH AsAD ALI KHAN

Ustad Asad Ali Khan playmg Rudra Veena in 2009 WikirEDIA DOMAIN

ASAD A1r1 KHAN (1937-2011), born in Alwar and shaped by the Jaipur lineage, stands
among the most luminous voices of Hindustani classical music. Revered as Khansaab,
he represented the epitome of saidhani and discipline in Rudra Veena. Across the world, his
playing carried a rare integrity, leaving behind a legacy that still feels austere and unmistakably
alive.

The interview presented in these pages was conducted on 24 January 2010 at Khansaab’s
home in New Delhi by Ananya Chaturvedi, Taruna Kumari, and Raghav. Sixteen years later,
Anveshana is honoured to offer this conversation to its readers, as a gesture of respect to an
enduring legacy and to the quiet purity with which Khansaab lived and made music. The
interview was originally in Hindi but an English translation is presented alongside for a wider

audience.
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What is the Rudra Veena to you, and
why did you choose it?

Khansaab: On your question about why
I chose the Rudra Veena, I will speak in
a bit of detail, because unless you know
a few nuances about it, you cannot fully
understand the answer.

I am a person of “tradition”. By tradition,
I mean a social and cultural inheritance
that continues from generation to genera-
tion. This art has come down through gu-
rus—especially in my family—for about
twelve generations. My father learnt this
art from his father, and he in turn, from

his father.

People who play the Veena are called
“Beenkar”, and its literal meaning is “Veena
player”. It is a Persian word: “kar” means
the doer, and “been” is a name used for
the Rudra Veena. Earlier, when people
said that you are a Beenkar, it meant that
you play the Veena. But for the last fifty
years, there has been an attempt to de-
fine whether this instrument is the Rudra
Veena, the Saraswati Veena, or the Narad
Veena.

In earlier times, elders used to call the Rudra
Veena itself “been,” and it was also often
called “Saraswati Veena”. Although the
Saraswati Veena is played in South India,
this [Rudra Veena] resembles it. Lord
Shiva, being influenced by Parvati Ji, in-
vented this instrument. In any case, the in-
strument was only one, but the act of play-
ing and the technique were kept difterent.
Because of this, the names changed—Rudra
Veena, Narad Veena, and Saraswati Veena,
but these are all names for the same Veena.



Y §S1 91d I8 ¢ b 398 @Y dR W
FB TH 0 hel-acd &, Sl 9gd vamal
HIRHe dl e, ek (AT AL &1 S
foh YU U -t & ST H ST7aT 7, 99
Brare-fta & gyue & faega fee 21 -
2 1T 21 39k UTd dTdl-aTgeh 31 37
TIAHRT <l Y[HeRT AT §; IToh 1o1q o
g el ATH 61 6; ifch H&H chellehy
& g1 AT {1 Ueh 3Tcdid IeaTi-
@YUf R 2| G YEST 3 URURT I -
I 1 T §9116 § Sred e—goit § Tar
HAT ST ¢ fob 381 &1 g dtom bl W@
&, 3R Y TAR WU H o Hewaqut
qAT TAATT AT & 9 § TR fhar
ST 8

TGk TTY-T1Y U Ig Fare off o fh
A g dToT ol € R AT 3R 4oy foa?
@ W& R U 39 Afeld dhertall H—aTt
I Ui faend off—sn o g arfg-
T 3R U 8, S ST e © TRURT
F TUH el 3N N 8| Q- WS 3qd
R ¢, O 99 @reH 99l W g, ik
o8 'SR SR TRET el AT 2

ORI T o TelT, IT ZHHRT A1GHh I
Ty, Ueh awe T dyared gt 8, 3k 98
WA g, I foh Arar-far AR gdsi
F g T STt 21 3 I el el &1 &
9 TSt a1 Gahaitar deT & | 3 Uah a8t
e off, ®aT, 3R & BIC 964 &, o
U HISG & , HIRT3TeTs!

3 T I I GHT, T IEI e el
FATAT| ST & ¢-3 Tl T AT, 99 & Tuareht
B S U UTH Gt &id | STafch 31
TR R 3a-TT BieT =T, fSreeh! 39 91 36
Tl I &, ST 1 Thel ST o e &, 1
AT - 3 AT & 31 UTy T hidt &l
X R UGSt o gl TR AT qgt e fuerm
T 3Tk gaTel ohe TeaT st off | 319 ITa &
ST oft Y 3l et oft, AT H A o, A

Now I will come to your question. I am
from the twelfth generation of a family
of Veena players. And the mantle of the
coming generation will be carried by Zaki
Haider, and even after him this tradition
will continue-Inshallah!

The biggest thing is that, especially in this
artform, there are some unique artistic
elements which might not be very diffi-
cult, but are certainly distinctive. Just
as Dhrupad comes as a style of singing,
in the same way, in instrumental music,
the Rudra Veena is very closely connected
with Dhrupad. After this comes the role
of the tabla player and other accompa-
nists; for them, too, this art is not easy, be-
cause to establish coordination with the
lead artist is a task bearing great respon-
sibility. Our ancestors connect this tradi-
tion with Lord Shiva’s invention in the
Puranas; it is believed that he himself cre-
ated the Rudra Veena, and this belief is
widely accepted in our tradition.

Along with this, your question was also
why I chose and adopted the Rudra Veena.
So, especially in these arts—that is, in the
ancient disciplines—the Veena is the most
unique and the most ancient, and it has
continued as a tradition from time im-
memorial. Two or three families have re-
mained in it; among them, my family is at
the top, and it is called the ‘Jaipur Beenkar
Gharana’.

To choose the Veena or become its player,
there is a specific planning involved, typi-
cally done by the family, specifically by the
parents and forefathers. All these things
are necessary. I am my father’s only son. I
had an elder sister, Farida, and I have two
younger sisters, of whom one is present,
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MashaAllah!

When his son was born, my father made
a plan. When I was only 1-2 years old,
he would have me sleep by his side. Or-
dinarily, a child that young—a year or a
year and a half old—who is fit neither
for school nor for taalim, is kept by the
mother with her; yet my father kept me
close to him even then. After my mother
had fed me, she would hand me over to
him; this was the arrangement at night as
well. It meant that whenever I woke, or
cried, or shouted, or did anything at all, it
was my father who would quieten me or
offer me solace.

Our family has, especially, a temperament
for doing riyaz at night, and my father too
had the same habit. After 10 PM, until
about 2-2:30 and sometimes till 3, he used
to do riyaz. The biggest purpose of keep-
ing me close to him, which I understood
only later, was that from childhood, the
sound of the Veena would keep reaching
my ears.

For the time being, in my taalim, the ques-
tion was not which raag was being played,
or which saaz was being sounded—only
that the sound should keep reaching my
ears. When I was about three-and-a-half
or four, my vocal education began. My
schooling also started at the same time,
and in the remaining time, I would prac-
tice sa-re-ga-ma, that is, the sargam. A
small tanpura was placed in my hand, and
I was told, “Come on, sit over there in the
corner and do riyaz”. The foundation of
my knowledge of notes was laid through
singing.

I used to do what we call palte, that is, ex-
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ercises, and through them one recognizes
the notes, through the throat, the heart,
through pressure, which note is correctly
coming out from where. He used to show
us these very exercises, and this riyaz con-
tinued continuously for a year to a year
and a half. Then, when I was about 5-6
years old, I was taught to play the sitar,
especially the sitar in “veena ang,” so that
at least technically I would become accus-
tomed to it.

When I was 11 or 12 years old, the respon-
sibility of the Veena was placed on my
shoulders, and a small asana (seating plat-
form) was also made for me. Asyou know,
I'sit in vajrasana, so I was made to prac-
tice that. That is, whether I was singing
or playing the sitar, the riyaz was really of
sitting in that asana. Then, when I was
about 12 years old, Veena’s practice was
started.

Now see how meticulously all this was
planned. That child neither knew how
important it was, nor had any interest in
it, nor even any sense of the Veena’s sound.
It was simply decided that this is what he
had to do, so the child was given, in a way,
astrict taalim and preparation. Therefore,
the question of why I chose the Veena does
not even arise. It was not a matter of my
choosing; they chose it.

For along time, my taalim and my studies
continued side by side. Teachers would
come home, and I would go to school as
well. The time for riyaz and the time for
studies were fixed separately. Then came
the phase when I was made to sit regularly
for riyaz. It started with 2 hours, then 4,
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6, 8, 10, and finally, riyaz went on up to 12
to 14 hours. Only then have I been able
to reach this level today. I was made to go

through this kind of preparation.

I often give my students an example: a sol-
dier is trained so that when their country
is in danger, they can go to the battlefield,
fight, and, if necessary, sacrifice their life.
Not everyone can go there. Now you can-
not simply put a gun in my hand and say,
“Look at what kind of time the country is

going through; go and fight.”

But just like that soldier, the responsibil-
ity of my art has been entrusted to me. I
have been prepared like that soldier, so
that whatever time comes, and however
far I have to go through hardships, I have
to face them. Whether anyone listens or
not, whether anyone likes it or not, whether
money is received or not, whether anyone
learns or not, I still have to do this. Be-
cause this is my family’s legacy, and I have
to keep this tradition going.

When this taalim was given to me, it was
already decided that I would have to give
my whole life to it. This is not merely a
hobby, nor is its purpose only entertain-
ment. Therefore, the question of my choos-
ing it does not arise. This was their grace,
the guru’s grace. When I'began to develop

a taste for it, I practiced for 12 to 14 hours
aday. Even today, I practice to reach that
same level. That is the real thing.

Then how did you coordinate your
schooling and your riyaz?

Khansaab: Yes, that is a very important
point. My father, Ustad Sadiq Ali Khan
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Sahab, who was a very famous Veena player
in Hindustan, was called by the
Nawab-e-Rampur to serve as a court mu-
sician. Our elders were firstin Alwar, Jaipur,
and then they settled in Rampur. So all
my training and upbringing took place
there. In that sense, Rampur is my real
home.

My daily routine was arranged so that I
would wake up at 5:00 or 5:30 AM, get
ready, offer my prayers, and then sit for
riyaz. School was from 10:00 AM to 4:00
PM, so I would go to study only after prac-
ticing until about 9:00 AM, that is, for
two to two-and-a-half hours. The school
was very close to our house, so this rou-

tine had already begun in childhood.

Upon returning at 4 PM, I would rest for
an hour, and then Master Sahab would
come to our house. He would teach me
sometimes mathematics, sometimes En-
glish or Persian, and whatever other lan-
guages I had to learn. After he left at 6
PM, it would be time for prayers again.
After that, from 7 PM onward, I would
again get down to riyaz.

A complete outline of the day was already
made and was hung on the door of my
room, exactly like a calendar. Everything
was written there: at what time to do riyaz,
when to pray, when to meet whom, when
to study, and when to go out. This or-
der continued until high school, because
the school hours were fixed. Only when I
went to college did I get a little concession.

The school is still there to this day. Only
recently, some people from outside made
adocumentary about me. It is a detailed
documentary of aboutan hourand a quar-
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ter to an hour and a half, based on my
whole life. In it, they went to Rampur
and showed my school, where I used to
study, sit, and do riyaz.

It is often said that the classical arts,
especially classical music, are basically
a form of sidhana or meditation. So
when you play an instrument, what
happens within you at that time?

Khansaab: This is the taalim, meaning
the education, given to us by our gurus
and elders. After giving taalim, the guru
gives this blessing: “May the Parmatma
keep your atmai in a good state.” There-
fore, this self, or spirituality, is the same
thing that God will give, and so pray to
Him, and remember Him. Remember
Him and only then play the instrument,
and put your atma into it. A guru can
only give the taalim; he does not put the
atmi into it, and he cannot do so either.

On his part, the guru entrusts the taalim
to the disciple or son with complete hon-
esty and fairness. But he also indeed teaches
that the Parmiatmai alone is the one who
imparts power and effect to music. Re-
member Him, play for Him, let Him set-
tle into your mind, and present yourself
before Him. If He wills, He will grant
taaseer, meaning effect, to your notes. Peo-
ple like that very effect because it comes
not from anyone’s taught knowledge but
from divine grace.

Riyaz and practice are our duty, and mak-
ing us do riyaz is the work of the gurus.
But along with this, prayer is also neces-
sary. When I sit for riyaz in the morning,
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I attach myself to Him and ask in prayer:
“O God, it is You alone who fills these
notes with effect.”

See, one thing is only practice, and an-
other thing is the atma. Since I have stud-
ied the Persian language, I will tell you
two words: one is riyaz, and another is
riyazat. There is a massive difference be-
tween the two. Everyone practices, but in
our Indian music there is a strange thing.
In ordinary schooling, as you pass exam-
inations from the early class up to post-
graduate level and take degrees, after tak-
ing the degree, you do not go back and
read the early-class books every day. You
have acquired the language and the tech-
nical understanding, so you practice only
your current subject, whether it is math-
ematics or chemistry. But in music, it is
not like that. Even today, we repeat the
same exercises that we began on the first
day, or in the initial class, so that our skill
and technical grip remain.

Think of a wrestler: if he abandons his ex-
ercise, his body will become useless. That
is why we have to return every day to the
very place from where we began. This is
practice. Now the question is what is the
difference between riyaz and riyazat. You
must have seen a circus, for example the
Russian circus; there the acrobats and per-
formers show remarkable feats, and that
is the result of years of their hard work.
Their bodies are so well-trained that an
ordinary person cannot do it. But what
is that? That is riyaz. They have trained
only their body. Now you have not done
that practice, so you cannot do it, but
they can. But this is not sidhana, this is
only physical practice. In this, the body is
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trained. But after the age of 40 or 50, they
cannot do those feats, because the body
stops supporting them.

But our music is different. In this practice
of ours, the atma dwells. What we have
trained, its real beginning happens only
after 40 years. This is saidhana, and this is
the difference between a sidhak and one
who only practices. We kept practicing
for years to reach the level of saidhana, and
when sidhana begins to become accom-
plished, then, remembering that Supreme
atma, we try to bring effect into our notes.
The real time comes only then.

That physical exercise is just like a habit.
The body becomes used to it. It is the
same in dance too; you train the body,
and for 40 years you can perform very
well, but after that such performance is
not possible to maintain. But for a musi-
cian, generally, only after about 40 years
does refinement in the work begin to ap-
pear. Remembering God, we try to put
atma into our art.

‘When that coordination falls into place,
what kind of experience is it?

Khansaab: That experience is as if I had
received everything today. The very first
listener of that music is I myself; everyone
else comes later. Having done riyaz, I sit
down, and now the effort is to bring atma
into my saaz. Let there be even one note
that makes the rih happy. Music is the
food of the rah, that is, its nourishment;
this is the food of the atma. The itmai is
always in search of this, that it may, from
somewhere, receive an authentic sound.
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After all, I too am an atma, and I am a
musician. When will my dtma be happy?
Suppose I am doing riyaz on Raag Mul-
tani, or giving a performance in Raag Mul-
tani, which is a Raag of sunset. During
the presentation of that raag, the disciple
likes some taan, some mukhda, or some
single note very much, but he does not
know what it is technically; he only feels
that the sound is good. He asks, “Guruji,
how will this happen?”. Now he tries.
The guru tells him the finer points, and
if, while doing riyaz, he, by coincidence,
once places that note correctly, then the
happiness that follows makes the rih bloom.
This attainment is priceless. Musicians
know what its real value is.

If you are a genuine seeker, and you have
done deep riyaz, then whenever you play,
that truth and effect will, on its own, come
out clearly. People will like that alone be-
cause it is a sound that comes from the
heart. You have attained it through prac-
tice, but in itself it is so true that, before
that note, everything else feels pale.

Now the question is: what is the funda-
mental difference between our music and
Western, that is, European, music? Their
music, whether it is Iranian or Arabic, is
very fine. They have excellent voices. But
if one compares, there is a big difference.
Their excellence is their notation and pre-
cision. Suppose I wrote the notation for
araag or a taan and sent it to your uni-
versity, and you are in Bangalore and play
the violin. You kept that sheet in front of
you, “pa re dha re ma pa,” and you played
it precisely as I wrote it. This is your skill.
In the Western world, compositions by
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old masters are still performed today by
150 violinists together, at the same time,
with the sheet music in front of them, all
playing precisely the same. This is their
perfection.

But here, our way of thinking and under-
standing is different. I sit in front and
teach; I myself sing and show; I explain
its technique; I show the notes. Even if I
write it down and give it to you, it still will
not be played the way it is when taught by
me, because Indian music is not complete
until you put your atma into it.

It is said that once one gets a sense of
atmai, then the mind searches for that
alone, but it does not come so easily
either. How long did it take you to
reach that state?

Khansaab: There is no fixed limit for
that. Sometimes, even a whole life turns
out to be not enough. Even the guru can-
not say when it will happen. Our work
is only to keep doing riyaz and keep pol-
ishing ourselves, that is, keep refining our
music. It may be that it does not happen
yet, but one truth is that if you are on the
true path, then you will attain it for sure.

As you just said, in Western music, ev-
erything can be written down, and by
reading it, the student can also play
it with complete accuracy. But in In-
dia, there is the “guru-shishya param-
para,” where the guru sits in front and
teaches. Could you tell a little more
about this?

Khansaab: There are old compositions
and bandishen available in written form,
which they can play exactly as written. In
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our tradition too, the books are written,
but how to act upon them, that practice
is something only the guru can tell. As
a guru, we also tell it, and we also want
the disciple should play well. But even
if we write it down and give it, they still
cannot play it in the same way at that very
moment, because our music is creative.

For example, suppose I played Raag Yaman-
Kalyan earlier at II'T Delhi, and it was very
successful, with people liking it a lot. If
someone tells me, “Sahab, play exactly the
same again, as you did yesterday”, then it
will not be the same. Even if I want to, it
will not be the same. It may become bet-
ter than that, or it may remain somewhat
less than that, but it will not be precisely
the same. What s the reason for this? The
reason is that in our music, at €very mo-
ment there is creation, that is, new mak-
ing. The notes are the same, everything is
the same, but in that moment, the yield of
my itma and my mind gives it a new form.
This cannot be explained by writing. You
will not find this in any book. That is why
in our music, every time the same note
feels new. The notes will not change, but
the manner will be new every time. Even
if today the guru has written something
down, it is not possible for it to come out
precisely the same way tomorrow.

So, fundamentally, what is the role
of the guru? When the disciple him-
self brings in the “4tmi,” and our mu-
sic keeps changing each time, is it the
guru’s responsibility, only to see whether
we are doing it correctly or not?

Khansaab: The role of the guru is im-
perative. The most important work is for
the guru to continuously test whether the
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disciple’s path is correct. He sees whether,
technically, the disciple is learning correctly
or not, and whether that truth has come
into his notes or not. Since I am speak-
ing of an instrument, the guru assesses
whether the grasp of the instrument s cor-
rect and whether the placement and flow
of the notes are correct.

He [Guru] also watches the disciple’s think-
ing to see whether there is any deviation
or aloss of the intended path. If the dis-
ciple is not on the right path, the guru
repeatedly demonstrates by singing and
playing, as if to say: “Look, this is the au-
thentic truth; this has not yet happened
through you; that thing has not yet come
together.”

There (in Western music), there is no one
to tell you this; there, they have practice
and precision. You played the same taan,
the same notes, precisely as they were, ver-
batim. But here, even if the guru has writ-
ten it down and we have played it precisely
that way, still, if that truth is notin it, then
that music is incomplete. This is the main
difference.

What is the state of the Guru—Shishya
tradition in today’s age? Is this tradi-
tion still given importance today?

Khansaab: To tell the truth, in today’s
age, this tradition has become almost non-
existent. There are no longer gurus like
that, nor disciples like that. Even the gen-
uine gurus who do exist have become very

few in number. And where the Guru-Shishya

tradition is not present, there is neither
that effect, nor that depth, nor that truth,
nor even that music. I do not even regard
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it as music.

In that case, how can we bring that
tradition back?

Khansaab: Only those in whom it has
survived can restore that tradition. There
is only one way: the Guru—Shishya tradi-
tion must be established again. There is
no shortcut.

Some institutions have kept the guru and
the disciple together. The guru’s room is
in one place, where he sleeps, and the dis-
ciple also sleeps near that same cot. When-
ever the guru remembers something, whether
it is night or day, they wake the disciple
and say, “Sitdown! And understand this.”
This is different from a regular class. At
ITC SRA in Kolkata, that is, the Sangeet
Research Academy, this is exactly what
happens. There, the ustads have trained
their disciples. Pandit Ajoy Chakrabarty
ji, Ustad Rashid Khan, and all of these
disciples are from there. Rashid Khan
stayed there and learned from his mater-
nal grandfather, Ustad Nisar Hussain Khan
Sahab, and became successful. Vidushi
Girija Devi ji also stayed there and trained
disciples there.

Ulhas Nagesh Kashalkar ji is also a disci-
ple from there. He [Kashalkar] is a disci-
ple of Agra gharana’s Ustad Latafat Hus-
sain Khan Sahab, and he stayed there as
well. In contrast, in institutions where the
Guru-Shishya tradition is not followed
with the same dedication, there remains a
shortcoming in the preparation of disci-
ples. And there are many such centers in
Hindustan, but from there we have not
yet found well-trained instrumentalists or
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musicians, because there is art, but no tra-
dition to safeguard it.

The guru shares the experiences of his own
guru and of his elders. He tells how he
learned, and what difficulties he faced in
learning certain things, and he repeats all
those stories before us. He placed mu-
sic before us exactly as he had received
it. When he gave this training, he also ex-
plained that hardships come with it. He
would present himself in such a way that
we would hear his atmi, and he would
tell the stories of his elders. This path is
not so easy; it is not something to be done
in comfort. A disciple is trained under
the guru’s care so that the chain of this
Guru-Shishya tradition continues. Now
it becomes the disciple’s responsibility to
carry this tradition forward.

But it is also the case that, in today’s time,
it is necessary to obtain a graduate degree
from a college. Once you have received
adegree from the university, you will be
able to get a job. In those days, that kind
of reliance on degrees was not so preva-
lent.

Butitisalso important to understand that
mastery in becoming a musician is not
about succeeding once and then consider-
ing yourself an ustad or a very great artist.
Not at all! Instead, our elders and our
gurus neither ever approved of this way
of thinking nor did they train us in this
way. It had a strong effect on us. “So, this
is also music!” And after giving training,
they would say: Pray to God, because the
one who grants the effect is only Him. If
God bestows that effect, then people will
surely like it.
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So these experiences, this lived knowledge,
this 2tma, all of this is precisely the train-
ing they have given. Tradition does not
mean only that a father taught his son and
the son taught his own son. Many such
gurus have passed who did not teach their
sons, so did the tradition stop? No! In-
stead, the real point is that they taught
their accumulated, earlier experiences with
that same honesty. They would tell what
their elders used to do, what they wanted,
and what they would prescribe. How they
would present, and how they would un-
derstand music.

Now the protégé is listening to this, watch-
ing it, and understanding that they had
did it this way, and have reached this point.
Then astage comes when the shishyas them-
selves begin to do the very same thing. At
that point, they begin to understand its
importance, its technique, and its difficul-
ties, thinking, “Yes, this is very hard. Who
knows how they managed to cross these
difficulties and become successful?” So
this has been a continuous chain of train-
ing from the gurus.

This is exactly what I keep emphasizing
again and again: the Guru-Shishya tradi-
tion is the finest school of training. This
is something that cannot be found in any
other institution without a guru.

Every guru has a way, a method. He ex-
plains those very techniques and subtleties.
So until those ways and practices exist
within the Guru-Shishya tradition, the
same kind of success cannot be attained
without the Guru—Shishya tradition.

Now, a new initiative has been taken: when
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big conferences take place, I, and many
other musicians, are told, “You choose.
If there is any practitioner of the Rudra
Veena who wants to learn and has dedica-
tion, then we, as an institution, are ready
to give a scholarship.” Dr. Kiran Seth
ji came to II'T Delhi, and told me many
times that children should take a stipend
and, staying in Delhi, learn from us.

Until more arrangements of this kind ex-
ist, it is not possible to succeed in this an-
cient art and in this knowledge sustained
by the Guru-Shishya tradition.

You said that when you were small,
your father used to practice with you
by having you sleep alongside him, and
that it had a profound “impact” on
you. And now, as you said, Dr. Seth’s
suggestion is that a new disciple should
come and learn in your presence, so
that you can hand over your knowl-
edge to him. So what is the difference
between these two? On one side is
the environment you received from
childhood, and on the other side is
the beginning now at this age. What
difference is there in the outcomes of
the two?

Khansaab: So far, this has not happened
because there are many difficulties and
problems involved. There are two sepa-
rate issues here. One issue is that if some-
one comes alone to Delhi, their stipend
or scholarship should at least be enough
to cover their living expenses. A few dis-
ciples came to me from the ministry, but
they could not stay in Delhi. I kept one
or two with me. For instance, a boy came



“I[g ohacl ATel-al ITel bl aTd

FTEL o I o ToTQ @ T&T SR AT ST
Jgd Hf¥hd 8, A had Teh dollh J T8
Y G ENTT? TR T g TTiey foh
S Tl feett # W@t A9 RaTe ae 9 |
HH I B 4-%0 Tl & gehd dl A1eT| T8
hael Te-al TTe bl J1d -Tel & | Holerd o
qIA-al AT o oy aoner ¢ oft feam, a
IHY TS O T &l 81 qram|

“qHd 9Td Tg & foh frs o
AT Al H g B 7 -
S R IR & AT 8, R
ITH F YT R ATl
qAE 7

a8 91d g & o g e v 7 &
HET| A AISTT 3FR IR T 31T 8, TR
ITH T TREAT AR AT A1 0 & ¢ AT
T qHIE 4-& ITd Ugel HoTaTe § e
Hoh o1 AT T T o, UG 7S A
S #1 g8t e feram T o foh direrk
& g fordt g i U dgdht & S oe
Jror STt B 1 98 37U Uk Teet 3R B
o & 1Y 981 gy e ) 98 g-
« Rt et 21, o qErd o el of
w1 fORe 9% 98t T el 1| A 3T Fel-
g dl 81k ¢ T A Tal 311 12 3R Toh-
amy At d oft, Afee den & o ar
AT Tt e vgar &1 & o AT gER
T TE ST FhAT|’ 3T ek a8 ATIET
8, ST ITRT Tl AT HAfR Tal|

T ITe I8 UdT I foh B U Qe A
TaTiera H TRt UEfd & &1 918 § Ao
gam ok 3 g & ael o g2 off 1 98 /Y

22

from Jorhat, Assam. He used to receive
a 2000-rupee scholarship, fixed for two
years. Now, just in buying a train ticket
from far away and traveling back and forth,
he would spend 1000-1200 rupees. He
came once or twice, and then he could
not come again.

For outsiders, living here and traveling
back and forth is very difficult, so how will
this be possible with only a stipend? The
arrangement should be such that some-
one can stay here in Delhi and practice
every day. At least s—10 years of time is
needed. This is not merely a matter of
a few years. Even if the ministry gives
a stipend for one or two years, nothing
more than that will be achieved.

The second issue is that I will select the
disciple. Suppose four people come, but
it is for me to assess and choose among
them.

About 5-6 years ago, SPIC MACAY’s
annual convention took place in Mani-
pal, perhaps in May or June. It was an-
nounced that there is a girl in a village near
Bangalore who plays the Rudra Veena.
She came there to meet me, along with
a friend and her Rudra Veena. She stayed
there for 4—5 days and also received some
training from me. Then she left from
there. I told her, “It is fine that you came
here and learned one or two things, but
to learn, you must practice every day. I
cannot come to you every day.” Now,
since she is married, it is not possible for
her to come here. Last year, it was re-
ported that one of my shagirds came to
Gwalior and gave a performance. Later,
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it was learned that she had come there on
her own. Also, I have another female stu-
dent, Jyoti Hegde, who learned from me
in Dhrupad.

Zaki Haider: Sahab, their question is
to understand that difference. You
had an environment from childhood,
and you remained in that atmosphere.
But if someone comes and learns at
this [later] age, then how will that
“atma,” or that feeling of music, arise
within them? You had the benefit of
living together from childhood.

Yes, this is an important aspect, and it is
necessary to understand it. Look, the op-
portunity I got was a matter of my fate.
But in today’s time, we too will have to
make some compromise, something that
perhaps our gurus could not have made.

But compromise does not mean chang-
ing every practice. Given today’s circum-
stances, we will need to be somewhat flexi-
ble. We will have to teach the disciples the
habit of riyaz so they can go home and be-
gin practicing. At the very least, it should
be such that in 2 to 5 years, they become
successful to some extent. Now I cannot

adopt that old method.

But I will also certainly acknowledge an-
other aspect. The demands of age have
their place, and living with the guru from
childhood has its own distinct advantage.
Yet if someone comes to learn at another
age, the first thing is that their atma is
such. That passion brings them here. Itis
also a gift of nature that they understood
and liked music; only then did they come.
So, somewhere or other, music already
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settles into their atma.

By living in the guru’s presence, by un-
derstanding things, the refinement that
comes, which we also call “to add to the
charm?”, goes on increasing by itself, and
even further. Somewhere or other, music
has already descended into their dtma too;
only then is the urge to learn so strong.
Whatever age they come at, music will be
in their atma. There is no age restriction
here.

But now the guru, too, will have to make
a little compromise. In less time, some
such paths and methods will have to be
found so that the disciple can continue
their studies or work, and at the same time,
the teaching of music continues. The biggest
point is that if you have completed a grad-
uate degree in this art (music), at least you
have the reassurance that you will get a
job somewhere. You do not yet hold any
graduate degree in veena, but you should
at least be able to take a few classes, teach,
or give a short performance at an institu-
tion, school, university, or academy. This
is the difference between the older guru
and today’s guru: we will have to make a
little compromise.

Yes, but compromise absolutely does not
mean that we change our style. Many for-
eign students came to me who could not
even sit in my baithak. They came from
outside and said, “Sahab, we cannot sit
like this”. So I said, then you cannot learn
from me either. Here, I made no compro-
mise. Nor will I make this compromise,
that someone says, “Sahab, please tell me
some tune on this, teach me some bha-



B, i & TR § ST o Sl Thiael 9Tee
BT 2, Fifeh aed ol 1% I 39T AT -
AT &1 e 3T Tg & e b IHG
s e 92 a7 Reaert & &
3R IS STe & Al 37TaT 8, 3R ITH
Hrga i e 3R Fad &, 3 R g
ST ATelt ST 37 TS, df 98 fOan dehal
&1 9gdi A Torar it 81 i Sida: ag &t
TR IR YT €, 1Tk U8 G his (bl
& LT H TG T8l < FehdT &l ST
R AN o UTE gerd hl Gad 981 foheerd
2| Afeh 3R hIg HG=T AT8aT &, af -
T 9Tt Sl Gl dl &t U, THY
off 3R &2 forgrar @ off|

TS & R H 999 987 Tl I8 & fh
N FEd €, “HTed, ATSTehal o 1% fa@rd
T2t &, Ryamar ot sfteire &) A A2 &%
et I fordlt ot e T8l Sd|’ Ug 91
e Taa a1q §1 Afeh o F off @
& Y & U el IRy

Pandit Ravi Shankar in Delhi in 2009

‘WikipEDIA COMMONS

H 3yent Ufed d T SiT <l Sl SE1

25

jan or song”. No, that will not happen
either. It may be that, in the least amount
of time, I can give you as much training
as possible, and prepare you in such a way
that you can become capable soon. But it
also depends on the learner: how quickly
they absorb it and how quickly they can
bring it down into their atma. Because the
question you are asking, connected with
atma, no one can dissolve and pour into
someone else. Understanding intellectu-
ally is one thing, and feeling it spiritually
is another. This depends entirely on the
disciple’s rah, on how they make it their
own.

Yes, there is certainly an advantage in be-
ing born into a musical gharana, because
the child gets that kind of environment
from the very beginning. But now it is
not necessary that an ustad should teach
only his son or relatives. If an outsider
comes, is eager to learn, and has the ca-
pacity to learn, and then that same atma-
related matter comes up, he can be taught.
Many people have done so as well. But in
the end, it depends on the person himself,
because this skill cannot be given to some-
one by placing it on a platter. In today’s
time, people have the greatest shortage of
time. But if someone wants to learn, the
learner will have to make sacrifices, includ-
ing time, in every respect.

The biggest objection today is that people
say, “Sahab, nowadays gurus do not teach,
except their own children. Apart from
their sons, they do not give knowledge to
anyone”. This is entirely wrong. But you
must have at least some eligibility.
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A very monumental example of this is Pan-
dit Ravi Shankar ji. Did his father play
the sitar? No. His elder brother was in-
terested in dance, and he himself also did
a little dancing at first. Few people know
this. Later, he went to Baba Allauddin
Khan Sahab, and Baba prepared him. He
had that capability, that intelligence, and
only then did he reach the position he
holds today. Where Baba trained his son,
Ustad Ali Akbar Khan Sahab, he also pre-
pared his disciple, Ravi Shankar ji, just as
much.

Now see, there is a German disciple, Carsten
Wicke, who has been coming to me for
the last ten years. His instrument here,
too, is the same, the Rudra Veena. He re-
ceived a job offer here, and by coincidence,
he got it. He took that job only so that he
could stay here with me. But that job did
not suit him. After six months or a year,
he left that fairly well-paid computer job.
He said that when he does not have time
to play the instrument and go to the guru,
what is the use of this job? He decided, “I
will live without a job, but I will not stay
away from music.”
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