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EDITORIAL

[ have great pleasure in offering the 2nd
issue of Nada-Rupa today. It was to have
been published sometime in 1962,
but due to various difliculties the printing
My sincere apology to the

:\I}l‘il,

was delayed.
contributors and to the readers for this delay.

The present issue falls nio two sections :
Part 1 is devoted to the work done in our
Resecarch Section, and Part 11 to the articles
by well-known authorities in their respective
fields.

It appears that science of Musicology has
a special fascination for cerlain scholars,
but few seem to have any definite notion
about what Musicology is and what actually
its scope is. Some seem to have a very
strange notion that research done in respect
of old Sanskrit treatises only constitutes
Musciology. But actually what constitutes
Musicology is, any methodical research done
in any branch or subject connected with
music. The truth of my statements will be
amply borne out by the following excerpts
from the letters written to me by some

present-day leading Musicoligists.

Dr. D. G. Vyas, Bombay writes :
“Musicology, as a seience, is comprehensive

in its conception. It implies, in the first

instance, the knowledge theoretical as well

modern

as practical of the branches of

science which impinge upon the art of Music.

The  musicologist  should  further  he

practical artists having acquired systematic

and sound training in Music. The know-

ledge of the Sanskrit treatises should form
a historical background to the musicoligists’
role which is not one of an antiquarian or
It can be taken

as a part or branch and not whole of the

merely of a theoretician.

science of Musicology™.
Shri Jaideva Singh Thakur writes :

“Study of old Sanskrit manuscripts of
music is not the only thing concerned with
Musicology. Any methodical and scientific
research made in any branch of music is
Musicology. Again, even in the case of
manuscripts there are some in languages
other than Sanskrit. Their study also is
included in Musicology. There are some books
They
have also to be studied. Research on the

in Urdu, Persian, Telugu, Tamil cte.

aesthetics and  psychology of music is also
included in Musicology™.

Shri R. C. Mehta, Head of the Dept. of Music,
Baroda University, wirtes :

“Musicology 1s a very vast field, and it
embraces Systematic section (i.e. the Kxa-
mination and analysis of the Music itself).
Historical-Section (i.e. Evolution and Study
of Music in the context of musical patterns,
and Historical and Social Events), the
Musical pedagogy ; Accoustics; and Aesthe-
tics  (i.e. Physiological Psychological and
Aesthetical response). Old  Sanskrit

along with Pali and Ardha Magadhi Feats,

Texts,

could be taken up for Particularised aspects
of research and could  provide-auxiliary  help
to the proper field of Musicology.



The more urgent need as far as Indian
Musicological studies are concerned, is res-
earch geared to Analysis of Traditional
Chijas : changes in oral, traditional form and
melody-study, Fundamental Principles of
intervals, Ragas and Folk Tunes, Regional
Divergencies, Frequency  Behaviours of
Gamakas, and Tanas ; ete. ete.”

Prof. G. H. Ranade, Poona writes :

“The view that research in old Sanskrit
manuscripts alone constitutes Musicology is
restricted from the

very view-point of

Musicology as a science. It 1s purely a matter
of convenience to prescribe a particular item
or period of history for the purpose of some
particular course, or examination, but nobody
should hold such a restricted view about

Musicology as a subject by itself”.
Sunday, the 20th January, 1963.

The above extracts will make it clear
what Musicology actually is, and how wide
and unrestricted its scope is.

Some of our readers might not see the
releavance of my remarks to Musicology in
But the
relevance is due to the fact that of late there

the above mentioned paragraphs.

has been a greater tendency to antiguarian
or historical vesearch and not much efforts
are spent 1In  suggesting something very
creative about music itself which will re-
orient our classical music to the modern age.
Our efforts should be directed

towards inspiring new talents for new creation

actually

instead of beating the old horse of classicism.

My sincere thanks are duc to all those
scholarly contributors who have helped me
in making this issue what it is worth.

B. R. DEODHAR,



EXTRACTS FROM OPINIONS AND PRESS REVIEWS CONCERNING
THE FIRST (AND SPECIAL) ISSUE OF THE NADA-RUPA
PUBLISHED IN 1960-61.

Loxpon SW1
17 July, 1961

A scholarly publication such as this is a very valuable addition to the Library, and
we should like to be sent further numbers when they appear.

Sd./- E. C. WARD
Librarian,
India Office Library, London SW 1

The need for a non-parochial journal on Indian music—a journal inspired by a sense
of original research—has been long felt. The emergence of “Nada-riipa” moves this with

efficiency and sincerity.

Published on the occasion of the decennial celebrations of College of Music and Fine
Arts, Banaras Hindu University, the first and special humper issue of the magazine provides
unique and rich fare.

The issue contains much original thinking on music, in Hindi and English, by such
luminaries as Pt. Omkarnath Thakur, (who has financed the production), Sir C. P. Rama-
swamy Aiyar Dr. Gopinath Kaviraj, Swami Prajiianananda, Sri B. K. Roy Chowdhury
and Prof. G. N. Goswami.

Pt. Omkarnath’s article on “Notes and Scales: Bharata’s System” displays his
depth of knowledge and understanding.

The authors of the articles are forthright erndite and fair-minded. This is a most

valuable and informative number.

— AMRITA Bazar PATRIRA
September, 1961.
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SANTINIKETAN,
25th May 1961.
We have gone through some of the articles which are really instructive and enlight-
ening. Besides music there are some nice articles on Fine arts and Painting.

The aim and object of the journal is undoubtedly very noble and we do hope this will

fulfil the long-felt need of a journal of a good and high standard in the field of music and art,

and serve the intended purpose under the able guidance of your editorship and that of your
colleagues.

Sd/- 8. BHANJA
Principal (Offtq.)
Sangit Bhavan,

Visva-Bharati.
*
New DELHI,

3-6-61.
The selection of articles is quite good and the get-up and print are admirable.

JAIDEVA SINGH

*
ANGRE’S WADI
BomBay 4

28-5-61
T received a copy of ‘NADARUPA’ duly and was gald to notice that you had carried

out my suggestion that the verse of Yajiiavalkya ‘Vinavadana-tattvajfia’ should be the motto
of your journal. ‘

P. V. KANE

*



204/2 SapasHIv PETH,
Poona—2
Dt. 21-2-1961.

I am almost overpowered by your sumptuous production. The articles are scholarly
and I have gone through some of them which I am capable of understanding.

Dr. P. L. VAIDYA,
M.A. (Cal), D.Litt. (Paris)
Retd. Prof. of Sanskrit & Allied Languages

* L * * *

AJMER
27th Feb., ’61.

It is indeed very impressive and gives one an idea of the tremendous efforts made to
bring out such a fine number.
V. V. NARLIKAR
Chairman
Rajasthan Public Service Commission

* * * * *

AHMEDABAD,
17th May 1961

I must congratulate you for compiling so many useful and scholarly articles and items
that will always be a store of reference to students and laymen like myself. I again com-
pliment the institute for inaugurating such a useful publication.

RAVISHANKAR M. RAVAL

* L3 * * *

ALIABADA
Dt. 20th March ’61.

-
Tt is a sumptuous number with many valuable articles. This is a solid contribution

in Research from your institution.

D. R. MANKAD
Gangajala Vidyapith.

* * ; *® * *
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Carcurra

Dt May 30, 1961.
I went through most of the articles of the particular issue and T must confess that
there was quite a bunch of them which were mature enough. I am glad that you
could achieve a fairly high standard. 1 wish your efforts all success and 1 have no doubt
that given steady attention and proper care the journal will eventually become one of our

first-rate periodicals in Music and Fine Arts.
Dr. NIHAR RANJAN RAY
Vice President of the
Unaversity College of Arts, University of Calcutta, efc. ete.

* * * * *

CALCUTTA,
Dt. 15th May 61
1 have carefully gone through all the articles therein and greatly appreciate
the learnedly editing and also the quality of the journal. Nearly all the articles are thought-
ful and thought-provoking. The report of the Research section has specially added to its
beauty and dignity. In my opinion it is a first class journal of music, and I hope that the
institutions of music and its lovers as well shall follow its method and ideal.

I am eager to see its next issue.

SWAMI PRAJNANANANDA

* * * * *

Luckwow,
24th June '61

‘Nada Riipa’ is a bilingual magazine, first of its kind in India. The Editor deserves

credit for guiding the research magazine successfully through sectors mentioned as eight
directives in the preface

------------------------------------------------------------------------------

Nadariipa with her analytical torch of truth will certainly be considered as a land-
mark in such a ‘Tower of Babylonia’.

All the articles contributed by eminent musicologists, in their respective spheres are

original and useful. The research papers published in the respective section evince hard
labour.

G. N. GOSWAMI

* * * ' * * -




ANNAMALAT UNIVERSITY
ANNAMALAI NAGAR,

21st June 1961
The get-up of your research journal with its title page is very nice and catching.
The articles contained therein have been read by several people here with great delight and
appreciation. I very much hope that in future this research Journal will continue to keep

up its high standard.
Dr. T. C. N. SINGH

Professor & Head of the Deptt. of

Botany.
* * * * *
CaLcuTra
23-2-61
Your journal is unique of its kind and contains much to interest lovers of music.
Dr. S. K. DE,
* * * * *

SURSAGAR-BARODA-1
Dt. 14-3-61,
It contains much useful material and I take this opportunity to congratulate you
and other members of the Editorial Board for the publication.
Pror. R. C. MEHTA
Principal & Head of the Deptt. of
Music.
* * * * *
CaLcurra,
Dt. 28-2-61.
The get up of this number has been exquisitely beautiful, and the contributions by the

other learned musicologists are also very valuable.
B. K. ROY CHOUDHARY

* * * * *
NETARHAT, ViA Ranchr,
Dt. 22-6-61
1 have read some of the other articles of ‘NADARUPA'_ and have liked them much.
It is certain that the magazine has proved its worth. I wish it all success in its future

issues as well.
M. N. SAXENA

M.A., B.Sc., M.Mua.

* * * * *
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MYLAPORE-MADRAS
7th June 61

Just like a bee gathering honey from each and every flower you and Pandit Omkar-
nathji have taken great pains and done useful work to bring out this valuable publication
by collecting relevent informations and data from various sources. This issue will be very
useful for both musicians and music lovers, I think this journal is the first of its kind brought
out by the Banaras Hindu University and my best compliments to you for the same.

P. A. SUNDARAM IYER

* * * * *
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BANARAS
Dt. 24th July 1961

The first volume of your journal NADA-RUPA has much impressed me by the high

research level of its several contributions. It is a very praiseworthy attempt in the field of
Indian Music and Fine Arts.

S8d/- V. 8. AGRAWALA
A., Ph.D,, D.Litt.,
Dean, Faculty of Arts,
BH.U.

L] L * ® *
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UNIQUE AND UNRIVALLED CHARACTERISTICS OF THE ART
AND SCIENCE OF INDIAN MUSIC

(The problems which they create for the modern student and suggestions

for effort which may resull in an eventual solution of those problems.)

PREM LATA SHARMA

The art of Indian music has its theory
of which a vast store exists in Samskrit trea-
tises written steadily through all the stages
of history of Indian Samskrit literature from
Vedie period down to about the seventeenth
century. This literature, however, deals not
only with the exoteric and mundane musie
in its theoretical and practical aspects but
has also a deeper, extra-mundane and esoteric
gignificance. This commingling of the two
aspects dealt with simultaneously in one
and the same literary lap or step is the
unique manifestation of Indian genius which
in this regard has an unbroken tradition,
A study of this literature shows that at no
time of Indian history was any attempt made
to disentangle the mundane art and its
science from the extra-mundane.  While the
latter was held in supreme esteem, the former
appears to have been tolerated as an in-
evitable human pastime for classes not aspiring
initially or primarily for the highest culture
leading to the divine but were expected by
example and precept in due course to do so.
The mass also would seem to have accepted
the desirability and value of this ideal and
worked towards its achievement not looking
for a separate science of exclusively exoteric
music.

The commingling of the divine and the
mundane necessarily contained a few ano-
malies hitherto unnoticed or connived at which
came to surface forcibly with the change in
the general social outlook during the last two
centuries. They have given rise to a steadily
growing widespread scepticism bordering on
hostility towards this literature. A serious
misunderstanding of the content, nature and
scope of the aforesaid composite character
of this literature arose out of an abrupt
change in social outlook and values as a
result of the impact of the cataclysm of
scientific discoveries. It led notable thinkers
to throw up this literature of millenniums in
utter despair as more or less meaningless
and invalid. An evidence of the remark-
able and sudden impatience with preceding
modes of life, thought and culture produced
by the dazzle of science was the attempt
made a few decades ago by a prominent leader
of musical thought in India who hastily im-
provised a musical science of his own which
in his opinion answered the needs of the
prevailing mundane music, an idea whereof
he had gathered from compositions collected
from contemporary illiterate musicians. Tn
this attempt he threw overboard completely
the aesthetic values which had been stead-
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as the purpose and goal of art. In India on

the other hand forms of material or mental
(ety-
‘qr" and ‘gr’, which is not)
meaning that they are not real forms. The
form of the Ultimate or the Divine has been
accepted as the real

creation have been regarded as ‘Maya’
mologically,

form, the Form of all
forms, the realisation whereof was the goal
of all art. Musical patterns (originally ‘Jatis’,
later ‘Rigas’ and ‘Riginis’) crystalised after
their overt or veiled divine affilia‘ions have
been a unique feature of Indian classical
music from the very outset.

(iii) This explains why Indian Samskrit
treatises on music never attached importance
to any system of notation. Their writers
never cared to preserve evanescent forms of
art for they had a grip over the Eternal and
Although

new styles and forms were constantly springing

the Supreme Form of all forms.

up there has been throughout the millenniums
a remarkable constancy in regard to the
themes, topics and conceptional content of
those styles and forms. The quest and
lixtra-

mundane has followed an unbroken tradition.

yearning for the KEternal and

Finally,

(iv) The quest in the West for musical
scales too has sprung from a materialistic
outlook., In India by an inner and esoteric
discipline an ultimate system of musical scales
(viz. the ‘Grama’ system) had been discoverd
or realised thousands of years ago. And
since there could be no scope for a further
development of the Ultimate the only one
of scales has held the
throughout the ages.

system ground

As stated above, since traditional Indian
Samskrit literature on music aims at and is
significant equally to the mundane and
exoteric on the one hand and the divine
and esoteric music on the other, in single
treatises couched in terms and language
equally applicable to both it is desirable that
systematic aunthoritative expository literature
concerning the latter aspect should come
into existence. It is a fact that a view
confined exclusively to the exoteric angle is
inadequate to uuravel certain obscurities in
this literature. No amount of expert exoteric
knowledge or skill can ever loosen knots and
mysteries of esotericism. A few examples
of such mysteries encountered in the Indian
‘Sangita Sastra’ may be cited here. Svaras
are said to have their Dvipas (islands),
Varnas (Brahmana, Ksatriya ete., and blue,
white etc.) ‘Devatas’, ‘Rsig’ ete, Gramas

and Mirchanas too have their Devitas.
“Tanas’ bear names similar to the names of
‘Yajiias" such as ‘Rajasiiya’, ‘Advamedha’
My experience of colla-
Omkarnath

Thakur in the writing of his books has con-

‘Agnistoma’ etc.
boration with gurudeva Pt.

vinced me that it is not correct, as is some-
times done, to overstretch points in Indian
Sangita Sastra with a view to force conclu-
sions based exclusively on exoteric art. It
would be more realistic to concede an esoteric
significance for topics or points which are
incapable of exoteric experience or explana-
tion. This, however, is only another way
of stating the problem and not of solving
it. For, if the practical and expert musician

is incapable of solving it, equally so is the



Uniqueness of Indian Music 5

theoretician, the musicologist or the teacher

of music.

1t would appear, however, that the musico-
logist or the university teacher or student
can exert himself in the furtherance of
studies which will lead to the development
of a special kind of literature suited to our
present cultural conditions and which may
help in an eventual solution of the problem
by bringing about a revival of faith in the
possibility of musical cxperience on  the
transcendental plane and  validity of the
classical Sangita Sastra. Such a revival is
evidently the immediate problem.  The
modern educated mind discounts the reality
of inspiration derived from supra-mental
divine sources and objects by divine musicians
not only of antiquity but of even recent
times such as Thyagaraja, Tukirama, Mirabii
and Siradasa. Under traditional cultural
conditions much of what would now be regar-
ded as a revelation or revolution was accepted
as ordinary or commonplace and as such was
taken for granted in literature. In keeping
with the spirit of renaissance of Indian
culture growth of such literture now would
appear to be necessary. Accordingly, some
spade work can be done by scholars if they
approach qualified and competent persons
who have realised esoteric truths for favour
of exposition in simple exoteric terms of those
truths and inner disciplines, techniques and
These

expositions will provide materials for the

processes requisite for their realisation.

kind of literature which is a prerequisite for
the acceptance of correct ideals and for the

creation of a proper approach and outlook

conducive to the achievement of those ideals.
As this literature develops, a fund of know-
ledge in commonly intelligible language will
grow up in regard to the technique and
process  of esoteric inner cultures. This
literary knowledge will provide eclues for a
systematic interpretation, with the help of
the ‘Agamas’ and the ‘Nirukta’ of those texts
and terminologies which are at present a

sealed book.

For the last three years in our University
a scheme has been in force under which it has
been our fortune to have the henefit of
series of lectures delivered among others by
personages belonging to different schools of
religion and philosophy possessing experience
at various levels of esoteric divine truths. One
of such venerable personages was Maharsi
Daivarata who has treaded the path of Yoga
prescribedin the Vedas and achieved perfection
in it and is at present running a Yogic Ashram
at Gokarna in South India. His informative
and learned lectures in our University were
spread over a period of about four months.
I approached him with a request for a brief
exposition couched in ordinarily intelligible
words of some of the esoteric divine truths
relevant to the ideals and traditions of Tndian
music as enshrined in our Samskrit texts.
He very graciously agreed to oblige me and
composed specially for the first issue of
‘Nadariipa’ a few dlokas which could not be
published in that issue due to certain un-
avoidable circumstances. These dlokas are
now reproduced below along with their
English and Hindi translations.
glokas with their translations will be found

I trust these
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informative and instructive and as providing
prima focie a philosophically realistic back-
ground for an appreciation of Samskrit texts
on music and fine arts.

These $lokas tread a new field of =g
g79T under which caption they are being
published and commended to our readers.
The need for such special literature could
not arise in the past for there was a general
belief in the genuineness and validity of the
claims of the traditional literature as typified
by the following $loka :—

€

g 3p

AT T ATIATAT ATATIR |
F T gATTRTAT ArAAAfsAETafa |

In the past readers were
satisfied with

completely
literature which in the view
of the modern scholar will be regarded as
it The
gracious author of the following dlokas,

concealing more than reveals.
however, has tried within the limitations
of the subject matter to be as explicit and
graphic as he possibly could. I am grateful
for this and hope readers too will join me

in gratitude to him.

2

giftATatar

(g OEsTiaTaE: )

ditd qmAT  ET-TH-gEAT-ANTE  AATE
LIEE CILDICE S FAstEfraseTeaTa |
fergn: aaeaTrey fagaumruat sarasdre=aTT

Tgu: Aiarear: SfaTegian sasgeaiagea: ugn

Sangita subsists in the Gandharva Upaveda
which 18 a subsidiary constituent of the
Samaveda, the Veda which is worthy of song
on account of heing a bestower of pleasure to
the inmost self alike of the king and his subjects.
In that Sangita are to be found seven ‘Siddha’
Svaras which with the association of the three
‘SBavanas’ are manifested in gross, subtle and
extra-subtle forms and have been categorised
in a graduated scale as ‘Mandra’, ‘Madhya’ and
‘Tara’ respectively.

oL AT TH & ATETAET § U9 §HAS § 0d
ST TIT AT F HAAUHT T GHF &T § FIH
FIA AS Y4 ITAT A Ha1F A g 99
g & fag @ @7 g, qEArg a4 9 gaT
F AT A @, GEW AR Aafoqew @9 F FRUL
FA: TE, WA AT AW A Frarforer Q1T a4
FITET § F9 T FE TC F | ‘

(.

FrogT S Ad wfnfgaaaar mad aeeaot
A iaiTressT - aemigaama )
T FAREAATLAAUTAA@TY ATAHHTAAS
TN QYATEAT: AlCHITAATTagaao: U
Divine Sarasvati, after experiencing ‘Rasa’
of ‘Vak’ born of the hearing of the suggestive
vibrations of ‘Nada’ in herself, has conceived



CORRECTION SLIP

The English and Hindi Translation of verse no. 5 may be read as follows:—

() Atman ! quiet gina (singing) may be performed with svaras like Sdja, Rsabha ete.
dwelling within the self with concentration of mind, ‘Prana’, speech and consciousness on ‘Svara’,
with intense “Tapas’, with ‘Uparadu Svara’, with clear and subtle mind, with ‘Sanusvara Vak’,
with the mouth shut, with the ‘Anusviara” emitting from the nose, with intentness on hearing
within the inner ‘Nida of own self and with ‘Samarasya’.

Note : —According to vedic usage Atman can also be taken as ‘Saptamyanta’ (locative case). In
that case the meaning will be:
“Singing may be done within the ‘Atma’ with the “‘Svaras’ like *Sdja’ ete. dwelliug
within one’s own self, Withi..... s oo e s and with “Simara-ya’.
‘g erewd ! e | favd wA, Wi, arw qar w@faq &, wfaee ao 8, soig @, g0 99 6
g, GEEIT 1o §, 7@ A3 FF AMAHT F JTEERAF @ H, WA 7@d gU. q g oAET
A9 AT A gAd § T W@ FLC q9A AT 9gafesig ¥ fead wmdl § g er-ag quEm ae
T smT 1
feoquiy— s’ &1 geqege iy awer awa &1 7z afeF w@W g, Feg wEt 3w 9T AT AFATR
qUH TFT g | aF T TH THRT U - —
G WYY TGO BT F R i @ererevrers oo I
I HqTeqT |/ M AT Sy 1
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the names ‘Sa’, ‘Ri’, ‘Ga’, ‘Ma’, ‘Pa’, ‘Dha’ and
‘Ni’ for the Svaras sung by her as the ‘anubhivas’
" of the said ‘Rasa’ of ‘Vak’ and as the vibrations
of the ‘Srutis’ with the ‘Vina-Tantri’
‘Mrdanga’ and with the arts of rhythm and

and

literature, the word-form of ‘Gita’.
YLEEd ! 7 TW@RAT § wafad g 1o 1% & A0
F Sftad WIANT & FAC ANH F ATATT-TT
39 (F<) @I F A ¥ uF A-AAT, TIE,
ofa’ #1 faifes #37 £ Fo1, ae o) @iz
(v =1 garcHF ®T) F GgAN § @ F ARTCHF
- A & fawa & gamfaa g afemuty’ genfz
ATl § ‘a3 etz amm wfera #7 foq g
qan: dferqAT: g 33 TIARIOn AeEE IO
ATAT TWTBAMANT ATTFIE! AfTATEATIAT: |
gESEAGHISa: NavgER {FsamrareEs
HEqEq: TEaAIsa! afgaaaat daatsay faame: 13
Like the ‘Pranava’ which is the short and

pithy name of the Parabrahman, Divine Saras-
Wfivatl has comprehended by her respiratory
"movement and by imitation of those ‘Svaras’
Asthe symbolic names of the eternal “Svaras’;
which are knowable as the ‘Tattva’, and which
appear as differentiated as Radja, and Rsabha :
as ‘Gandhara’ pleasurable to the ear; as the
‘Madhyama’ of central position; as ‘Paficama’
_worthy of repetetive pursuit; as ‘Dhaivata’
“and lastly as ‘Nisida’.
TRl & A v 9vE & gAF 99 a9
» @l @t g (wforamafa) od qeaae gaert &
Ut § ATH ITFATH-ALT H QF IT A F ATHL
g grggAar @ww fear €1 9 @ 7 93,
HAH, qIU-GAT AT, FeAfeqd weqw, 94 O
AT T=H, Faq qqr afaq g am g 7
T farar-fam gdta g €
Futed arerdT: TERIAHIAI: GERA G AT
FAEATTRL T TR AT |

Aoy wsTTE Afafavaemmrane g
ghAawre Sfafrmagary agfee awem wn
The letters Sa, Ri, Ga, Ma, Pa, Dha and
Ni are the subtle symbols and representative
names for the respective ‘Svaras’ and are the
primary instruments for the apprehension of
those ‘Svaras” and are also the first letters of
the names of those ‘Svaras’ such as Sadja,
tsabha etc. In Panini’s ‘Al Pratyahara’ are
mmcluded all the vowels and consonants (from
this ‘Al
with only

o to 2) and @ is the first letter of
All ‘Svaras’ can, therefore, be sung

one vowel-tone & emitted from the throat.

TIAIfE @ & GEW FHART 0F IT-IT AL
F wAFeor § A afcravafy genfz avi gzanfy
@l & qT9F §, I9-99 @ F qqSTIA § 90y
SIRTO § A4T TAT AT F TA4T AA7F |
(miffa &) o1 wearelT & ‘o' g aF G @
Ud ASIAL FT GHIAT & | TH AT F A AT
HETT FFIT §, JHI OF AT WX (FT) & AN
g A (mat) @ T a1 g g
| G S A AT E s
arEgireERy  SfETedaEt  gyeeeREaT o
argearer qeoff sfafefgagamfasmaio
HIAATAFAATLAAEIAAT MA@t qHTET iy

Those who apply the mind, speech, cons-
ciousness and soul in the process of concentra-
tion on the ‘Svaras’ like Sadja, Rsabha ete.
dwelling in their ‘Antahkarana’ may sing with
‘Samarasya’ and ‘Tapas’, quietly intent on
‘Nida’,

with the mouth shut, without even a vibratory

hearing within themselves their own

movement of the tongue, with minds clear

and subtle.
AT AT FTN F TIHNL ATH A feqe w3 F
H4, AT, AT, JFAT T4T AHT AT aw A
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FAT o A Iy 77 NS (qweht) aq afigy A
qI FT&F YA & AT ATF AL A g A qeT
WA AT A IA I AT F AT FA G
fom Sfrsr it &2 o T 1, AW N qowr A @ W)
(¥aw) smeare afga aifasr #1 @< g

frearaatfedtma @aeassa agdorizaag
warmatwaean gfafafaga somAegTEAT )
AT WiltmTeR wwevT: digan aeagut
Wik AT F ATAT CATEHHAT I I fF@AET NN
The discipline (Sadhana) of the “(it’-like
‘Pira Vik’ who is replete with ‘Sattvaguna’
and is the repository of all good qualities should
be cultivated in the fields of the ‘Sangita Sastra’,
worldly affairs and the Veda, with unfailing
practice and constant contemplation, with
the ‘Kald’ of ‘Samarasva’, with vibration of
the external instruments the Vina and the
like, with the correct sound (Svara) of the
indwelling ‘Vak’, with the vibration of the

‘Pranas’ and with a pure heart.

faer smvE ud aAseR wnfz & O§9F 4,
qUTET A FHT &, arar o aifz arr =i F
frmrg &, s feaa ar® & aea® @, 900
afrerez ¥ nd faefe gar @ 99 facaqm @w o
¥ 3T TAT FTAW F QT T ATGT AT AEAT A,
T q4T W AV FE( q GA@EAE, FAE 47 AT |
FLAT =1fgw |
aToit oo faaAeERAT At AEager
gt a1 wgut gagraaT fewagdeRaot |
fagm™ msvg ot eaT-TH-a9TT aIEAAS At
|heat sitqegTear aRTETaEAIsSFRfa aatqmear nen

The Specch which is perfect with four
‘Caranas’, whose face is resplendent with the
effulgence of ‘Cit’, who is adept in playing the
Vina, who shines forth as the Divine ‘Vanmaya’

(Word-form) of the four Vedas, whose speech
is adroit, who is identical with the wvarnas
(Aksaras) emanating from the mouth of the
four-faced Brahma, and ‘Rasa’
whose words, who is invoked by ‘Vik® (word),
‘Mana’ (Mind) and ‘Priana’ (vital energy), who

‘Svara’ are

is of gentle and cool temperament, who bestows
the relish of ‘Rasa’ on the best (Sirsanya) of
‘Upasakas’, as soon as she appears on the tip of
the tongue in an articulated form she occupies
the foremost rank on account of the taste of
‘Simarasya’.

St T Wt § i g, faewr g fag A
sqifg & wrea< &, 1 AEET § 79 §, A TR
731 & faer avswa &7 F favrsam §, it wqda
() & wa-fram awt (s0rdi) & afaar g,
T AT A=A AT, L AR W faeF a4 g,
S AE, B AT AT ZRT AR FIE A0 §,
aer & @ 91 gaAaA (Ader) Imast w5
THIEATE G319 F7AT §, a8 AT Fagr & sqamr 9T
Ieafea g &1 WAL K[ FF9T § |FTIT0AT Y
Bt

T YTAET TEATIEEEAT At we e
Seust TaTeHEEd (aatia aTd ARTOEARAIA |
e AEA AT WAIAACH: Ao {aeSIETY
fageratfalrad= fafrfasmmasatai semame
Goddess Gayatri the mother of the Vedas,
possessed of ‘Rasa’ and ‘Svara’ as her speech
continues to bestow the status of Venerable
‘Brahmanaspati’ on the possessor of Vedic
knowledge singing the entire Veda, by revealing
clearly her own essential sprightly and mystic
form. With the spurt of the fountains of
nectar, bestowing the boon of the ‘Prina and
‘Samvit’ she protécts her votaries who sing her

attributes. Thus may the generous bestower
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of the gift of ‘Cit’ ever continue to manifest the
lightning (Vidujjyoti) of her knowledge in the
whole universe just like Praci (Kast).

T AT TWET 99 ATAT FIAET AFAT 34T
HqF A% T A FIA AT AIA KL, AT A7H AT
TEOITER® ACHATA F1 (IAH AAAT) TT=ATT THI-
forg w7%, 957 AAAOET FT 97 TIA FATE |
g A T AqT F BAR & qror 17 faqg
T IHT AT AW F MAFT FT 7T FATF
79 q7g q9eT fagg F1 JTAT F oIHA I A
aret FEEAT ST fagssaia wr aFEr w7 7 |
ATTHT AFAAT AFSEAAT aqfaq aratat
FgrdeivTmT wragaTr  fasafamfaEr o
ditd  wafaamaaniad CsfwenTt” |
At QUTATATY WTEEA Cgaerar -t nsa

May the Goddess Bharati of the form of
‘Srikala’ whose soul are the Vedas, who is
the acme of knowledge, who is perfect in all the

‘rasas’ who is all-knowing, all-pervading Sakti’,
who is beautifully constituted of all the knowable
and unknowable substances, who is the Supreme
Lord’s perceptional power, who is the terminus
of all the Vidyds,—pgraciously condescend to
accept this metric ‘Sangita’ sung with perfect
devotion by Daivarata engaged in recital
surcharged with the delight of all the Vidyas,
of the henign qualities of the Supreme Lord.

77 &Y fomsy arenr &, 7 ) S ey g,
S A TH QT &, T ATT-TAET T qrEAe
afF &, FT AT AT FEgAAl § AT AT a4y
g5, St A W sArawtE &, ar Famsit
Fr 1 fATHET §, 39 IFE #1978 frwer’-—
=fqufl AT a1 99T, F oA ®
7T g, 77 famrmsti & @ & 9ge a4 gAmfy
Froft § AT FIO0 T gT IH HAT F7T [0 71
7 H@IFT F, T 1491 § 1

Double Values in Indian Culture Sustained by a Language of Double Meanings

“The device of double meanings was a
necessity for the preservation of the occult
knowledge and spiritual wisdom, confined
naturally to the competent few that were the
initiates, while it averted the dangers that
the common man was usually exposed to through
ignorance and abuse, for the ordinary people
are unprepared for the reception of uncommon
inner truths, unripe for aspiration for higher
life, feeble in soul for a stronger resolve and
will for a life of the Spirit, for the activity of
a godly life............

“The language of those remote ages was
anything but conventional ; it was a natural

expression of the human organism in terms
2

of vocal sound, reproducing and acting to the
stimuli from the environment, the objective
universe, or as is the case of the Rsi from the
Universe within of the higher Powers, of the
spirit, of God.

Besides, words of the Vedic age retain
their derivative significance, so that when a
word is uttered it not only denotes the object
intended, but signifies its characteristic aspect.
Even as many words denote a single object
to indicate its nature in different particulars,
a single word also denotes different things in
different contexts and in association with other
words”.

(From the “Lights on the Vedas” published
from Sri Aurobindo Library, Madras).



SRIKANTHA’S RASAKAUMUDI

A Review of Salient Points Taken from DPassages
Culled from an Unpublished Text.

PREM LATA SHARMA

Prefatory Remarks

Srikantha’s Rasakaumudi is a Samskrit
work of the 16th century A.D. dealing with
Sangita (comprehending Gita. Vidya and
Nrtya) in its first half and a miscellany of
Bhiiva,
Erotics (only Sadrtuvarnana and Sodada-

heterogenous subjects like  Rasa,
grngara) and Rajaniti grouped under the
heading latter half. It
is one of the few works on Sangita having
their Western India. It is a

‘Sahitya’ in the

origin in
specially important work of its time bacanse
it comprehends all the three aspects of San-
gita whereas practically all other works of

One of
the interesting features of this work is the

its period dealt merely with Gita.

commingling of cognate subjects which it
presents in its second half. Thus the work
is of considerable importance in a study of
the musical literature of the medieval period
of Indian history.

A Ms. copy of Rasakaumudi was presented
to Pt. Omkarnath Thakur, Kx-Principal
of our College, by Prof. D. R. Mankad of
Gangijala Vidyipeetha, Aliabadain December
1959. Panditji

to our Research Section for which courtesy

made this copy available

the College is grateful to him. The Research
Section took up the work of reconstructing
the available text. This Ms. Copy is raid

to have been prepared on the basis of three
Mss. one each deposited in the B.O.R.1. Poona,
the Oriental Institute, Baroda and the private
collection of Prof. Mankad.
with the available portion of the text in
the original Ms. deposited in the B.O.R.IL

Poona, but the other two original Mss. could

It was compared

not be obtained for comparison.

Concurrently, the Oriental Institute had
been preparing independently a critical version
of the text on the basis of Mss. available
to them. The fact that the work of recons-

tructing from almost identical available
Mss. an authentic text of Rasakaumudi was
in progress simultaneusly in the College of
Music, B.H.U. and the O.1. Baroda, came
to notice after both these institutions had
proceeded far in the progress of their task.
It became apparent then that although both
the institutions could, without any objection
in principle, publish separately and inde-
pendently of cach other their respeective re-
constructed texts, such publication would
entail duplication of expense and effort which
conld he avoided in the larger social interest.
Moreover, as the text prepared by the O.I.
Baroda was expected to be comparatively
more complete in certain respects our Research
Section dropped the idea of publising the text

reconstructed by it.
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However, at the suggestion of Dr. V. S,
Agrawal, Head of the Deptt. of Art and Ar-
chitecture and Dean, Faculty of Arts, B.H.U.,
the Director 0.1. Baroda kindly agreed to
incorporate in their publication an exhaustive
introduction to the work written by me.
The said
supplied to the O.I. Baroda whose recons-

introduction has already been
tructed text with this introduction 1s ex-
pected to be published soon.

That introduction, however, though
exhaustive, is of a general nature and has
taken the form appropriate to a work which
provides the text separately from the in-
general estimate

troduction. It provides a

of the work and its author. Procedurally,
it is out of the scope of such an introduction
to pick out for detailed treatment and appre-
ciation,  illustrative and  representative
passages from the text and on their hasis to
bring out the salient features of the author’s
work. It is proposed to attempt this task

in the present article.

Clomments on the Scope and General Scheme
of Rasakawmudi
In the eves of a class of critics treatment

of Sangita and Sahitya in one and the same
Such treat-

ment, however, is not open to objection

work may not be appropriate.

in principle, viewed from the standpoint of
modern Aesthetics as well as the traditional
Indian Sangita Sastra as will be seen from
the discussion below which takes into account
taste as an clement of aesthetic experience.

Lay opinion often asserts that preference
among aesthetic values is individual and
that there can be no rational justification

of taste. Modern science of Aesthetics con-
tradicts this view and offers criteria for
Judging artistic activity on all levels. These
criteria comprise a frame of reference which
includes variable factors. One of these fac-
tors is artistic sensitivity to the materials
of art and their intrinsic orders and to the
structural units in  musical design. This
sensitivity is inborn but may by long practice
be cultivated. The second factor is a certain
level of training and experience in  the
technique  of music. Both these factors
are musical in character and provide the
hackground for primary and direct values,
But there 1s a third and non-musical factor,
which stands for a degree of orientation
in the essentially non-musical  background
which, it is claimed, enriches the musical
experience through the perception of derived
Thus, if the two other

factors in two individuals are equal, the

or Indirect values,

variation 1n the third will determine the
quality and level of taste. The person who
has a background in musicology, history,
languages, literature, philosophy, politics
etc. 1s likely much more to attain a full
apprehension of derived” or indirect values.
Apart from non-musical branches of know-
ledge, factual details and circumstances of
the author’s life, the conditions under which
the work of music was composed, the socio-
cultural background and innumerable other
related though non-musical details make
possible the development of more complex

and significant standards of taste.

Al . . -
Standard works on Indian Sangita also
subscribe to a similar view. For instance,

Bharata and subsequently Anandavardha-
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nacarya have affirmed tlat Rasa, inspite
of being primarily a literary concept, is more
significant in the context of the art of tones
(music) than in that of the art of words
(literature). The direct bearing of the concept.
of Rasa on Sangita has been recognised and
supported by succeeding tradition over the
centuries. Sarngadeva  the  outstanding
author of medieval times goes even a step
further and includes the following non-
musical elements in addition to Rasa in
the Laksanas of a Vaggeyakara (Composer
of the poetry and music of songs).
( 2) e‘l \_

Knowledge of grammar.
() wfrarsaTo—

Proficiency in diction.
(3) oreawEAfzay—

Knowledge of prosody.
(¢) wFFRG BRAGT—

Proficiency in figures of speech.
(1) TramETRETT—

Knowledge of Rasa and Bhava.
(=) aaferfag T@gl—

Knowledge of geography and socio-
cultural conditions of different
countries or regions.

(o) FFTAEHGAFTT—

Knowledge of many languages.
(¢) am@Er—

Susceptibility or artstic sensitivity.
(%) Sfamar—

Sense of proportion or propriety.
(o) wyfem=ifmfaaar—

Competence to compose
original form or style.

poetry in

(22) wfafEmg—
Capacity to penetrate into others’ hearts.
(1) @aTSIq qrETEEAT—
Ready wit and capacity to win
victory in public debates.

Thus both from the points of view of
modern Aesthetics and traditional Indian
Sangita Sistra there would seem to be a
reasonable justification for §rikantha’s treat-
ment of poetics and politics in his treatise
along with Sangita.

However, a striking feature of $rikantha’s
treatment of poetics is that he has picked
out for exhaustive, explicit and illustrative
treatment one of the ingredients of Srngira
Rasa viz. Uddipana Vibhava in two of its
varieties (Padrtu and Sodasa Srngara). The
inordinate length at which he has dealt
with these topics would appear to be without
a precedent in the works of poetics. As the
introductory portion of the second half of
Rasakaumudi is not to be found in the avail-
able text it is diflicult to say whether he
has himself given any reasons for this extra-
ordinary procedure. The only reason ap-
parent from the concluding portion of this
work is that he had done this for the pleasure
of his patron king. It is possible that the
king was more specially interested in these
specific topics than in others and that at his
behest Srikantha had written his work.,

In regard to Sangita the topic which
deserves special notice in Rasakaumudi is
the author’s peculiar Réga-Classification.
This topic is proposed to be discussed in full
detail interalia on a basis of comparison
with other contemporary works in this article.
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The discussion brings into prominence the
influence of Nayaka-Nayika Bheda, primarilv
a literary concept, on Raga-Ragini-Dhyina.
It also points to the confusion prevalent in
mediaeval times regarding Suddha and Vikrta
Svaras. Under ‘Sahitya’ the following four
topics are dealt with in the available text :
(1) Rasa (2) Sodasa Srogara (3) Sadrtuvar-
nana and (4) Rajaniti. The portion dealing
with these topics deserves special study
because (i) it bears testimony to the author’s
poetic talent which is of a fairly high order
and (ii) it throws light on the purpose behind
the author’s attempting a medley of various
subjects. 1t will be convenient to review
the salient features of this work under the
following heads :—

(1) Raga-classification
(2) Rasa

(3) Sodada-Srigira
(4) Sadrtu-varnana

(6) Rajaniti

I. Raga-Classification

Srikantha’s treatment of division of Ragas
is peculiar as it embodies a mixture of the
contemporary Mela classification originated
in South and the Raga-Ragini classifica-
tion prevalent in his times in other parts
of the country. He classifies 23 masculine
Ragas and 15 feminine Ragas (Raginis) under
eleven Melas and gives Dhyana (iconographic
contemplation) of each Raga, which is a
corollary of Riga-Raginl classification. In
this respect the only known parallel is avai-
lable in the ‘Ragavibodha’ of Somanatha

Soma-
natha also gives iconographic accounts of
51 out of the 67 Ragas classified by him under
23 Melas.
fore 1696 A.D. as its Ms, copy deposited in
the B.O.R.1., Poona bears this date.
natha’s Ragavibodha is believed to have been
composed in 1609 A.D. Thus the latter work
18 definitely posterior to the former. §ri-
kantha’s

cannot be established as there is wide diver-

whose treatment of Ragas is similar.

Rasakaumudi was composed be-

Soma-

direct influence on Somanitha
gence in details of Raga-classification availa-
ble in the two works, but it is just possible
that Somanatha might have drawn general
inspiration from Srikantha in regard to Raga-
Dhyinas without borrowing details from
him. In any case, Srikantha does enjoy
the privilege of being perhaps, the first author
in medieval times to have conceived a syn-
thesis (albeit rough) of rival systems of Mela
and Raga-Ragini classification.

In addition to Raga-Dhyina Srikantha
also enumerates the Svaras used in each
Mela and Réiga and gives brief details of
Graha, Amgda, Nyisa, Alpatva, Bahutva,
‘Varjya Svaras’ (notes to be omitted), ‘Sa-
maya’ (time) and sometimes Rasa and
Mirchand of Ragas. In connection with
the Svaras of Melas and Ragas it is neces-
sarry to note the names of Svaras given
by him. The following table gives a com-
parative statement of his ‘Svaras’ along
with those of Ramamatya, his contemporary
whose influence on him is conspicuous in
regard to Svara and Mela and also the
corresponding names current in Hindustani
(as distinct from Karnataka) music to-day.
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grikantha has accepted only five Vikrta
Svaras for practical purposes.
he has accepted seven out of the twelve Vikrta

It is clear from the above table ethat

Srikantha

Rimamatya

Hindustani names

Suddha Sadja

Suddha Rsabha

suddha Gandhara
Sadharana Gandhara

Pata Madhyama or Antara
Gandhara

Suddha Madhyama

Pata Paiicama

Suddha Paficama

suddha Dhaivata

Suddha Nisada

Kaidika Nisada

Pata Sadja or Kakali Nisida

sarngadeva

Theoretically

Suddha Sadja

Suddha Rsabha

Suddha Gandhara
Sadharana Gandhaira

Cyuta Madhyama Gandhara

Suddha Madhyama

Cyuta Panicama Madhyama
Suddha Paficama

Suddha Dhaivata

Suddha Nisada

Kaidika Nisada

Cyuta Sadja Nisada

point, :—

Ramamatya

Cyuta Sadja

Acyuta Sadja
Catuhéruti Rsabha
Sadharana Gandhara
Antara Gandhara

Cyuta Madhyama

Acyuta Madhyama

Catuhsruti Paficama

Cyuta Paficama
Catuhéruti Dhaivata
Kaiéika Nisada
Kakali Nisada

Cyuta Sadja

Sadharana Gandhira
Antara Gandhira
Cyuta Madhyama

Cyuta Paficama

Kaiéika Nisada
Kakali Nisada

Svaras mentioned by S§arngadeva.

Sadja

Komala Rsabha
Suddha Rsabha
Komala Gandhara
Suddha Gandhara

Suddha Madhyama
Tivra Madhyama
Paficama

Komala Dhaivata
suddha Dhaivata
Komala Nisada
suddha Nisada

The same

pattern has heen adopted by Ramamaitya.
The following table will illustrate this

Srikantha

Srutipiirva Sadja

Sadharana Gandhara
Antara Gandhara
Srutipiirva Madhyama

Srutipiirva Paficama

Kaidika Nisada
Kakali Nisida

Y




Compartive view

Comparative view

Total  No. of Name of the - No. of Name of the -
S. No. Name of the Mela  No. of Masculine Masculine Name of the work Remarks feminine feminine Raga Name of the Remarks
Ragas  Ragas Riga compared Ragas work compared
1 2 3 4 5 6 7 8 9 10 . u
4 Visudhanattamela 1 1 Sudhanatta S.Dam. N¢ found
S.Darp. Ng¢ found X
S.Up.8. Orz of the main Ragas
S.M.K.N. N¢ found
R.V. Idintical
5 Karnatagauda Mela 5 4 Karniatagauda  S.Dam. Nd found 1 Todi S.Dam. Not found )
S.Darp. Nd found 8.Darp. One of the wives of Mal:
vakaisika Réiga
S.UPS Na found S.[T}).S. One of the Bhﬁgfiﬂ C
Natta-Narayana Rag
by the name Todika
SM.K.N. Under the name Kan- S.M.K.N. In Kannada Gauda Me]
adagauda by the name Turusk
Todi
R.V. Idntical R.V. Turuskatodi under Kai
natagauda and Toc
under Todi Mela
Samanta S.Dam. N¢b found
8.Darp. Ngb found
S.Up.S. N¢ found
S.M.K.N. In{Samanta Mela
R.V. In anta Mela
Suddha S.Dam. Nat found
Bangila S.Daryp. Na found
' S.Up.8. Ng found
S.M.K.N. InKannada Gauda Mela
Ghantarava S.Dam. Ndb found
S.Darp. N found
8.Up.S. Nd& found
S.MIN. InjKannada Gauda Mela
R.V. Nd found
6 Vasantaragamela 2 1 Vasanta S.Dam. O of the six main Ragas 1 Bhapali -~ S.Dam. Not found
\ ‘ S.Darp. do - S.Darp. One of the wives
Megha Raga
S.Up.S. do 8.Up.8. Not found
S.M.K.N. Sufidha Vasanta under S.M.K.N. By the name Bhiipila
‘ aranganata Mela Hindola Mela
! R.V. Id{ntical R.V. Under Mallari Mela
7  Ragakedaramela 4 3 Kedara S.Dam. N found 1 Velavali S.Dam. One of the wives
Bhairava Ragas
S.Darp. N¢ found S.Darp. One of the wives
' Hindola
S.Up.S. N¢ found S.Up.8. An  unclassified mas
- -~ ey = —————— —— ——— ——Raéga
S.M.K.N. Injthe name of Kedira SMKN In §ri Riga Mela
auda
R.V. Under Mallari Mela R.V. Under Malliri Mela
Nattanariyana S.Dam. One - of - the six main :
agas
S.Darp. do
S.Up.S. do
SM.K.N. Injthe name of Suddha
ata
R.V. Usder Mallarimela
Sankaribharana S.Dam. N¢ found
S.Darp. Uteclassified Raga
S.Up.8. N¢ found
S.M.K.N. InSri Raga Mela
R.V. Ugder Malliri Mela
I

T 1 naria F Valabhar



Comparative vie Comparative view
Total No. of Name of the No. of Name of the
8. No. Name of the Mela  No. of Masculine Masculine Name of the work RerEkg feminine feminine Raga Name of the Remarks
Ragas  Ragas Riga compared Ragas work compared
1 2 3 4 5 6 8 p 9 10 11
8 Malharamela 3 2 Malhara S.Dam. Not found 1 Kamodi 8.Dam. One of the wives of Natta
Narayana
S.Darp. Not found! 8.Darp. One of the wives of
. Dipaka
S.Up.S. Unclassified Raga2? 8.Up.8. One of the Bhagdas of
Megha Raga
S.M.K.N. By the nane Malhari in S.M.K.N. Not found
Milava Giuda Mela )
R.V. Mallari unJer Mela of R.V. Not found
same na
Gauda Malhara S.Dam. Not found
S.Darp. Not found
S.Up. S. Not found
S.M.K.N. Not found
RV Not found
9 Piirnadesaksika 1 — - — — 1 Dediksi S.Dam. Not found3
S.Darp. Not found4
8.Up.8. Not found®
S.M.K.N. Identical
R.V. Identical
10 Kalyanamela 3 3 Kalyana S.Dam. Not found - = s —
S.Darp. Not found§|
8.Up.S. Not found |
S.M.K.N. Not found
R.V. Indentical
Kamoda S.Dam. Not found
S.Darp. Not found
S.Up.S. Not found
S.M.K.N. Not found
: R.V. Not found
Hamira S.Dam. Not found
S.Darp. Not found
8.UpS. One of th| unclassified
male Rags
S.M.K.N. Not found
R.V. Under Hanmira Mela S
11 Saranga Raga Mela 1 1 Saranga S.Dam. Not found — o L= _
S.Darp. Not found
S.Up.S. Not found
e BMKN Identical?
N - R.V. Identical
38 23 15
1 Mallari, one of the wives of Megha. 2 Malhiri one of the wives of Nattaniriyana. 3 Dfaksa, one of the wives of Vasanta. "4 One of the wives of Hindola by the name
Dediksa 5 Devasikha as one of the Bhasis of Vasanta. © Kalyipa Nata an unclajified Mela Riga 7 By the name Saraiiga Nata in the Mela of the same name. ’
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E In the context of Ragas, however, Srikantha
frequently uses the following grouped names

also without referring to the constituents of

_these groups,—Satraya (3 Sadjas), Ritraya
(8 Rsabhas), Gatraya (3 Gandhiras), Matraya
[(3 Madhyamas), Patraya (3 Paficamas),

?j}];r):tlutraya (3

Dhaivatas) and Nitraya (3

In an attempt at analysing these grouped

names one is struck by the remote and imme-

diate influence of Sarngadeva and Rama-

mitya respectively on Srikangha. The fol-

lowing table presents a twofold analysis of

these names, bringing out this double in-

fluence seriatim.

Analysis according to R m mitya’s
alternative names of Svaras

- Nisadas).
}‘M.:-i
i =
Emuped names Analysis according to Sarfiga-
given by Srikantha deva’s Vikrta Svaras
traya Suddha Sadja Cyuta Sadja and

raya

¥

Gatraya

Matraya

Pa?traya

&latraya

Acyuta Sadja

Suddha Rsabha,

Catuhdruti Rsabha and (?)

Suddha Gandhara,
Sadharana Gandhara and
Antara Gandhira

Suddha Madhyama,
Cyuta Madhyama,
Acyuta Madhyama

Suddha Paficama
Cyutapaficama and Acyuta

camsek

Suddha Dhaivata
Catuhsruti Dhaivata and (?)

suddha Nisada
Kaidika Nisada and
Kakali Nisada

Pan-

Sadja, Patasadja (which has been accepted
as identical with Kakali Nisada) and
Acyuta Sadja (? which is not accepted
by both Srikantha and Ramamatya).

Suddha Rsabha, Paficagruti Rsabha and
Satéruti Rsabha (the latter two being
alternative names of Suddha Gandhara
and Sadharana Gandhara respectively).

Suddha Géandhiara, Sadhirana G ndhira
and Pata Madhyama (identical with
Antara Gandhira).

Suddha Madhyama, Pata Madhyama
(identical with Antara Gandhira) and
Acyuta Sadja (? which is not accepted
hy both §rikantha and Ramamatya).

Suddha Paficama, Pata Paficama and
Catuhdruti Pancama (? which is not
accepted by both §rikantha and Rami.-
matya), |

Suddha Dhaivata, Paficasruti Dhaivata,
and Satsruti Dhaivata. (the latter two
being alternative names of Suddha
Nisada and Kaidika Nisada respectively).

Suddha Nisida, Kaidika Nisada and Pata
Sadja (identical with Kakall Nisiada).
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The above analysis leads to the following
observations  regarding these  grouped
names :\—

(i) ‘Ritraya’ and ‘Dhatraya’ can be ex-
plained only in terms of alternative
names given by Ramamatya because
Sarngadeva does not speuk of three
Rsabhas or three Dhaivatas, But the
very purpose of Ramimatya’s innova-
tion of alternative names of Rsabha-
Dhaivata is forfeited three
or cven two Rsabhas or Dhaivatas

when

are spoken of.
avoid the rejoinder of Suddha Gan-
dhara-Sadharana Gandhara, Sadharana
Gandhara-Antara Gandhara, Suddha
Nisada-Kaidika Nigida and Kaisika
Nisada-Kakali Nisada by using the
alternative names Pancasruti Rsabha
and Satéruti Rsabha for Suddha
Gandhara and Sadharana Gandhara
respectively and Paficadruti Dhaivata
Suddha
Nigada and Kaisika Nisada respec-

His purpose is to

and SatSruti Dhaivata for
tively in the case of the respective
rejoinders.
defeated by speaking of three Rsabhas
and three Dhaivatas together.

This purpose is totally

(i) In Gatraya and Nitraya Srikantha
seems to follow $iarngadeva rather
than Ramamatya because, the latter
is very particular about avoiding

rejoinders of Suddha and Vikrta varia-

ties of one and the same ‘Svaras’

through the use of alternative names.

(iii) In regard to the significance of th

influence of $Sarigadeva. But it |
very curious indeed that in the conte

should indirectly reject the Acy
Sadja, Acyuta Madhyama and Kaidifs®s
(Catuhdruti) Paficama of Sarngade{™Ss
by accepting only seven out of tf
twelve Vikrta Svaras spoken of
the latter, but when he comes
Riga Laksanas he should speak
three  varieties each of Sad
Madhyama and Paficama which
iconceivable without the aforess

‘Bvaras’ rejected by him.

(iv) These grouped names contain a grelg
deal of illogical overlapping. FE
example, Pata Sadja is included \ "
both ‘Satraya’ and ‘Nitraya’. L5

=

After this introductory reference to $ri-
kantha's Suddha-Vikrta Svaras in the cont,
of Bvaras, Melas and Ragas it will be inter

ing to tabulate now his Riaga-classificati
giving a comparative view in relation
Sudhakalada’s ‘Saﬁ,tzit.a-Upani:sat-Séroddhi?‘"
(S.U.8.), Subhankara’s ‘Sangita Dimodara’
(3. Dam), two earlier contemporaries of his
work ; Ramiamitya's ‘Svara-Mela-Kali-Nid kg
(S.M.K.N.) a contemporary work ; Soman:
tha's ‘Ragavibodha’ (R.V.) and Dimod
Pandita’s ‘Sangita Darpana’ (S. Darp.), t
later contemporary works.
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The following general deductions can be

arrived at from the above

comparative

table :—

(1)

Although $rikantha appears to have
drawn inspiration from Ramamatya
or some other source of sounthern
tradition in the original conception of
his plan of Raga classification under
marked by

Melas, his execation is

many important deviations and inno-

vations.

(2) $rikantha’s system of classification of

(3)

(4) Certain

masculine and feminine Ragas in' one
and the same ‘Mela’ independently
of each other is not in conformity with
the Raga-Ragini classification of con-
temporary, earlier or later authors
who have invariably classitied feminine
Ragas as wives of masculine Ragas.
His pattern is to be found only in
Somanatha’s Ragavibodha, a later
work which but for this feature follows

the Mela classification.

The number of masculine Ragas in
Rasakaumudi exceeds that of feminine
Ragas, whereas in all other works
giving Riga-Ragini classification the

number of feminine Rigas far exceeds _

that of masculine Ragas as five or six
Raginis are ascribed to each Raga.

names like Gaudamalhara,
Kéamoda ete. are not found in the five
works taken above for comparison.
Gaudamalhéra is a Raga widely known
in present day Hindustani music. This
name leads one to think that $rikantha
had perhaps paid some attention to

(7

stray Ragas unnoticed in other con-
temporary works.

Srikantha’s Ragas (masculine and femi-
nine) bear the influence of both the
southern tradition on the one hand
and the northern, eastern and western
traditions on the other. For example,
there are some Rigas like Mukhari,
Milavagauda etc. which belong to
the southern tradition and others
like Gaudamalhara and Kamoda which
owe their origin to other parts of the
country.

The wide range of divergence in regard
to Ragas apparent in all the works
of medieval times is striking. No
rational ground of this divergence is
available because none of the authors
has cared, to cite any authority or to
establish his own standpoint. All of
them seem to have been satisfied with
simple enumerations according to
their own viewpoint the basis wherof
is not stated anywhere. Qur author
i8 no ecxeption to this general trend
of the period.

Both masculine and feminine names
of Rigas are found in all works giving
Srikantha’s
novelty lies in presenting the Ragas

Mecla-Raga classification.

bearing these names as Purusa and
Str1 Ragas through the Dhyinas given
by him,

The details of Réga-Laksanas as given

by our author are compressed in the following
table.



18

Nidaripa

The following observations arising from Eurtracts from Ragavivekadhyaya (IT C’Imp{e'r};

Srikantha’s Riga-Laksanas shown in the above

table are relavant here :(—

(1) The Laksanas are generally very brief
and scanty.

Utter confusion prevails in regard to
names of Svaras. The six-Sruti varie-
ties of Gandhira and Nisada are some-
times mentioned as Sadharana and
Kaiéika and at otlier times as ‘Trig-
their
intervals from Rsabha and Dhaivata
Kikali - Ni-

sada and Antara Gindhara are sonme-

ruti’  (representing three-$ruti

respectively). Similarly
times referred to separately even in
cases where ‘Satraya’ or “Matraya’
are mentioned. Really speaking Ka-
kali (identical with Pata Sadja) and
Antara Gandhiara (identical with Pata
Madhyama) are wcluded in ‘Satraya’
and ‘Matraya’ respectively.

The full text of Srikantha’s Mela-Raga
(Ragini) classification is reproduced below in
order to enable readers to form a first hand
idea oﬁhis novel treatment of the subject. In
cohnection with Ragadhyina one introductory
remark is pertinent here. Masculine Rigas
and feminine Raginis have been  generally
presented in the medieval literature on Sangita
in different emotional states of Srigara Rasa.
The system of Ragadhyana since its very
the marked
Bheda, «

unprecedented richness of

the

inception bears influence of
Nayaka-Nayika
which developed
variety and meticulous

literary  concept

classification in

medieval times.

of Rasakawmudi
Srikantha speaks of the importance o
Riga-Dhyina in the following verses :—

e faar TremERd

araf T (s) g smr &0

HMETENFAESNA M- =
v goselfa safe o |
Fdl AT AIHITATEL b

frrad  camfad  agEaR
F=AT AT wana @9
MG

9, T FEIHHS: ’

aq [T T @ HIGEFEATETH: |

| sarRaErfR@e: awranan yawea: |
eI AT —

geaTaiTaET quif e Wad #@aEr

wlafazmaside woarear gafghr: n
FEI T — :
fravsufmes{neizesal so=aodt a@gs# ‘x
TPAAT AETRRAAT qaAwET TEe .

gla qardifaas: r't

3. =Y AT

-

faga n

gn dlzAan 9@ =@ qEfgawegat )

A% wreAniEer IR FT A0 oo
CICE LIS s n Gy |

gAeRTEEl Tte: |egt asit g |

A TSt aSt AE gt

wawrdsin woeagEeieaEd: i

ATETMEATUT
I EmEEEEr Ay fAaramaafeea: )
foad: wafaend AT a8 AT 0



SRIKANTHA’S MELA

Masculine and

Serial ~ Name of the Svaras of the Mela feminine Ragas Svaras of Ragas
No. Mela under each Mela
1 2 3 4 5
1  Mukharika All §uddha Svaras Mukhari All §uddha Svaras
2  Malavagauda Sa-Ri-Ma-Pa-Dha-Suddha, Pata- Malavagauda Nisadatraya
Sa-Pata-Ma :
Saurastrika Sadjatraya and some-
times Patraya
Gurjari
Mahlari Patraya
Bahullk =00 ccccasasweemens
Pali
Gaudi Satraya
Paficama Satraya
Bhairava L
Bangila Gatraya (Matraya ac-
cording to Kallinatha)
Lalita Dhatraya
3  Sriraga Catubéruti Ri-Dha, Sadhdarana Sriraga e
Gandhara, Kakali . Nisada,
Suddha Sa-Ma-Pa
Malavasri Satraya
Bhairavi Satraya
Dhanyasika Satraya’
Devagandhara Satraya
4 Visuddhanatta Trifruti ~ Ga-Ni (Sadharana, Visuddhanatta ...
Kaiéika) Pata Sa-Ma, Suddha
Sa-Ma-Pa
b Karnatagauda Suddha Sa-Ma-Ga-Pa-Ni, Pata Karnatagauda Nitraya
Madhyama, Kaidika Ni Suddha Bangila ...
Samanta Satraya, Antara-Kakali
Todi Matraya
. Ghantarava e,
6  Vasanta guddha Sa-Ga-Ma-Pa-Dha, Tri- Vasanta Satraya
gruti Ga-Ni ~
Bhipali Satraya
7 Kedara Raga Sa-Ma-Pa-Ga-Ni Suddha, Pata Kedara Nitraya, Kakali
Sa-Ma
Velavali
Nattanarayana Satraya
Samkarabharana Satraya
8 Malhara Guddha Sa-Ga-Ma-Pa, Pata Sa- Malhdira ...
; Ma, Tridruti (Kaidika) Ni
% . Gaudamalhara e
Kamodi
9 Dedaksika Pata Sa-Ma, Trisruti Ga, Suddha Dediksika Gatraya
Sa-Ma-Pa
10  Kalyana fuddha Sa-Pa-Ga-Ni, Pata Sa-Pa, Kalyana Satraya or Ritraya
Sadharana Gandhira
Kamoda Satraya
Hamira e
11  Saranga Suddha Sa-Ga-Ma-Pa, Pata Sa-  Saranga Satraya

Ma, Kaisika Ni



RAGA LAKSANA

Graha Anmda Nyasa Varjya Svaras Time General
6 7 8 9 10 11 .
Sadja Sadja Badias, soodemsamess 0 svmsa Embellished with a number of
Gamakas and difficult to
perform
.................. Ri-Pa Evening Rajani Miirchana
...... Piirna Evening '
Ri ‘Ri Ri Piirna, sometimes Morning
devoid of Sadja ' _
.................. Ri Morning Specially fit for performance in |
rainy season
Ma ‘Ma Ma Ri-Dha Evening = = ccmcvnpmmesnind IR ;
Sa Sa Sa Ga Evening ~ Embellished with some
‘ . Gamakas ‘
.................. Ga-Dha Evening Gambhira-Gumphita
Pa, Pa Pa Ri (Pirna according Morning Smgara Rasa
to some) ‘
Sa Sa Sa Ri-Pa Morning
.................. Ri or Piirna
Sa Sa Sa Pa Morning Nityapiirna according to some
Sa Sa Sa Dha-ga Evening Sometimes Pirna, Adyd Mir- |
; chana
...... ; Piirna Ri-Dha Alpa }
...... e Ptirna Ri-pa-Mudrita (Mixture with
Bhairava) |
: Ri-Dha Morning Vira Rasa .
...... I Sampiirna { -
Sa . Sa Sa Evening Adya Miirchana, full of Gamakas i
|
...... F ... 1 Ri-Dha Evening Sometimes Piirna ‘
. Ma Ma Ma Pirna Morning T R
...... E-inefs Pirna Morning .
.................................... Sunrise Ma-Ni-Ahata (name of a Gamaka)
and Pa-Kampita |
Dha ... ... Ga All times {2) | csseesisieesssissesas |
.................. Ri-Pa Morning Sometimes Piirna,—Vira-Raudras
o Adbhuta Rasa. A ‘Sahaya’ |
R e _ F T TR ——_— 7 W S 'ﬂli]n‘plli of sKamadeva. ‘
............ Fusans Ma-Ni Santa Rasa
: or Ri-Pa .
...... B Ri-Pa Evening !
Dha T Ri-Pa Morning Vira Rasa, sometimes Piirna l
.................................... All times (?)
...... E .4 Sunrise 1
Dha ' Dha Dha Sa-Pa Mo 0 sl |
...... . Some difference between Mal-'
; i héra and Gaudamalhara
...... ‘Laksana’—verse missing
...... S Morning Vira Rasa
......... = Piirna Evening
(initial
stage)
................. Pirna Night sEasEEETE s R
............................................ Missing
............ Piirna Midday
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AT —
:._,mamaﬂwaﬁ—watwﬁafﬁadmm: |
i vEareqt faoe ArsEAETT
S s —
L qui drofiesr sgsdo aRafarn
mawdtay  ag FafEeaiaan o

~ This Dhyina seems to point to ‘Abhisirika

Yyika'.

T —

wgimeatait: qui  sradar g asd
agetfaiaa fred agagtan safag wag

FEaTeagiaamTEAr s arRsaaTaag |

affinity with ‘Visakasajja Nayikia’.
g @ SeEgr  fefEatwan
gafealy  fasigw wiar  gaEaEviaEt o

A\ —

qunsaeal fassosariaat

| arAeseA Tria fad Tawq
fasfsawm=aaaiieaa

FrEARTTAGT 1l

sraTaEeqfaasaaraT |
qivagam fasrfadm agat fawfa o

This ‘Dhyina’ bears the indistinet mark

T A —
SEAAFIAT FFATAT AT qriEEwr waw |
AT arg wiatwmasmdar u
I (AT —

qE SSREHTaARET AR FEH I AAAT |
WIMTAGATETHST AFTET AIAGIAGGIL N
M taTu—
|=aT g Tag A wATFHESAST |
mmEitay || A iAo
MEteaTag—
TWEAACEHFAG FRITEA  AHSAFHET |
digaiaaafragaan didfa awnfassigda o
ARSI —
TSRRITAZFAE WA TISEH: |
fefraat Www g @xqomEar @@
Ie A FAfEeqW:  YFITHATE: 1

T —
AT ATEISTAATEHLT a7 It AATHAFA: |
seaFTs fawat fAard @ osanea: FIHoSETE 1)
FaeTuI—
adlaimageare: wgw gad famaEd
frawat wTa@ T SR @ sdEd
AFAE—
THTEEERSRAIgT  agaeagfanfaaig: |
TArFAT: FelFfaa< a Aedt safa gwwa o
Almost all other authors give the Dhyana

of Bhairava in similar terms.

RETCE UL
TAGW AAEsEl agrer fdaatwa
quit wHagEAl a1 wfeoarand  faem
Bangala Raga has been described in Sangita
160-61, but Kallinatha’s com-

mentary on this portion 18 not available. It

Ratnakara 2.2.
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18 not known how the author refers to Kalli-
natha in this context.

TF AT —
A TIISTREARITH AV TErweE farear agm: |
FARISEISIH IS AFIOT:  Hiqaqeaaet |
AfTaTUI—
FUZMAGYFA: @i gSAAATAE: |
g Ngsan faed qon #dT @Ea: o
A GRIGTA! AT ST a9 0

Afaaearg—

asseE ggafafaat @ gar ageewAR: |

fawifa fred sfeaifwam:  gaaae: aftemdw: o
n gfa msaEeAwETaT T 0

3. T R

Sg:at et ax waat faad &2
arTConsa Tt frame: S g o
ffowifaed ggr aITHETHASEAT: |
siwreaTfa Aeisd afadt TEEsa: o
Here the reference to Catuhsruti Rsabha-
Dhaivata is worthy of note. These names
convey the real interval of these notes, but
they are not found anywhere else in the whole
of the text. As our author is influenced by
Ramamatya who does not speak of these
intervals this stray reference is curious. Sarnga-
‘Catubdruti Rsabha-Dhaivata’ are not
accepted by Srikantha and here he seems

deva’s

to refer to the actual four-Sruti interval of
Rsabha-Dhaivata, independent of Cyuta Sa-Pa
respectively.

SRR —
HITE Ao 7 gemEr FTEt aq@ |
AT

SR C s S |

SRR —
ferey ey egswgieraTasiiaa: |
ArergegAaT QUi SR ar e 0 O
AT —
FrEquiaEaTuiseFaT:
FotaAE AT |
geeiaden: ffraregaT: '
sfrrT freret foa ns

ATAT HATUH—
qorf SYSEAar  wreEst @4 Wad |
feem  wggrEgAt  fwweeE )

AT ST
ngwa‘rawfmi‘m w'zfma‘qtfwrm
< fAgu agarea® fawrla faed fve m

=

I —
qIARA HATAT qL QU S |
daeacEfaar  wwEr  fewgfaar o
dcteTRy

gavrawt gAaEger f@meRar f
faed feaa ewmiferaredd somg e 4
TR Ty —
gaatfawt Swsat ggaiaanivear |
fragr @ @R o T o

T T —
Tretremmeniaar b foat fa@a ﬂ!ﬁl ¥
sfraveaaawagganear qarfast wiia g o

Dhanyasi is presented here as a Nayi
in separation (Virahotkanthita).

TR —
|quit  JEarwre ggsEaiefea: |
TEETaAEIsE s 9 e o
I — Y
e g dETon  faafernt: nfr&ﬁza"isa“rn
TEray sifmafa Fr-mearwn e sfag: J
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¥, AY AggAZA:

frmt fasgfot o=t gt wgswmeast
faggaga=isal [En SITHISANAL |

gergaIuq —
gy @ famat  agmeaEEEas: |
TR W qEqTE HEGAT A/aT )

RCREAS L
grgATeefameatglaggaraw T |
To wardt STE faTwa g |
gfa gagRwiaas: |
This is an exception to the general trend
of ‘Dhyana’ as it is marked by the absence of
adirect or indirect reference to Srigara Rasa,

F ¥, T FOTNETE:

T TR TX [T 7 qqEeEs: |
| = #fme 7 suimiteRsSisagsad |
FEIGAA AR —

qFAFOATAALS e |

wq WATRAETHEAAN AFaHSABL:
FUEEAETT—

ramafaad o= wqul ar fafema:

fFam oy fred worietsd gamag: o

FUTEE AT —
THEAT: qetaeR: o6 agd  afwuigeas |
Fgeat qq: fEwTaTOTE: suiEIen: s o
Here also the absence of any reference to

Srigara-Rasa is noteworthy.
(T8 FFTaaEoT —

WEARIANEATH TFE: TG L@

qquit wWad S@: wECETEE: |

AHTA T —
AARAN: FRARFT:  NPeoAA: UL |
T {q@mEl AamgaTEt agreTEn daserEmET 0
AHTAH] —
AA: TGO Aerear (e |
Ta: FHAFTISHY FTFeTa AN I -
T AT —
FIIARTEATS:  AAARIGHT:
gaafafawte: Seweat e
gaalaigaaTs: FEgAsaTaHT:
e axfoare:  sEEEETE 0
This is another instance of Dhyana devoid
of ‘Srngira.’
S Ao —
AN AAgHgE TAEET fFEEEd
HIEAT THFT A MAFEATATSAAT |
AT —
AmegrrgaREEt  fafewRgr gfeaeRa
feraam fafem gy @19t faas=it Taat s o)
The association of Todi with deer is almost

universal with all authors and is pictorially
represented in many paintings.

TEAATU—
SRaTUEE | NAgTrTEiea: |
HETeElsy faeama: adar faa g9 |
TERAAT—
w2 qur: v ogRw
T T g FOARTAN |

dlaras  AreReaas
quETCANS ghowsagea:
n gia suizs@gar T

This is a novel instance of ‘Bhakti-Rasa’

in Réiga-Dhyina.
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& Y IqTHS:

TN FEHET AFIAAT TN ésu?n
it fraafast Ratamas qm wAq 0
THAHAA AT —
Raifewad wn: sfafaaawata 7
FEALN AT —
ggaRaga: ot Fawar an feafema
NraRat Nalamear ARTAARAN &
ggia: gswstuEd T (gEteEaa o
FET AT —
BB BRI EEE CIES IEE1 el ol
AT TIAARAdiawE  aamrsfaRagee: |
TS FTUH—
Waret @Rquren (gan) wfgEfeasia
foadln A3 @mi @ ww wgesEd

AT —

IPFIA (5 ) TEATEH M THTFSFAfFAET |
AquEATEAAEEAr Aarfewr 3 afq enget o

This Dhyina bears the indistinet mark of
‘Virahotkanthita Nayika’.

9, [T FERIRTHS:

T guaar Qg1 fagg: agsmest
Tt TR SrEEaar i |

TR —
ATTAST g qEFATRGATTIAOTIAL: |
TR TIHTIMA T HATERTA aLsa = 0

FELATUT —
fram=adgaa: e an frafema:
L Wi o SESEEsIE: |
‘Nitraya’ includes Kakali and a separate
reference to Kakali is redundant.

but the Divine Form of Narayana is deseribed.

FETAT—

T grarar A oA g g aag: |

tma fafasdl gadimdls: Fnwemn afzet Gada o

ECIEEEE e 3
SAESEE! QUi agisraEaaa |
sgsad <@ AR fravat av faat@an o

YT AT
fama  d¥afed fagwr  FeeswgaaomEgeal |
T T THEAAL F It swwaAiaa o
AU —
qgAET e ggAixamfea: )
FIFCTALAATAT WASq:  FEAT Az W

i

‘SBatraya’ includes ‘Pata Sadja’ which has |

been accepted by Srikantha as identical with

Kakali Nigada.  Independent reference to
Kikali is confusing, J
AEATOIWEATHH — :
AEAFLTATRATAA T THEAT GG 1A |

Igdw:  agmanretAtrmmsat e f@aada o
Here we do not find a ‘Prakrta Nayaka’

THETATAATUH —

HFRTATA A GSARAWAEL |

Wa: gafed fred  Afzarfeedea: o
HHFHTLATAH—
LRty CUES GG Rl (2 CU L b C G
pe- S RO I RIS LA C LU SR TN 4

n gfa FTRsigar i o 4
This is a ‘Dhyina’ of the ‘Abharana’ of ‘

The !
literal meaning of ‘Sankara-bharana’ has been

‘Gamkara’ in the form of a serpent.

represented here.
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z, WY HegRAS! e e
fqostYar G CIEGI L
@t &t Aat gt qarfawt wat g Eﬂmmg:;ﬁagg ﬂ;:‘;gﬂ:r - T' wr :t
ffa: =i AwA < °
T fa: eafaamEisia Aegeaar(a #saq 0 e e

HeE TCAATICRIT—
FXT MEAFHHELIT@! 7T |
AR RATU—
dAqiNAgAE:  GyAYTaRAlA: |
eIt gy sEniEfEmfEmTg: 0
A AT —
Aonfaare: FowEAE: gAUEW:  TETEEAF: |
wrEHrla: sefergaey segream faaxi fawrfa o

No reference to the rainy season is made
in the ‘Dhyana’ of this seasonal Riga.

siteHegTaTa —

IHAN TRegITHegTOf W g Ha:
Twfafgaat e wysemr:

Ttenegeeatag—(?) missing.
FAGIATUT—(?) missing.

FATE AT —

farmaTr swriaTiaag g {afeq w&@ar )
faetwadt womggt FTAHIE ATARTEGAT |

This is a pathetic description of a Nayika

in separation.

n gl Aegrargar e n -

&, Y JAHFAS:
griiEst @ut o arariERsfaaa
fagan awemw: @ES g

R fasaeTg—

qui eufeer dar sfwan a=gor =)
i T AT 1 aHS S )

90, Y FTEAWAS:

g [E a9t @t T T qgaqr |qt
AT aEArE AT FAUE IR )

FA A ST —
uaeiaia  STHIEEHITRI
famest WMoy @ Qo FEArorENa:
fexdmaar a: Siwa: et o

ETRUARIGL:

F2 g0 faes @ aa fafe: awy guws: )

qrEAENEATA R Feaorrt qfrEr whEse:

wafe g1

Vira Rasa is conspicuous here.

FTAIRETT—
sl Wad quit At e )
$agAN T SiF: weATNRAEHILAL |
FAITEATH —
qigras: wesademat  frafadmeeamerast |
gar gAve: feraamgren: s fat faafa o
EHIT— missing.

29, Y AN

faqgt sssETY q9T AEmwasEEt
qaret 7 qRt ax fAarE: & g

ATFURS eI ar WA |
aRg WAy g ggeEafrofEa: o

AT@HIoT: TeAg A A |
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I —
sgAmEEiiag e Aot TEA swEERn |
aw frmf: ageras agom daw f@nfa o

n gfa agHe:

In connection with Raga-Dhyana a detailed
comparison with Somanatha's Dhyinas based
on relevant illustrations would have been
interesting. But such a comparison is not
possible within the limited space at our disposal
here. However, the following general obser-
vations can aptly be made on the basis
of a cursory comparative consideration of
the treatment of Raga-Dhyana by these two
authors :—

(i) Whereas Srikantha has given Dhyana
of ecach Raga just after giving its
Laksana, Somanitha has devoted a

after
completing the Laksanas of all Ragas.

separate section to ‘Dhyana’

(i1) drikantha has not made any exception
in giving Dhyanas but Somanatha
has selected fifty-one out of his seventy

six Ragas for giving Dhyanas.

(ii1) As regards poetic worth of his Dhyanas,
Srikantha can generally be said to have
excelled Somanatha.

.(iv) Somanatha explains his Réaga-Dhyinas
in terms of Nayaka-Nayika-Bheda,
in the commentary on his own work
Ragavibodha. Thus the significance
of Nayaka-Nayika-Bheda to the terms
of Sangita, implicit in other works

on Sangita has been explicity brought

out by him. Somanatha’s work is
generally known for its Mela classifica-
tion, but his explanation of Raga-

Ragini-Dhyéna is not particularly noted.

Srikantha has not made such an explicit
reference to Nayaka-Niyika Bheda,
although his Raga-Dhyinas too bear
the marked influence of this concept.

In the concluding portion of ‘Ragaviveka’
our author has defined Sampiirna, Audava
and Sadava as well as Suddha, Chayalaga and
Samkirna— the traditional varieties of Ragas in
the following verses. He has also ascribed six
Régas to six seasons and six seasons to six

parts of the cycle of day and night in ‘§idira’,

perhaps by way of an example, as follows.

Period in day

Season Raga and Night Season
in $idira

Gisira Bhiipala Parvahna  Vasanta
Vasanta  Vasanta Madhyahna Grisma
Grisma Bhairava Divasanta  Varsa
Varsa Megha Ratryardha Qarat
Sarat Paficama Rajanidesa  Tusarigama

(Hemanta)
Hemanta Nata- Nityam (in  Sidira

- nariyana all periods)

sitga: gafy: Me: @l wiveg wEm )
apr:  afwedd fran wom gddan o
e fafaan: Sean: ggn sEreEE:
iz quw  Awi  @we SfageR o
w THA gwer 4 gawa  afesiiEan
BT wAT W qefeagans A
@ dwam 7 g Ewoie frefaar

HIm—
Jurs: ot ammewa @y q@ear q3
Mo Sgaassfrgam  anfg  Aafaa
T Tfaat @t e aeewTS g osuEt
A T FEreasfaladt AreraonE: wAwE |
At gt aamewd wemgwE  gA-
Wted qrfeenm o feameared fawmd @ar 1
g wWE aghE  wHEE  guETETH
fred stfered faAsfa frararfned sa: weamm 0
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II Rasa

Only an incomplete portion of the Rasa-

varnanadhyiya of Rasakaumudi extending over
ten verses is available in our text. The first

two of these apparently deal with Sapahetuka
Vipralambha and Protsyatpatiki Nayika res-
pectively. These verses appear to be an insi-
gnificant remnant of the author’s detailed
and comprehensive treatment of §rigara Rasa
which is lost to us. The next eight verses are
illustrative of the eight traditional Rasas
(including §anta and excluding Srigara).

Extracts from Rasavarnamadhyaya (Chapt. VII)
of Rasakaumudi

( gt )—
AA g TEeael feaaadt EY qagE
aAaifem: sou farfem g qdmiar
T dew 7 qhrwr asfad T faerd
ATEATEATETE 7 & afeg wed feaan gfmar o
( sheegeatasT AT ) —
Ay SRRt STevaTentiat
®FA ST InTHA ﬁi sn"ﬁ afa
qe:  SEIEEITeAEE  atm
wEen: wou fawEmagu: gu s o

ETEATET T —

HTATAY SooAT & TAIATHE! WA AT T |

I AT TOAATISNT JaTTH qam

ST NT: TaEd gafa afcemy dter arra am o

This illustration has a mark of originality

in comparison with the hackneyed theme of
grm@. The word gafa is an explicit reference
to laughter which is deprecated by Indian

poetics.
4

FEOCH! TATI—
TPI:  gAeREAt | amEe  geen
sg aafe @wd Terar amgaETe )
mgwiw—mﬂﬁwia .
Wl AR seEEd: SE gEat o
The reference to F&w is open to the same
objection as above.

Tzt a9 —
a7 wmfameargafed (A1) s g g
fw ar Gopatfael = gfedd 3 = ggead
quisg Ffre: w0fw agar aut frfiss
d@ww wpai afs gaER seama e
A 99T —
ARATAIAACIIN  gEAl WIEGAGT AT
qeEATeey 47 afear sl arfear o
A R0 g | @ A A sawaea
TR vEw ! AisgA aad @& arEwE 9w o

AATHTET JIT—
TUFEIEAN W smra wg-
=t dtew g g comni ST |
TUTEEAT  qwEAeT: e (g
faefiwitrigdagieaietfe @ g
This verse is a fine illustration of our

author’s poetic talent but the explicit reference
to fear (faT) is objectionable.

FHHETET TIT—
S wraw  qffranfed  qowees wd
wwmie fafram wigees s gaTiafedas |
Fegrin: Fraitsfeaseaaes yaenfy gt |
M frfaaaaa @ T0g AER AT |
qYTi—
wirafasged: aovd @ 97 qeEi
qaat 5o Qfvd fafras geitswaeom
MAMEEATATETITA T fAawray
gEEaaTal wenlg foaer e @@t
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FATEY TUT—

AEHATIG G FATFTATOEHATAILTE A
wEREN T wawmeAfzoaiaed fagm
At faerrprggranenzal 9 fgen

yeared Qaerm wizfy ffa? qaant as=3 o

This is a good illustration of Srikantha’s
merit as a poet.

IIT Sodata Srigara

The tradition of Sodada Srngara is not
traceable in earlier classical Samskrit literature
or in Erotics. Jayasi has given a detailed
description of ‘Solaha Singira’ in Padmavata
(edited and annotated by Dr. V. 8. Agrawala—
stanza 296-99) and a stray reference without
anydetails is available in Tulasidasa’s Ramacari-
tamanasa. Srikantha would thus appear to have
borrowed his ideas generally from earlier or
Hindi poetry. Looking into
details, his list of Sodasa Srigira is found to
be slightly different from that of Jayasi as shown
below :—

contemporary

Jayast Srikantha
1. Majjana 1. Snana
2. Snana 2. Cwa
3. Patravali  (hair-embel- 3. Hara
lishment with leaves
and flowers)
4. Sindiira in the parting 4. Z%laka
line of hair
5. Sandal painting on face 5. Kupdala
6. Ornaments of precious 6. Puspamala
stones in hair
7. Tilaka 7. Angaraga
8. Manikundala 8. Afijana
9. Afijana 9. Ratnarocih

Jayasi Srikantha
10. Suvarnaphiila in nose  10. Nasamukta
11. Tambiila 11. Kaifict
12. Hara 12. Kankana or
Valaya

13. Cira 13. Nuapura
14. Kaficuki 14. Kaficuks
15. Bhujabandha 15. Tambila
16. Ornaments of the waist 16. Catuirt

and feet like trinklets

The italicised names under Srikantha

Our
author’s omission of the embellishments of hair

are common with those given by Jayasi.

and addition of a psychological factor under
the name Céturi along with physical embellish-
ments are two notable points in the above
comparison.

The available text dealing with this topic
is reproduced below.

Extracts  From  Sodasasrigaravarnpanddhyaya

(VIIT Chap.) of Rasakaumud?
w1 WK 9 g geivalaes §ves gewTe
FITIFE  SleAgTaesad i |
ATATHFAT GHI=A| FAUFHGASE TIL HSIRT &7
avae Argded gsfusama afra sggroem o

TATE T —
e fafirer R ggRulcTORTiEE gui-
gemTglgTH W wwlEafagd qoifew faum
geanat walaean sgeah: SieATiaa 1
el srest: qaifa: axfasmaa araadiafaser o
FYTRTEI TR FFEIUAT
w3 atfeaafafn: agEdgEEISTEiaE: |
dtaeamfaaivmamiy sweawr  adq
A SeTaeITgR I TIaIssHwE  FIRA

[y

D Y
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T F—
amregaatin ralfeawagi=aassaanta-
stsesingifeasizanear Aifaassd f@uam

AT Gt RE g gaSaTTesaTs Hal=s

wasd  [@ad amemane i naEeTq )
oy BT —
AqgOEAE ARG T FIRHTIT AFRAEAS -
marg wraaH  fawlrasnestggaagaT |
AR LD L b LG EE R LA I IR R
WeHvE FHEFR! qiATAfaTE TFEAT g9 |
meargifraenTmefad agaanEarEe
TMAIGAfRaggelast 99 IgEe |
gAl gHFATSAS (@i AWy
qiel fAATEFIAT AaAETEEr AR 9
The above verse
Utpreksa on Hira.
= faewg—
A& afgeraem fod siawegat aa
awed {6 Fegaea @A wgiwmn g |
gea( qquigAnfeeAns geareafavd  Aqar
% FREAE  AAAYaeRgAgtEE o
The Upama of ‘Tilaka’ with the seal of
Kamadeva is notable.

oA FisFAIN faqAEr qwaen faa awft-

contains a very fine

gearHIeggRa A fafed qRITFIEHA |
g wAa oow faes srwsieng-
qu qEATeas  HIFOSFAAgarTad |

This is another ‘Upama’ of ‘Tilaka’, illustra-
ting the author’s fertile poetic imagination.

=Y FEA]— '
wAEElad ganaled  araegHiEs-
sufafaafad aftad aegaE @t
A7 SIEFIAAA [ ST AR
axggiaglad R T weRdEe: o

The Utpreksa for two
as two wheels of the chariot of Kandarpa is
beautiful.

Y FHATHEIH—
I e AT g R gaaTiaTa- %
AR FIETFE GoIoaggrICHTFIaHTAH |
ATed AATE JFEAATE AU quirgaa
wemiea i aorgaagEEREEge: o
Nearly twelve verses are missing here and
the succeeding portion sbarts with F==#%r. Thus
description of srg¥IT, =9, LTI, ATHTHAIT,
F=AT, FET (F@a) and TIT is missing.

‘karnakundalas’

AT FHH—
A FEITAT watiTastgegiaraton
gAdteAmTg gAaiEd; drargdiataan |

FREE FEIR FATTACRCA AL
EAEFTAAAAAE  fawaeassr  wAEH )

=Y THIET—
syTriagafaarfansgs awa@RoE:
wqean @lEw g faraud aw
qiguiiasrsamfmagamafaogfa:
i geqr afegurarafezadsar aaesesd o
The commingling of red and white colours
in the Nayika’s lips is beautifully described
by the poet.

=T FIGU—
g waniexammivar arsgaraioea
argt g3 Wala aq {g g7 Fsaaagy 7a:
g e Tngdt fanfaar aqtanr e
a3 freweat sarfa (Radeigaet famr

g (waaedERageamtiaiaiaiag:
g afy agd faeowr amrgat @ad
ar Fwred aamin  fSmareavaaEEaET
gyt fearerafrEgaatiafaiEta:
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The above is an excellent illustration of
FBIETATH.

>

arswed AaAsas fanfad SRy
fufarasys  Agodiamaned J= |
SAFEIAA  |afed  SwigEe gd
LG E L CE B fe e R E e S LG Ll

IAfgaRHRETaA TRATS wA
R GTE  FQUEETINGSS  aw: |
Waeatwwo d faaR g ((?) s
e fg woed axarangafweaTtaeg o
faad fama @73 swfaels@weEaT
woga Uagar afed swn qewt ge
wafin gevm wRea gl aeeeA
qEirealy ®me geagagdtaeTae o

The author has thus given a detailed
exposition of Caturl which is the only one

psychological element aptly introduced by him
in Sodada Srngara.

IV Sadytuvarpena

Sadrtuvarnana has been traditionally acce-
pted as an indispensable part of a Mahiakavya
‘(epic). In Indian Samskrit literature, ‘Rtu-
samhara’, ascribed to Kalidasa, is the first
poetic work written with the express object
of describing Nature in respect of the six seasons
of the year. According to some critics it is
perhaps the first poem of its kind in world
literature.  Rtusamhara and  Srikantha’s
Sadrtuvarpana would appear to stand out, as
a distinct class of Samskrit lLiterature, there
being hardly any other work similar in con-
ception or execution of design. There is every
possibility of our author having derived
general inspiration from Rtusamhara in plan-

ning his work. A brief comparison of the

plan and execution of the two works may not,
therefore, be out of place here.

Nature is regarded in Samskrit literature
as significant to poetry either as a frame or
setting of life, or as ornamentation in the world
life picture or as a living presence to the spirit.
In Indian poetry Nature has no place as an
independent or lifeless existence. Kalidasa in
his Rtusarhhiara has described Nature as a
frame or setting of life in general and human
love in particular. “With glowing appreciation
of the beauties of Nature, in which erotic scenes
are interspersed, the poet adroitly inter-weaves
the expression of human emotions”. Although
Srikantha can be said to have followed Kalidasa
in the basic conception of Nature in poetry,
his treatment of life in the setting of Nature
is more or less circumscribed in human love
and that too with reference to kings in the
major part. It is but natural that in such an
extremely restricted field of poetic creation
as has been chosen by Srikantha, the poet is
bound to lack the height of imagination, the
vitality and vigour, the richness of diversity,
the warmth of humanism and the freshness of
observation,—indispensable characteristics of
true poetry. Our author is thus a victim to
an initial artistic error in not conceiving and
executing a design rich with diversity and well-
knit with unity and in displaying a degree of
coldness of human emotions. Although his
Sadrtuvarnana as a whole is poor in poetic
merit, its worth lies in those passages where
he has freed himself from the restriction of the
scope of his description and has depicted Nature
as a background of life in.general or human
love in general without any reference to kings,

a microscopic minority of humanity. For
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example, when he describes the common man’s

lot he displays far better literary acumen. His
opening verses of Vasanta bear the distinctive

The

description of Grisma which follows next though

mark of a free approach to the subject.

elaborate is very poor in poetic content in
comparison to that of other seasons as it is
exclusively devoted to the king’s amorous
sports and life in general has been totally
ignored. Kalidasa’s description of Grisma is
very rich with the pulsation of life; his keen
observation touches many aspects of animal
and vegetable kingdom. In the description
of practically all the seasons Kalidasa has
woven many tokens of metaphorical amorous-
ness in Nature. But §rikantha’s attempt in
this respect is most insignificant and trivial.

Generally speaking, Srikantha has not
been able to sustain the warmth and vigour
with which he started the description of Vasanta,
the king of seasons. It must, however, be
remembered that Srikantha could not be expec-
ted to have overcome the influence of his period
and in view of the decadence of Samskrit litera-
ture which characterised that period, his poetic
worth should not be underestimated. He
presents stray instances of poetic conceit and
imagery in the conventional and stereotyped
objects of description, flashes of effective phra-

sing, streaks of lifelike depiction, charm of

simple diction and an artistic sense of the
consonance and cadence of syllables lending
melodious musicality to his poetry.

In sum, although Srikantha had in all

probability drawn inspiration from the work
of Kalidasa and had tried to model his Sadrtu-

varpana on the pattern of Rtusamhara, his.

genius being mediocre, his performance covering

one-third of the size of his model, could not
be expected to come up to the level of the
great poet. Considering however, the decadent
times in which he lived, his work has to be
accepted as of commendable merit on account
of its apt diction, deployment of syllables giving
fine melodious sound-effects and its suggestive
imagery.

As remarked above, Srikantha’s merit is
mediocre at places where he indulges in deserib-
ing Sadrtu as an Uddipana Vibhava of Srngara
Rasa with reference to kings. But at several
places he has secured for himself greater scope
for flights of imagination by describing Sadrtus
as an Alambana Vibhava. A full text of the
portion of his book dealing with the topic of
Sadrtuvarnana reproduced below is likely to be
of interest to readers, more so because it comes
from. the pen of an author of Sangitasastra.

Indian traditional thought has postulated
the power of ‘Svaras’ to suggest and impart
the aesthetic experience which is associated
with the six seasons of the year. This view
is the basis of the seasonal Ragas. In deference
to this line of thought also there would appear
to be some justification for a musically minded
writer on poetics to indulge in an extensive
treatment of the nature of seasonal experience
and with aesthetic attitude relative to such
experiences.

¢
TEHITUTY
At a0 geear FaR fRad WA )
wadt fafahiftoewafa gt @& o
The above verse clearly indicates the

author’s viewpoint of treating Sadrtu as
Uddipana Vibhava.
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I TIY ard Agwrara fead
Taafa f7e g AqET AIEAAT |
" Az-az-TRATa-sE T RHIE-
BLabocipipisioe Lok cat ) BT
This verse implicitly illustrates the above
observation regarding the author’s purpose
of describing the six seasons us a setting or
frame for the king's experiences of love in
particular.

{. IEETA—
frea ioragagan<ai gzan faat afwor
sravdtia asamt gefeat gxmweERi )
qeeaeq FAlAzaaisla o7 sramdEt o
g FifEsEEagaamie: e fasf

arRamiAgsagaafaswasar FwaEe
wiwR qftw: garfa asdansgiEsaey |
sy fadamd aead:  dfamasd
.grAel qERiad  FARfd &< a@eatwgr
The above two verses are remarkable ex-
amples of the excellence of our anthor's poetic
talent. '

CEdiRitUEEIEnL &I CLIC IR El|
AIEEETEEAOT ARSI RN |
araFetAT 9TR: qEAfasiea: qudarg T
geateH FEed Sweafa 9 A 7% F4 0

B AYTENAALYT [EAfR gIARe

TAEAR: wgfaai aesl  SARSAT |

arwR 7 §5: A 9g: Fafw dewifemn

geqrgAAd: 9 AaWiaatdma:  qFa 0

Here the author has explicitly referred to

the kings’ amorous sports.

SRR T TRASATE S ARATL-

gAEAIN sAnddaad wifa ard fafe=Eq

argetAi faaermamgamizsmt

LEEI T (EREE] AfErArrwe |

qeataTAEr wed qanaqaar it
AMTEdEs:  (waeaggdiAiaEeTasy |
FraaeATfareh it fafyd St

& araw % {afa Avafateimgate o

IYATET WA FAATAS  RASTEAR
deat vt frarfin: ananaframasmiates: |
TEATARA TFA ATAATTTRIASTIN: FqTiH:
< Aemgwre mafa qafa: sifa: s o
Tageafaoad  faamga W@y a@ean
wuirgafads quan warfa frafada:
Mymfaguom=aes g = fgean @
wWuslEafs mEFafgary domfaa: adaqr

In the above verses the author’s poetic
talent is reflected as being of a mediocre worth
because he has confined himself exclusively
to the description of the kings' sports and his
poetic imagination has not found full play.
R, HISHROAH,

Griyma is not generally described in detail by
poets, Kalidasa's ‘Rtusamhira’ being a notable
exception. But Srikangha has given a consider-
ably long description ol this season. However,
he has not been able to detach himself from the
obsession of kings' sports i this context.

AroEisianaue: axawTRAtgiiars g
aqx s (Aaivaiesmangree: |
TFq St {gArat awfa % s wi Aang
@i @ oA qfa gansdameds 9|
FHIREEE geeaggaETatTT:
wrEICRoEt  gafagaa: swfoar anfa o
awie it agt =ula (e e aesfteamt
WAt weR faad gafaamee: swaEHiEgee o
Wt AsgeAntaaiy fegan ggaEst-
AT FETBEFBEEATN  HATHIET |
qEEIAAATF AT AR TTAIGE-

M TAAA  ANFAAGAATGHE T4
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U R G IR G MR EEI B EC IR C AT T
L L R EEETRUECE LS b1
Tadafandfasafa  aframasisadt

TTEAFAIGH ST FAs T EAagaeis s
TFIgogaEAl  fanfaamnadtigATgaEar |
TAFRARAEAT AT aFaEda
wEgIT{awen epifa avaTHved queaea |
el dwfratat aveaet most FFOHT-
g AT T qE{EAATS AT a@w: |
Qo et sargaaden qo
TR fasten armfasd gedat fag o

TR GFAeRw  afevitrga arg feaa:
gearEEEATE  afgenaa: sfiver gae |
AR fEE  aged  afkd
g Tfafuan eafa Ao Aeitareea wam

The above two verses are good examples
of wifgar srgw but the explicit reference
to wifqd by the words wigar and Wy does
not meet with the approval of the rules of

Poetics.
aear aFd fawawws Wisas @lovEd
A%TE - AN IGFIFHETH |
ufreetsly  feafragfeasame:  staen
FraTUAE: o qoa:  afadt afdia o

The above verse contains a beautiful

‘Pirnopama’.
FeEfaerTgs  gufed  erfad adt
welfAerER foalgraaTiisas oA |
weifacgmaenatafed g quergd
srafafrmafeergosd qmt fram fim o

awar dfoaieg fawfad gemfaafc
@ AeCeAanaat wesfa ama: )
frar 9 rpEAl@OgSan wuiaddEd
slEtmarsaARsAeTigTE e wafw gaq o

The above verse is a fine feat of poetic

imagination.

qraqaIAiaar  fagAel geawad  aead
stara @fd fwd sfg ofmdfa 5 qg:0
gt gsaaied fymamt wg  fraw gd
aTosaTT 38 v A qEa: AT evaed N

The streak of dramatic element in the

ahove verse is notable.

A AT A e R e
aEEEenieaITdd  ggEaeaal |
S it S RIS EIRIEE Gl AR LR LG LG
aeag fafas aeifa aof: swEaes g2g 0

faramsiforr awmwwAgd
qraed Siod AUEagaiT STASTEEEIedd: |

R dAfrElengland maigs  Ia

widekfoansfan AEf @@ &=

FHAREASHoqagen:  dRfaAiw awq
graaToTi awataat fafqafa: seam qeat /o
d I afd fagm qoaatd qdenias
sfiaerAReH  gafafw: a TR &g |
@< am afweuwRnaigren fauad
weastOg: FguiAagieRas @ fEep

Ay ferwwragafaa
gei At foafa squfe aEcEETEgEE o

FYLRIEAN AT AT o
SFEANTASIGTaET "ed g |
armfafacegsazad LARIEC UL
THAT FRFSEHAAFTST AEAA AT 3 1
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T —

The first three verses in the description

of Varsa are not indicative of Uddipana Vibhava
of §rigdra Rasa.

¥ oo giEeRAwmed go feit
TR gEea e |
TaAt TauTas: frafor ameaa
defagarag:  @faa: s q@EEE: 0
W TawEEiEg AT T
TozaT ATEEAHTEAE fRad  AreeREEEt |
feear awwfa aest aysQ FEwgA @
Hrawet maataiRe g sl At W

ETAETAT R (A o -
A SR TSI TETCOAT AT |
wrar e gufaEga geEeEad: N
gifraraafamfaiggadas
wqfrgaTiad afEidETEE |
T@egwd TaA wHa g agaeetta: gd-
gyl SRR legmeTTmg: N
wvgd fafafermares quigmieset |
NP .
Lk v (L OIEs SEALIREL: SO Sl
s it

AT FTEA FURAT qaE{ed AArCnioFT
FTAT FARTEN TrARosE fret
at FraAiae T AT TEPISAE N

The following three verses are again marked

with an absence of Srigara Rasa. They
are indicative of the poet’s keen observation

and natural description of the common man’s
lot in the rainy season.

T | awgwiea it et

szt frefdiecmongar mafe
T W  walewimsmenesr  asmwer
frewmid goafs wnfa fi fonfa o

T ST TENEieen QR quiged
AERETATETEEIeTa T |ATEATT: |
gRuH aefa 7 9 qEma Arwfes
o WA Tadigd A wEErE:
WT: 9Lt A Awia qA st e
guearey:  foafa gebosmdat faws
v fd aewws gfdd T
WgEwTE Fafa gE WrAEEt S 0

AT —

In the description of Sarat the poet has

given almost equal importance to the Uddipana
and Alambana aspects of Rtu as a Vibhiva.

T frisafafegrm  asteadsE
FESTFRITERA HUeL qrafe qiear A7y 0
gan: aravsasfy  afederraos ad@
sl wefafeod wawdeaar qEea o
ST FEPRIgIRTEAT GO wraiE
@ TPEETEAaE T §< qE |

TATTSAAATC: gRfetgeiTaATTd
avd snfer fg wifirort ggfemames=ay fag: o
TwRTER weTsrCaioRg caat

TEeaANfaREad  afmwt  arfEe
atanme fafgaafes Tt
wFar vt T weR WrmamE Wi o
7 Areasfrdiasfad: st s
PR AT TR T A
0 IEEeEEATel 4 st we

W wgwqEwa sefy sifawd srforrg

!
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s @4 fagafa s aEd drami
gg ®dq awfa  fegor  ardmEimEdsiy
ARl faaaa dkgE: a9
mE: damfy @ axfs wwawe fawfa o
L LTI R SR S S R L
FTATTHHFATGOIAAIIT:  [AfT  FHEL
qitAtizaTgd 9 afed ameammfa aq
#ai At fagerfa g d@qgEEREOE 0
FrEFE:  woRfadragaT sraEgierar
ANTEARATRagRAEt  aR  qUe && b
qEqEAY AT WEEEe yEaEny faw
W il ww W g
The above is a illustration  of
‘Svabhivokti’.
auedtpaAiy  gEwERs WRISARATEE
et @xfa #ae f&fvq Tsa-ammssi
frammiEar@isiaad ARG
yeaax fammimarfrges greai 93X @@fa o
Rl UL LRI S NE e el
Fd gfenfa aremor: quf gar &)
Feors  agidagfdagia a3aE-
Famifafity  agfrsmfwizasiafa: o
The above verse is a very beautiful illus-

tration of #7Zaf7 rich with poetic imagination.

good

R TAAATOIYETIE S e I Trtieaay
Frdufa amdaTaT: gedesd STaar |
g wreraiAfaezasmeaa dafear
Wl  AAioagrEE@as AT MR |

AT —
A guEs  gEloaeas e Ry
TR IS AT FERTHRS T FATHIT |
A A FEatEeTaAec e g
aaaAT fad qweafa qF agfaean mEwm 0

i
L]

seagmlii g fefes o
T Farfy SETEESEEgA @esia At g
aeudm AETET AfAS FISATAFY AN

gy fg sraeweaaT a8 WSy S

The above is an appropriate illustration of
AT
e AN G WeleragE Ay
FEHITETHUN goloaoas raarasqnt: |
qd: geomreni sleaafmsatiad aeg
gweat wrEe gaafa 7 gaviada safam
The author’s view of g7 being of comfort
only to the well-to-do classes and not the poor
masses i8 a view which has been expressed by

many poets including Kalidasa.

FeaT AWUTHASS: FROTAAQ: TAHq aw: qaqrfa-
e 9 W A (afa qafafwiarsgafes:
geaTweaNEla ey A arfa fAmt
i@ wwrowEl ggfaa:  saee: gEm o

TARTAIEIATIYAT il @F F_
FATgRFACAATENAA et fAat ga
smEsamdaieet gl o=l
ST A WAl glaa: mereaga g mq o

The common man’s cheap and easily

accessible means for warding off cold are descri-
bed above.

ST BIEE LR E U ERE L O L RTRE B
FROAEAT  FEAFSTOACFSIRAFAANR |
e w(gent  Afvaqnam diepfasauanen

arsargaaan faefeafagd e araateas

wriva qaieat el afg aars Aved svewEn:
a1 wrfm suatgAswensd gemaet
Sea: arAfa g franqlEasd et Faw
wra: gAlsia i arsla et e | ssesaE
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qrey st frmafmafed e gaga:
adoEREFasTifaaT AtEwt faada
gearat wifaean fafw fafir gfewraled aramei
gEiTegd aq awERgT iR wdata o

The villagers’ snack of roasted corn is
described in a very realistic and simple manner
above.

farfarcarm —
st fgurlt AwTmEt iR adE:
oy o9 alyg wlomgmaa i wear e
fedaeai gmfa AaafaswAt  gexmeneaTE
fat iz gamt  gafageedwgegmata o
U8 HIVTARFEEYAT F% gt 9%
wredl FreaAfainal faaTd wed geear afg
CIER Seinpi s Ll frafag gt
sfemarequafmafre:  s@ #Afd frar o
The first half of the third foot of the
above verse has been borrowed from a verse in

Amaruéataka (quoted in Kavyaprakida VII
Ullasa, 310).

wEenaAafERt gEaa: A WAt 9"
=y (n? ) vt goamaR FSiEEEEEE |
fra Ffa adaee oo™ A T o
AFE FENGIGESAN TNl et |
yatETEaen  fada mima: SesEseiE:
st wremafafawa feda d= s
wRSIEAT TS e W
Ty wfevafaag: fora ! fira | sreaifa 2 aga o

The poor man’s miserable lot in the cold
season is described above.

FEEHAREHIGH(ACT T6e
gurEHaTE: T A7 qF a9\
famwFm g SIIEEmgETE
famagiT ufs 7 Wi oo

TFY i g AR et siaai

R qAwY 7 Aty warg fEmae: )
ged g | aoas faaww: avaiaany o
wd weamafs  qEfmatoiageagef o

§rikantha’s poetic imagination is superb
in describing the late sunrise of Siira.

V Rajaniti

In the last (tenth) chapter bearing this
name, the author has given a short deseription
of some of the traditional principles of Rijaniti
(statecraft).
daily routine of the private life of kings.

Oddly, his main theme is the
This
theme has no affinity with Sangita or Sihitya.
The inclusion of this heterogenous element
can be explained only by the author’s intention
to make his work useful or gratifying for
kings generally (indirectly his own patron
king) as expressed in the following verse:—

stFvsTrET e At @ WRNEET |
FETdwenT <fEd JET STETHEREA a0
The epithet T¥vgaraT is specially signi-
ficant.
He speaks of the special attraction of
his work for kings in glowing terms as follows :—
seitd wwmdt wfaat darEar
et | gooitadstafags anfa garfa =0
wrex sforafa: geEwEw IT@T HARE-
AT qEA) SEw gt arRAtaty: w10
The available text of his Réajanitivarnana

is reproduced below as being illustrative of the
above remarks.
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Extracts From Rajanitivarnanadhyaya (X Chap.)
of Rasakaumudi
oy srnfa awafanfest saasewst
FmaagAmagat  faed aEraran: )
BIRICFAREES CHINE: Coc S LI E S R
AT qEw AgMAfaaAd ;AT 9T At o

That the author gives equal importance
to FagFrFeT along with TFFfT is clear
from the above verse.

The ‘summum bonum’ of the king’s life,
according to our author, appears to be the
aesthetic delight of Natya.

The following verses describe the king’s
daily routine.

g Waa  Sfafemadamest gad
Fear &1 o faeon: TAToma e |Qre awarn
gatq wegefar: guloafaes e fea fad
et aFATRAEd safrEEeEd {FEaE 9 @ o
sl A-daaa-frfeamemiaeratatast
WA JETGATIHAA GTAT FACT FFATAH |
g eAfea AT g Ed
auae fgadawtiaawar et yHEEla o
FY TFEHA T AR esae:
ASEEONER  AWAAE  AgeaEriaed |
QEFT S A CAFATTTAATAIL
Teoq dawRARiAAgal Y aHmesIy |
sre@ guia waw {Afeddawmd gai
LI UEEIEIE BRI E R I GE] AN
qrAeMAliwa: afaa: qedgad afgnia:
quEq  afrgvmeald qEadt ATt o

The following verse puts forward a view
as to what should be regarded as an appro-
priate treatment to be meted out by a king

to different persons according to their worth
and merit,

slamasyEad  qa7  qAFEET 9
|ONFaFIT AIOeEEEiRT T
e @i awaeTd S aued a4r-
g wralafuseEma AT &1 93| |
The fight of elephants witnessed by the

king is described below.

QT T G A TS (R TUSEqST
LRSS CHR U RICI i HEWT: |

JEWIETEEAglcaea e qgEEal:
TRlaagafy agag aw gzl

A description of the king’s horses follows,

WrEaqE A EEa Aafaadar=eaias: |
EE e SR EUIIIIE D SR B RS GO NE )
FRAEANINE  FaFal  gWt  fEeEe

The ways and means of wifvg and g9, 4,

wg, gu€ are described in the following verses.

womaia® @ falagemee amrad
d7a AT faum ageeE agy aasean |
g & HEAT  AEHEAQERY  qAEE:
gl weArAwA fafago: & s afa gam o
afrd 78 wAfq a: 9FQ Ay TwTTESiA
SREEaT AgwEsa arfagel qw
e ARgAHA AR (W {Fag g+ 71 ga:
s a9 & faereage S sgpafg ga: o
At AgEAE awarEl  awEr
st iwlagafa Fa=wal waag awwd |
d % sl eweAfigw: gatwAe T
wee (aliiehe agar ax:  seredda o
BE R LEL U BCE BRI B L i

T FEwEAITEg wE wgatgg:
(L 1 L L O L L R T
diviireeReTa fac sa fe fgaw o
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TRy wafafraaenaa: sfaw sy

e wexmqead (e oot &7 gd A )
wrequ e Torgufa i igmaE

fafrn waod  goewes W WE: &WEA N

The loot and plunder indulged in by the
victor in the vanquished state are described
below.

ged  waATsERATaiAad:  daeaagda

qroai SRR afeal weETeEEdy )

geadl ATt FE A FAged <

aeie ww AE qATWYAT AEATEGHARAT 1)

aren A wi gen wafw sifa: g
At ar argigEawit faae g@dT
ERICCaE e et R S L R S cD TS 6
gatd win s falaaiaded gsraata o
FETHFREAT R AE TS v
FragaiIRiudiafamsraerEs )
AATEAISE I F A TEeAr 9
qRAAgigal  AfadveT T ada o
CICEQiERelb bR ECReS IS EELIE R

Fred miimaameafags &4 agear gag
g3 aegue w0l guaferqan awegd
taeo< (oot @ ga wala srvieaEt 33

The next verse is incomplete.

The factors which make a king invincible
are enumerated below.

geTEm TEw gat: w_rrgclﬁf‘masaw:
LJE R CIE R TAYHRTAAE G IAT24 |
gt agfam  fafFgggsamfaan TEHAT:
woirrie: @Rt & fwe acafadda: samaiomg o

The causes which make a king easily
succumb to his enemies are described below.

fFarafeamregsrfaze: q@ AdAIEHE |
IewTan: uAw frmw sfed At qgat @
quemrsfaees dissaqaa: amea: yaw @@

The minister has a heavy duty of guiding
the king which is described as follows:—
Wad gfez guree WIwgl 7w FEwia
TG FAX T FreAEEA W (& FICO 0
geat afglacdan gaa faed gaed @
gawAd gafgafadr aav aar sarfaaw o
After this brief treatment of Rajaniti
our author turns to the private life of the king
and dwells upon it in great detail with special
reference to amorous sports.
AT FAEASTARAGEFAA AlTH Qe
weoTt @i famia afsd: avdamrtgonm

g W@ SgAsswies i Eee
WEH  dmas sleaafreaagsETams
GRS ETb i iEe S C 2 DI I L | EL T

Mgrasitaam wafaelad sewid T qrm
wwd  amTAsfafgucaad wre wEAd A
A AATHGAZIIAT gemTiarariag
arg AR fFTTAAHACHATEA |
AT (SR SR TR TR AE AT T-
WEIETAT  dfwaagda s g
TFRfrFgTTmaaRme  fqamarfaa:
wiafagaifad w wfos defageat 19
TENEE T d faqar s
T FEEAEHATAE:  AATSEIEAT 1
weglraRAfEgaTafas ACFIAIATL
MNEegiiwsRd gofeaak maesEeTe |
args aguEen aafs afoEartn g«
TR fawr sfaafa semsEa: damm: o
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FTiaq wra gl gefeaggd w1iw qrdtaars
wriaargedlel saenimamsia sia qmt
Fiaq wEitas® AREAfad waEe T wifag
wiased s @ foe awafaaiia aamwdn o

gd Fiian st afasma Slederias
wifaq wrveeve agralgd wiiwE S awm )
FifarredtEars gEafs agt w1iT asasand
LR E PR e R EC e LI 01T B e e, BT

The Gita, Vadya and Nrtya of court damsels
are described in the following verses.
wfacord e SEfarreRgRnsgas
sred &gy afomaafregesaea g
FracoeEAEY: atfawran dnedy wi
wfagmE @9 ORGSR )

FHAAEZAT FANFSISAT FeqlaATiTasar-
FREIATIES A aage a3 wfage: |
fird wifa s (EaousaS FRavea e
AFAER FIQATE qgweafo fawi srfagss: o
T AR aeh e g fa:
NICEE LU BIRbE e EC 1R o S
argard faat 727 wfawla Nfacgeas o

waAm  faam diesqag: gESET: AW
weatfes ga: fAg @Al amegd WEe |
qragEAs: Sai@atiedy gv e
wqresT A ATrEAvE st S 7@ ety o

sirwi % aAtfa AEanfasd gvey wrwia-
e (F9 gIRAEgRaEd AARSAE |
qrs ax qnfad fafaafalrd sewem:
gioiforfa:  gavaaear  d@@sawentioon i
The paraphernalia of the king which
glorifies the entrance to his palace is described
below.

WIART: gEET gOn g IR gera e
wiiafagima e Sendwara
anaggareagen T (T ? )vow AT
Twgriclaymta e (fnfem? ) sgesdamasn
The king should not repose confidence in
the following persons :—
Rt g fad qegewagETRTERAE
Wee: FTATCATIY Wafa X afgeaawsr 94y @ |
IMEl gARIG:  wOEqERgeAtEt  fAaTEt
waeg: A A g gnfaad fama@sowam o
The sleeping chamber of the king is des-
cribed as follows :—

a3 fulaageed awwa: @ fafwan
FH T gAUTE@(Ad SRS
wed yugatfad  awaeagiia g o
ster wran iRt o faaaeaeaafasT @t
ASAX SOAEF (AT qEewaTgan |
TGt BN T [P O
gragafad  gaweARag AR wqE 0
The following two verses give a description
of the king’s sport-garden :—
wemtmaiawT sagefawr Ao dawt
A A (TN TAFHY 1
TR TR TR R g e -
ST AT A IFTH A @A n
AR AR g a S T A -
srEETHAEES: fFaed: mrenfrase e |
TRTETSA AN A AT
dquifgrarcoiiveiad g T o0
The poet gives a vivid description of the

lake in the king’s garden or his sport-forest.

T ST (o (AT e
FREFAIRTAR  ATAGE T T |
awed gEtiaw gefem ada garas
EICIE UEREIESISRIESINE 1 L 4 EdT]
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e
- wgre TUS: fad:  adfastetasiratyan
g TARUTEAROREAAY:  SeeETiva:
s Ha faarfa o s e
Srikantha eulogises and blesses his patron
king Satrudalya in the following two con-
cluding verses of his work :—

TR RIS faaraaiwaTeeay

frmmmfaargdas:  simmmear qoa
AVFHEFSHSAGTS:  AtaATigeaal-

LRI E S te CECTIE | P SO BT
Wi wwlomdaad fogregieed
AsawATeql HaREwewei Aat faama gaw
e @ givafragsaaseggTnt e
A e mameada: o T gEnad: 0
At the end he also eulogises his ‘Istadeva’
gri Krspa as follows and dedicates his work
to Him in the last verse. However, in view
of his avowed intention of pleasing his patron
king, his ‘Krsnarpana’ seems to possess dubious
sincerity.
ATAQFIEATAFGE dwg FIR qAIC
seqERA R adaawedd a9t St |
A weus wmfwa  fagwiverewTeTged
i WeaeagTed fgRwiwTorsiesas g WET 1|
gomqei ¥ wEwrgEd  fafergatetataeg o
waveaut {5 w9sdtS T Al fassg avads o

General and Concluding Remarks

In final evaluation, Srikantha emerges as
a poet above the average and as an author of
a Sangitasastra comprehending Gita, Vadya
and Nrtya, having to his credit a novel plan
of exposition of Ragas and their classification.
The mixture of apparently incongruous topics
in the latter half of his work can be viewed
sympathetically if his intention is not lost
sight of. When the full available text of his
work is published, it will definitely outshine
all contemporary works-—both later and earlier
because of its comprehensive treatment (all
contemporary works generally dealt with only
the ‘Gita’ aspect of Sangita), poetic excellence
and original thinking in specific respects.

In judging the poetic worth of the work due
allowance should be made for the period of

decadence in which it was created.
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Rasa

“The delight of the spirit is ever new, the forms of beauty it takes innumerable, its
godhead ever young and the taste of delight, Rasa, of the Infinite eternal and inexhaustible.

Skt AUROBINDO (Life Divine pl1185).
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EUROPEAN AESTHETICS OF MUSIC AND TRADITIONAL
INDIAN SANGITA SASTRA

PREM LATA SHARMA

Preliminary Remaras

Aesthetics of music is that branch of
musicology which is concerned fundamentally
As a
science responsible for the organisation of
knowledge within this area, aesthetics depends
upon many related areas of enquiry and

with problems of values In music.

draws upon them freely as occasion demands.
Various branches of the natural and social
sciences, the arts and philosophy contribute
to its study. In its turn it makes its own
contribution to each of the other branches of
knowledge. Tts scope

criticism of musie,

includes besides

musical composition,

performance and listening.

Indian philosophy of existence accepts
a consciousness of double aspect of the
material world and of the human being.
In one aspect there is a force of Knowledge
(occult), and in the other that of Ignorance.
Cosnsequently, Indian culture including
literature and arts accepts a double standard
of values, one esoteric and the
Unless this basic characteristic
of Indian culture is recognised the significance

other
exoteric.

of Indian art is most likely to he missed.

This warning is addressed equally to
foreign readers of ancient Indian treatises
on music and to Indians trained according
to the methods and tradition of European

scholarship. As an example of the pitfall

which an Indian may otherwise be led into,
Prof. V. N. Bhatkhande’s case may be cited
Prof. Bhatkhande would appear to
have permitted himself to pass some most
uncharitable and  unmerited strictures
against Indian musical treatises and their
authors. Having missed to take note of the
eternal verities on which the theory of classical
Indian music is founded, this gentleman

attempted to formulate theory designed to
suit the needs of contemporary mediocre

and illiterate musicians whose art he would

here.

seem to have accepted as the norm or standard
of classical music. Traditional authors
always tried to bring contemporary practice
to conform to fundamental verities accepted
in their application to relevant Indian arts
or literature. Prof. Bhatkhande in breakmg
away from this tradition broke to pieces the

very ideal and foundation of Indian music.

In this article attention will be devoted
to some of the basic truths on which the
esoteric edifice of Indian culture including
Sangita is built up. Comparatively less
notice will be taken of the exoteric aspect,
for it is the former which imparts to Indian
culture its uniqueness. In respect of the
latter aspect although a vaster wealth and
exactness of formulation and terminology
place the Indian theory of music on a higher
pedestal than that of other musical systems
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of the world, as yet not much attention
has been devoted to the rystematisation
of aesthetic principles in their application
Even Prof. Bhatkhande, a modern
writer who, influenced by Western ideas,

to music.

systematised according to his notions, a part
of the theory of Indian music, omitted to
formulate a system of aesthetics of that music.

The aims and objects of the College of
Music and Fine Arts, B.H.U. lay a special
obligation on this institution to undertake a
comparative study of the aesthetics of Euro-
pean and Indian music. For various reasons,
chief among which is preoccupation with other
duties, this study could not be undertaken
earlier, It has been possible to devote some
attention to this new line of study recently

of which the present article is the outcome.

The treatment of the subject in this
article is the first attempt at delineating the
scope of this subject in its barest outlines.
This admittedly brief. At
places crucial points, indicative of new lines

treatment is

of thought might appear to have been ac-
corded the This is
inevitable in a pioneer conspectorial essay.
Apart from the restraint in treading on
untrodden ground there is the limitation of

barest explanation.

an article in a journal. Space for a compre-
hensive discussion can be found only in a book.
Nevertheless, care has been taken to see that
the present article does not omit reference

to any important relevant topic.

The subject is vast in scope so that each
one of the topics can be made the subject of
an independent book. Time and facilities
permitting, it is intended to continue further

study and exposition of the subject as a
whole and of individual topies comprised
therein, through articles in this Journal or
separately in book form.

Approaches to Aesthetics :

literature on  Aesthetics in
general is extensive. Philosophy deals with
it as one division in a large systematic
The problems dealt with by the
aesthetics of philosophy are metaphysical

European

scheme.

and do not deal directly with practical arts.
Considerable literature on aesthetics has also
been written by men experienced in arts
who are not experienced in philosophy.
These writers are not concerned so much
with metaphysical theories as with practical
criteria of values. They include composition,
performance and criticism of music.

Methods of Approach :

The methods employed by Kuropean
artist writers are variously described as
artistic, critical, scientific, philosophical,
historical, psychological, experimental, eclee-
tic and systematic. Although there are
points of conflict among these methods,
there is much in common too. For instance
the procedure of abstraction and analysis

is common to all of them.

Justification of Analytical Method of Enquiry :

Dangers of analysing a work of art is a
topic on which much discussion and literature
have accumulated. It is suggested that the
psychologist employing the method of the
physical scientist with the “ideal of control
by isolation and disintegrative analysis” Is
in danger of destroying the very thing he is

e
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studying. For example, in studying the
cffects of intervals apart from the context,
the analyst will be reducing the significance
of the intervals studied, for the same interval
may have different meanings in  different
contexts. It is true that analysis always
omits something and is therefore not the
whole truth, but nothing is the whole truth.
in the opinion of the scientist. Science has
never claimed wholeness or completeness
for its discoverics. The scientist does not
claim to know everything at once from all
points of view. In listening to a musical
composition we cannot know ‘it all i.e. we
cannot grasp all its significance at once.
We can get some impression of it as a whole
but this impression is vague and probably

inexpressible.

Definitions of Aesthetics :

The word ‘“‘aesthetics” was for a long
time held in Europe to connote after its
Gireek derivations “perceptive by feeling”.
Since the cighteenth century attention came
to be riveted on the epistemological statement
“if the perfect in the world is conceptually
grasped through logical thinking we call it
truth but if we recognise it by the senses we
call it beautiful”.

or aesthetics thus came to be recognised

The sensuous knowledge

as the theory or science of the beautiful.
Even this definition cannot be regarded
as a final one because the words beautiful and
been assigned numerous

beauty have

meanings. One hook gives at least sixteen

different. definitions.

A fundamental problem for instance,

is whether to regard beanty
6

subjectively

as a quality of expeI.Ience, objectively
as a quality of an object, or as the
quality of experiences attributed to an
A notable author Carl. E.
writes in his book entitled “Psychology of
Music” as follows: “Philosophical criticism

object. Seashore

has tended to centre on the effort to find
a single unitary principle, which would
account for the nature and function of beauty,
and thus explain the nature and purpose of
music. This, T think, has resulted in a
succession of failures, and the philosopher

of the future will not attempt that again.”

In India there has existed from time
immemorial, not only a universally accepted
ideal of absolute unsurpassed beauty, the
fountain-head of all kinds of beatitucie, but
many Indians have actually realised that
ideal at a level of transcendence where the
subjective and the objective coalsce into a
unique experience of identity with a difference
or semblane of a difference, a state philoso-
phically described as ‘Bhedabheda’, Many
Indians continue to realise this experience
to-day. That ideal is ‘Svayarriipa’ (Self-
Form), Syaima-Sundara (Beautiful of §yama
colour) ‘Akhilarasimrtamiirtti’ (Form consti-

tuted of all nectarine Rasas).

The essential characteristic of ‘Rasa’ is
that it is exhilarating both to the subject
T
Iy Jr" is a broad definition of ‘Rasa’.
A more specific definition is that ‘Rasa’ con-
sists of ‘Sthayibhava’, the emotive state
running permanently through the inmost
being, which determines the particular internal
temperament. as a dominant characteristic of

and the object of its experience.
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the emotive state. Hach of the emotive
states shows in its composition diverse senti-
ments constantly shooting out and changing
like the flamalets that continually come and
go and thereby produce the appearance of

the permanent, undivided whole of a flame.
The emotive state is excited by artistic cir-
cumstances or situations called ‘Vibhava’,
‘Anubhdva’ and ‘Vyabhicar?.

Krspa is accepted as the epitome of
‘Rasa’. He has ‘Modana’ and ‘Mohana’
‘Mahabhava’ for his Sthayibhava, the chief
characteristic whereof is an absolute absence
or negation of self-gratification and an inces-
sant desire to cater to the gratification of His
devotees who in turn possess a similar ‘Sthayi-
bhava’. At the head of Krsna's devotees
in his counter-whole §11 Radha whose Sthayi-
bhiava surpasses even Krsna’s own in self-
lessness and is technically known as ‘Madana-
Mahabhiava’. This is not the occasion to
dilate on this aspect of Krsna as aesthetic
object. A few of His qualities which serve
as Uddipana Vibhava for experience of his
divinity may, however, be mentioned here
in the context of beauty unsurpassed con-
ceptually or perceptually in the whole world.
TIndia discovered this beauty and has adhered
to it as a defined realisable object from time
immemorial whereas the European thinkers
still fight shy of defining beauty and its
ingredients.

Some of these qualities relating to Krsna's
figure are unsurpassable ‘Saundarya’,
‘Lavanya’, ‘Abhiriipata’, ‘Madhurya’, ‘Mar-
dava’ ete. Other qualities refer to His unsur-
passable speech, song and dance. The dis-

tinctive feature of His transcendental beauty

is that its experience ereates a never-ceasing
hankering for its perpetuation and its delight
increases with every turn of experience. In
this respect it differs from mundane ex-
perience, the novelty of which wears off after
some time and the intensity whereof dimi-
nishes with every successive experience.

The qualities of Krsna’s figure referred
to above, which are elements in His beauty
may be briefly explained.

wFaq—

3 Ar=dwgrat afaawt Fafag |
(whRTamatang:, .9.33%)

‘Saundarya’ is the placement of limbs
according to design.
FgTagaAt o afgymr gaifaa
gfrowafaarasr: wrracElI T 0
(Svvamdtmafm:, SEATHI, 23)
This definition is slightly more compre-
To the limbs (Anga) are added
parts of limbs (Pratyanga) such as hind-arms,
fore-arms and wrists which should be of
appropriate thickness, thinness and roundness.
T —
ferqaot fanped =g a7 agogsTa
(whazargafary, R.2.13¢)

‘Riipam’ is that which imparts ornamenta-

hensive.

tion to an ornament.

srgrerifaaas Fatagqamfaar
a7 qfymagarta agafafa Fwea
(SsvamArewfn, IEmIHI, :3)
If a figure appears fully decorated or

ornamented without any decoration or orna-
ment, it is said to possess ‘Ripam’.
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FTHH—
TFTRSY BT AT |
gfrmfa asgy eravd afgsad o

(ibid 26)

Like the lustre emitted from a pearl,
the lustre which is every moment emitted
from a figure is called its ‘Lavanya’.

arfsregar—

FAH O F AR A e (eq T |
e qafa graafvss ag=ad
(ibid 31)

‘Abhiriipata’ is the power of imparting
through the super-excellence of one’s own
qualities, similarity of ‘Rupam’ to an object
existing nearby.

s — .

& frrafrai=t amigdesry |
(ibid 34)
Some undescribable ‘Rupam’ of a figure,

AEaq—
AR FHEENT GerEiaga ey |
(ibid 35)
Inability to bear the touch of the softest
object.
It will be seen from the fore-going dis-
cussion that a definition of ‘beauty’ as an
object of aesthetic experience does not present

any difficulty so far as Indian philosophy is
concerned. '

Primary and Derived Values of Music

The Philosophy of the Indian Sangita
Sastra offers possibilities of a cultivation of
subjective, musical and derived values all
together. This is not possible in ordinary

expericnce. But not all pleasure can be
regarded as aesthetic ; the distinction must

be made in terms of the aesthetic attitude
which may take into account the values
attributable to material and form and
indirect and derived values attributed to
experience and facts.

In music material values are those of the
intrinsic orders discovered in the tones e.g.
the quality of the tones. As the materials
of music are organised into patterns or
designs of varying complexity, these values
merge into values of form. The appreciation
of sound values on the various levels and in
the several dimensions of formal organisation
is of primary importance to the musician.
The spread and depth of this appreciation

depends on technical training and experience.

Derived aesthetic values In music are
exemplified by expressiveness i.e. associations
that accrue by reason of past experience.
Intellectual, moral and functional aspects
of a work of art may be classed as derived
values. The nature of experience changes
with the attitude of the individual. For
instance, if during a church service attention
becomes diverted from the religious values
to the intrinsic values, the experience may
become aesthetic. The experience would be
religious as long as the attention is on the
religious values alone.

Aesthetic value is considred in Europe of
the lowest type if the individual is conscious
of emotive—conative states aroused within
himself as the content of music, rather
than lost in the contemplation of these
qualities as attributed to the work of
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art. But if they are attributed to the
work of art, they may acquire important,
though secondary or derived value. When-
ever music is connected with something not
music (music with word, opera music and
dance)as in functional musie, the effectiveness
becomes an important but secondary criterion
of aesthetic value.

Wagner had put forward a combination
of music, drama and dance as superb art.
This view was and is still ridiculed as fallacious
on the ground that intrinsic musical value

decreases as

non-musical elements are

increased.

Wagner’s view was, however, strictly in
accordance with the traditional Indian clas-
sical conception of Sangita as a composite art
of music (vocal and instrumental) and dance
(comprehending the main elements of drama
e.g. histrionics). The objection, however,
is valid when considered from the point of view
of ordinary experience. On the plane of
transcendence, however, the mind and senses
can apprehend simultaneously musical, dance,
and dramatic values along with the religious.
On that plane all conflicts are resolved and all

contradictions are harmonised.

Aesthetic values i Indian Sangita Sastra :
In Western philosophy, Aesthetics has
an important place, being concerned with
considerations of values. Value is a property
attributed to an object by virtue of the fact
that it may be perceptually apprehended
with pleasure or displeasure. It arises from
interest in the perceptual aspects of pheno-
mena, when they are “‘regarded not as the

sign of meaning or of fact, but only in their
own nature”. Its measure is the pleasure

arising in its experience.

As regards the nature of aesthetic perso-
nality, an European philosopher, Eduard
Spranger is quoted by A. A. Roback in his
book
following broad classification in the order
different,

according to their scales of values:—

“Personality” as maintaining the

of excellence, of people ranked
(i) The animalistic human creature who
thinks only in terms of food and drink
and means of satisfying  carnal
appetites :

(ii) The economic man setting highest
values on money and wealth :

(1) The man of power who evaluates a
man’s worth according to the power
he wields over his fellows :

(iv) The theoretician who aims at fitting
every experience of his into a system :

(v) The artist who, bound by sensory
images, isolates every experience and
contempletes it as if it were something
apart from the world, and setting the
highest values thereon : and lastly

(vi) The religious man who loses himself
in mysticism, in other-worldliness and
is not anchored to the spatio-temporal
moorings of the theoretician or tied to
sensory images of the artist.

Indian thought accepts a somewhat similar
classification in its fourfold ‘varnas’ of human
Yet, there is a fundamental
difference between traditional Indian thought
and  Spranger’s

society.

views quoted above, a

difference stemming from outlook and
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approach. In regard to the artist for ins-
tance, whereas Spranger would begin from
external sensory experience and go within
himself, the Indian would begin from within
himself and from there come out. That
which he would experience within himself
will be an entity existing by itself without
any external prop, real and yet absolutely
detached from the external. The external
he apprehends by a knowledge of identity with
the supreme, Taditmya; or of knowledge as
manifestation of the Supreme, Svayampra-
kasa; or through a process not of knowledge
but of experience of beauty and love as the

very Supreme in his Self, Svayarmriipa.
‘Prayojana’

value In Indian

philosophy is ‘Prayojana’ which is a term

The concept of

of profonnd technical significance.  Tts

philosophical definition is ‘gafayFey g&T:
gya=a’. The words afyzer and geyq: are
important and technical. afiwer isqa. gram-
matical variant of fgsTT which is defined
as ‘IAATTATTIRGEIET ; THT connotes
AR IAUCARAAFAMAqT: ; F%] implies g7
which in turn is explained as F977 Trn: ; gHT
is Z A1F or pure or absolute knowledge.
Tqgy’ s ‘erdTSETEIATAR’ i.c. pursuit of the
desired object. Thus ‘xfigsre:’ would mean
the pursuit of transcendental and pure or
absolute knowledge productive of perpetually
increasing beatitude in which the “Purusa”
is engaged. In such beatitude infinite truth,
implicit. It
remains, however, to understand the nature
of the ‘Purusa’.

beauty and goodness are

‘Purusa’ in Indian philosophy is variously
understood. A definition appropriate for
and relavant to the Indian Sangita Sistra is
gireaeey (w9 fRagaF-aAfEadTs-aT-enfa-
ALET-TAGAFH-FHA-FH-AFT=Ig)  FaqtT |
According to this definition “Purusa’ is that
who resides in the eight “Puris” wviz. (1)
five motor organs (2) five sense-organs
(3) the four parts of Antahkarana viz. the
mind (Manas) intellect (Buddhi) ego (Ahar-
kira) and Citta or the instrument of desire
(4) five Pranas etc. () five gross elements
(6) Kama, desire for objects of enjoyment
(7) Karma, action productive of ‘Adrsta’
This definition
of the human soul invests human reality

and (8) Avidyd or nescience.

with transcendence, with supra-physical and
supra-mental nature. For, the ‘Puruga’ is
distinet and separate from, superior to and
beyond the eight kinds of substances inclu-
ding the mind, conscious or sub-conscious,
in whom he dewells and whom he controls,
though he himself is controlled by the

Supreme.

The ‘Purusa’ is appellated as gfageEs:,
ATEIYET:, 9AF3JET:;, @T4AageT: according
to the particular Upaveda or Vidya predicated
of him. Aksara and Visnu are other names of
the Purusa and His chief attribute is that He
is beyond time and space and is all-pervading.
This is the fundamental point to be noted
in regard to Indian Sangita Sastra. The
subject or agent of experience is not of the
ordinary nature of ordinary sensuous know-
ledge. He is possessed of a transcendental
nature called Prakrti of three
“Trivarna’.

colours



46 Nadaripa

The Purusa is constituted of “Visuddha
Battva”. w@ed fawerafyacay ie. unobs-
tructed by time, past, present and future.
Although beyond the pale of time, ‘Sattva’
has a sequence in transcendental time.
‘Viguddha Sattva’, therefore, means truth
unobstructed by triple time. ‘ViSuddha
18 ﬁ-{-i@, E means Fgreqar: and I
means AT so that fagrg means highly
potent to carry out his will unobstructed
by triple time.

Thus both the agent aspiring for aesthetic
experience and the nature of that experience
according to Indian philosophy are trans-
cendental. This transcendence is not the
intuitive guess of a probability as is generally
conceived by the Western philosophers,
but is a matter of tangible experience under
prescribed conditions. Such is the ¥FIw=
or aesthetics of Indian philosophy. A further
enquiry into its nature will lead to several
grades of aesthetic experience such as ‘Rasa’
‘Bala’ Vak’ and That,
however, is beyond the scope of this article.
Suffice it to note the essential nature of the
human agent and that of his aesthetic
exprience. On account of its infinite vastness
the object of this experience is usually
called ‘Brahman’ and ‘Rasa’, ‘Bala’ etc.
Its aspects are known as its Kalas. Music
and fine arts in their transcendence are
known as Kalas. The
the ordinary human personality or ‘“‘self”
of Western thought, by constitution wishes
to engage himself in pursuit of that pure
knowledge which is of ever-increasing beati-
tude or happiness and not of temporary

‘Prana’ ‘Manas’.

‘Purusa’ who is not

felicity. That knowledge is w@dgsmamr ie.
Self-luminous and illumines knowledge of
everything else. For experience of that
knowledge the Purusha is dependent on God
Purusottama.

He is pictured in the Puranas as asleep

(sleep is withdrawal of outer senses in Yoga

or communion with God Purusottama) in
the ‘Ocean’ (of the vast infinity of souls). The
suggestion is that the Purusa is in communion
on the one hand with the Supreme and on the
other with the infinite mass of souls. The
locus of this experience is ‘Vaikuntha’
where knowledge exists by a process not
of differentiation as in the material world
but of identity, ‘Tadatmya’. For their
‘Vasapa’ (the motivation or spring of desire
that adapts them to find enjoyment in a
particular situation) the Purusa and all other
souls are dependent on Purugottama Vasudeva.

Realisation of ‘Prayojana.

The Upavedas assure us that the reali-
sation of such a ‘Prayojana’ is possible in
perfect vividness and palpability but the
key to it is esoteric. Since the ‘Purusa’
is a supramental entity it is but natural
for him to function on a supra-mental plane
in order to achieve his objective or ‘sr:’ the
‘ggarq:’ which term also is an aesthetic
concept. This objective is classified under
four heads viz. ‘Dharma’ ‘Artha’ and ‘Kama’
together described as ‘Trivarga’ and ‘Moksa’
known as ‘Apavarga’. Arts and literature
are the means of their realisation. ‘Gita’ is
philosophically defined as grIagRi-aaEaton

wq;"rara'q' which means “recital of the benign
qualities (of ‘Sambandha’ or ‘Prayojana’ i.e.
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aesthetic object or aesthetic experience) with
‘Chanda’ (metre) and ‘Svara’.

Indian Sangita Sastra as an Upaveda is.

esoteric in its primary content and purpose.
It deals with the supra-mental and by a
stroke of genius also with the mundane,
though secondarily. Its terminology is un-
paralleled in the whole world, being so
devised that it is as perfectly valid, except
for an extremely minor part, in its application
to the art of extrovert mental and physical
experience ag it is to its innate supramental
experience. There is practically no classical
literature in India dealing exclusively with
the philosophy or technique of exoteric
art or music.

An attempt was made in recent times
by a leader of musical thought in India to
devise a theory of the constructional aspect
of the art of extrovert music, but he too
had to borrow the traditional terminology
and made no attempt to deal with the
philosophy of that music. A science of aes-
thetics of the fundamentals of music and
styles and forms of music of exoteric
experience similar to that attempted in the
West has yet to make its debut in our country.
Anthologists have been busy in northern
India lately collecting notations of broad
features of musical compositions (only the
“sthiyis” and “antaras” and not entire par-
formances as actually sung by musicians who
are generally ignorant and illiterate). Nobody
has so far attempted to enquire into the
aesthetic ideas forming the basis of the
forms whose notations are recorded.

With these preliminary remarks an

attempt may now be made to survey the
fields of aesthetics in India and the West.
No strict comparison is possible because of a
fundamental difference in nature of the
literatures of India and the West. The
agent of aesthetic experience in Indian
literature, as stated above, is not the ordinary
human personality or “self” of modern
psychology but a supra-physical and supra-
mental entity known as the ‘Purusa’ having
for field of experience a plane of eternal and
ever-increasing beatitude beyond the physical
or the mental.

Aesthetic evperiance of the European Musician.

Contrary to this, the agent of aesthetic
experience according to Western literature
is the human being, albeit cultured, looking
for ordinary physical and mental experience
of temporary though profound felicity
basically and substantively of a far less
satisfying nature. The agent of experience
there is not the ‘‘Purusa’” but man in aesthetic
attitude.
sendental entity like the Indian ‘Purusa’
nor is his field of experience transcendental
nor again is he capable of experiecing the
ever-increasing infinite beatitude like the
It is clear that whereas on the

Such a man is neither the trans-

“Puruga’”.
plane of transcendence perfection and finality
are possible, they cannot be looked for on
the plane of relative occurrences. No finality
in the preception or experience of such an
aesthetic entity can, therefore, be expected,
his aesthetic attitude itself being an attri-
bute of a relative and not absolute mind.

Consequently, Furopean views on aes-
thetics of art have not only been constantly
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undergoing fluctuative changes but the
Furopean philosophy of music has often been
confronted with almost insurmountable diffi-
culties as is apparent from the following
views of R. Schumann.

“In no other field is the proof of the
fundamentals as difficult as in music, Science
argues with mathematics and logic, poetry
possesses the decisive golden word, other
arts have chosen Nature as their arbiter
borrowing their forms from her. Music,
however is a poor orphan whose father and
mother nobody can name. But it is precisely
this mystery of her origin which accounts
for the charm of hLer beauty”.

Superficial and tentative theories.

Neither the theoretical philosopher or
psychologist nor the practical artist in the
West has as yet evolved a final theory of the
aesthetics of music as will be seen from
the following running account of the history
of aesthetic thought. The philosopher seems
to proceed on the hypothesis that a wrong
theory is better than no theory at all. The
practical musician, however, has at least
the satisfaction that what he says has the
hacking of the personal experience of his
rational mind even if that experience does
not reveal its mysteries. The views of hoth
these classes are described below. The former
may be compared to the “Sastra Kavis”
and the latter to the “Kivya Kavis” of
India. Indian poetics , however, like Indian
philosophy of music is rooted in the supra-
mental whose authority is far more secure and

unchallengeable.

For purposes of comparison, the des-
cription of Indian aesthetics of the funda-
mentals of music has been confined to the
‘barest outlines while that of the Western
is given in slightly wider detail, for the
reason that the latter is a convenient basis for
comparison and should be accorded a more
detailed description in a preliminary com-
parative survey.

Views of Western philosophers on the
aesthetics of the fundamentals of music as
recorded wn the history of European literature.

For more than 2000 years European
philosophers have tried to solve the mysteries
of music and the problems of its content,
meaning or expression. These problems
arise in part from ambiguity of terminology
or inaccurate definition of terms but funda-
mentally from the inherent complexity of the
problem with its several variable factors
which provide

ample room for

caution.
Among them, Pythagoras (550 B.C.) explained
music as the experience of that universal
harmony which is also realised in arithmetic
and in astronomy. This was a cosmic view.
Plato (400 B.C.) said that music is the most
appropirate means of social and political
education. Confucius of China also held
a similar view which imparted to the philo-

sophy of music a political and social value.

Plotinus (270 A.D.) interpreted music
as a mystic and occult power. It is not
known whether this power was realised
in actual experience by Plotinus as did the
Indian ‘Munis’ or it was an imaginative

guess of a vague probability.
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Boethius (A.D. 524) divided music into
three fields (1) Musica Mundana (the Pytho-
gorian harmony of the Universe), (2) Musica
humana (harmony of the human soul and
body) and (3) musica instrumentalis (music
as actual sound). This classification prevailed
in Kuropean musical theory for more than
1000 years until about the 15th century.
This value and ideal of music would seem
to have been one of peace and harmony.

J. Keplar (1619) correleted the musical
tones and intervals with the movements
of the planets and their astrological functions.
This was a cosmo-theological view.

W. Luibuiz (1646-1716) paved the way
for the psychological method of musical
aesthetics by interpreting music as the

unconscious exercise in arithmetic.

A. Schopenhaur (1819) considered music
as the purest incarnation of the “‘absolute
will” and as the expression of the human
feelings (love, joy, horror etc.) in their
abstract interpretation as metaphysical ideas.

(. T. Fechner (1801-87) insisted that
music is the expression of a “‘general mood”

- . 23
rather than “specific feelings”.

Finally, C. Stumpf (1883-90) inaugurated
a scientific study of musical psychology on the
basis of experiments and statistics, especially
with regard to the problem of consonance
and dissonance. Stumpf’s procedure sprang
from many investigations along similar lines
especially in America. ILike other earlier
ones, this method also had its critics, fore-
most among them being C. C. Pratt. Thus,

while philosophers of antiquity and of
7

mideaval ages in Europe had held broader or
“greater” views assigning place and justi-
fication to music in the universe, the State
or in God, the present day interpretation
of musical aesthetics accords with a shallow
and very much narrower conception of
aesthetics. ~ This conception ignores all
sublime affiliations and has instead gained a
secure place in everyday life of palpable

sensations and feelings.

This short historical survey of fluctuations
in the movement of Kuropean opinion on
the aesthetics of music points to an absence
of fixity in approach which stems from the
conception of the essential nature of the
human being. European thought has limited
its aesthetic individual to one who is culti-
vated in musical and other mental knowledge.
It seems never to have proceeded far in
its investigation into the nature of the human
“gelf”, the degree of whose sublimity is an
essential determining factor of the nature

and depth of aesthetic experience.

Indian $astras accept a combined
conceptual and sense-pattern. The ‘Purusa’
1s capable of taking an all-comprehensive
view of his ‘Laksmi’ (the ‘Prakrti’ of three
‘Gtunas’ ) the evolutes whereof are both
partaking of subtle intellectual and sensual
on the one hand and of God, (Purusottamna)
on the other. Purusottama is the ‘g’

or real aesthetic object.

Transcendental aesthetic objects have been
defined by some of the principal schools of
Indian philosophy in their respective termino-
logies of gradation. In terms of Gaudiya
Vaisnava philosophy for instance, three main
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grades of the transcendental object Krsna
are recognised.  These are Svayamriipa,
Svayaprakasa and Tadatmyariipa. With
these the individual emancipated soul, the
‘Purusa’ is associated as ‘Tatastha’ and is
designated as the ‘Tatastha Sakti’ of ‘Krsna’.
Through the medium of the ‘Purusa’, ordinary
iznorant souls are enabled to have a certain
form of transcendental experience under
prescribed conditions.

1. ‘Svayamriipa’ (Self-form of ‘Madhurya’)
is the mainfestation of the intrinsically essen-
tial form of Krsna as the supreme aesthetic
object sporting eternally with his self-exhi-
larating energy (Hladini Sakti).
Krsna as the supreme aesthetic object is

In this form

inaccessible to the ordinary souls unless
they submit unreservedly to and are accepted
as o matter of causeless grace by Krsna's
self-exhilarating energy. Sangita on this
level of experience is, therefore, accessible
primarily to those functioning as Krgna’s
self-exhilarating energy—by constitution or
grace. Even the ‘Purusa’ or the emancipated
soul must submit unconditionally to Krsna’s
self-exhilarating energy and obtain the grace
of that energy in order to qualify for aesthetic
experience of the Svayamriipa manifestation
of the Supreme. The ingredient of the forms
of both the aesthetic objects and subjects on
this level of transcendence is technically
known as Mahabhava.

2. Svayarmprakasa (self-luminous) is the
‘Aifvarya’ manifestation of Krspa as the
supreme. aesthetic object. In this experience
the ‘Purusa’ is eligible by designation. On
the part of the individual soul, it implies
knowing the self for knowing and making

others know the Divine through seeing all
existences by a process of inclusion or
indwelling of the Divine.

3. ‘Tadatmyariipa’ is also the ‘Aiivarya’
manifestation of the Supreme for the
experience whereof the ‘Purusa’ is eligible
by designation. The philosophical definition
of ‘Tadatmya’ is wz&fgor-siz: i e.
identity with a difference. It implies on the
part of the individual soul, knowing the
self for knowing and making others know,
the external world through a process of
identity.

Planes of aesthetic experience relative
to the three aesthetic objects are respectively
known technically as Vrndavana, Mathura
and Dvaraki, and Vaikuntha.

Ordinary ignorant souls are incapable of
transcendental aesthetic experience, their
knowledge being veiled by Krsna’s Maya
Sakti. Between them and His Self, Krsna
has posed a separate distinct energy called the
Tatastha Sakti, the emancipated soul or the
This intermediate energy is the
medium through which aesthetic experience
of a specific kind becomes possible for the

‘Purusa’.

ordinary soul through a prescribed process
under prescribed conditions.  The philo-
sophical definition of ‘Tatastha’ is Fafaisfr
AEF:  ie. identical with the Supreme
but producer of the knowlecige of the Supreme

for the bhenefit of the ordinary souls. In
Mathurda and Dvaraka the Purusa is the

‘Vytiha’ of Visudeva while in Vaikuntha
He is not only the Vyiiha of Visudeva but
also identifies himself with Vasudeva’s twenty-
four forms relative to the categories of Prakrti

of the same number.
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Reverting to the sense level, it can he
said that some sense patterns offer the
richest aesthetic possibilities ; wvisual and
auditory sense material is most suited to aes-
thetic treatment®*. Tt is more suitable than
“taste” or “‘smell” or ‘“‘touch” material
particularly because it lends itself to more
refined and varied qualitative differentiation.
Indian Sistra also recognises the superiority
of certain organs over others. The organ
of the sense of hearing and the organ of
speech are said to be born of ‘Sattvaguna’
which is the best of the three ‘Gunas’ of
‘Prakrti’.

From the objective point of view, however,
the aesthetic object is more than “the thing
out there”., it is the thing-as-perceived.
The response of the organism must be taken
into account. Suppose two individuals A and
B are exposed to the same stimulus, say a
highly organised and complex piece of music.
A, because of his peculiar endowment and
training in music, gets a profound response
whereas B who has neither natural capacity
nor training in music, hears only an inarti-
culate confusion of sounds. What A responds
to is a well-organised significant work of
art and what B responds to is something in
the consciousness which may not exhibit a
high degree of correspondence with the
stimulus. Thus any judgments passed by A
and B are not based upon the stimulus but
on their perception of it.

Indian thought, on the other hand, has
always been characterised by a fixity of

approach based on the concept of the ‘Atman’
or the Purusa as the human soul, which is an
entity with eternal attributes and intrinsically

supramental qualities of perception.

Views of Music Artists of Europe :

With the forgoing survey of the theories
and views held by philosophers and psycho-
logists as a general background the fo]lnwing
survey of the contributions to the problem
made by the musicians themselves is of
interest. The contributions of the artistes
aim at a more detailed penetration into the
question of musical aesthetics with the
difference that whereas the philosophers or
theoreticians are inclined to view the problem
in the abstract the artist is concerned more
with the study of compositions or styles of
individual composers and singers.

The theories of European artistes can be
conveniently divided into three groups accor-
ding to whether they consider music («) as an
heteronomous art ie. expression of extra-
musical elements or (b) as an autonomous
art i.e. the realization of intrinsic priuciples
and ideas, or (c) as an interpretative art
(Hermeneutics).

Music as an heteronomous art :

The heteronomous theory postulates that
the chief aim of music is to portray certain
typical emotions such as tender, languid,
passionate etc. In spite of its rationalistic
features and schematic methods this theory
paves the way for the free expressionism
of the Beethovian style.

*of. wgmwp@dder: e famg | Fredrasfasardt g9 957 a:{%q i (mﬁr g 2%)
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The classes of artists subscribing to this
theory describe music in terms of Afflecte-
nlehre (expression of joy, grief, longing etc.)
of the eighteenth century and its predecessors
Musica reservata (a style characterised by
restriction in the employment of figurations
and oramental design or pointing to some
secrets of musical technique or indicating
the exclusive character of music written
for higher classes of society) and Maniera
(church modes in their authentic and plagal
variety).

In the 17th century music was frequently
interpreted as an oratorial art based on
In the late Romantic
period the interpretation of musical counter-

principles of speech.

points was largely based upon programmatic
and allegorical concepts. Music was under-
stood as a sort of psychological drama.

A more intelligent use of this approach
considers music not as a substratum for the
pictorial arts or objects of nature but of
finer shades and deeper effects than the
Music 1s related to the
life of a composer (e.g. Beethoven’s “period of
ha.ppiﬁess”). The written composition as
well as the actual performance is nothing
but a means of transferring a psychological
situation from the fancy of the composer
to that of the listener.

ordinary language.

At the present time although there are
many varieties of heteronomous doctrines,
one that is most plausible is that moods or
affective states expressed in music constitute,
their expression

or through become, the

essential content of music. 1t regards music
as expressive of a content which is non-

musical in its essence.

Music an autonomous art :

A more recent school of thought which
is in stronp contrast to all the above noted
contributions rejects the allegorical, emotional,
programmatic or poetical foundation of
musical aesthetics and explains music as a
purely musical phenonmenon as an auto-
chthomous and autonomous creation which

can be understood only in its own terms.
This school founded by K. Hanslick forma-
lised the sentence ““Music s form moving in

1H]

SOUN! By form is meant all structural
and stylistic elements of music. Hanslick
admits the use of designations such as
“powerful” “passionate” “‘graceful” “tender”
etc., but only to illustrate the manipulation
of the constructional materials of the musical
piece and not to suggest a definite feeling on
the part of composer or listener.

Still further in this direction went August
Halm who must be considered the most out-
standing representative of musical aesthetics
of the present day. This musical autonomist
says—"“If you want to understand the
‘invisible’  look carefully at the visible”.
This school advocates the separation of the
musical work from the emotional world of both
the composer and the listener and the emanci-
pation of the musical thought from “sensuous
intoxication and hallucination”.

Thus, the autonomous views of music
regard music as sui generts i. e. that its
content or meaning is purely musical and
cannot be expressed in other than musical
terms.

Musie as an interpretative art (Hermeneutics) :
H. Kretzschner introduced this method of

fa@



Buropean Aesthetics of Music and Traditional Indian Sangita Sastra 53

“interpreting” musical motives as the ex-
pression of human emotions, feelings ete.
Similar in principle to Afflecten-lehre—of the
18th century, this method is distinguished
by a greater emphasis on scientific methods
and on detailed, systematic investigation
based on the study of intervals, motion,
rhythm, rests etc.

Undoubtedly from the KEuopean stand-
point there are elements of truth in all
the three detailed above
and they are complementary rather than
contradictory ways of interpreting the signi-
ficance of musical experience, Musical values
must be felt, rather than arrived at by

view-points

intellectual process, and feeling in the
emotional, intuitive, rather than in the
intellectual rtational dimension. But this

emotional, inspiration and experience can
only be expressed in the tonal-rhythmic
structure of music and has no existance
apart from its specific musical expression
which is different from linguistic expression,
for language can at best only suggest the
general character or mood of the music.

Western thought, would seem to have
failed to evolve an integral overall theory of
the aesthetics of music. And from the point
of view of Indian aesthetics, this failure
is likely to be eternal if Western thinkers do
not change their outlook, approach and
methods. Unless they take the modern
psychology on to the Indian concepts of
“Prakrti’ of three ‘Gunas’, of Maya and finally
$akti the mysteries of the nature of music and
fine arts will continue to delude them.

Our ancients recognised at the outset that
for the ordinary mind such mysteries are

gi® Le. difficult to penetrate into. Hence
one of the names they gave to ‘Prakrti’
was ‘Durgd’ (gi) i.e. that which is difficult
to comprehend with ordinary intelligence.

In India the problem was solved long
ago with an exclusively indigenous and
unique outlook, approach and methods.
The theory of ‘Nada’ or ‘Vak’ comprehends
integrally

emotions, thought and sound

m-articulated as well as articulated, in
their origin in transcendence realised in
actuality and in a definite sequence of experi-
ence. This theory is an evolute of the
concept of Purusa and Prakrti, Prakrti,
Maya and Sakti are three Divine powers
each working in its sphere but subordinate
to the next. Prakyti is that power which
18 roused to action by God through His
own power (Maya) in order to make individual
‘Purusas’ witness its play which consists
in making the ignorant, worldly-minded souls
who are helpless tools in its hands to experience
diverse names and forms.

Consequently we do not notice in Indian
literature any evidence of a controversy
on the exoteric plane. Whatever disputation
is evident in this literature has reference to
and is significant of actualised transcendental
experience such as is quite foreign to Western
experience and thought.

Aesthetics of Indian Ewxoteric Music :

In India we do not have any systematic
literature on the aesthetics of exclusively
exoteric music comparable to similar literature
in the West. The huge volume of Indian
literature on poetics too has esoteric affi-
liations. Sometimes attempts are made to
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apply poetic theories to music. Poetry and
music being different though allied arts
there 1s not much justification, however,
in applying the theory of poetics to detailed
discussion of Music.

Practical musicians in India with very
few exceptions have during some time
past belonged to a class of ignorant and
illiterate  performers who could not be
expected to theorise on musical values.
Hence the absence of a literature on the
subject. But we have a plethora of literature
on the theory and philosophy of music
which is possessed of esoteric transcendental

aspects in its fundamental nature.

The field of Aesthetics of music :

A definition of aesthetic field presents a
difficulty to the Kuropean mind. Music
may be regarded objectively in
of things—objects of awareness capable
of stimulating

terms

expression or subjectively
in terms of experience. A musical situa-
tion involves “an organism and its environ-
ment” ;

it presents a typical stimulus-

response relation. We may speak of variables
in objective factors and assume a stable
organism with consistent response or con-
versely, we may consider that variations
in response are due to inconsistency in the
organism and assume the consistency of the

stimulus.

From the standpoint of Tndian Sangita
Sastra either of the assumptions will not
lead to the truth, for both the assumptions
are false. Neither is an organism nor are

the stimuli ever constant or invariable.

Indian thought proceeds from the ‘Akgara’

the ‘unchangable’ which is not an assumed
entity but is ‘being’ at a special level of
consciousness realisable and actually realised
in esoteric experience and it is from the
point of view of the ‘Aksara’ that the enquiry
is made. The variable factors are ‘Ksara’,
changable, and the ‘Aksara-Ksara’ situation
is perfectly real and not a creation of
imagination.

Whether or not an object is aesthetic

depends upon the attitude of the individual.
This is specifically illustrated with the
example of people on a ferry boat. Those
who sit inside and read are simply getting
across the river, whereas those who sit out
on deck to enjoy the scenery only regret
completing the trip. To the former, crossing
the river is a ‘‘practical” matter; to the

latter, an aesthetic experience.

Aesthetics is concerned, therefore, with
the perception of a certain kind of value.
This value is found specially in the six major
arts, music, dance, literature, architecture,
sculpture and painting. Bach art has its
area and the field of aesthetics includes the
investigation of many diverse problems e.g.
the nature of aesthetic experience, the criteria
of values, the distinctions among the arts,
the role of emotions in aesthetic experience,
the problems of material, form and content,
meaning or expression, the nature of the
creative activity in the work of art and
the relation of art to the individual and to
society. In musical aesthetics, these problems
have their own implications. Of special
importance from the KEuropean point of
view is the question whether music is sus

A
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generis, a thing unique in itself or whether
it is instead,

something else.

the vehicle for expressing
A very large portion of the
literature on musical aesthetics in devoted

to this question.

It may be pointed out here that the
traditional Indian Sangita Sastra does not
deal with music alone; it deals with the
triple arts, music, dance and drama as a
super-art offering scope for aesthetic experience
in an ‘Aksara-Ksara’ situation of actualised
transcendence.
super art will be at once regarded as fallacious
by Western observers who speak from a
position or situation in which either the

The concept of such a

organism or its environment has been assumed
" as constant unlike the situation or experi-
ence of the Indian Sangita Sistra where the
experiencing organism is realised and not
merely assumed -as constant.  In that
situation perception is integral, is of the
whole at once and not of the parts one at a
time. This enables the ‘Aksara’ to experience
the triple arts in their respective terms

simultaneously.

As regards the psychological effects of
music, modern theory is that the aesthetic
state in which we perceive a given work of
art as beautiful is produced by our identifying
ourselves emotionally with the work of art.
The observing subject tends to project himself
into the pattern of the work of art. The
‘Aksara’ of the Indian Sangita Sistra is
different from this conception. He remains
perfectly detached from the environment
and the ever-increasing joy which he ex-
periences comes from his association not
with Prakrti but with God.

Among other matters

important in the theory of aestheties are the

psychological

laws of association, especially in connsction
with the formation of types, the mecha-
nisation of behaviour through the functions
of habit, which although an aid to per-
formance, tends to dull aesthetic enjoyment,
the spans of apprehension and attention,
which are conditioning factors in formal
design and habituation, the long-term develop-
ment of taste. Some of these matters will
be discussed under the following headings.

Aesthetic Experience ; or Sambandha Tatva :

Aesthetic experience has been defined by
a western writer as “‘the awareness of the
intrinsic value in a subject-object situation
in which the felt qualities of experience
are attributed to the object.” This definition
is confirmed by the characteristics of
aesthetic experience, some of which are
briefly referred to below :—

(1) Aesthetic experience is conditioned
by hboth objective and subjective factors.
In music the objective factor is the whole
tonal-rhythmic structure of a composition
in all its complexity and the subjective
factor is the total personality of the individual
with all his likes and dislikes, experience,

training and natural aptitude.

This relationship may be the ordinary
relationship of modern psychology or it
may be the ‘Prakrti-Purusa’-relationship,
‘Miya-Brahman’-relationship or ‘Sakti-Para-
brahman’-relationship of Indian §astras.
Aesthetic experience depends on a kind of
immediate intuitive awareness incompatible

with discursive language. This awareness
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has been referred to, somewhat vaguely,
as “the emotional faculty” or “feeling”. A
writer has suggested the term ‘perceptual
intuition’, which he identifies as “the direct
awareness of that organisation of data imme-
diately apprehended through the senses or in
sense imagery”.

In terms of Indian Sastras, the realisation
of T or aesthetic experience is possible
on a plane of mawg: which is defined philoso-
phically as qﬁu‘tﬁr-arfgq’rﬁ-wa"rf%r-araﬁa—ﬁw: |
Individual terms in this definition require
i EATF T
TEITe: § 8. It means ‘united with support
constituted by self’ or ‘which belongs to that

elucidation. means

which has ignorance’. In plain language
the term denotes that knowledge which is
self-sustained and to which all ignorance
(negation of knowledge) is subordinated.
qfadmr is  the abstract noun of sfagnft
and as such it means the state of gfagus.
Similarly araavfr is defined as afegsrara:
qrgzd ar g a9 which means ‘po'ssessivc of
that state in which there is no negation of
knowledge or which has no other knowledge
gaifa is defined as ggeafaway
Le. exhilarated state of ‘Citta’. Taking into
account all these connotations the definition
of §a= should be somewhat as follows—

similar to it.

“that conscious entity which is constituted of
knowledge bereft of all ignorance and is
unrivalled and which is the object of exhi-
laration of ‘Citta’ or emotive mind”. Such
an object has been defined in the Sistras
variously as

Brahman, Paramiatman or

Bhagawan*,

saafay qeafazenes TowETT | gify gy T @ 0

(ii) Aesthetic of music is

different from ordinary experience in that it

experience

exhibits anorganic structure with abeginning,
growth and an end. Any experience—even
the intellectual experience of thinking may
have its own aesthetic quality if it partakes

of an organic character.

From the point of view of the Indian
sastras aesthetic experience of Sangita by
is eternal

the ‘Purusa’ is timeless. Tt

and perpetually self-exceeding.

(iii) Aesthetic experience of music acco-
rding to European writers is the experience
of a certain kind of value distinet from
moral, religious, political, economic or
other non-musical values and is attributed to
a musical object. The wvalue is beauty.
1t concerns feeling rather than reason. It
is intrinsic rather than instrumental, an end
in itself rather than a means to something
else. It is based on an interest in continuing
present experiences rather than in passing
on to something not experienced in the
present. Indian Sastras too predicate of
aesthetic experience an interest in continuing
present experience.

(iv) Aesthetic experience depends on a
‘contemplative’ and not a ‘practical’ attitude.
The contemplative attitude leads to no action
but the practical tends to induce action
of some kind. The aesthetic attitude is
commonly characterised in terms of “psy-
chological distance’ i.e. the object is regarded
for its own sake; apart from practical or
other values and our subjective affections are
attributed to it. This characteristic of

fifer e 0 (s GR12g)
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aesthetic experience is also acceptable to
Indian Sastras.

In Indian musical tradition experience at
the level of transcendental ‘Mahabhiva’
(a term of Vaignava philosophy) is perhaps
the highest ideal of aesthetic experience.
At this level the distinction between the
contemplative and the practical attitude and
between musical and mnon-musical values

disappears.

The Aesthetic Object :

From one point of view the aesthetic
object is “the thing out there”, from another,
it is something in the stream of consciousness.
Speaking generally, the aesthetic object is
anything capable of giving rise to an aesthetic
experience—the stimulus of the experience.
From this broad point of view, the aesthetic
-object may be anything we can perceive or
conceive of, whether concrete or abstract. It
may be a sense pattern, a conceptual pattern
or a combination of the two.

The sounds organised in music are the
potential symbols for meanings which are
subjective within the individual and not
outside.
the stimulus plus all relavant elaboration

An aesthetic subject thus becomes
by the organism. Nevertheless for practical
purposes it is more convenient to assume a
certain normal rtesponse and regard the
aesthetic object as anything capable of evoking
an aesthetic experience.

Indian Sangita §istra also postulates a
variable response dependent on attitudinal
factors.  Philosophically speaking @&+ re-

gulates the nature and quality of FFIS |
8

The Relation of the Arts:

Arts are classified variously. The most
common division is in terms of time-space
criteria according to which dance, music and
literature are classified as temporal and
and painting as
are further

architecture, sculpture
spatial. The temporal arts
distinguished according to their respective
materials. But the spatial arts have a tem-
poral character too as their objects endure
in time and as time is required for the per-
ception of individual works. Conversely,
dance though classed as temporal, oceurs in
space. Literature too is spatial in the
sense that the mind creates images. In
music, the spatial dimension is suggested
by the fact that tones have a certain extensity
and further there is evidence that they
are perceived as a phenomenon higher or lower
Moreover, music has its aspect of
Thus,

although music is most significantly a temporal

in space.

motion and movement implies space.

art, one should not lose sight of its spatial
quality.

Indian Sastras go even further and say
that time and space are co-eval and two
The soul
as Saksl in the pure state perceives sBEITET
ST,
also is inherent as other than an aggregate

convertible terms in perception.
un-manifested space in which time

of moments.

Apart from the time-space criteria there
are others too such as the classification on an
auditory-visual basis; or on the principle
whether representative i.e. directly expressive
or indirectly expressive or according to their

Each

respective teachniques or functions.
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of these criteria is valuable for bringing out
certain similarities and differences among
the arts but none is entirely adequate in
itself. the
classification of mixed arts such as opera,
drama or ballet.

Particularly troublesome is

India evolved long ago its Natya Sastra
which comprehends all the arts* each with its
own terms and technique but answering a
deep generic significance. Philosophically
there are two principles in nature one of
which is mobile and the other immobile.
All the arts refer to the former as the
subject,' and come under the sphere of
“Niatya” which term is derived from the
root ‘Nat’ meaning ‘FaeT=4q i.e. all that
moves or vibrates. Thus according to
Indian Séstras music is one of many arts
which deal with objects which are subject
to motion or vibration and which collectively
bear the generic name “Natya”. All of them
can be experienced at graded levels of trans-
cendental superfeeling at the summit where-

of is Acintya Mahabhiva (asrfaser #grama).

Materials of Music:

In European thought, material of art
means, first of all, merely the physical stuff
from which the artist creates the work
of art. In sculpture, the artist works
directly with such material as stone or
marble ; in architecture indirectly through
drawings and specifications. Music is ordi-
nairly similar to architecture, in that the

*3 OGN T AfSFeT 7 a1 P A |1 w11 7§ AW T A Areasfend a9 3w 0

composer indicates his composition by means

of notation which is later realised in

performance. Except for certain varieties
of music in the southern province: in
India, however, the performer of music
never performs directly from
seript. . Usually he composes his own music
in advance of the performance or even on the
spot by first determining the pattern of the
music or ‘Raga’ for a given linguistic piece
or specimen of articulated speech. The
performer deals with the materials of his art

himself, organising them into forms of varying

notated

complexity according to his skill and capacity
and according to the tradition of the
school in which he has been trained.
Lately, notations have come into vogue
in northern India too, but their purpose
i8 more to preserve good music for imi-
tation of the barest skeleton of a form
into which a huge amount of elaboration and

ornamentation has to be filled by the artist’s
own improvisation. As between sculpture

and architecture Indian music 18 thus more
akin to the former than to the latter.

The materials of music are sounds, tones
and vocables with all their qualitative richness
They
are both physical (pulsations in the air) and
psychological (sensations) in a complementary
sense. In Indian exoteric music, “qfg' is the
elemental spiritual sound which constitutes
the primary stuff of this art. In the Agamas
‘fg’, is defined as ‘Freedl Ta' e, it is sound

and also perhaps silences or rests.

FemTeTfer fretr watfn fafqarfn 91 afomres swaft qondewar a9

(AT, &m. 9. 223-14)



European Aesthetics of Music and Traditional Indian Sangita Sastra 59

in the self, not dependent on any other
support. Similarly, ‘€% or tone is defined

as “‘erar Tewafa g @ or fradl I
gfg ¥97. The implication is that the esoteric
tone is self-delighting or self-luminous inde-
pendent of any aid or support, physical or
psychological.

A study of the characteristics of sound
as the material of music is the proviuce not
of aesthetics but of Accoustics. Aesthetics
can, however, take notice of the gencric cha-
racteristics of sounds in 1solation apart from
their implications for form and content™.
But this is difficult or almost unpossible
because it would lead to a discussion of the
intrinsic orders bordering the held ol organi-
sation of tones into formal designs.

For example, the intrinsic order ol pitch
is expressed in scales (Grama and Murchana),
of loudness in dynamics; of quabty in the
gpecific tone gualities of the various instru-
ments, hence especially in Instrumentation ;
of duration in agogics (rouguly Viccheda or
rhythm.
These 1ntrinsic orders are basic Lo Lurther

Virama of lIndian Jastras) and

organisation In  tormal design, Moreover,

these qualitative characteristics have ex-
pressive significance in many ways as indicated
*Cf. Bharata's treatment of the aesthetic
qualities (Rasa) of the individual Savaras in
isolation :—
TRCIFRAL 41 @A TAATIH] |
qIFGH! qGT FF  ARIAY J 0
AT fAgTaRE FdEl FAU T
qqaTHd wIAT W WMATEF 1)

(AT AT 7] 3¢-3R)

by such adjectives as small, thin and piercing
for describing high tones, strong, visible
and majestic for loud tones, harsh and strident
for tones of a certain quality or lively, spirited
and agitated for rapid tones.}

A peculiar distinction between painting
and music may be noted in passing. The
mixture of a number of different coloured
pigments on a canvas presents a total resul-
tant visual effect upon the eye in which the
individuality of the constituent elements
is almost completely lost. An analogous
mixture of musical sounds produces a total
effect upon the ear that is susceptible to a
reasonable degree of almost automatic dis-
crimination of the constituent elements. The
variety and nicety of the discriminative and
manipulative possibilities within the several
dunensions and intrinsic orders of sounds
provide a basis for the formal and expressive
richness of music.

In a concert of vocal and instrumental
music the complexity of sounds presented to
ear at a given moment may be tremen-
dous but 1t is easy to distinguish a great
variety of tones of ditferent pitch, loudness,
quality and duration. In addition, many
relationships of a higher order of complexity

+Cf. Matunga’s fivefold division of ‘Nada’ as
‘Siksma’, ‘Atisiksma’, ‘Vyakta', ‘Avyakta’
and <Ertrima’.
qElE ATAEIAE: § T gafadt wAq
ngﬁarfﬂﬂ&ﬁﬁ FISEAFATT FOAA: |
el ATRT G g34 Tfagens: |
FoEAed (el SFRISSITIETSITS ||
gl qagw g A q=afadgt q4: |
(TEZET R3-]4)
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may be perceived with little or no effort,
and so also intervals, and musical patterns
and forms, not to mention extrancous sounds
from shuffling feet., coughing and passing
street cars.

This pre-eminence of Sangita among the
arts has been recognised by Indian tradition
also.

In considering aesthetics underlying
generic differentia of the materials of music,
the materials with which compositions are
made, ideas, the

elementary tonal-rhythmic patterns called

the specific musical
motives or themes, are perhaps more im-
portant than the physical and psychological
characteristics of sounds taken separately

and in the modes of their combination.

At this level the approach to the materials
of music constitutes the most significant
basis for the study of musical material
whether in composition, performance or
listening. Nevertheless, the physical, psycho-
logical and

interdependent.

aesthetic  approaches are

Taken together, they consti-
tute the essential frame of reference in terms
whereof the musical experience may unfold
at higher levels of synthesis, it its formal
and meaningful or expressive aspects.

Form !

The word form has at least three distinet
meanings (i) that it is the “body” of the
work of art regarded as the intermediary
between the material and the content—the
vehicle for the musical expression of meaning,
(2) that it is the structural organisation of the
work of art, regarded as the relations between
the parts, or the ways in which the materials

are moulded or patternised in a particular
work or (3) a generic pattern or scheme of
organisation common to a number of different
works of art, e.g. the sonnet, sonata or fugue
of Western music or the Dhrupada, Khayila,
Thumari of Indian music.

We get very different accounts of form,
according to whether we regard it as a
function of objects or of experience I.e.
whether it is regarded as the structure of
things or of perception. Really, form 1is
conditioned both by objective and subjective
factors so that the one implies the other.
Sometimes it is more illuminating and con-
venient to think in terms of the objective
factor, at others in those of the subjective.

Intrinsic orders und the theory of musical form :

These are ordinarily concerned with
principles of design which are conditioned
by the orders intrinsic to the materials of
music and by the psychological nature of the
organism. The basic orders constitute the
dunensions 1 terms of which designs or
patterns ol greater and greater length and
complexity are created.

. Frunary schematisation of the frequency-
pitch dumension of tones results in scales.
Further elaboration in this dimension leads
to the development of such concepts as mode,
tonality, cadence, harmony etc. in term of
Western music and Mirchana, Jati and
Raga with all its paraphernalia in Indian
music,

Schematisation of the intensity, loudness
of dimension, apart from the applications
as stress-accent in rhythm has not resulted
in typical patterns of form in western music,
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but the dynamic design of a particular com-

position constitutes an important formal
element. In Indian music there is immense

typification and patternisation in this sphere
also. The concepts of Tila as a rhythmic
pattern, of ‘Gamaka’ and ‘Kaku  cor.es-
ponding roughly to stress-accent patterns,
of ‘Prabandha’ as a compositional pattern
bear testimony to this fact.

Similar observation applies, mutis mut-
andis to the dimension of tonal quality.

Duration factors are basic in the realisation
of both small and large rhythmic patterns ;
and 1 this connection it is well to note the
rhythmic muportance of the agogic factor.
Agogic relers specially to the lengthening or
shortening of tune values or to the increase
or duninution of dynamic values. In Indian
music this factor is included in the concept
of ‘Laya’.

Psychological factors and the theory of Form :

Of the psychological factors important in
relation to the problem of form, the factors of
attention, memory and types are specially

significant.

(1) Sphere of attention refers to (i) the
sphere of apprehension or perceptual grasp
and (i) fluctuations of interest or attention.
The number of objects that can be attended
to or clearly apprehended at one time 1s
limited and if the objective material peﬁmts
the mind tends to group numerous details
into larger units, thus extending the number
of items that can be perceptually grasped.
There is also the tendency to shift the atten-
tion after a few seconds of attending an

unchanging object. It is probably a kind

of fatigue phenomenon which may be avoided
by appropriate changes in the stimulus.

The limit of the span of apprehension is a
determinative factor in the formal organisation
of the material of music; e.g. in determining
how many centrapetal lines can be success-
fully followed at one time, and in determining
the effective metrical and formal schemes
such as the number of beats in a measure,
the number of sections which can be included
i a movement and the number of movements
in a larger form such as a symphony or suite.
Similarly the limit for the fluctuation of
attention or spur of interest is the basis of
certain principles of design usually discussed
under the headings contrast, gradation, theme
and variation. A disregard for the psycho-
logical lunits leads to monotony; these
principles suggest ways of avoiding monotony.

The intuiting of a temporal work of art as
a whole depends on memory. In the
appreciation of a work of spatial art, such as
painting we have the whole before us and
in a uehse, we work from the whole into
parts—in the temporal such as music, we
have the parts presented seriatim and in a
sense, we work from the parts to the whole.
Apprehension of the whole, therefore,
depends on memory. The concept of
‘bhavani’ or ‘carvana’ of Indian aesthetics
takes full account of this process of grasping
the whole by contemplating on the parts
which come in succession and sink into the
subconscious.  The psychological — deter-
minants of recall or memory (the so called
laws of primary, f{requency, recency and
intensity or vividness), operate in the organi-
sation of the materials of music into forms
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of higher order or greater complexity. There
are corresponding principles in Indian Sangita
also as is explained below :

In terms of musical composition these
principles might be interpreted somewhat
as follows. The first theme presented enjoys
The first step
of Ragalapti called Mukhacala (rm=r=) is
lustrative of the same principle. ‘Graha’
as one of the Riga Laksanas also stands for
primacy. Other things being equal, the theme
to be given emphasis must

the advantage of primacy.

recur most
frequently. ‘Amsatva’ and ‘Bahutva’, out
of the Raga-Lakéanas serve this purpose.
The material presented in the ‘Coda’ or

closing measures of a composition occupies

position of proximity in recall =~ The
composite concept of Nyasa-Apanyasa,
Sanyasa-Vinyasa, each constituent term

whereof 1s associated with the closing portions
of different Vidaris (parts) of a eomposition,
correspouds to this prineiple of recency.
Thematic material not emphasised in accor-
dance with one of the other principles may be
aided Dby vividness of presentation—for
example, by a solo instrument with an
appealing tone-quality.

The Indjan Rﬁga—Lakg;apas referred to
above are an indication of the comprehen-
siveness of development of our traditional
Sangita Sastra. Whereas Western musicology
has had to borrow terms from modern psy-
chology for explaining the principles under-
lying musical structure, our Sastras had long
ago evolved a self-sufficing terminology
embracing in its spread all these and similar
prineiples.

It is deplorable that Pt. V. N. Bhatkhande
a prominent modern leader of Indian musical
opinion has discredited the aforesaid Riga-
Laksanas saying that they are obsolete and
have lost all significance in contemporary
Really speaking, these terms have
an intrinsic importance and therefore, possess
a perpetual significance to music in general.
That the present day practical musicians in
India are not generally conversant with
these terms does not mean that they do not
unconsciously use in their art the unavoidable
principles for which these terms stand.

Type :

Type also is fundamentally a matter of
form. Types, roughly speaking, are groups
of associated elements constituting recog-
nisable wholes.

music.

The constant associations
of different qualities leads to the formation
of the concept. The psychology of the
formation of types is that of the development
of concepts.

Varieties of types are natural (e.g. plants
or animals) formal (e.g. sounet, novel, sonata
fugue) tectuucal types (e.g. techmque of
performance oun tue violm, techmgue of
musical composition) utibivy types (e.g. chairs,
dinner music, martial music or relgious
music). All these types exiubit, in one sense
or other, distinct torms and each is in its
owd way, a determinative lactor 1o the
relevant forms of art.

In music, the concept of the formal
types such as the sonmata or fugue, is an
abstraction of qualities common to numerous
individual compositions in terms of which a
particular composition can be intelligently

"y
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perceived or apprehended. In Indian music
Raga, Tala and Prabandha stand for melodic,
rhythmic and compositional patterns res-
pectively and these concepts are comprised

of un-rivalled typification and patternisation.

The Ideal of art design :

In its most extended sense, as distinguished
from Nature on the one hand and from
science on the other, art has been defined as
every regulated operation or dexterity by
which organised beings pursue ends which
they know beforehand, together with the
rules and the result of each such operation
or dexterity. The useful arts have their

origin in positive practical needs and restrict
The fine
of taste

themselves to satisfying them.
arts minister to the sentiment
through the medium of the beautiful in form
colour, thythm and harmony or melody.

Art to be meaningful must, therefore,
have for its ideal fundamental concepts from
which principles of art design may be derived.
The ideal will be the fountain source of
inspiration for the designer of art and the
principles of design adopted by him will
inform the execution of the work of art. The
deeper this fountain is the more endurable
.will be the principles of design and more
truly artistic will be the works of art based on
those principles.

In Europe the fountain source of ins-
piration for art ideals has been the psycho-
physical nature whereas in India it has been
Since the latter
is profounder in truth and more enduring in

the inmost spiritual nature.

time (in fact enduring for all time) the
principles of art design have not suffered
such vicissitudes of fortune as those in
Europe. The Indian has

truly regulating the practice of art. In

heen a theory

Europe the role of theory has been a chequered
one throughout. The following observation
in the British Encyclopeadiy is noteworthy.
“Throughout the history of music theory
and practice have been continually at variance.
Every great composer has broken the rules
which held good in his time, and theory,
after a period ol vexation and even anger,
hag toiled panting after to explain it all.
The regularity with which this has occurred
has given rise to a false idea regarding musical
theory which is very widespread, namely,
that the study of it tends to cramp and
destroy the artistic

sometimes  entirely

individuality of the student”.

Such a tendency of disregard of theoreti-
cal principles of music 1s not to bhe found
literature. The
which

the Indian thoery rests is more solid and

traditional Indian
the foundation on

in the
reason 1s that

secure than is the case with the MKuropean
theory of music. Theory in India has always
been respected as an unfailing guide in
evaluating and confirming the merit of all
artistic creations ; it was never challenged or
repudiated by artists. As has been remarked
earlier in this article, the only exception has
been the wvery recent example of Prof.
Bhatkhande who attempted to turn the
course of history of Indian music by judging
the truths with the

touchstone of prevalent decadent art.

of ancient theory
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All art is inevitably rooted in sensuality
but the question how sensuality is inter-
preted or elaborated by philosophy and
religion and what overtones it emits is decisive.
The sensuality of the Western philosophy is
extrovert and that of the Indian introvert,
The Indian regards the inner senses of the
spirit as real as the outer senses of the body.
The starting point of ideal in Indian art
is the inner senses while that of the European
The theory of Indian art is
with

philosophy which, unlike European philosophy

the outer.
interwoven the fabric of indizenous

is indistinguishable  from  religion.  The
philosophy of Buropean art is divoreed from

religion.

Equally with religion the purpose of
Indian art is to realise the essential nature of
the universe, man and God and their nter-
relationship.  "Brahman. Paramitman or
Bhagawin is the acsthetic object. Music is a
part of almost all religious disciplines through
which the individual soul has to realise
divine aesthetics as the object of Divine
experience. Harlier in this article reference
was made to Sri Krsna as the highest ideal
of beauty realisable through a process which
includes music. That ideal is propounded in
Grimadbhiagavatam. &ri Riipa Goswimin the
greatest exponent of the teachings of Sri
Krsna Caitanya (Gauranga Mahiprabhu) and
of the philosophy of Srimad-bhigawatam has
shown in his ‘Bhakti-rasiamrta-sindhu’ and
dance

“Ujjvala-nila-mani’  that and song

are the physical reactions or
(Udbhasvara

expericnced by the devotees of Krsna. In the

symptoms

Anubhivas) of divine love

divine realm of Vraja, Krsna is the only
object to whom single-minded selfless love
is shown by all entities. These entities have
no care for their own gratification and the
only purpose they serve is the pleasure of
Krsna. This situation is ideal to inspire a
grand dcsi'gn for art —all diversity serving
perfectly the intention and purpose of the
central unity.

The Upanisads put forward Brahman or
ideal

stressing one or the other aspect of the

Paramatman as the aesthetic each

Supreme. One of the Upanigads, the Brhada-
ranyaka, teaches that the diversity in creation
is the manifestation of a secret Delight.
And that all things, however heterogenous
and warring they may appear, are held
together by a secret harmony effected in them
by the hidden creative Self-delight of the
Supreme. To realise the inter-dependence
of things and beings, human and others
is a step towards a knowledge of that secret
Delight which maintains the diversity for
Self-expression and therefore, for variations
in forms of the essential Self-delight.

It will be seen that Indian religion whether
Pauranic or Upanisadie provides the ideal to
inspire fundamental principle of art design,
viz, the principle of unity in diversity and that
Indian art looks to religion for inspiration of
its ideal. Furopean art also accepts the
same principle as the foundation of art design
but has not derived that principle from any
Its concepts and terminology
Unlike

ideal

religious ideal.
have no affiliations with religion.
highest ; the

Indian music at its

European music is not a response of the
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L

organism (initially the inner being) to the
stimulus of the Divine within. Nor are
its notes and intervals terms of spiritual
experience as they are of Indian music at its
best.

With these observations we now

proceed to deal with the principles of art
design which are the basis of the theory of

may

the form of music. It will be convenient to
pick out for brief notice principles as they
are expounded in Buropean literature, making
only occasional reference to corresponding
prineciples of Indian music. A detailed subs-
tantiation of the spiritual significance of the
terms and concepts of the latter has to be
deferred to another occasion. This article
does not profess to be a thesis on this specific
point but is an attempt to outline briefly
the scope of European aesthetics of Music
and to state how Indian Sangita Sastra

stands in relation to it.

Principles of Design as Theory of Form of
Music.
Unity in variety.

“Unity in variety” is the most general
principle of design. Unity denotes the prin-
ciple or principles of design by virtue of which
the several pieces of music may be recognised
as a single coherent whole, and not a mere
succession of sounds beginning at random and

ending where they will,

Coherence and interest are determinative
factors in terms whereof the principles of
unity in variety may be realised. Coherence
is conditioned by perceptual grasp;

9

in-

terest. by pleasure. The problem of form
thus resolves itself into the question of
hold

The form must be organised to make the

how to get and attentive interest,

experience pleasurable. Pleasure depends in
part, on its being intelligible—within the
perceptual grasp—and upon its conforming
to the other psychological conditions for

attentive interest.

“Unty in  variety” 1mplies a certain
halance between unity and variety, for rigid
unity leads to monotony, whereas great
variety results in chaos. If unity were all
that was needed the composer might select
a particularly pleasing chord and sound it
indefinitely, or if variety were the only factor
he might simply wander from chord to
chord with no thought of patternised relation-
ship.  Thus both unity and variety are equally
important.

The Indian ‘Raga’ system is a perfect illus
tration of the principle of “unity in variety”
in unity”. Each Raga has

a separate individuality of its own as compared

and  “variety

to another, but at the same time the element
of variety is so strong that each Raga can
conveniently include under its purview a

good number of compositional patterns of
considerable variety and also the improvi-

sations by different artistes according to
their training, aptitude, imagination, aesthetic
ideal

measure of richness of variety in a strong

attainment etc. Co-existence in an
substratum of unity is the special feature of
the Indian Raga, which renders it unique and
unrivalled in the mnusical systems of the
world.
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One Western writer names as the main
principles leading to unity— those of domi-
nance, harmony and balance and those leading
to variety the corresponding antithetical
principles of thematic contrast and rhythm.

These principles are noticed briefly in the

following paragraphs.

(i) The principle of dominance demands
the use of one or two principal ideas in musie,
one or two primary themes to which other
ideas or thematic materials are subordinated
The ‘Mukhya
Anga’ or ‘Pakara’ of a Riga, having ‘Amsa’

in a hierachical manner.

(sometimes Graha also) as its central point,
makes use of the principle of dominance in
its own way.

(i) The principle of harmony demands
the exploitation of certain similarities among
the elements. In music, harmony might be
affected by the frequent recurrence of tones
of the same pitch, loudness, quality or
duration, by the repetition of motives or
even of accompaniment figures in different
keys or at different pitch levels, or by the use
of various freer types of imitation.

(iti) The principle of balance supplies the
feeling of rest that arises from the juxta-
position of elements of corresponding dimen-
sions or qualities. In music, examples may
be found in the antecedent and consequent
phrases of a simpler period; in the two
sections of an ordinary binary form ; in the
disposition of a chord in instrumentation :
in the use of tonic and dominant harmonics
in a simple harmonic design: or in the
fairly even mixture of notes of long and short
duration. Whatever the elements involved,

the principle of balance implies a feeling
of equilibrium between them. The concept
of ‘Aucitya’ of Indian poetics, which has
been adopted by the Sangita Sastra com-
prehends snter alia the general implication
of the principle of balance.

(iv) The principle of thematic variation
affords one of the most effective means of
obtaining unity in variety. In music espe-
cially, themes may be varied in units of all
sizes from a sinple motive to whole sections.
This is done in immeasurable different ways—
by slight changes in patternsof pitch, loudness,
quality or duration in the successive appear-
ance of the thematic materials, or in the
simultaneous

variations in two or more

dimensions. In Indian music the various
Gamakas, Kaku-bheda, Sthaya-bheda, Laya-
Bheda, Sthana-bheda ete. roughly correspond
to the above elements contributing to variety.
It may be noted, however, that terms having
strictly identical significance with those of
Western music are not available in our
tradition because there are certain funda-
mental differences between the two musical

systems.

(v) The principle of contrast demands the
introduction of new and different thematic
material as a foil to previously stated elements.
It may be applied to small or large units.

Although significant in all the arts, this |

principle is of particular importance in music,
in the middle section of simple ternary forms,
in the second theme of the sonata, in the
successive sections of the rondo and in the

various movements of the sonata or suite

i
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of European music. ‘Avirbhava’'—Tirobhiva’
in Riga Alapti (elaboration) and Chayalaga
and Saikirna Ragas of Indian music
roughly represent the principle of contrast.

(vi) Rhythm, as a constructive principle
in Kuropean music, is the antithesis of
balance,an essentially static idea. It refers to
the feeling of movement engendered in the
progression from short to long notes, or from
unaccented to accented notes or beats and
to the

element to the other ; for example, from tonic

swing from one complementary
to dominant hermonics (or the reverse), from
antecedent to consequent phrases, from high
tones to low, from soft tones to low tones or
from a thin tone quality to a rich tone quality.

The ‘Tila’ of Indian music is generally
held to be the corresponding concept of the
‘Rhythm’ of Western music. But really
speaking these terms are not identical ; they
have only a very rough similarity in con-
notation. Tala, in its essence, corresponds
to ‘metrical’ and ‘measured’ rhythm. Motion
pertaining to the pitch quality of musical
sound is also implied in ‘Rhythm’ but the
former (Tala) excludes it and is characterised
by a conception of cyclic time-movement and
a unique richness of intricate variety in
unity and unity in variety. Notable autho-
rities on Western music have remarked that
the Indian ‘Tila’-system highly
developed that all other musical systems of

1S So

the world can be described as merely touching
the fringes of its spread and depth. Western
experts simply marvel at the almost infinite
scope of improvisation in Indian rhythmic

patterns. The ‘Tala’ just like the ‘Raga’

is an unrivalled feature of the Indian musical
system.

Obviously, the above-noted principles
of organisation are articulated rather than
discrete ; almost always if not always, they
operate In conjunction with each other.
One of the highest ideals of formal organisation
is a structure in which all the elements or units
are so articulated, closely knit and interwoven
into an organic whole that the dropping of
a single note would be felt as a distinet loss.
This ideal may be unattainable, but it
suggests the importance in artistic form
of organic unity in variety. In Indian music
this organic unity is facilitated by the funda-
mental typical structure of Riga and Tila.

Study of form from the standpoint of
compositional pallerns of European and Indian
Music :

The principal musical forms are generic
structural patterns that have been found by
experience to afford satisfactory solutions
of the problems of formal design. A very
brief synoptic account of musicological -
research in Europe on the problem of this
and related subjects is given below.

The most elementary musical idea is the
compositional unit consisting of a small
number of notes or chords called a motive.
The motive may be enlarged by repetition or
developmental methods into a more extended
unit—a theme. The various typical designs
as the canon, fugue, rondo and sonata grow
naturally out of the different measures of
treatment of the basic thematic material.
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From the contrapuntal method, with
its characteristic use of imitation and the
simultancous juxtaposition of “independent”
melodies, come the polyphonic forms and
from the treatment of melodies according to

the hermonic method come the homophonic
forms,

A representative procedure in the homo-
phonic forms is to take a short musical
idea or motive and extend it by repetetion or
development into an antecedent phrase and
then follow them with a consequent phrase,
thus producing a sentence or period. The
period 1s next expanded into a double period
by repetetion of the material already presented
or by the addition of a complementary
The double
period in turn is extended by its repetetion,
or by the addition of another double period
In this alter-
phrases, periods and
double periods—with all the subtleties of
theme and variation, similarity and contrast,
balance and rhythm, there is a certain
periodicity, a rhythm of pattern, called
structural thythm. Some of the typical,
well-crystallised forms in relation to the
basic principles of design are referred to
below.

period of similar dimensions.

of corresponding proportions,

nation of motives

Fugue exhibits a highly unified, closely
knit organised compositional pattern, embo-
dying the principle of dominance and
thematic variations, harmony and contrast,
balance and thythm. A few of these relation-
ships are briefly mentioned :—

Domianance is exhibited in the relation of

the subject to the countersubject and to

other subsidiary thematic material; in the
relation of the central tonality to the auxiliary
tonalities and in the relation of the dominant
mood to more transient moods.

Thematic variation is found in the modi-
fications of the subject through change of
mode, stretto, domination, augmentation and
their concomittant variations in tonality and
mood.

Harmony is displayed in similarities in
the various intrinsic orders, thematic material
and moods.

Contrasts occur in the relationship of the
subject to counter-subject of sets of entrances
to attendant opisodes and among the intrinsic
orders with their various factors.

Balance between  the
exposition and corresponding

takes place
subsequent
sections and in numerous compositional ele-
ments at similar levels of organisational
integration. Finally, Rhythm in a dynamic
structural sense as opposed to the static
implications of balance—is manifested through
the interplay of ‘subject’ and ‘answer’, ex-
position and counter exposition; and in

more subtle ways.

Similar analysis may be made of the
sonata with its characteristic exploitation
of the developmental idea and of the rondo
with its attendant use of repetition and
I general it should be noted that
the principles of design operate in the relations

recitation.
of corresponding elements of the same
dimension and at similar organisational levels.

A brief introduction to aesthetic features

of some of the standard compositional

e
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patterns of Indian masic is attempted below.
Reference is purposely not made to the details
of technical organisation of musical materials
in those styles as being out of scope in an
article on aesthetics.

Dhrupada : This epic pattern tries first
to discover the oneness of the infinity not
merely of the life and world of physical
sense but of all being, all world, all Nature and
cosmos, all the planes of aesthetic experiences,
suggestions of an infinite multiplicity in the
infinite oneness. The unity it strives for is
the realised union of the human self with
the Divine, the Yoga, the ‘Dhruva-pada’ i.e.
the status of immutability or immobility.
Then it proceeds to weave into or around
that unity a vast wealth of ornament and
detail according to well-defined laws, sugges-
tive of spritual significance. The melodic
design of this style is closely interwoven with
intricate rhythmic varieties.

If the ear begins and ends by dwelling
on form and detail and ornament, the real
and the great unity that Dhrupada (or
Khayala) is can never be arrived at. because
then the ear will be obsessed by things other
than the original oneness which the form,
detail and ornament purport to relieve by
multitude. The original oneness is not a
combined or synthetic or effected unity.
It is from which the art begins and to which
its work returns. The one-ness is of the self,
the cosmic, the infinite in the immensity of
world-design, the multitude of its features

of self expression,—yet the oneness is
greater than and independent of their totality
and in itself indefinable,

A performance in this pattern is divided
into two parts,— the first is presented without
rhythmic accompaniment and verbal com-
position, in the melodic pattern of the Riga
with meaningless syllables like *Nom Tom
Ritanom’ ete. and the second half is comprised
of a verbal-tonal-rhythmic composition em-
bellished  with verbal-rhythmic variations.
The second half is usually organised in four
parts called Sthayi, Antara, Saficari and
Abhoga. The (the first line of

Sthayi) is repeated after completing the

refrain

Antari and similarly after singing the Saii-
cari-Abhoga in one unit. The element of
unity is supplied by the patternised melodic
structure of the Raga concerned and the
rhythmic pattern of the particular Tala in
The
through
improvised Alapa and Jodakima in the

which the composition is presented.

network of diversity is woven
first half preceding the rhythmic portion and
through improvised verbal-thythmic varia-
tions in the second half of the performance,
little tonal or-
namentation in the latter except in Bolatina,

In art, that only is the deepest and
the greatest which satisfies the profoundest

there being scope for

souis and the most sensitive psychic imagi-
That
truimphs and endures which appeals to the
best. In this view Dhrupada and Khayala

nations, ie. is “Sadhu-Sammatam”.

*These and similar syllables are generally believed to be the distorted form of ‘Mahavikyas’

(axiomatic pithy phrases having a deep spiritual

meaning) like ‘Om Tatsat’, ‘Tattvamasi’,

formulated as ‘Tenaka’, one of the six limbs of ‘Prabandha’ by Sarngadeva.
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are the greatest among Indian compositional
patterns.

The philosophical ideas adopted by this
style are usually those of ‘Vairagya’ or
‘Bhakti’.
world not in terror or gloom or cowardice,
but beginning in a sense of fatigue or vanity
of worldly life, or of something higher,
truer, happier than worldly life, it soon
passes beyond any element of pessimistic

‘Vairagya’ is turning from the

sadness into the rapture of eternal peace and
bliss. ‘Bhakti’ is union with the Divine
in a mood of loving servitude.

The literary part of Dhrupada is richer
in poetic content, more elaborate in extent
and more sober and serene in its meaning
than that of Khayala.

Khayala :

The richness of decorative skill and
imagination of Dhrupada is turned here to
the purpose of another pattern with, however,
the ground toned down somewhat of the
old epic mass and power. Khayala is much
more mobile than the Dhrupada and is also
more lyrical. Its melodic design is much
more complex than that of Dhrupada and
the scope for rhythmic variations is restricted
to a certain degree as compared to Dhrupada.
1t is believed to have been evolved during
the Moghul times but something of its graces
must have been developing before the Moham-
medan advent.

There are various theories of the origin of
this pattern. One of them tries to establish
the affinity of the Khayala's pattern with
Sadharani Giti, one of the five Gitis spoken

This is
probably true as a basic tendency. As a

of by Matanga and Sarngadeva.
contributory factor, however, the develop-
ment of the Khayila style can also be
move-
regard  to Samskrit
The advent and establishment
of the ‘Dhvani’ school in Indian poetics in the
9th and 10th centuries A.D. deeply influenced
the values and standards of literature in
particular and art in general. The emphasis
laid on the supremeness of the suggestive
power of words as compared to their primary
or indicative powers in poetry and drama
did perhaps lend fresh impetus to the recog-
nition of the suggestive power of musical
notes independently of the language of words.
The tendency of making the linguistic part
of vocal performance brief and more or less
insignificant and of enriching the musical
aspect with more and more complex melodic
designs can to some extent be ascribed to the
influence of the ‘Dhvani’ school in poeties,
In the field of literature this influence brought
about a general feeling of greater appreciation
of stray verses (Muktakas) replete with
suggestiveness. This, among other reasons,
was responsible for throwing the epic style
somewhat in the background and encouraging
the lyrical aspect of poetry. The gradual
development of the Khayala pattern also can
be viewed in the light of corresponding
musical tendencies and forces in operation in
the period succeeding the 10th century A.D.

viewed in the light of parallel
ments in style in

literature.

The aforesaid views point out to the
conclusion that the evolution of Khayala
need not be ascribed to any foreign influence

-
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The Persian word ‘Khayala’

need not be overstretched to prove the

on our culture.

foreign origin of this pattern of Indian
music. A more reasonable view will be the
one which takes note of developments in the
fundamental eurrent of the Indian ipdigenous
culture, a notable characteristic whereof is
that it borrows the minimum external
elements of exotic cultures and tries to attune
them to its own occult, more fundamental

and never-changing outlook and methods.

A performance in this pattern usually
comprises two parts viz. Vilambita (in
slow tempo) and Druta (in accelerated tempo)
popularly known as Bard Khayala and chota

Khayila.
incorporated viz. Tarana (a tonal-rhythmic

Sometimes a third part is also

composition with meaningless syllables, sung
in very fast tempo). Kach of these parts is
comprised of two parts viz. Sthayi and Antara
The Sthayl is repeated many times throughout
the performance. Both these parts are com-
prised of tonal-verbal-rhythmic compositions
and improvisations. The element of unity is
derived from the melodic and rhythmic
pattern of Riga and Tala respectively and
diversity is created through Alapa, Bahlava,
Bolatina, Saragama, Tana etc. interwoven
in the rhythmic structure. Graceful tonal
embellishments for which there is scope for a
very vast variety within the unitary pattern
of the Raga, is a characteristic feature of this
style. The possibilities of such embellish-
ments could not be exhausted by the Dhrupada
style because of its comparative rigidity and
probably therein lies the reason of the popu-
larity of Khayila. Bolatina (tonal-verbal-

rhythmic ornamentation) of Khayila is
directly derived from the Dhrupada and
all other elements of diversity, employed in
Khayila bespeak of a gradual evolution of the
clement of diversity, wherein is kept intact the
unity of Raga and Tila. A certain degree of
laxity and flexibility, a sense of delicacy or
tenderness (not femininity), gracefulness and
a fancy for all possible tonal embellishments
offering great scope for artistic imagination
characterise this compositional pattern.

Thumari :

It totally lacks the virility of Dhrupada
and the vigour of Khayala. It is characterised
by a striking note of femininity and its theme
is invariably connected with some or the
other phase of human love—in a state of
separation or union. Only a sclected few of
the Ragas of Indian music are fit for a ren-
dering of this pattern. Tonal ornamentation
in this style is not an end in itself but is
subordinated to the expression of the various
shades of meaning of the words of the com-
position. The composition is divided into
two parts viz. Sthiyl and Antard, the wor-
dings whereof are very brief. The short
verbal phrases of Sthayl or Antard are
presented with various tonal embellishments
and variations. Tt starts with slow tempo
and towards the end the tempo is suddenlv
increased. The whole song (Sthayl and
Antara) 1s repeated in this accelerated tempo
with a number of short ‘tanas’.

Bhajana :

This style evolved in the closing part of
the 19th and the beginning of the 20th
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centuries, intended as a religious counterpart
of the Thumari, aiming to replace the sensuous-
ness of the latter with devotional content
Pt. Vishnu Digambar Paluskar,
the pioneer of the renaissance of Indian music
in the present age had the foremost hand

and fervour.

in developing this style. The melodic pattern
of this style is to some extent akin to Thumari,
but the comparative predominance of the
characteristic which

poetic element is a

distinguishes it from the latter. The refrain
or ‘Teka’ or ‘Dhruva’ is repeated after each
stanza or Antara, there being a good number
of Antaras (in Thumari there is only one
Antara).

Ghazala :

It lacks in musical ornament and detail
and is the most sensuous of musical styles.
Tts motif most often is the eternal dream of
a love that survives death. Sometimes the
motif takes a social, political or even spiritual
turn.  When it has a spiritual motif it rises
from the earth without quite leaving it,
uplifts the imagination to a certain immaterial
charm of the middle world and in the religious
mood touches with a devout hand the skirts of
the Divine. On the whole, an all-pervading
spiritual obsession is absent in this style. There
is not here the vast spiritual content of the
entire Indian mind, but it is still an Indian
mind which in the creation of this style absorbs
the West Asian influence and lays stress on
the sensuous as before in the
Kilidasa.

weaving of some pieces of extreme mobility

poetry of
It s characterised by an inter-

and raciness (when the refrain is repeated)
and with
lesser mobility.

other pieces of comparatively

It has a predominant element

of poetry full of suggestiveness and very
little of melody. The melodic element is
very simple in design and complexity.

Qawwalt :

It embodies a religious aspiration and
fervour lifted to a noble austerity which
supports and is not lessened by the subordi-
nated ornaments and grace which are its
distinctive features. It i1s akin to Ghazala

in its intermediary pieces having great

raciness and mobility. This style is more

In so far
as its first part is repeated several times as

poetic than melodic in content.
refrain, it has a resemblance with the

European rondo. The refrain

is  usually
sung in chorus. It is a typical form of light
music and is generally rendered in indi-
vidualised tunes and not in any particular

Raga.

Indian Aesthetics of Melodic Patterns of Music ;

In India styles and forms of music pal-
pable to the ordinary senses and mind have
throughout the period of Samskrit literature
followed patterns set on a transcendental

and supramental plane. The latter

were
realised in their own terms and under esoteric
conditions and even if the door to them was
not open to all, nobody ever questioned
their transcendental and supramental charac-
ter.  These style-forms or patterns are
actually realisable and are realised in their
perfect vividness underappropriate conditions,
Unlike the Western transcendentalism of
intuition or imagination Indian transcenden-

talism is real, palpable and vivid.
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A few examples may be cited here indi-
cative of the transcendental and supramental
character of those fixed malodic patterns.

Deriving their names from colours of the
patterns  e.g. ‘Gawrl’—‘of white
‘Nilambar?’—‘with blue attire’.

colour’,

Deriving their names from their location
in the transcendental and supramental solar
region (with the Sun rising from the place
where the gods are born). Kealinga (belonging
to the region between the Krsnia river and
Jagannatha).  Gauwda

country beginning from the Banga Desa and

(belonging  to  the
running upto the end of Bhuvaneda). Banga
-leda  together with the Anga Deda is a
country situated within the Praci region.
Prici is the transcendental space where the
transcendental Sun rises,

Malava :

The rtegion where the planet Mars was
born. Also known as Avantl in which
region the city of the same name exists, is one
of the seven ‘Moksa’-giving ‘Purls’.

Deriving their names from transcendental

seasons—Vasanta, Meghamalhara.

There are other names significant of
transcendence, a detailed exposition whereof
is out of the scope of the present article.
These few generic structural patterns of
Indian music illustrative of their peculiar
nature may, therefore, be deemed sufficient.

Manners of Treatment of the materials of musie :

The application of principles of formal
design to the materials of the several arts
leads to the development of characteristic
modes of treatment or technical types and to

10

the crystallisation of the numerous formal or
The detailed
study of these basic teachniques and forms in

compositional types of each art.

music is the special province of musical theory
in the narrow sense. It is in this sense that
music theory has been called “applied music
aesthetics”.  The significance of these topics
in relation to the general problem of form in

musical aesthetics is discussed briefly below.

One of the chief manners of treatment of
the materials of music may be called melodic
(others being harmonic and contrapuntal).
When tones sounded one at a time in succes-
sion are organised into temporal patterns
according to certain artistic principles, the

treatment is melodic.

When succession of two or more simul-
teneously sounding tones is organised into
temporal certain
artistic principles, the treatment may he
called either contrapuntal or

according to whether it is primarily the

patterns according to

harmonic,

simultaneous combination of melodic lines,
or the temporal succession of chords.

It 1s important to realise that the generic
forms are abstractions of features common
to members of a given class, that they have no
particularised existence except as they are
embodied in individual compositions and that
their importance derives largely from the
significant role they play in the field of
expression or meaning and value.

Taste in Music. Musical and non-musical
Sfactors in the formation and development of
taste :

Fundamental criteria of good taste may
be established upon a frame of reference that
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includes variable factors, designed to provide
norms which would function within limits
on all levels of artistic activity.

In such a frame of reference including
variable factors the following three factors
will be relevant and important, viz.,

(1) Artistic sensitivity to the materials of
art :—tones in their intrinsic orders—if not
to the complex at least to the simple structural
units in musical design, tone, quality, scale,
intonation, chord progression, modulation of
voice, etc.

(ii)) A certain level of training and
experience in the teachnique of music, and,

(iii) A degree of orientation in the essen-
tially non-musical background which enriches
musical experience through derived values.
As regards the orientation through non-
said that

apprehension of value is enhanced by a liberal

musical factors it may be
education, by increasing the depth and
spread of derived values. Assuming that
the other two requirements have been
satisfied, viz, artistic sensitivity and training
and experience in the art, the person who
has good background in musicology, history,
language, literature, philosophy etc., is more
likely to attain a full apprehension of indirect
or derived values. Among these derived
values may also be included knowledge of the
composers’ and performer’s life, and the
circumstances under which the composition
was written. The socio-cultural background
and innumerable other related, though non
musical, details make possible the develop-

ment of more complex and
standards of good taste.

significant

Thus, though tastes may be individual,
they can be judged or compared in terms of
Through

musical experience the individual develops

such multiple frame of reference.

consciousness of various types of form and
technique which constitute the standard
of his taste. The type tends to be an ideal-
isation superior to the average. This applies
to types at different levels of complexity.
Glenerally speaking, the greater the natural
artistic sensitivity and the broader the
training and experience, the more refined will

be the taste.

It may be noted that psychological pro-
cesses of habitnation ie. formation and
breaking up of habits prevents the establish-
ment of rigid unchanging standards of musical
value. They explain changes in taste during
the processes of history and differences of

taste in any particular period.

In Indian Sangita Sastra “taste’ is under-
stood as ‘Rasa’ or ‘Guna’ and a person of
taste is generally known as ‘Rasika’ or
‘Guni’ or ‘Guanagrahi’. In Indian music
at its hest, ‘rasa’ is realised on a supramental
plane of consciousness where the distinction
of values directly musical and indirectly
musical vanishes ; where the theory and art
of music, drama, dance, literature, philosophy,
languages all find scope for an integral experi-
The greatest ‘Rasikas’ were devotees
Mirabai, Siradasa,

ence.
of God,—Thyagarija,
Tulasidasa ete.
‘Guna’, one of the basic concepts of
Indian poetics has a special philosophical

THTAT A9
El?r(!!rl:!' which means “an uncommon cause

significance. It connotes
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of pure and absolute knowledge”. gl
will, therefore, mean one who has the capacity
and aptitude for imhibing pure and absolute
knowledge.
an aesthetic is ‘Simajikatva’. @WIS means
FXF (or Fggw)-rasr.  The word  FIF
or FIES means IFIFAZ or IeAT so that
the artist should have a hankering for libera-
tion, beatitude or happiness. A hankering
for ever-increasing bliss is inherent in the
very nature of the human soul, the ‘Purusa’
the resident in and controller of the eight
Puris. Sanglta in its essentials is the pastime
for the ‘Purusa’.
Abhinavagupta, the celebrated Saiva
philosopher and dramaturgist has analysed
the constituents of aesthetic personality on
the level of ‘Katharsis’ (the state antecendent
to and lower than transcendence) into seven
factors in the context of drama as follows.
His views are equally applicable to music.

1. ‘Rasikatva’ or taste Le. “the inborn
faculty of discerning the aesthetic elements
in a presentation and of finding great satis-
faction in aesthetic contemplation”.

2. “Sahrdayatve’ or aesthetic suscepti-
bility. It brings about identification with
the focus of the artistic situation. It pre-
supposes close and prolonged study of the
theory and practice of the art concerned and
frequent occasions of witnessing  perfor-
mances or exhibitions of the same.

3. Pratibha or power of visualisation Le.
the power to clearly visualise the aesthetic
image in all its fullness and life, The aesthetic
susceptibility can supply only the pre-

Another $astric qualification of -

requisite of physical reaction to the stimula-

The next qualification for
aesthetic experience is, therefore, the power

ting situation.

of visualisation i.e. the power to conceive
the real aesthetic image with full vividness,
on the basis of the given art material which
is barely one-third of the total aesthetic
situation.

4. Vasana, Samskira or Intellectual back-
ground i.e. the store of impressious of ex-

periences in the unconscious

mind. The
power of visualisation cannot function without
this because the subject (the listener of
music) must have this store in the unconscious
mind in order to be able to complete the
aesthetic image.

5. Bhavana, Carvana or contemplative
habit i.e. the habit of recalling the asethetic
experiences which have come as parts in
succession in order to realise and grasp the
experience as a whole. This contemplative
process has been conceived on the analogy
of ‘Romantha’ or ruminating i.e. chewing
of the cud by an animal.

6. dptness of psycho-Physical state. Every
aesthetic experience presupposes a certain
state of the mind and body of the subject.
Appropriate state of health, age etc. go to
make physical aptness for aesthetic ex-
perience. Similarly, the mind should be free
from all deep-rooted conditioning elements
which the aesthetic object may not be able
to drive away; without this the identi-
fication with the focus of the presented
situation is not possible.

7. Capacity to establish ‘Tadatmya’
or identification with the aesthetic situation.
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Abhinavagupta has also analysed seven
impediments to aesthetic experience. Some
of these relate to the subject (who experiences),
others to the object (the art material pre-
sented). These are listed below together
with suggestions as to how each of the im-
pediments can be overcome.

(i) Inability to get at the suggested
meaning FfaaeEdgar, aewaATfavg:). It
arises from the idea of impossibility of the
presented. This can be overcome by (a)
‘Sahrdayatva’ on the objective side and
(b) the presentation of a well-known story
(in drama), on the objective side. In music,
the presentation of a familiar Riga can be
said to be conducive to the overcoming of

this impediment.

" (i) Subjective and objective limitations
This
applics more to drama than to music. In
music, the objective limitations are absent
to a great extent in the intrinsic nature of
the materials which have a more or less uni-
versal appeal.
tations, Abhinavagupta has recognised the

of time (Kila) and space (Deéa).

As regards subjective limi-

special efficacy of music as a means of bringing
about self-forgetfulness in the hearer. In
view of this, he has strongly advocated the
presentation of music before beginning the
actual dramatic performance so that the
audience is easily raised to a level of self-
fc‘)rgetfulness and subjective universalisation,

(iv) The influence of personal joys and
sorrows (frorgag-atfa-faaaitara: ). Here again,
music has been spoken of as a powerful means
of getting rid of this binding influence.

(v) Lack of clarity due to insufficient sti-
mulus(gfeqarads-a1q THzearaTa:). For those

who do not possess appropriate training in

the aesthetic appreciation of music, an
absolute musical presentation may prove to
be insufficient in its stimulative capacity.
Introduction of non-musical elements such
as poetry can make up the deficiency in such

cases. The Indian concept of Sangita as a

composite art of music (vocal and intru-
mental) and dance, does include the element
of histrionics which is a powerful factor in

toning up the stimulative capacity of the

musical material presented.

(vi) Subordination  of the  Principal
(sr=mAar) . In order to avoid this the ‘Sthayi-
bhava’ or the dominant emotion should be
given the prime of position in the midst of
the dramatic situation. In music, the main
theme or ‘Mukhya Anga’ of a Raga, which
centres around the Amsa Svara can be said
to represent the Sthayibhava and the im-
that
be taken as corresponding to the Saficari-
bhavas.

provisations woven in pattern can

(vii) Dublousness of presentation (da7-
arr:). In order to obviate this impediment
the materials suggestive of Vibhava (inciting
or arousing factor), Anubhiva (mimetic
changes) and Saiicari-bhavas (transient emo-
tions) are presented together and not in iso-
lation from each other. In music all these
constituents of Rasa are presented in a uni-
versalised state and the process of univer-
salisation (|IROTFTOr) is more or less
climinated.
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Schools of the Art of Music :

[A short description of some >f the schools
of Western art of music with parallels
(‘Gharand’ of North India) from the Indian
scene].

Absolutism—Romanticism —Impressionism—
Expressionism—Classicism—Ne v Music :

1. Absolutism. Preference for Music
divested of extramusical implications. Extra-
musical elements are poetic ideas or pictorial
suggestions, Even the text of a song is
considered an extra-musical element. Instru-
mental music is considered absolute. Program
music and vocal music are contra-distin-
guished from absolute music. Apart from
instrumental music, parallel examples from
the Indian music field are of ‘gharanas’
of vocalists deploying a preponderance of
‘Tarana’ ‘Nom Tom Alapa’ or ‘Alapa’ in
Akara.

2. Romanticism. The Romantic move-
ment as well as the term ‘Romantic’ originated
in a German literary school of the late 18th
century, formed by writers such as Wacken-
roder (1773-98) Ludwig Tieck (1773-18563)

Novalis (1772-1801) who in search for relief .

from the supposed or real prosiness and
shallowness of their surroundings, went back

‘to the literature and culture_of the_Middle

Ages, with its valiant knights, gracious ladies
and pious monks adopting the term “Roman-
ticist” as an expression of the spirit of the
Romanasque (German “‘romanisch”) era (11th
12th centuries). In this movement, musi-
cians took over the general feeling of “longing
for something non-existent” a propensity for
dream and vision, for the fanciful and emo-

tional. Musical Romanticism may, therefore,
be characterised as an art which emphasises
the subjective and the emotional possibilities
of music and neglects the formal and struc-
tural point of view.

This does not imply that non-Romantic
music lacks in emotional appedl. Non-
romantic music stimulates emotions through
musical qualities. Romanticism tried to
cut short the road from the c.omposer to
the listener by elinminating what is believed
to be mere “unnecessary formalism” in the
expectation of increasing by that much the
emotional volume. TLike a short circuit (in
electricity) music has by this method im-
mensely gained in ‘“high tension” but as
might well be expected, at the expense of
sustaining power. The appeal of such music
wears out rather quickly upon repeated
listening, while the greatest works of the
Romantic era, are no doubt, those which
derive substance and balance from the
classical principles of form and structure,
e.g. symphonies (instrumental compositions
for piano or violin with piano accompaniment
consisting of three or four independent
pieces called movements, each of which
follows certain standards of character and

form).

In India conditions of political and
social instability preceding the British regime
and of frustration of the British period of
history gave rise to a “longing for something
non-existent’” and desire to seek relief from
the prosiness of life by reviving memories
of the gaiety of the Moghul times. This
tendency gave birth to the Thumari, Ghazala
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and Quawalli styles. Of these Thumari
developed into several Gharanas among which
those of Banaras and Lucknow are notable.
Similarly the Khayala style though of earlier
origin gradually gained pre-eminance in

comparison with the Dhrupada style.

3. New music, aiso known as atonality.
Shortly after 1900, there began a reaction
against Romanticism which has continuously
gained impetus. The movement known as
New Music was a radical negation of Roman-
ticism in all its aspects, technical as well as
No such

ideal.

movement scems to have

taken place in India.

4. Impressionism.  Its  originator, a
Frenchman (Debussy) felt a revulsion against
dramatic dynamism and the heated atmos-
phere, pathetic exhibitionism and intros-
pective emotionalism of the Romantic com-
posers. Painting and poetry of contemporary
peried suggested to him a new type of music
which aims to hint rather than to state, in
which there is a succession of colours instead
of a dynamic development and atmospheric
This
music is said to be vague and intangible as
the changing light of the day, the subtle
noises of the wind and the rain.

sensations supersede heroic pathos.

5. Expressionism. Contradistinctive to
Impressionism.  Instead of
gained from the outer world” it turned to
“expression of the inner self”, more properly

of the “subconscious self”.

“Impressions

Schools of music

in India have always been mainly expressionist.

6. Classicism. This has

meanings :—

various

(1) “Music of the first rank or class, in
particular the ancient Greeks and
Romans and their culture”.

(i) “Antithesis to Romanticism”.
(iii) “Music of established value and fame
as distinguished from ephemeral works
which quickly disappear from the
programmes.

For less educated people, it has the

somewhat, deterrant meaning of “art

(iv

—

music” or “high brow” music in
contradistinetion to “‘popular music”
or “music for entertainment”. The
latter connotations do not deserve

serious consideration as they are

deterioratives.

Typical periods of Kuropean classical
music are the 13th-16th and 17th centuries.
Some of the modern Indian schools or
‘Gharanas’ of classical music relating to
‘Khayala’®  styles are
mentioned below. Each ‘Gharana” has its
distinctive technique and mode of elaboration
and ornamentation and was founded by a

distinguished musician.

‘Dhrupada’ and

‘Dhrupada’. In this style, the names of
four Banis or schools are handed down by
tradition and those are—Dagura Bani,
Khandara Béani, Nauhara Bani and Gobara-
hara Bani. The Gharanas of Jaipur, Bengal
(specially Vishnupur), Punjab (Philaur and
Hariana), Indore etc. owe allegiance to
one or the other of the Banis and there
appears to be considerable overlapping in the
distinguishing features of these Banis and
Gharanas, Some of the characteristics of the
different schools are,—the predominance of
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rhythmic variations, special emphasis on

verbal-tonal embellishments viz. Bolatanas,
the preponderant use of Gamakas, delicacy
and grace in the rendering of notes and
differences in ‘laya’ or tempo (some schools
giving preference to ‘Vilambita’ or slow,
others to ‘Madhya’ or medium, and still others
It is
very difticult to attribute specifically these
to the

the practical or conceptual significance where-

to ‘Druta’ or quick ‘Laya’ or tempo).
chracteristics

above-noted Banis,

The writer of
this article has not had the opportunity of

of seems to have faded down.

listening to the exponents of the various Banis
or Gharanas. However, even Pt. Omkarnath
Thakur who has listened to various exponents
throughout the country and held discussions
with them has expressed a feeling of uncer-
specific

(Vide
It appears that

tainty in regard to attributing
characteristics to the four
Sangitanjali Pt. IV p. 26).

Banis have deeper and more comprehensive

Banis.

significance than Gharanas of Dhrupada.

Ordinarily musician are initiated into
the techniques of one or other of the
Gharanas. In some cases, however, it would
appear that styles develop spontancously
without initiation and the musicians concerned
are identified with one or the other Binis or
Gharinis on the basis of the distinctive
features of their styles. For instance, I
have never heen formally initiated into any
of these Gharanas or Banis of Dhrupada,
yet the style which has crystalised as a
result of my own spontaneous singing of
Dhrupada is identified with one of the four
Banis viz. the Khandara Bani (to which the

Vishnupur school of Bengal is said to owe

allegiance). In 1961, when I gave a per-
formance in the Sadarang Music Conference
in Calcutta, newspaper critics and my
gurndeva Pt. Omkarnath Thakur publicly
expressed the opinion that I was developing
on the lines of the said Bani which is charac-
terised mainly by richness of

rhythmic variations.

intricate

Khayila. ‘Gharanas’ of Gwalior, Agra,
Kirana, Patiala, Jaipur and Rampur are
the main schools of this style, the first
three widely  known.

Predominant use of ‘Madhya Laya’ (medium

being the most
tempo), straight Tanas of ascending and
descending order in the three registers and
profuse use of Bolatinas on the pattern of
Dhrupada,—these are some of the charac-
teristics of the
(Romantic) is the epithet of the Agra school
which has Nom Tom Alipa preceding the

Gwalior school. Rangila

main performance with rhythmic accompani-
ment, intricate Tana-patterns and rhythmie
variations as its distinguishing features.
The Kirana Gharana is known for its emphasis
on elahorate Alipa, comparatively lesser use
of Tanas and Bolatinas and continuity and

flow in tonal variations.

The basis of the Indian theory of art is
that even at the lowest levels of experience
there 1s the ‘Ksara-Aksara’ situation in which
the subject is immutable and eternal whereas
the object is subject to change. Indian
mind has exceeded even this dimension and
traversed still higher regions in which even
the object is ‘Aksara’ just like the suhject.
Mind and speech fail to describe the bliss
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of experience, for instance at the level of
Dwaraka, Mathura, or Vrndavana.

Before passing on to the next topic and
by ‘way of general observation on the above
noted Kuropean Schools symbolic of the
constantly changing styles of music it may
be remarked that while each one of these
in its philosophies possesses an element of
truth, none takes into account the funda-
mental nature of m anand none attempts to
present an integral, immutable or eternal basis
The subject-
situation is one in which the subject is as
mutable as the object and it is clear that

of existence and experience.

BEuropean art has not tackled the problem
from the angle of the eternity and immuta-
bility of the subject or the object.

The point is that whereas the Indian
mind has throughout the ages heen riveted
on eternity and on the one non-changing
principle of aesthetic experience, the European
mind has been struggling all the time in inter-
preting the vagaries and freaks of mutation
of mental and emotive experience.
Criticism :

Criticism implies evaluation accompanied
with justification of the evaluation through
ntelligent
pointing  at aesthetic
Criticism is not appreciation though it is based

description and  comparison

potential values.
on it. It leads to enhanced appreciation of

aesthetic values.

The basic criteria of criticism-are found
in the fundamental aesthetic principles of
design and must be oriented to scientific i.e.
a systematic and historical frame of reference,

The eritic must be sensitive to artistic values

in the medium with which he is dealing. He
must have a broad experience fortified by
technical training in the systematic and
historical aspects of the art concerned. He
must have an insight into the fundamental
problems of philosophy as he relates the art
to  manifold socio-cultural ~ phenomena.
Finally, he must have a command of language

adequate to be expressive of his ideas.

In Indian literature, 3[r®I=AT is the term
equivalent of criticism. It has been held to
denote faziggafEiaT Faé‘a’-‘-rq which means
dissertation on a basis of specific ‘dharmas’
or intrinsic qualities. Since ‘dharma’ of an
object in its highest sense implies Fzafy-

TrRISAIHa34;, criticism or SITFAT must:
necessarily touch the limit of optimum
aesthetic experience and for that purpose
raise itself to the sublimities of the Vedic
and similar supra-mental fields by adopting

appropriate methods and standards.

The orthodox style of Western criticism
seems to be to dwell scrutinisingly on the
technique, on form, on the obvious story
of the form and then pass to some appre-
ciation of beautiful or impressive emotion
and idea. It is only in some deeper and
more sensitive minds that we get beyond
that depth into profounder things. A
criticism of that kind applied to Indian art
leaves it barren or poor of significance.
Here the only right way is to get at once
through a total intuitive or revelatory im-
pression or by some meditative dwelling on
the whole, ‘Dhyana’ in the technical Indian
term, to the spiritual meaning and atmosphere,
make ourselves one with that as completely

?
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as possible, and then only the helpful meaning
and value of all the rest comes out with a
complete and revealing force. For here it
is the spirit that carries the form, while in
most. Western art it is the form that carries

whatever there may be of spirit.

The characteristic attitude of the Indian
reflective and creative mind necessitates in
our view of its creations an effort to get
beyond at once to the inner spirit of the
reality it expresses and see from insid eand
not from outside. To start from the physical
details and their synthesis would appear quite
the wrong way to look at an Indian work
of art.
is upon animate matter carrying in its life

The more ordinary Western outlook
a modicum of soul. But the seeing of the
Indian mind and of Indian art is that of a
great limitless, self and spirit, ‘Mahinatma’
which carries to us in the sea of its presence
and living shape of itself, small in comparison
to its own infinity, but yet sufficient by the
power that informs this symbol to support
some aspect of that infinite’s self-expression.

Criticism of art is a vain and dead thing
when it ignores the spirit, aim or essential
motive for which a type of artistic creation
starts, or when it‘juclges by the external
details only in the light of a quite different
spirit, aim and motive. A comparative
criticism has its use, but an appropriate and
essential understanding must precede it if
it is to have any real value. The appropriate
and essential understanding must be of the
essential things, of the characteristic way

and spirit of the art observed, which will
11

enable the critic to interpret the form and
that Then
only can the critic see how the work of art

execution from inner centre.
looks in the light of other standpoints, in the

light of the comparative mind.

Now such a comparative criticisin is easy
in the wider and more flexible turn of
literature, it is perhaps, much more difficult
in the other arts, when the difference of spirit,
is deep, because there is the ahsence of the
mediating word and there is the necessity
of proceeding direct from spirit to tone and
rhythm or line or colour. And this brings
about a special intensity and exclusive con-
centration of aim and stress of execution.
The intensity of the thing that moves the
work of art is brought out with a more
distinct power, but by its very stress and
directness allows of few accommodations and

combined variations of appeal.

In art the thing meant and the thing
done strike deep home into the soul or the
imaginative mind, but touch it over a smaller
surface and with a lesser multitude of point
of contact than in literature. But whatever
the reason, it is less easy for a.different kind
of mind to appreciate than is the case in

literature.

Indian Art (including Musie) and Its Central
Motive and Significance :

The foregoing rapid and cursory survey
of the fields of European and Indian Aesthetics
of music has perhaps prepared the ground for
a few concluding generalisations on the spirit
and tradition which has reigned through all
changes of style and manner in Indian art
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distinguishing it from the spirit and tradition
of European art. The unity and continuity
of the Indian spirit and tradition enable us
to distinguish and arrive at a clear understan-

ding of what is the essential aim, inner turn
and motive, spiritual method which differ-
entiate the Indian from occidental art. The
following remarks are an adaptation of the
views of Sri Aurobindo as set forth in his
book entitled “The Significance of Indian
Art”. The said book deals primarily with
the three arts, Architecture, Sculpture and
Painting.  The general characteristics of
Indian art, however, would appear to be
common to music as well as to other arts.

All Tndian art is the throwing out of a
certain profound self-vision formed by a
going within himself by the artist to find
out the secret significance of sound, forms
or appearances, a discovery of the subject
in his deeper self, the giving of soul-form
to the vision and a remoulding of the material
and natural sound or shape to express the
psychic truth of it with the greatest possible
purity and power of outline and the greatest
possible concentrated rhythmic unity of
significance in all the parts of an indivisible
artistic whole. There are differences between
the arts but they are due to the materials
‘which they handle and the turn which is
natural and inevitable to their respective
‘aestheses. Indian art reflects in sound or
shape (of man or creature or incident or scene
or nature) a permanent and opulent signi-
fication of spiritual realities, The art of the
musician, for instance, justifies to the spirit
the search of the sense of the ear for delight

by making its own search for the pure inten-
sities of meaning of the universal sound and
its beauty. The indulgence of the ear’s
desire in perfection of tone and rhythm
becomes an enlightenment of the inner
being through the power of a certain spiri-

tually aesthetic Ananda.

The Tndian artist lived in the light of an
inspiration which imposed this greater aim
on his art and his method sprang from its
frontier and served it to the exclusion of any
more earthly, sensuous or outwardly ima-

ginative aesthetic impulse.

The unique character of Indian art and
its unrivalled appeal spring from the remark-
ably inward, spiritual and psychic turn which
was given to the artistic conception and
method by the pervading genius of Tndian
culture. TIndian music, like all Indian art
could not escape from its absorbing motive,
its transmuting atmosphere, the direct or
subtle obsession of the mind that has been
trained to hear, not as others do with only
the external ear, but by a constant communing
of the mental parts and the inner vision with
the self beyond mind and the spirit to which

. forms are only a transparent veil or a slight

index of its own greater splendour.

Notwithstanding its outward beauty and
power there is something in Indian art,
which seems to escape appreciation or is
imperfectly understood and this something
is precisely that profounder spiritual intention
of which, the things that the ear or the eye
and aesthetic sense immediately seize, are
only the intermediaries.

This explains the

E.
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remark often made about Indian art that it
is conventional or that it lacks inspiration
or imagination. The spirit of Indian music
par excellence will be missed when it does
not strongly impose itself and will not be
fully caught even where the power which is
put into the expression is too great and
direct to allow of denial. Indian music
appeals through the physical and the psy-
chical to another spiritual vision from which
the artist worked and it is only when this
is no less awakened in us than the aesthetic
sense that it can be appreciated in all the

depth of its significance.

The orthodox Western artist works by a
severely conscientious reproduction of the
forms of outward Nature. The external
world is his model, and he has to keep it
before his senses and has to repress any
tendency towards a substantial departure
from it or any motive to yield his first alle-
giance to a subtler spirit. His imagination
submits itself to physical Nature even where
he brings in conceptions which are more
properly of another kingdom. The stress
of the physical world is always with him and
the Seer of the subtle, the creator of mental
forms, the inner Artist, the wide-eyed voyager
in the vaster psychical realms, is obliged
to subdue his inspirations to the law of the
Seer of the outward; the spirit that has
embodied itself in the creations of the terres-
trial life, the material universe. An idealised

imaginative realism is as far as he can go

in the method of his work when he would
fill the outward with the subtler inner

seeing. When, dissatisfied with this confining

law he would break quite out of the circle,
he is exposed to a temptation to stray into
intellectual or imaginative extravagances
which belong to the vision of some inter-
mediate world of sheer phantasia. His art
has discovered rules which preserve the
illusion of physical Nature and he relates
his whole design to Nature’s design in a spirit
of conscientious obedience and faithfull de-
pendence. His imagination is a servant or
interpreter of her imaginations; he finds in
the observation of her universal law of beauty
his secret of unity and harmony and his
subjectivity tries to discover in hers by a
close dwelling _on the objective forms which
she has given to her creative spirit. The
farthest he has got in the direction of a more
intimately subjective spirit is an impressio-
nism which still waits upon her models but
seeks to get at some first inward or original
effect of them on the inner sense and through
that he arrives at some more strongly psy-
chical rendering. The luropean artist does
not work altogether from within outward in
the free manner of the Indian artist, His
emotion and artistic feeling move in this form
and are lumted by this artistic convention
and are not a pure spiritual or psychic emotion
but usually an imaginative exaltation dertved
from the suggestion of lite and outward thungs
with a psychic element or an evocation of
spiritual feeling imtiated and dominated
by the touch of the outward. The charm
that he imparts is a sublimation of the beauty
that appeals to the outward senses by the
power of the idea and the imagination work-

ing on the outward sense appeal and other
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beauty is only brought in by association into
that frame. The truth of correspondence on
which he depends is a likeness to the crea-
tions of physical nature and their intellectual,
emotional and aesthetic significances and Lis
works of sound, line and wave or colour are
meant to embody the flow of this vision.
The method of this art is always a transcript
from the visible world with such necessary
transmutation as the aesthetic mind imposes
on its materials. At the lowest to illustrate,
at the highest to interpret life and Nature
to the mind by identifying it with deeper
things through some derivative touch of the
spirit that has entered into and subdued
itself to their forms wfasy 7: yfyedy aqa
is the governing principle; although the
latter aspect is no longer true of European
art in much of its more prominent recent
developments.

The ideal Indian artist sets out from
the other end of the scale of values of ex-
perience which connects life and the spirit.
The whole creative force comes here from a
spiritual and psychic vision, the emphasis
of the physical is secondary and always
deliberately lightened so as to give an over-
whelmingly spiritual and psychic impression
and everything is suppressed which does not
serve this purpose or would distract the mind
from the purity of this intention. His art

expresses the soul through life, but life is
only a means of the spiritual self-expression
and its outward representation is not the
first object or the direct motive. There is
a real and a very vivid and vital representa-
tion but it is more of an inner psychical life

than that of the outward physical life.

The first primitive object of art is to
illustrate life and Nature and at the lowest
this becomes a more or less vigorous and
original or conventionally faithful reproduc-
tion, but it rises in great minds to a revelation
of the glory and beauty of the sensous appeal
of life or of the dramatic power and moving
interest of character and emotion and action.
That is a common form of aesthetic work in
Europe. In Indian art, however, it has
never been the governing motive. The sen-
suous appeal is there, but it is refined into
only one and not the chief element of the
richness of a soul of psychic grace and beauty,
which for the Indian artist is the true beauty,
‘Lavanya’* The dramatic motive is subor-
dinated and made only a purely secondary
element, only so much is given of character
and action as will help to bring out the
deeper spiritual or psychic feeling, ‘Bhava’,
and all insistence or too prominent force of
these more outwardly dynamic things is
shunned, because that would externalise too
much the spiritual emotion and take away
from its intense purity by the interference

*Lavanya' is one: of the six-limbs (Sadangas) of Indian painting which have

been enumerated in the following &loka quoted in the Jayamangala Commentary on
Vatsydyana's Kamasaitras (1.3) in the context of sixty-four arts :—

®qAT: FATN WEEEAAeEg | §13Ed afmEniT gfa A wdrwg o
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of the grosser intensity which emotion puts
on in the stress of the active outward nature.
The life depicted is the life of the soul and not,
except as a form and a helping suggestion,
the life of the vital being and the body.

The second and more elevated aim of
art is the interpretation or intuitive revela-
tion of existence through the forms of life
and Nature and it is this that is the starting
point of the Indian motive. The Indian
begins from within, sees in his soul the
thing he wishes to express or interpret and
tries to discover the right tone, tempo, line,
colour and design of his intuition, which
when it appears on the physical level, is not
a just and reminding reproduction of the tone,
rhythm, line, colour and design of physical
nature, but much rather what seems to us a
psychical transmutation of the natural figure.
In reality the songs or shapes that he presents
are the form of objects as he has perceived
them in the psychical plane of experience and
are the soul-figures ‘Atma-Vastu' of which
physical things are a gross representation
and their purity and subtlety reveals at once
what the physical masks by the thickness
The articulated sound, lines
and colours sought here are the psychic tones,
psychic lines and psychic colours proper to
the vision which the artist has gone into him-
self to discover. This is not the case with
the occidental artist whose immediate fide-
lity is towards physical Nature which is his
idea of true correspondence, ‘Sadr§ya’. His
interpretation of real existence proceeds on
the basis of the forms already given us by
physical Nature and he tries to evoke by the

of its casings.

form an idea a truth of which the spirit which
starts from it as a suggestion and returns
upon it for support‘and the effort, is then
to correlate the form as it is to the physical
ear or eye with the truth which it evokes
without overpassing the limits imposed by
the appearance. ’

The motive of the Indian artist is not to
recall with fidelity something our senses have
perceived or could have perceived on the
spot, a musical sound, a scene, an interior,
a living and breathing person, and give the
aesthetic sense and emotion of it to the mind.
The Indian artist observes the distinctions
of form faithfully but not in the sense of
an exact naturalistic fidelity to the physical
appearance with the object of a faithful re-
production of external expression of the world
in which we live. His is an awareness of
vividness, naturalness and reality but it is
more than a physical reality, a reality which
the soul at once recognises as of its own
sphere, a naturalness of the form to which
the physical eye bears witness. The truth,
the exact likeness, Sadréya or the corres-
pondence is there but it is the truth of the
éssence of the form, it is the likeness of the
soul to itself, the reproduction of the subtle
embodiment which is the basis of the physical
embodiment, the purer and finer subtle body
of an object which is the very expression of
its own essential nature, ‘Svabhava’. The
means by which this effect is produced is
characteristic of the inward vision of the
It is done by a bold and firm
insistence on the pure and strong outline and
a total suppression of everything that would

Indian mind.
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interfere with its boldness, strength and purity
or would blur over an('i dilute the intense
significance of the articulate sound or the
The details
of the outline are filled by a disposition of

line or colour of a work of art.

pure material, and a simplicity of content
that enables the artist to flood the whole with
the significance of the one spiritual emotion,
feeling, suggestion which he intends to
convey, his intuition of the moment of the
soul, its living self-experience. All is disposed

to express that and that alone.

Western mentality comes to Indian art
with a demand for something other than what
its characteristic spirit. and motive intend
to give, and demanding that, is not prepared
to enter into another kind of spiritual ex-
perience and another range of creative voicé,
sight, imagination, power and mode of ex-
pression. Similarly the Indian comes to the
Kuropean art with a previous demand for a
kind of vision, imagination, emotion or signi-
ficance which it cannot give.

All great artistic work proceeds from an
act of intuition, not really an intellectual
idea or a splendid mmagination—these are
only mental translations—but a direct intui-
tion of some truth of life or being, some
significant form of that truth, some develop-
ment of it in the mind of man, So far
there is no difference between the great
Kuropean and great Indian work of art.
The immense divergence that actually exists
between the two consists in the object and
field of the intuitive vision, in the method
of working out the sound, sight or suggestion,
in the part taken in the rendering by the

external form and technique, in the whole

way of the rendering to the human mind,

even in the centre of our being to which the
work appeals. The Huropean artist gets
his intuition by a suggestion from an ap-
pearance in life and nature or, if it starts from
something in his own soul, relates it at once
to an external support. He brings down
that intuition into his normal mind and sets
the intellectual idea and the imagination in
the intelligence to clothe it with a mental
stuff which will render its form to the moved
Then he missions
his throat, eye and head to execute it in

terms which start from a colourable “imi-

reason, emotion, aesthesis.

tation” of life and Nature—and in ordinary
hands too often end there—to get at an
interpretation that really changes it into
the image of something not outward in our
own being or in universal being which was
the real thing perceived. Looking at the
work of art we have to get back through
the materials of the art to their mental
suggestions and through them to the soul
of the whole matter. The appeal is not direct

to the ear or eye of the deepest self and
spirit within but to the outward soul by

a strong awakening of the sensuous, the
vital, the emotional, the intellectual and
imaginative being, and of the spiritual we get
as much or as little as can suit itself to and
express itself through the outward man. The
objects of this creative intuition are life,
actlon passmn, emotion, idea in Natu.re seen
for their own sake and for an aesthetlc
dehght in them. The direct and unveiled
presence of the Inﬁmte and its godheads is

Fd '
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not evoked or thought necessary to the
greater greatness and the highest perfection.

The theory of ancient Indian art at its
greatest—and the greatest gives its character
to the rest and throws on it something of
its stamp and influence—1is of another kind.
Its highest business is to disclose something
of the self, the Infinite, the Divine to the
regard of the soul, the Self through its ex-
pressions, the Infinite through its living finite
symbols, the Divine through his powers.
Or the godheads are to be revealed, luminously
interpreted or in some way suggested to the
goul’s understanding or to its devotion or at
the very best to a spiritually or religiously
aesthetic emotion. When this hieratic art
comes down from these altitudes to the inter-
mediate worlds behind ours, to the lesser
godheads or genii, it still carries into them
some power or some hint from above. And
when it comes quite down to the material
world and the life of man and the things of
external Nature, it does not altogether get
rid of the greater vision, the hieratic stamp,
the spiritual seeing, and in most good work-—
except in moments of relaxation and a
humorous or vivid play with the obvious—
there is always something more in which the

seeing presentation of life floats as in an
It is not that all
There is plenty

immaterial atmosphere.
Indian art realises this ideal.
no doubt that falls far short, 1s lowered,
ineffective or even debased, but it is the
best and the most characteristic influence
and execution which gives its tone to an
art and by which we must judge. Indian
art is in fact identical in its spiritual aim and
principle with the rest of Indian culture.

A seeing in the self accordingly becomes
a characteristic method of the Indian artist
and it is directly enjoined on him by the
canon. He has to see first in his spiritual
being the truth of the thing he must express
and to create its form in his intuitive mind.,
He is not bound to look out first on outward
life and Nature for his model, his authority,
his rule, his teacher or his fountain of sugges-
tio". Why should he,when he has something

gnite inward to bring out into experience ?

In summing up it can be said that the
Indian mind moves on the spur of a spiritual
sensitiveness and psychic curiosity, while
the aesthetic curiosity of the European
temperament is intellectual, vital, emotional
and imaginative in that sense and almost
the whole strangeness of the Indian use of
tone, line and mass, ornament and propro-
tion and rhythm arises from this difference.
The two minds live almost in different worlds,
are either not working at the same things,
or even when they meet in the object, see it
from a different level or surrounded by a
different atmosphere, and we know what
power the point of view or the medium of
vision has to transform the object. Un-
_.doubtedly there is very ample ground for
the European’s complaint of the want of
naturalism in most Indian art. The inspira-
tion, the way of seeing is frankly not in a
physical sense vivid, convincing, accurate,
graceful or strong, or even the idealised
imaginative mmitation of surface or terrestrial
nature. Indian art is concerned with em-
bodying spiritual experiences and impressions,
not with recording or glorifying what is
received by the physical senses.
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Conclusion :

As was stated at the outset this article
purported to attempt for the first time in
modern musical literature a comparative
study, in outline, of the Aethetics of European
and traditional Indian music. This task
has, perhaps, been accomplished with some
measure of success. Tradition in India has
sct a very low value on purely sensuous music
howsoever exquisite qualitatively it may
be. Such music has been held to be posi-
tively perilous for the human beings in its
psychological, moral and spiritual effects.
Certain birds e.g. the nightingale, or the
cuckoo possess a very beautifully musical
voice but for that reason they are not placed
higher than human beings in the scale of
Rather, for

sensuous musical experience is found to be

existence. certain  animals

positively harmful. Moral for the human
beings is drawn from their example as in the
following Sloka appearing in a well-known
treatise on music.

EERECHLIEAREE EL IR CIS O o
FA1 FEFEAT M0 a=sfy ifaag
(FTeTerfafy, @EIAFTT ¥)

The author of
while eulogising in the preceding and succeed-
ing Glokas the power of the ‘Svara’ to attract
god, man and beast alike, hints in the above
Sloka at the perils of a purely sensuous appr-
oach to ‘Svara’,

Indian opinion has insistently affirmed
that for the realisation of pure music (which
as an ideal attracts western thinkers also)

it is essential to rise to the level of pure

‘Svaramelakalanidhi’,.

being, by a process the key to which is held
by the spiritual preceptor.

Indian approach to the problem of
artistic experience is fundamentally spiritual.
In certain Indian philosophical
especially the Vaignavite philosophy it is
theistic. As among Vaisnava devotees there
have been some of the famous musicians of

India. Vaisnava philosophy is of special
According

systems,

significance to Indian Sangita.
to Vaignavite philosophy the individual self
(Purusa, Siksi or Atma) which is ‘Cetana’
or conscious, as well as the intellect, senses,
body and .external sense-objects, which are
‘Jada’ or inconscient, are under the control
of God. All that is ‘Jada’ is characterised
by sorrow and constant changeability, When
through ignorance these ‘Jada’ entities are
conceived as parts of one’s self or subject
to ones’ own control, the individual self
suffers the sorrow and the changes which
really belong to them and not to the self.

Cognitive senses are of two kinds (i)
the intuitive faculty of the cognitive agent
identical with himself and (ii) the ordinary
cognitive senses of smell, taste, sight, touch
and hearing and ‘Manas’. According to the
‘Pramina Paddhati’ of Jayatirtha, a Madhvite
Vaisnava writer, the cognitive agent per-
ceives the self and its qualities, ignorance,
‘Manas’ and its faculties, and all sense-kno-
wledge, pleasure, pain ete., time and space.
The ordinary cognitive senses produce the
states of ‘Manas’ and they are like so many
instruments which have contact with the
object of cognition. The verdict of the
intuitive faculty need not necessarily always
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be objectively valid though it is always
capable of correctly iutuiting the contents
of sense-observation. In God and Yogins
both subjectivity and objectivity is in
agreement with facts; in ordinary persons
subjectivity may or may not, in a particular
case, be in agreement with the objective
parts but the faculty is always correct in

intuiting what is brought to it by the senses.

Pleasure perceived by the ordinary cog-
nitive sense is Visayananda. Pleasure per-
ceived by the intuitive faculty, of the cognitive
agent, the ‘Atman’ is ‘“Atmiananda’ or ‘Brah-
miananda’, Still higher is ‘Bhajaninanda’
of the devotee who serves the Lord of his
soul with the cognitive sense and intuitive
faculty of his self to which the ‘Jada’ elements
The highest
or the purest music is, therefore, that which
is dedicated to God.
philosophy is thus of vital significance to

of his being are subordinated.
The study of religious

a student of Indian music.

Postscript :

It will not be out of place to consider if
Acsthetics can usefully be included in the
syllabi of studies under the Faculty of Music
o'f our University.

Tt will be observed that the subjeet
permits of a systematic study of a definite
scope embracing theories based on exact
definitions and touches interesting problems
relevant to musie, fit for study at post-
graduate level in a University. If it could be
included in the curriculum of our University
in a course for a Master’s degree in Musicology
such a course would seem to deserve a higher

rank in the seale of educational values in
comparison, sav to the normal course in
thecretical aesthetics studied as part of the
M.A. course in philosophy. The distincive
advantage of the M.Mus. course over the M.A.
will be that it would be studied as a subject of
direct and intimate practical interest by
students adequately versed in the creative
aspect of the art of music, as they will
have already studied practical music upto the
As against this the M.A.
(philosophy) student studies aesthetics in
the abstract unrelated to any art in the

B.Mus. course.

creative aspect whereof he may be interested.

Apart from Aesthetics of music, other
interesting subjects fit for inclusion in the
M.Mus. course in Musicology will be (i)
(i) Advanced study of
‘Rasa’. (iii) Accoustics of Musie. (iv) Physio-
logy and Psychology of music (v) Philo-
sophy and sources of Musical History. (vi)
Problems and methods of Historical Research

Musical Pedagogy.

in Music (specially South Indian, which has a

historical literature of notated music).

A course comprising these subjects will be
substantial, profound and educative enough
to claim recognition of fitness for a Master’s
degree.

One or two observations of practical
importance are relevant here. These are
concerned with inducements to be offered
to students of new lines of study yielding
precarious scope for earning a livelihood.
University education in music is in an early
stage of development in  India and the
profession of music does not offer chaneces

of earning a livelihood except to the few who
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can outshine their compeers not only by
dint of hard work but also by virtue of natural
aifts.

Men of experience and practical knowledge
are agreed that a student graduating in
music from a University does not become
a stage-musician outright.  He has to acquire
further mtensive training under personal
care of a master artist.  This apprenticeship
i3 as necessary or even more in musie than
say in commerce, engincering, medicine ete.
Now apart from the fact that facilities of
serving under a master artist are not ordi-
narily available to most of the graduates
in music (and even when available), the other
condition viz. that of natural gifts cannot be
satisfied in many cases. This is the first
consideration to which I would draw atten-
tion.

Music is a part of the humanities and its
study should not be penalised by denying
to students the same scope of competition
and opportunity as is open to the students
of other branches of humanities. This is
the second consideration deserving notice.
Mudaliar Enquiry Committee also in its
report stressed that music should be treated
in the B.H.U. as a branch of humanities.

A third consideration 1s that education
in music in our University will continue to

exist in its present precarious condition

so long as students are not willing to study
music as a full time course like other branches
This

forthcoming only when music  education and

of humanities. willingness  will  be
music degrees are accorded the same social

and legal recognition as other degrees,

In view of the aforesaid considerations
it is high time the Union Public Services
Commission and the Provineial Public Services
Commission are moved to include muosic and
musicology in their syllabi for competitive
examinations and to recognise B.Music and
M.Music degrees at par with B.A. and M.A.
or B.Se. and M.Se. degrees.  In anticipation
of or to obviate any possible objection from
the said authorities it will be advisable to
course in

include a small inglish in the

curriculum for B.Music degree,

Prejudices die hard. There was for a
long time unwillingness on the part of univer-
sities and Public Services Commission to
grant to degrees in Commerce equivalence
to corresponding arts and science degrees.
Ultimately opinion relented and now degrees
in Commerce enable their holders not only
to compete like other graduates for admi-
ssion to public services but also to university
It is to be

lroped that history does not repeat itself

courses in law and teaching.

in evoking initially similar reluctance in

regard to music degrees,



TWO SANSKRIT MANUSCRIPTS ON VOCAL AND
INSTRUMENTAL MUSIC

R. K. SHRINGY

Among the various Sanskrit manuscripts
on Music scattered throughout the length
and breadth of the country and certain
libraries in foreign lands, there are a few
that belong to the period after the sixteenth
century ; among them too almost all of them
generally deal with the Gita aspect (vocal
music) of Sangita, while such of them that
deal with Instrumental Music and Nrtya on
the pattern of ancient writers like Bharata
and Sarngadeva are rare indeed. This period
is considered to be a period of decadence
in the history of Sanskrit literature during
which whatever literary activity was carried
on, tepresented old wine in new bottles,
rather poorly manufactured. In such cir-

cumstances, in fact we should consider
ourselves fortunate if we can come across
some work in which a mark of originality
is visible. The following two manuscripts
that have briefly been reviewed here belong
roughly to the period spoken of above. One
of them viz. Niada Dipaka concerns itself
mainly with vocal music and the other
viz. Sangita Patha with instrumental music.
Thus the two works Nada Dipaka and
Sarigita Patha are representative not only
of their period but also of certain contempo-

rary trends in the musical thought of their
respective spheres.
Nada Dipaka : The Manuscript of Nada
Dipaka is deposited in the Sarasvati Bhandar
12

Library of Ramnagar fort palace of H. H.
the Kashi Naresh. A copy of this Manuscript
has been prepared by the Research Section.
The only copy of the work in our notice is
evidently incomplete and not in good condi-
tion although it can be handled with
It contains seventeen folios of small
size, and about one hundred fifty verses in all.
The intention of the author from his unde-

ease.

signated preface seems to be to deal with all
the topics dealt with traditionally by older
writers on music with the exception of Nrtya.
But the portion of the manuscript available
to us deals rather sportively with a variety
of topics, not exhaustively and yet compre-
hending in detail a good many subjects
intended to be treated. Thus it may be
surmised that we do not have to loose much
by the portions wanting in the available copy
of the work. Strangely enough the author
does not mention anything about himself
in the initial portions of the work as would
usualy be expected and unfortunately we do
Thus

the name of the author does not appear

not have the closing colophon as well.

anywhere in the work nor are we in the
possession of any external evidence on the
basis of which the identity of the author may
be established. Consequently the date and
the name of the author in this case are
enshrouded with the cloak of mystery. This
however does not in any way minimise the
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value of the work which can, very well be
realized from the following account. But
all the same if a conjecture be attempted we
can say with some confidence that it is
possibly later than ‘Ragamala’ of Pundarika
Vitthala; for, concievably the extension of
Riga—Ragini classification to Ragaputras
ete. is first available therein: secondly the
language, style and the standard of treatment
of the text also point to its late origin. We
may therefore surmise that the work might
have been composed sometimes between the
seventeenth and eighteenth centuries.

The whole work has been written in
continuation and no division in chapters
is to be found. The author has preferred to
arrange his work after the Paurdnik style of
coversation between Lord &iva and his
consort Parvati, giving thereby a look of
antiquity to his work which, however, is
evidently pretentious.

After having spoken in high tones about
the inexhaustible merits and all-encompassing
utility of the ‘Nada Dipaka’ the author,
oat.ensibly enumerates the topies which he
probably intends to deal with in the following
order; Nada, Grama, Svara, Pada, Vidhi,
Guna, Varga, Laya, Stanaya, Alapti, Gamaka,
Tala, Jyoti, Kala, Mircchani, Gita, Raga,
Ragangana, and Ragaputra; but actually
he does not strictly follow this order in his
treatment.

Under the head of Nada-prasansa he gives
very fine exposition of Omkira which is not
perhaps 80 much attended to by other
anthors garngadeva. But his
treatment of Nada is more poetical than

including

scientific. He classifies Nada as Anahata
and Ahata and recognises two different types
of Dhvanis, Akrta and Sukrta conceived of as
two wives of Nada. Tn this respect the follow-
ing two verses merit a close examination :
HEA: Hazag Areew IwAr At |
HAIEAT Y ATE: | ATEY AR 13K
AFA: gPATHT  ATEAAGY oA |
HFA: qTSden T GEAl SEHSAT NI%N
The author has conceived Nada as the head
of a family. This particular concept throws
a new light on the traditional method of
Raga-Ragini classification and such other
Evidently all the members of
Nada family are abstract elements essentially
related to Nada. Furthermore it is worthy
of note that the author speaks of Anahata
Nada as perceptible in Yogic contemplation
only,

SATEATS qY ATE: | AvEy awraimia: uivn

and he also speaks of the two wives of Nada,

peculiarities.

the Akrta of whom sustains the worlds and
the Sukrta entertains them. Obviously Ana-
hata is no different from Akrta Dhvani
and Ahata is none other than Sukrta Dhvani.
This clearly brings out the fact that the system
of attributing family members to Nada or
Ragas or Rsi, Kula, Varna, Devata, Chanda
(metre), place of birth, Rasa ete. of the Svaras
etc. is only a personified classification of the
‘General’ into its ‘Particulars’ and is quite
akin in spirit to the families of animal kingdom
of the science of Zoology and of vegetation of
the science of Botany. To go into further
details of this hypothesis will be an unwar-
ranted digression from the subject in hand
but surely this points out an important field of
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research for the scholars, which may lead us,
if pursued to the end, to the discovery of
essential links of the ancient classifications and
may consequently reveal some fundamental
principles of musicology known to the ancients.
Although the author of Nada Dipaka is
influenced by Matanga he niether acknow-
ledges that nor he follows him in the extent of
detail in his treatment of the subject. The
following verse in the praise of Nada may, for

example, be compared ;

7 A fqAr Agr a aaw famw e
T AT faar Md qenrmEfra q@@
Nada Dipaka.

T M faar M| 7 anda fqar | ok
T ARA faAr a9 acArmETES qAg ugen
Brhaddesi.

He locates the seat of Nada in the centre
of Susumna Nadi which may roughly, though
not precisely, be identified with the traditional
place, ‘Brahmagranthi’ spoken of by Sari-
gadeva, Matanga and others. His account
of Pindotpatti i.e. the inception and develop-
ment of the body is more or less restricted
to the human body i.e. microcosm, and as
compared to Sangita Ratnakara is fair enough
though not very comprehensive. He has
also incorporated the traditional theory of
determining the sex of child which is quite
interesting and there he also distinguishes
between the individual factors respectively
contributed by the parents towards the
of the

account he also aseribes seats to various gods

formation child’s  body. In this
representing the subtle elements and the

céntres of cosmic energy in the human body.

About half of the available text has been
devoted to the general topics hitherto spoken
of and in the other half the author discusses
other topics enumerated by him in the
beginning. Conventionally, he speaks of three
Gramas, seven notes, and six Ragas. Of
the seven notes he allocates Sadja to Bhairava,
Rgabha to Malakaudika, Paficama to Hindola,
Madhyama to Dipaka, Dhaivata to §ri R.ﬁga.,
and Nigida to Megha Raga. Ganadhara,
he says is supported by Ormnkira. This is
quite unusual. 1t is difficult to conceive the
author’s intention in ascribing one note each
to the six Ragas for obviously a Raga can
not be composed of a single note. This view-
point may become worthy of investigation
providel we come across some parallel
references ; but for the time being this almost
unique feature may only be noted with care.
The following verses may, therefore, prove to
be of interest.
gESmr A& W HEN AEREE: |
gsanl fEd@TE Reaal QIFTFIT oy
daaza =i R Ragemar: (7)

ST wEET () meardgrafiEe negn

Then he goes on to describe the location
of Svaras in the human body and gives the
traditional comparison of the seven notes with
animal voices. The value of his description
lies in the fact that he allots one definite place
to each of the Svaras in the human body
whereas Sirngadeva, Kalasena and others,
give a detailed account of voice-production
in case of every note; for example:

AT GEETE ATYE-FHIS-AHIE: |

AT FUNAY TERTAEATY WON Efa:

S. Raj II. 1.1.189.
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TR TR v e e |
WO AR TP AETEEE el
T ATOWEAH SBWeR § TS9N |
wore duaeaE fraEsfa |1 awd neen
Nada Dipaka.

Regarding his comparison of the seven
notes with animal voices his account does
not entirely agree with tradition as compared
to Sangita Ratnakara.

AGITITN GIW: AT TS |

ar tafa arewr SsEt wmfa wwEg ik

wifesT gus s (?) smay Fafa daema

frad  FEAA TA TGAT TTISAIH 1ol
Nada Dipaka.

AT SO TTRSAR EHIL 0 |

L3

THTY A YA AT a=aat |
S. R. L 3. 46-47.

On the whole his treatment of Svara can
not be said to be comprehensive for he omits
such Paurinik topics as caste, family, place
of birth, Rsi, Devata, metre and Rasa etc.
of the Svaras ; nor has he cared to give various
classifications of mnotes. In his scientific
treatment also he has totally ignored §ruti
and Mircchana and only casually referes to
Raga. Of Ragas we do not find anything

except what has so far been said. It appears

‘that at least one third of the manuscript
is lost to us. This is quite evident for, it
is only the topics enumerated by the author
towards the end that we do not find discussed
in the available protion of the manuscript.
A rough-shod treatment has been meted out
to such topics as Gamaka, Guna and Dosa,
auspiciousness of Dhola etc.
an indistinet

He also gives

distribution of the letters

of Sanskrit alphabet on the basis of four
castes.

Of the instruments he deals with flute
and Vina in detail and it is quite notable that
he also mentions §ehnai, though the verse
may prima facie, be taken as an interpolation.
He deals with Tala in some detail ; his account
yet can be of no match to the standard works.
His elaboration of Pangatala Vidhi is notable.
Beyond this there is nothing particular in the
available text which may be worthy of
mention.

In conclusion it may be marked that the
style and language of the text available to
us are reminiscent of the period of decadence
in the history of Sanskrit literature when
originality became a rare phenomena.
Besides, the scribe or the copyist of this
manuscript has confronted us with a highly
defective text; probably it might have
passed a few, not very competent, hands
before adopting the present form, which
is full of glaring blunders on the scribe’s part
who, for example, has written A1 for ATe:
and 319H for ¥aH. Not a single verse
is free from such blunders. Whatever
portions of the text have been incidentally
reproduced here, in spite of the editor’s touch,
speak for themselves. But so far as the ex-
position of the subject-matter is concerned,
the author can be said to have made a notable
contribution to the subject of his work and
deserves appreciation for maintaining the
tradition in the times in which he lived.

Sangita Patha : This manuscript also is
deposited in the Sarasvati Bhandar Library
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of Ram Nagar fort place of H. H. the Kashi
Naresh and a copy of it has been prepared
by the Research section of the college. The
Mansucript is in a fairly good condition and
consists of forty folios of ordinary size and of
about three hundred and twenty two verses
in all. The Manuscript is incomplete and
begins with Vadya Prakarana, though it does
not seem to have been named as such
anywhere in the text, which begins with
st wrotzma A9 | The first verse is devoted to
satulations to flute ; but this cannot be cons-
trued as Mangalacarna and since no Mangala-
carana worth the name i1s to be found it is
obvious that the original work must have been
preceded by certain other chapters on Vocal
otherwise it is difficult to admit

that the author was to write on Instrumental

music :

Music only for, that is quite contrary to the
traditions established by Sanskrit writers on
musicology. The closing colophon too is not
available ; so that the present chapter on
Instruments also is incomplete and since the
author has not announced the number of
particular topics intended to be treated by
him, we cannot say to what extent it is
incomplete.  Nevertheless, a comparative
study may reveal something, provided it be
safely presumed that the present work is a
treatise on Instrumental Music only. The
nature of the manuseript being what it is, the
author’s name is nowlere to be seen; nor,
is there any direct reference to indicate his
time, However, the language and style of the
work suggest that it cannot helong to

earlier than seventeenth century.

The text opens with the definition and
fourfold classification of the instruments and
a brief reference to the two-fold classification
of Nada.
author speaks of eight types of Vina and
after defining its form etc. he gives full descrip-

Of the stringed instruments the

tion of each of them. In between he also
discusses the essential characteristics of a
player of Vina, the method of playing on it
and the seat of different gods in the various
parts of Vina.

his treatment in case of the other three

This is the general scheme of

classes of instruments as well, and it is
proposed to furnish a brief account of his worlk,
keeping in view some of his peculiarities.

He speaks of eight Vipas: Rudravina,

Brahmavina, Tanburam, Svaramandalam,
Pinaki, Kinnari, Dandi and Ravanahastah;
of these only three names Pinaki,
Ravanahastah and Kinnari tally with the
account of garngadeva. Before dealing
with each of these, in his general treatment
of Vind he defines its form in terms of
measurment etc. in his account of Brahma-
vipd. In his description of Rudra Vina he
also mentions the seat of various gods in
different parts of that Vina according to the
tradition followed by Sarngadeva, in almost
identical terms.

UL TEATHT A1 LA FARAN |
gfr afww wgn geat i acaat uyn
e agfesaa siar ax g w=awn |
wtforet (anfwn: ) @dg a3 dw: WRAAST UEN
AEIARAT TEATENE AIAFAT AR

—>Sangita Patha.

Regarding this convention of describing
the seats of various gods in the various parts
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of Vina it may be observed that it must have
some esoteric significance not necessarily
understood by the later writers. The concep-
tion of Sarira Vina may be inter-linked with
the vedic conception of the gods residing in
human body and the conception of Purusa
Yajiia. Thus the esoteric significance of
the seats of different gods in the Vina may
be brought out. It cannot be said with
any measure of certainty how far our author
was enlighteried on this subject. Looking
to the general trend of his times it is more
probable that he might have only followed the
tradition in giving his description which so
closely agrees with Sangita Ratnakara. But
nevertheless the original authors of this con-
vention must have known the theoretical
basis on - which it has been established.
It will indeed be quite enlightening to dicover

the esoteric meaning behind this theory.

This may be taken as an instance of the
unacknowledged influence of Sarngadeva on
our author. There is nothing very particular
about the method of playing upon Vina that
he has described. Then he gives a brief
description on the above lines regarding all
the types of Vipi. On the whole his
treatment of the stringed instruments is
quite incomplete for he has not attempted to
illustrate the playing upon Vina of any of the
Ragas, as Sarngadeva has done in case of
stringed and wind-instruments. This helps
one to understand fully the technique of the
instrument concerned. Our author seems to
have totally ignored the practical side of the
subject which is obviously more important.
Besides, he makes no reference to such other

important technical terms such as Karana,
Niriipana, Dhatus, Tattva etc. dealt with
by Saragadeva, who is well-known to him.

According to his scheme he next takes up
the Naddha Vadyas of which he deseribes only
eight : Mrdanga, Dundubhi, Bheri, Rufija,
Damarii, Pataha, Cakravadyam and Hudukka.
But he gives a detailed treatment of Mrdanga
only and for the rest he confines himself to the
description of their form and measurement of
various parts. Regarding Pata-Varnas he
differs from Sarngadeva who counts sixteen
of them whereas he speaks of twenty being
composed by Lord Siva. He gives a few
of the
method of playing, and of Patahastah etc.
is rather incomprehensive. On the whole

his treatment of this chapter is fragmentary

illustrations too. His description

as compared to the standard works.

His classification of Anaddha instruments
into Anaddha and Tatanaddha is notable.
It appears that our author has introduced this
classification for the first time. He gives
three Dhakka,
Ravavaha and Karacakram under this class.

instruments,  namely
These instruments by their very name
Tatanadha imply a dual character in their
composition. These instruments have pri-
marily been classed as Anadha; therefore
leather-work obviously should predominate as
compared to the strings ; but it is difficult to
conceive their use as Tala Viadyas and the
utility of the strings at the same time:
either therefore these instruments be con-
sidered as Tala Vadyas having the strings for
some subsidiary purposes or as stringed
instruments having some leather-work over
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their body. This is an important question
as would appear from the following dis-
cussion.

who has not made such a
distinct classification of these instruments,

Sarngadeva,

also mentions such instruments under the
Anaddha Vadyas. For example his Dakka,
Khakka, and Kuduva clearly, have this dual
character. But the problem posed by his des-
cription is that whereas he says that the
instrument Dakki is to be played by a bow,
the sounds produced by it are not considered
to be different from the Tila Vadyas. The
definition of Dakkd is reproduced here for
a clear demonstration of the ambiguity
involved in the character of this instrument.
farferm i ;P e |
q@ @t fAuatsaisemfamea 123
a4 A8 TFATE  AATCEATHATAAT: |
et grEed & asteewafagd ngevn
Frgumewt 9 fesagaf g o
FeHEH  EEERESEl  qrETereid ng g ey
WEAEECA g g AW |
fragmydn swr @ afeeifaar ngeesn
FASET ARA  NE WM FIAA A
gEaA SR AR FEew g utiten
waa  sfrefa gerEEEE
At |wTEr Fwi wEmn: sEar oifg uggeen
syl W g Wigdaar et o
HEEHT HEART & FUW[EAT FATEr 1228’0

(S. R. 6. 1113-1119)

The use of the drumstick (Kudupa) as

advocated by others, quoted by him is also
Although the
use of a bow is imperative, it is also said

sigmificant in this context.

that the strings are used in order to enrich

the vibrations of sound. Again his deserip-
tion of Dhakka leaves no doubt that such
instruments were played upon with a bow
only.
Tt FAaaE gEet faeg wewmaw )
TACTTRS qEaT geAr at arEnrioET n
aent  gfaogeTEwmEEE AEEA
e qEani:  wiragafs  sifaa o
(3. R. 6. 1095-1096)
Dhakka is common to Sangita Ratnakara
and Sangita Patha. The method of playing
upon Dhakkd given by Sangita Patha leaves
no doubt that these instruments resembled
the modern bhowing instruments such as
Dilruba,
leather-work
to note that the Vipafiei and Citra Vina of
darngadeva are also to be played with a

Sarangl, etc. which have some

over them. Tt is interesting

“Kona’ which in this context as well, can be
interpreted as a bow. The typical technical
expression, (in the following verses) Anguli-
kona—vyavastha i.e. ‘the finger-bow-arrange-
ment’, shows that such instruments were
quite well-known in his times.

aeilgae age: waeeaal e
aenfw: aafafian faaset aafbmar uggon
sroreEEEE  faen agfgafsamr
TG RIEEEEa?  qE ngg e
(8. R. 6. 110-111)

Thus two facts have clearly emerged out
of the above discussion : (i) that the bowing
instruments were prevalent in ‘Sarngadeva’s
times and (ii) instruments of a mixed character
having strings as well as leather-work were
known to him and the predominant character

of such instruments was that of TalaVidyas.
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In between the period of §arngadeva and
our author another classification of instru-
ments had gained currency in Hindi poetry
viz. Ghana, Susira, Tata and Vitata. Tata
and Vitata actually correspond to the
Tata of the Sanskrit classification with the
that the plucked instruments
(Tata) were differentiated from the bowing

difference

ones (Vitata) from amongst the general class
of ‘Tata’ i.e. stringed instruments. It may
incidentally be observed that Jayamangala
in his commentary on Vatsyiyana’s Kima
Statras has mentioned Vitata Vadyas as
denotative of the Anaddha class of instru-
ments :—

o+ = faad aw ad gfecm =)

wIEAYSH T HEAT o AT )

This shows that the term Vitata was
already being used for Anaddha instruments
and therefore it was adopted in the literature
of non-classical languages perhaps with a
change in its denotation. Perhaps keeping
both these classifications in view, our author
has synchronised the two classifications
by classifying the bowing instruments under
Tatanaddha This

is supported by the inclusion of Ravivaha

instruments. inference

under this head. Ravivaha is obviously a
Sanskrit version of Rabdab. Tt cannot in
fact be said with certainty whether Rabiab
is a persianised form of Ravavaha (lit. vehicle
of sound), or vice versa, but generally it is

considered to be a Muslim instrument.

Moreover Rabab is not

or Ravavaha
known to Sarmgadeva whose

Instrumental Music

treatment of
is considered to he
quite comprehensive. We may, therefore,

-

conclude that the Tatanaddha Vadyas of the
Sangita Patha represent the bowing instru-
ments prevalent during that time..

Among the wind-instruments he speaks of
about thirteen, the names whereof are quite
different from those given by Sarngadeva
who designates them by the finger—length of
the instruments. Our author is not very
particular about the length of his instruments
but he gives their general form and materials
out of which they have to be manufactured.
He gives a very brief account of the method
of playing and does not elaborate much over

this class of instruments.

His account of Ghana Viadyas (i.e. metal
instruments) is still more incomplete since
here he simply gives a general description of
the instruments, about ten in number, and
ignores such important topics as good and bad
qualities (Gunas) of the instruments, of the
player and of the hand.

What is particularly remarkable in this
treatise is the
beginningless origin of sound and a reference
to Nada as connected with

discussion regarding the

Instrumental
Music, introduced at this stage; while the
nature of the reference to Nada, supports
our surmise regarding the missing portions of
this work already spoken of. It may also be
noted that whereas Sarngadeva has devoted
a separate chapter to the treatment of Tila,
a division of chapters being absent in this
work, our author has taken the subject in
of the Such
an arrangement is found in Rasa Kaumudi
of §rikantha as well.

continuation instruments.

Since the present
manuseript of the work is quite incomplete,
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roughly it deals with Marga Tala only,
although the twofold classification of Tala
into Marga and Dedi has been given ; a fact
from which it should easily be infered that
the portions dealing with Deéi Tala are
missing, After defining time in cosmological
terms he gives the traditional measurement
of time linking it with Tala. Then he
gives a fourfold classification of the Mirga
Tala into Citra, Vartika and

It is in fact unnecessary to point

Dhruva,
Daksina.
out the subjects dealt with by him, for,
although he has not followed the order of
sarngadeva’s Tiladhyaya but obviously he
has discussed those very subjects more or
less in close comparison with him. His
idea regarding association of Rasas with
Tialas is noteworthy and the following quo-
tation ma'Sr, therefore, prove to be of interest.
TAY X WY Wgd (7)) FEgAEEAr 1IN
FRTAY qar AT WAL W I

gy afawm: () weem: PERE W@ R4
sfasista (7) TR R, sgwRgEant |

Feurat Y st fa (Ffa? ) amfa @ " gy

—Sangita Pitha.

It has been said above that his portion on
Dedi Tala is missing ; that being true it may
be pointed out that such subjects as Laya,
Nasta, Uddista, Yati and the seven Merus etc.
have been touched in their proper shades.
Thus his treatment of Tala closely follows
that of Sangita Ratndkara, is more or less
comprehensive as far as the available text is
concerned, and is incomplete in so far as
the major portion of the text is not available.

Before coming to an end it will be worth

while to consider a question of importance
which naturally arises while going through

the manuseripts of this period available in
Sanskrit literature regarding Sangita. In
this connection it is notable that almost all
the authors after Sarngadeva have devoted
their works to only the ‘Gita’ aspect (vocal
Svara Mela Kalinidhi
of Ramamatya, Sangita Parijata of Ahobala,

music) of Sangita :

Sangita Darpana of Damodar Pandita, Raga-
vibodha of Somanitha and Caturdandi
Prakasika of Vyankatamakhi are the im-
portant treatises available in this class.
Rasa Kanmudi of §rikantha is an exception.
From this point of view Sangita Pitha is a
valuable acquisition to a researcher who is
interested in the historical development of
musical instruments in India. In the present
practice of Instrumental Music almost all the
technical terms with only a few exceptions
such as Sama, Tila, Laya et:c., are apparently
of late origin. Such terms as Mizrab, the
Bola of Mizrab, Mind, Ghasit, Gitikiri and
Jhala ete. associated with the stringed
instruments and Theka, Bola, Mukhada,
Tihai, Mohara, Kayada, Pedakira and Paran
ete. are obviously of Persian origin and
Sanskrit

Sanskrit terms like,

have replaced their equivalents
used by earlier authors.
Ghata, Dhatu, Kona etc. associated with
the stringed instruments and Patahavarna,
Patavarna ete. associated with drums are
nowhere to be heard now-a-days. The
current technical terminology has so clearly
swept, the old one that its origin must be
contemplated two to three hundred years
back. This carries us roughly to the period
during which Sangita-Patha may be conceived

to have been composed ; it therefore offers
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an interesting study in the treatment of
Instrumental Music and from this point of
view the importance of the work can hardly
be overestimated. The mention bf Rava-
vaha. i.e. Rabab and the classification of
Anaddhavadyas in to Anaddha and Tata-
naddha, referred to above indicate that our
author has been mindful of the contemporary
trends in instrumental music.

Besides in so far ag §arangadeva’s presen-
tation of the stringed instruments under the
Anaddha Vadyas is confusing and rather
ambigous, it goes to the credit of our author’s
ingenuity in devising a proper form and
classification of Tatanaddha Tnstruments.
Incidentally this confronts us with another
important question. The general trend of
Sanskrit works of that period is that they
hardly seem to reflect anv contemporary
trends, periodical changes and other develop-
ments and present rather mechanically the
theories propounded in earlier standard works.
No attempt is visible in regard to the inter-
pretation of old concepts in contemporary

terms.  To what purpose then the works

were composed ? Either we may presume

that the theory and practice had fallen in two
different traditional groups hardly coming
together or we may infer a dual tradition of
musical practice ; one having its patrons in
the religious shrines and the other enjoying
the royal patronage of contemporary kings and
emperors ; the former subsisting on the
ancient traditions couched in Sanskrit ter-

minology and the latter, under the persian

influence, relying on more profane terms of
the royal courts. It is probable that the
works available, which to a greater extent
are reproductions of earlier standard works,
were written for and appreciated by a limited
circle of orthodox elite. However,
Sarngita Patha is an exception to that repro-
ductory trend in as much as it has taken

due note of ‘the contemporary’ in the midst
of ‘the ancient’ frame.

our

In conclusion it may be said that the
available text of Sangita Patha is a laudable
attempton the part of its author, as it presents
an authoritative treatment of Instrumental
Music in a decadent age of Sanskrit literature.
Surely his rendering of the subject is much
more effective, comprehensive and authorita-
tive as compared to that of Nada Dipaka which
more or less belongs to the same period.
Unfortunately the present work is so very
incomplete from the very beginning to the
end that its major portion is lost to us.
The present text leaves a longing unfulfilled ;
one can only wish that the text could some-
how be reconstructed in its original complete
form so that some links of contemporary
developments could be gathered.
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PUBLICATION OF A CRITICAL EDITION OF SANGITARAJA OF KALASENA
(KUMBHA RANA)

In the first and special number of Nada-
. riipa a short critical note on Sangitaraja
was given with the report that the work of
collation of available MSS. and reconstruc-
tion of text was well on the way towards
completion in our Research Section and
that the reconstructed text was expected
It is
gratifying now to announce that it has

been planned to publish a critical edition
of this stupendous work in two volumes

soon to find its way to the press.

(embracing nearly 1600 pages in Royal
size) and that nearly one half of the first
volume has already been printed. It is
hoped that the printing of the remaining
half will be completed soon whereafter the
first volume will be ready for publication.
The first volume will comprise two Cantos
out of the five Cantos of the work viz.,
‘Pathyaratnakoda’* and ‘Gitaratnakosa’, be-
ing the smallest and the biggest Cantos respec-
tively. This portion covers nearly one half

of the text. ‘Pathyaratnakoda’ is an intro-

*The canto ‘Pathyaratnakoda’ was pub-
lished by the Anup Sanskirt Library, Bikaner,
in their Ganga Oriental Series No. 4 in 1946.
The reconstructed text of this Koda prepared
by us differs materially from the said publica-
cation. The differences reflect a marked im-

provement in collation and editing.

ductory chapter touching many non-musical
but allied topics not dealt with by other
known authors on Sangita. Gitaratnakosa
covers the Svara, Réaga, Prakirnaka and
Prabandha-Adhyayas of Sangita Ratnikara.
In addition to the reconstructed text with
critical notes and comparative references
from earlier literature this volume will
comprise an exhaustive introduction, word-
number of

The second volume has been

index, half-line-index and a
appendices.
planned to comprise Vadyaratnakosa (cover-
ing the subject matter of the ‘Vadyadhyaya’
and ‘Taladhyaya’ of Sangita Ratnakara),
‘Nrtyaratnakosa’ and ‘Rasaratnakoda’ (deal-
ing with the subjects dealt with in the Nar-

ttanddhyaya’ of Sangita Ratnakara).
The publication of this, the most gigantic

of all the Sanskrit works on Sangita is ex-
pected to bring to light many cardinal
points pertaining to the theory, history
The stu-
pendousness of the work has hitherto been
a deterrent for collation and editing and
only two fragmentary portions have been
published so far. One of these was the
Canto on ‘Pathyaratnakoda’ published from
Bikaner and the other a small portion of

and philosophy of Indian Music.

Nrtyaratnoko$a published from Rajasthan
Research Institute, Jaipur, in 1957.
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CARL SEASHORE, BANIS AND
GHARANAS

Sr1 V. H. DESHPANDE, F.C.A.

Mr. V. H. Deshpande, justice of the Peace and Hon. Presidency Magistrate is professional
Chartered Accountant of thirty years standing, has been a partner of the reputed firm of M[S.
Batliboi and Purohit, Chartered Accountants, Bombay, and has devoted major part of his
professional career doing investigations after investigations of colossal Company frauds.  What
however, matters to wus musically s his investigating and analytical mind which he brings to
bear on any musical problem he chooses to study.  The reader can easily see the happy result

even in the present article contributed by him in the midst of his busy time.

My. Deshpande is a musician both by temparament, and pursuit through the hard royal
road of Shagirdi under the various disciplines of the various houses of musicians. He has had
the training of the Guwalior house tn his early twenties, of the graces of the Kirana House in his
late twenties and thirties and the sharp sense of design from the Alladiya or the Jaipur House
in his forties and later today (He is now fifty-five). That a practising Chartered Accountant
should also be a performer of no mean status on the A.I.R. Bombay is by itself a phenomenon.

Mr. Deshpande is also the author of a book in Maraths entitled “Gharandaj Gayaks”
acclavmed by the press, musicians and the world of letters as a pioneering treatise on the

aesthetics of Hindusthani music. — EprTor’

It is long since that the style of Dhrupad
singing has gone out of fashion. It is well-
known that the Dhrupad flourished in the
times of Mansing Tomar or that its prosperity
reached its peak in the times of Akbar. It
is also well-known that the Dhrupad had four
Banis or styles viz. Nowhari, Daguri, Goudari
and Khandari owing their origins to Shri-
chand, Brijchand, Tansen and Nowbat Khan
respectively. Very little however, is known
as to what exactly they were, how they were

A

sung in practice, whether each of them had
any special characteristics of its own or
whether they had different aesthetic ideals
independent of one another. Prof. 0. Goswami
has some illuminating things to say about
some of them ; but even he could not go far
enough on pages 1256 and 126 of his erudite
treatise “The Story of Indian Music”.

While I was thinking over this matter,
speculating to myself as to whether the
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Banis had any distinctive aesthetic ideologies
of their own, and if so what they could have
been, I chanced to hear my friend Mr. Keshav-
rao Bhole reciting to me the following ‘Dohra’
quoted by late Ramkrishnabuwa Vaze in
his book Sangit-Kala-Prakash on page 184.
Vazebuwa does not mention the source from
where he got it, or as to who its author was,
nor has he anything to offer by way of its
elaboration or explanation. Yet the couplet
by itself is so important and expressiye that
I would like to requote it here :—

“FR AT & @2 A, 79 qG AR 9 |
g T3 AEEIR I, SAETE g T A

The merit of this couplet by an unknown
author is that it mentions in a very terse
language the four distinct characteristic
features of the four Banis respectively and
{ believe it makes an interesting contribution
towards sheding some light upon the peculia-
rities of the Banis. At any rate, it cannot
be denied that the couplet is sufficiently
significant to provoke some serious thought
or at least indulgence in some speculation
on the subject.

Before however, I try to interpret the
couplet, I would like to refer to a scientific
thought on the subject adumbrated by Carl
E. Seashore in his famous book, “Psychology
of Music”. It isnecessary to state in apprecia-
tion of the tremendous work Seashore has
done in the field of Scientific Research,
that he is a man who combines within himself
the rare virtue of scholarship and research
work as a physicist, with his analytical
Musicianship. The Book in question as
he says in his preface, is the result of his

laboratory work extending over forty years
as the head of a team of qualified and com-
petent professors and students, to whom
he has dedicated his work. He also perti-
nently observes that in his adolescent age
he was only a “Star-gazer” musically and
that now, after a life-career in the science
of music for fifty years, he has become a
With this
much introduction it would now be worth-
while to quote a passage appearing on pages
3 and 4 of his book which reads as under :—

sort of musical ‘“Astronomer’.

“There seem to be four large trunks in”
“the family tree of musicality, each of which”
“may develop and ramify to a large extent”
“independantly of, or out of proportion to,”
“the others. These four are the tonal, the”
“dynamic, the temporal, and the qualitative”.
“Those of the tonal type are peculiarly”
“sensitive to pitch and timbre and dwell”
“upon music in all its tonal forms-melody,”
“harmony and all forms of pitch variants”
“and compounds ; The dynamic have a fine”
“acuity of hearing and sense of loudness”
“and dwell by preference upon stress or the”
“dynamic aspect of music in all forms and”
“modifications of loudness ; the temporal are”
“peculiarly sensitive to time, tempo, and”
“rhythm and by preference dwell upon the”
“rhythmic patterns and other media for the”
“temporal aspect of music; the qualitative”
“are peculiarly sensitive to timbre and are”
“capable of its control dwelling preferentially”
“upon the harmonic constitution of the tone”.

T am not a man of Physics or of Musicology
and yet as a practical student of musie,
Seashore’s above analysis, supported by his



Carl Seashore, Banis and Gharanas 3

laboratory tests and findings, does appeal
to me as containing some basic truths. The
fundamental principles expounded by him as
underlying the various trends in music are
observable even today not only in the West
but also here in Indian in the well known
Gharanas of Hindusthani music obtainable

at present.

The Couplet I have quoted ecarlier is
couched in very colloquial terms and it is
obvious that it expresses simply the overall
impressions of the then musical world about
these styles. It is not the language of a
trained art-critique. The very words ST 91X
g and “g/m =1’ show it.
couplet does show the similarity of the distinct
characteristics of four styles of musical-per-
formance as Scashore observes in the West
and as they struck the couplet-maker in so

far as styles of 7% singing were concerned.

However, the

The wording of the couplet being rather
popular and colloquial rather than technical
has to be understood in the general context
of musical import rather than by literal
translation. 1t is therefore obvious that the
geT J41 was distinetly and predominantly
marked out by its ‘vigour’ akin to ‘Stress’
dynamic aspect and modifications of loudness.
The sweet expressions of FIZIT 14T seems to
correspond to the temporal style, sensitive
to time, tempo and rhythm by preference,
and dwelling upon rhythmic patterns. The
AT ardr with its i=9a10 clearly indicates
very strikingly its similarity to the tonal
with its peculiar sensitivness to pitch; while
the Ta7zrdy seems to imply the ability to
include all these three together with its

peculiarity of execution of the long, intricate
and finally developed musical design the
exposition of which naturally required susta-
ined breath viz. 731 @/, This Bani therefore
seems to correspond in some measure to
the qualitative branch of Seashore.

It would of course be absurd to try to
establish strict parallelisms between the
styles observed by Seashore and intended
for the classification of Western music based
mainly on instruments with all the dominance
of harmony and orchestration, and Indian
music of olden days with its entirely different

genius.

Perhaps it i1s ievitable that whatever
be the kind of music, Fastern or Western,
melodic or harmonie, instrumental or vocal,
whenever it becomes highly developed and
popularised, singers or musicians come to
unconsciously lay varying degrees of em-
phasis upon one or the other of the funda-
And
thus the psychological preferences with vary-
ing degrees of sensitiveness, of various singers

mental and intrinsic factors of music.

become the dominant aspect of a certain
style as is to be seen in these branches of
Seashore as well as in the Banis of the old
Dhrupad singing.

It is not only the Banis of old that show
this type of resemblance with the four styles
of musical performance as classified by Sea-
shore but the distinctive characteristics of
these styles, some how seem to be well-dis-
cernible in our present day Gharanas or
Schools of Hindustani Music also. It would
therefore be of great interest to see how far

these characteristics show themselves in
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the present-day Gharanas as such, and what
type of metamorphosis they undergo in their
emergence in our peculiar kind of music.
However, in this respect we must not lose
sight of the fact of the fundamental and
practical difference between Western music
which is predominently instrumental today
and Indian music, which is almost completely
vocal even though sometimes it may come
to be played upon an instrument. We must
therefore be prepared to find that these
characteristics of styles do not manifest
themselves in a cut and dry fashion or water-
tight compartments, but they might appear
in a state not only of physical mixtures but
often as it were in the form of chemical
compounds. This study therefore might
be of interest not only on account of the
resemblances found out but also on account
of the colourings imparted to these charac-
teristics on account of nature of the medium
in which they emerge.

The main concern of this article therefore
8 to form some idea about the probable
distinctive characteristics of the now extinct
Banis of the old Dhrupadiyas and see it they
bear some genealogical resemblance with
the one or more of the present Gharanas,
especialy as it does appear that they both
show some sort of resemblance to Seashore’s
idea of the four branches. It is not intended
to call this attempt a “thesis” at this stage
with respect to the Banis, because it is not
supported by any reliable evidence, apart
from the meagre couplet I have quoted earlier,
the interpretation of which, for all 1 know,
may be a highly debatable proposition. . With
respect to the Gharanas, I am only trying to

see if, and how far, Seashore’s formula
applies to them.

To take the first large trunk viz. the
Tonal, which he difines as “peculiarly sen-
sitive to pitch and timbre and dwells upon
music in all its tonal forms-melody, harmony
and all forms of pitch variants and com-
pounds”. Harmony as the Western music
understands it, is absent in our classical
music and as such we may leave it here out
of consideration altogether. But does not
the rest of this description appear clearly
to indicate the characteristics of the Kirana
style of today, of which Khansaheb Abdul-
karim Khan who died about twenty-five
years ago, was the pioneer ? The particular
speciality of the Kirana house as accepted
on all hands is that it excels in the purity
and accuracy of the tone, and it is this factor
which very strongly dominates their style
of singing. The specialised effort this Gha-
rana puts in their particular way of voice-
training is not only enormous but it has also
become its hall-mark. The delicate tissue-
like golden threads giving a sharp pin-point
to their voices, the shine with which they
do their polishing, the abundance of subtle
and tiny-little nuances of grace notes or
‘kans’ and all its innumerable variants they
indulge in, has become their article of faith.
With their over-enthusiasm to cover all
possible tonal variants, nuances and com-
pounds, they are very often almost indifferent
to the only other important factor in the
constitution of music viz. the “Time”. It
must be borne in mind here that it is the
“Time” factor which gives the music its form,
shape and design and constitutes its subs-
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tance., Futrher, by refusing to eliminate
the trivial or less high-lighted variants,
unconditioned by Laya, the “Time” factor
becomes very much subordinate and hence
the effect is lulling, softening and soothing,
perhaps static and monotonous. They are
not unmindful of the dynamic aspect, viz.
the second of Seashore’s trunks and this is
noticeable in their Gamak Tanas which are

J always unduly loud and appear louder still,

especially in the context of their otherwise
soft and croony voices. This would mean
that they cultivate two voices, which Is
indeed so. But the grievance here is that
crooniness and loudness are not happily

blended or interspersed, or balanced ;

that both remain unconnected, isolated parts.

and

It is therefore this “form in music” that
ultimately suffers, becomes onesided and
does not happily conform to the difinition
of music viz. “Music is architecture in tone
and time”. “Alapchari” which is therefore
the only venue for them to express their
And
the phenomenon is that although they have
deliberately sacrificed the ingredients of

form, shape and substance of their musical

talent, thus becomes their main forte.

creation, it is only on account of their “Ala-
pchari” that they have not only established,
but have also prospered and endeared them-
selves to the music loving public as a “School”.
It may therefore be justifiably said that the
Kirana House has taken its strong-hold on the
one extreme end of the musical spectrum.
It therefore seems justifiable to assume
that the Kirana House is probably the
direct present-day counterpart of the Dagur
Bani of olden days and the tonal trunk of

Seashore. My stress here is on the half-line
HIFTATL & AT FT coming at the end of the
couplet I have quoted in the beginning.

Let us now turn to Seashore’s next large
trunk namely the “Dynamic” which he
difines as having “acuity of hearing and sense
of loudness and dwells by preference upon
stress or the dynamic aspect of music”.
It would be easy in this eontext to recall
the names of Late Faiyaz Khan and Late
Ramkrishnabuwa Vaze and his Guru Late
Nisar Husein Khan who can be considered
as the typical exponents of this particular
trait. It is true that the first of these Stal-
warts namely Faiyaz Khan was the Doyen
of the Agra House and the latter two of the
Gwalior House. It is also true that the
composition of Gharanas at the present
provides no special room or grouping for
loudness, or volume or “*Gaaz’ in our parlance.
1t would therefore be necessary to regroup
these Stalwarts of two different houses of
doubtful similarity under one head. The
main characteristic of this group as now
formulated, is the breadth and volume of
tone or “Gaaz” and the stresses and nuances
of loudness and stresses, All these would
depend, as they did with respect to the
Stalwarts here mentioned, on the unusually
loud voices inherent to and specially cultivated

by them. The resonant big voice as of Faiyaz
Khan or the loud metalic voice of Vazebuwa
are specially gifted for this purpose.

Seashore’s explanation of this faculty
is that it dwells by preference on the
stress or the dynamic aspect of music

which may also mean that the ‘stress’ and
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the “dynamic aspect” is the same. One
must admit the difficulty of understanding
a treatise in a foreign language written with
reference to a different kind of music alto-
gether and using its own foreign terminology.
However some broad correspondences would
be unmistakably apparent. Looked at this
way it would seem that Seashore has equated
‘loudness’ with ‘stress’ or the ‘dynamic’ as-
pect. But perhaps from the point of view
of Indian musical practice it would be better
to separate stress from the dynamic aspect
and to assume these to be two distinet
qualities. The reason for so doing is obvious.
If by the “Dynamic aspect” we understand
“Agressiveness” or “Intensity of effect”
the same iz the particular speciality of the
Agra School which can be ascribed to their
But the
Layakari or the temporal faculty is Seashore’s
third large trunk and has been dealt with by
me later separately with reference to the
Agra School and the Nowhar Bani. If loud-

ness however means breadth or volume of

Layakari carried to extreme.

tone, it is necessary to pick up late Khansaheb
Nisar Husain Khan and Vazebuwa and
Gwalior
School as also Faiyaz Khan and his in-
dividual desciples and followers from the
Agra School. If ST &Ik & @STX A1A refers
to the loudness as meaning breadth and
volume of tone, it would be only reasonable
to assume that although no school as such
exists in the Khyaliyas of today it did never-
theless exist and prosper in the Dhrupadiyas
of the yore.

Vazebuwa’s desciples from the

If this analysis is correct, is it not reaso-
nable to ask whether the Khandari Bani,

which is epitomised by FIT FIX ¥ @I 71T,
is not the counterpart of this group now for-
mulated for the present purpose as drawn
partly from the Gwalior School and partly
from the Agra School ?
place of this Gayaki would then be somewhere

The approximate

in the middle region of the musical spectrum
and naturally so because they neither lean
too much on the tonal extreme nor on the
“Time” or Rhythmic extreme.

The third of Seashore’s large trunks is
the “Temporal” which he defines “as pecu-
liarly sensitive to time, tempo or rhythm
and by preference dwells upon the rhythmic
patterns and other media for the temporal
aspect of music”. In this context it would
be easy to recall the present day Agra House
pow haded by Khansaheb Vilayat Husein
Khan, the doyen of that School, after the
late Khansaheb Faiyaz Khan.
has heard the distinguished Vilayat Husein
Khan or any from his large following will have
no difficulty in finding the main forte of

Whoever

this house to be the rhythmic patterns or
the Layakari carried to extreme more or
less to the noticeable neglect of the purity,
shine or correctness of intonation. They
excel in the correct exposition of the Raag,
as also in the Layakari or the cross-thythm,
its variants, and compounds and their art
consequently impresses you with the agressi-
veness, and intensity of effect. But the
apparent weakness in the accuracy of in-
tonation and dearth of melodic nuances,
and subtle graces within the periphery of
a single note, which have high lighted the
Kirana House, place this house on the other

%
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In other
words whereas the Kirana House stands on

extreme of the musical spectrum.

the extreme ‘“‘tonal end” or the “tonal out-
post” of the musical line, the Agra House
stands on the ‘“rhythmic extreme end” or
“rhythmic out-post” of that line.

It is trué that I have classified some of
the stalwarts of this House in the “loudness
group’” ; but they also fall under the present
temporal group as well. This would mean
that the present Agra School covers two of
Seashore’s four trunks viz. the dynamic and
the temporal, although the temporal out of
the two, is more prominent. Now again,
if this analysis is correct, does it not stand
to reason that The Nowhar Bani should be
considered as the counterpart of the present
Agra School now headed by Khansaheh
Vilayat Husein Khan? I am deliberately
omitting reference here to the Khansaheb
Faiyaz Khan for the simple reason that
although he belonged to the Agra School
alright, he was not at all unmindful of the
fidelity to the correctness of intonation.
We also know that Faiyaz Khan from his
mother’s side belonged to the Rangile Gharana
and one cannot be too sure that his virtue
in this respect was not due to the Rangile
Blood in his veins. In other words Faiyaz
Khan can’t be placed on the rhythmic out-
post as Vilayat Khan, although both became
outstanding by their aggressiveness of style.
However that may be, main stress here
lies on the second half of the first line of the
couplet already quoted viz. 74T & ¥ FIGIT
#9. In comparing the present Agra School
with the Nowhar Bani, I interpret this as
indicating Layakari or preferable FIS T which

is the outstanding characteristic of the Agra
School.

nably be understood, in the musical parlance,

The reference to 7 T can reaso-

not only as the correct musical pronouncia-
tion of the words of the song but also the
417 19 patterns in which this house excels
in its variety and abundance.

And now the last of Seashores large trunks
namely the “qualitative” which he defines
as being “peculiarly sensitive to timbre
and capable of its control, dwelling preferen-
tially upon the harmonic constitution of
the tone”. In this context the House of late
Khansaheb Alladiyva Khan or the Jaipur
House easily comes to one’s mind. Sensi-
tiveness to timbre in the Western musical
terminology would mean the tone-colour
of the different instruments used in their
orchestration, a necessary and inevitable
concommittant of their harmonic musie.
But as harmony is absent in our Indian musie,
this factor has to be left out of consideration
in so far as we are concerned. But if the
timbre, having regard to the melodic pattern
of our music, can be interpreted as meaning
full exploitation of each one’s voice with
all its potentialities, the Alladiya or the
Jaipur School answers that description in the
gense that they cultivate their voices so as
not to make them too harsh as the Agra
School does, or too soft, croony, pin-pointed
and falsetto as the Kirana style does. In
other words they bring out the true and full
colour of their voices by avoiding both the
extremes by following the golden mean
which connotes the easy, natural and unarti-

ficial way of voice-production. Then Sea-
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shore’s second condition is that it dwells
preferentially upon the “harmonic” constitu-
tion of the tome. Here, as I said earlier,
due to the total absence of harmony in Indian
music, that feature has to be left out of
consideration altogether. But the word
“qualitative” used by Seashore in the in-
troductory part of the passage I have quoted
is more comprehensive and would suggest
the total “form” as fully integrated as ex-
plained by himself in the very next paragraph
T am going to quote later. This would there-
fore easily give exact coverage to the Gayaki
of the late Alladiya Khan. This house
attempts to incorporate within itself the
main virtues of all the three large trunks
and thus hecomes “qualitative”. It avoids the
extreme tonal and unconditioned by “Laya”
in the sense that it not only does not insist
on covering all the melodic variants and
compounds but goes a step further and
ruthlessly cuts out all the unrhythmic ones.
It also avoids the other extreme end occupied
by the Agra House of today by laying too
much emphasis on the rhythmic patterns
~ wherein the time and rhythm are much
too obvious and therefore less artistic. The
Jaipur House again follows here the golden
mean of combining these virtues without
going to the extreme in either case.

Besides, their ecultivated full throated
voices also give them the easy facility of
incorporating the “Stress” and its varieties
and compounds ; and these would cover the
essential ground of ‘loudness’ or ‘dynamics’
mentioned by Seashore. Whoever has heard
anybody from this house, could not have

failed to notice the variety of ‘‘accents”

which characterises their musical creation.
And accent here is only another name for
stress, loudness or dynamics. But the im-
portant thing to bear in mind here is that
they do not allow this faculty to monopolize
their entire musical creation.

The word “qualitative” would further
suggest the construction, design and build
up, step by step, or note by note, of a total
form integrated in all respects. The em-
phasis of this house is on the structure and
design, with the happy introduction, in
between, of rests and pauses on any musical
note, to heighten the contrast of a subtle
flowery design to follow. Their main charac-
teristic lies in placing one musical phrase
after another in such a way as to high-light
the effect of each new variety to follow, by
putting it either in shade or in light. The
constitution or construction of their design,
even of any single time-cycle or Tal-awartan,
is thus an integrated piece by itself, incor-
porating the main virtues of all the Seashore
trunks ; and then again they also take care
to see that they place these artistically
completed cycles one after the other so as
to heighten and intensify the effect of each
new time-cycle to follow, thus leading to
It is only thus
that this Gharana presents a complete and
integrated picture of a fully exploited Khyal.
The word “qualitative” employed by Seashore
here would mean that it ought to embrace

a gradual climax at the end.

and exploit all the virtues of tone, volume,
time and the qualities of each blended in an
exquisitely balanced proportion, without
going to the extreme end of any of these

faculties. In other words, this house would
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take its position in the centre, or the middle

region of the musieal spectrum, of which the
one end is the tonal and the other is temporal.

The reader may think that T have high-
lighted only the Alladiyalkhan house out of
all proportion. That may be a debatable
issue. But, that there is in this honse, a
distinet ideology of combining in one har-
monious whole the main characteristics of
all the different trunks, to the highest extent
possible, cannot be denied. T thercfore believe
that the Jaipur House of today answers
description  com-

Seashore’s “qualitative”

fortably.

Seashor’s quotation given in the beginning,
opens with the sentence :—
“There seem to be four large trunks”
“in the family tree of musicality, each”
“of which may develop and ramify to a”
“large extent, independantly of, or out”
“of proportion to, the others”.

This is exactly what has happened to the
present Kirana, Agra and other Gharanas,
except probably to the Gwalior House as
it existed half a century ago. Tach one of
them has developed, more or less one dis-
tinctive trunk only or at times two, out of
all proportion to the others. But Seashore
has a very positive statement to make in
the very next paragraph, immediately follow-
ing the quotation I have given, which runs
as under :—

“Of course, a great musician, or a”
“halanced musician of any degrec of”
“areatness tends to have these four trunks”
“of capacity branching out in halanced”

“and symmetrical from, but such cases are”
2

“comparatively rare. Many distinguished”
“musicians are dominatly of one of these”
“types ; their performance and appreciation”
“and their musical creations all give”
“evidence favouring dominance of one of”
“the trunk lines, although within these”
“trunk lines large and distinctive”
“sub-branchings may be recognized.”
“Further-more, great capacity in”

“each of these types is not essential”

“to marked distinction in musical”
“achievement ; very extreme sensitivity”
“in one or more of them may even be a”
“drawback to balanced musical development™.

Khansaheb Abdul Karim, Khansaheb Vilayat
Husein Khan, Vazebuwa, all were distingui-
shed musicians but dominated only Ly one
or more of these capacities but did not embrace
all the trunks in a balanced proportion.
Faiyaz Khan came nearest the balanching.
But there was one thoroughly balanced
musician Maharashtra had produced. That
was late Bhaskarbuwa Bakhle ; and the
other was the late Alladiya Khan who founded
the Jaipur school and his achievement in
balancing all of Seashor’s trunks was indeed
remarkable, vet known to the musical history,

at least in the living memory.

T therefore think that this particular
Gavaki corresponds with Gowbarhari Bani
on the basis of the first half viz. &mF 33T
TETEIT AT appearing in the second line of the
couplet. The reader may ask me as to why I
do s0 only on the one quality of a long breath
or 731 gig. Long breath would naturally
require breath-control which would be essential
for covering the nuances and variants, not
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only of loudness, but also for the first of
Seashore’s capacities viz. the tonal quality,
which T have equated with “Alapchari”.
But the main thing for which a specially long
breath is required, is for the linear design of
music. In all the Gharanas, it will be ohser-
ved, that wherever attention is paid to the
structural aspect of music viz. the form,
shape and design, long breath is essential
for making the said design last for a suffi-
ciently long duration so as to cover one or,
even two or more, of the time Cycles or am=
#1a9s and that too in a slow tempo. And
it is here that the “Time” or the Temporal
aspect accounts for the exquisiteness of the
design. The faculty of a long breath can
therefore be reasonably inferred to mean as
embracing all the three of Seashore’s Main
Trunks and it is this all embracing feature
of a Gayaki which makes it “qualitative”
in Seashore’s terminology.

The difficulty arises here about the name
of the Bani. The couplet I have quoted
refers to the ‘“Gobarhari” Bani. Nowhere
in the couplet the name of Goudari Bani,
headed by the famous Tansen appears. I
do not know whether Tansen’s Goudari
Bani is the same as Gobarhari referred to
in the couplet and I leave the question to
the Scholars in this field to investigate.
But in this context it would be worthwhile
quoting the description of Goudari Bani
given by Prof. Goswami on page 124 of
his “story of Indian music” which is as under :
“Generally speaking the Goudi (or”
“Goudari) style of singing Dhrupad is slow”
“and heavy in its movement and requires”
“a great control of breath. In its”

“execution it is rigid and disciplined. It”
“is marked by correct intonation, purity”
“(exquisiteness ?) of design, simplicity”

“of execution and massiveness of structure”.

It is obvious that this description of
Tansen’s Goudari Bani answers more or
less the full balancing of all the four of Sea-
shore’s large Trunks and can be reasonably
taken to correspond to the Gobarhari Bani
of a3t g as their main

on the basis

characteristic mentioned in the couplet.

I have in this paper referred only to
the Gwalior, Agra, Kirana and Jaipur Schools
and have not at all touched upon the re-
maining important houses of musicians viz.
the Patiala style of Khansaheb of Bade
Gulam Ali or the Bhendi Bazar Gharana
of Khansaheb Amir Khan. My reason for
this omission is that they are both only
variants within the tonal group of the Kirana
House with some consciousness of the “time”
factor. Between the three, however, Patiala
House of Khansaheb Bade Gulam Ali is
more alive to the Laya or temporal aspect of

music.

T might as well close this paper with a
Tt is this, that Musie,
wherever it exists, whether Eastern, Western
or any other, ought to flow through some
fairly definable channels.  Seashore has
defined these with reference to the Western
Musie, and if this article has any merit it
should lead the reader to think similarly
with respect to the Banis and Gharanas in
the Hindusthani music also. With respect
to the Karnatic music, it is better that I
leave the job for someone else to do.

personal observation.
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There is, one reservation 1
would like to make before I conclude this
article.

only speculating about the application of

however,
As T said in the beginning, I was

Seashore’s formula to our Banis and (Gharanas.
But as a result of some further reflection 1
think that, taking into consideration the
peculiar features of our music, loudness or
dynamic quality cannot have much bearing

on our music. The reader must have obser-

ved that it was already some strain to regroup

.

musicians of different Gharanas under this
head, although Khandari Bani did answer
that description with reference to the Dhrupad.
The explanation probably is that Khyaliyas
thought it less artistic for the
voice to attempt.

human
Besides, it may be,
that loudness or dynamic aspect probably
has some very special reference to the
Western Harmonic Music which manifests
itself mainly through instrumentation and
orchestration.

By—KavLyan Raman



REVIVAL OF SHRUTI.

Sri L. R. PATWARDHAN, B.E. (Mecu.)

Sri L. R. Patwardhan, B.E. (Mech). of Nasik, now mnearing 63 years and retired from
the Indian Hume Pipe Co. Ltd., starled his initiation in Music in his teenage, playing on
Flute, Harmonium, Sitar and later on Dilruba, also having a little practice of Vocal Music
and Tabla, all self-taught from books. In his spave time, while in the college and on service,
he was an earnest student of the theory of Music, when he read late Pt. Bhatkhande's Volumes
“Hindustans Sangitachi Paddhati” ete. He studied most of the books on the subject of “Shruti-
Grama-Murchana”, eg. by Bharat and Sharngdeve, Matunga Ahobala, Vyankatmakhi etc.
(Samskrit), also Foz-strangeways, Dements, Blesserna, Helmholtz etc. and was deeply interested
wm the marvellous subject of “Shruti” discussed wn Magazines, eg. by Sre Deval, Telang,
Achrekar, Mule, etc. He started writing on Music, in ‘Bharatiya-Sangit’, o bye-monthly
of Poona (1933), and contributed to ‘Sangit-Kala-Vihar' of Bombay from October 1949 (first)
a series of 22 articles ‘‘Dhwani-Shastracha Swara-Shastrashi  Sambandha. — Another series
(second) “Swara Vihar and Shruti Rahasya” (by ‘Laxma-Vardhan’) followed and s still conti-
nued, wn the Same magazine. He 1is yet a student and tmpartial, quiet, sociable, Musicologist
and has taken part in discussions and lectures on “Shruti” in some Musical conferences in
Madlye Pradesh (& Berar). He opines, the controversy on the subject of “Shrute” is only
superficial, and ts no more a “Mystery”, as ¥s commonly supposed, if an approach is made
wn the right direction. His fresh article “REvivaL oF SHRUTL’, which appears in this special
number of the Journal Nava-Ruea, (1962), embodies, briefly, the essence of lhis long, and
persevering research, in the field of “‘Shrute”—the heart and soul of the noble science and
beautiful Art of Bharatiya Sangeel. —*‘EpITOR’

In Music, there are seven notes (Svards), namely, Shadja (Sa), Rishabha (Re), Gandhar
(Ga), Madhyama (Ma), Panchama (Pa), Dhaivata (Dha), Nishad (Ni), successively increasing
in pitch. The set of the seven notes is called a Saptak (Octave). There are, generally,
three saptakas, lower (Mandra), middle (Madhya) and higher (Tara), each having seven
notes of the same names, but deffering in pitch. The notes of the Tira Saptak are double
in pitch of the notes of the same name in the middle Saptak, while those in the Mandra
Saptak are half in pitch. Here in starts the ‘Mathematics’ in Music. Thus the various
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notes in Music are distinguished from one another, due to their differences in pitch. The
mutual relation between any two notes is denoted hy a ratio, and called an ‘Interval’.
Some relations produce very agreeable and pleasing sensations, while others are harsh,
jarring or strained, a few of them used as contrast. Notes of double (or half) pitch, when
sounded one after another or simultaneously, such as Sa-Sa, mingle together absolutely,
and the effect is calmmess, attracting the disturbed mind. Very nearly the same case is
with Sa-Pa (and its converse Sa-Ma), and they are said to be ‘perfectly consonant’,
mutually. The ratios of their pitches are 2 : 3, and 3 : 4, respectively, It is but natural,
the ear expects repetition of the sweet sensation and the mind craves for it, in other
notes. Thus successive ‘Fifths’ or ‘Fourths’, the perfect consonances, formed the basis
of other notes in Ancient Greek Music. Keeping Sa, Ma, Pa, (8a), and starting from
Ma, we get seven notes—

(1) MafSa-Pa.-Rg-Dh:—G;-I\T’i—, (+ indicates, Tivra-Tara). Again by taking successive
Fourths from Ma, we get—

(2) Ma-Ni*-Gaw-Dha*-Re”. (v indicates, Ati-komal). Arranging the seven notes in the
order of pitch in the middle octave, we get the Ancient Greek-Major scale, mostly corres-
ponding to Hindustani ‘Biliwal’ Thata.

Sa, Re,+ Ga,* Ma, Pa, Dha,+ N+ (sa).
Relative 1 9 EE 4 i 27_ 243 _2_
Pitch. 1.* 8’ 64 3’ 2° 167 128 1°

Taking each note of the scale as a fresh ‘fundamental’ the Greeks derived six scales,
called ‘Modes’. Roughly, we can name them by Hindustani-Thatas, thus—(1) Sa=Sa,
Bilaval, (2) Re=8a, Kaphi, (3) Ga=Sa, Bhairavi, (4) Ma—Sa, Yaman, (5) Pa==Sa, Khamaj,
(6) Dha=Sa, Asivari. The scale of Bhairavi, includes all notes derived by successive
-Fourths. Ni=SBa, the seventh, which involves Pw is dropped as Sa and Pa are Achal
(fixed). The five notes have two positions to be taken either of them, and thus, there
become 12 positions of notes in an octave, taken together. The relative pitches of the

. 256 32 128 - 16 ” 729 .
S [ s s I __ o
alternative five notes are, Re¥ 343’ Ga® 97 Dhaw g Ni g and Ma®+ 5192 ° ( The dis
2
carded note, Pa®- is 170294 ‘

On a stringed instrument, like Sitir or Dilruba which have frets for positions of
notes, the second wire is tuned in Mandra Sa, the first speaking wire is tuned in Mandra
Ma, and a third wire, in Mandra Pa. Thus we get casily the ‘Fourths’ and ‘Fifths’ on
Ma and Pa wires, of whatever notes are placed on frets below Sa—wire.

The six Greek modes, contain only two kinds of steps—'Whole Tone’, and ‘Lima’—
the half step. Whole tone is the interval between Ma and Pa, and appears at five places
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in the Octave, Lima, the half-step appears twice. Sa—Ma, and Pa—Sa, the two parts of
the octave, each contains two tones and a Lima, and hence the scales are called ‘Diatonic’.
The position of Lima determines the nature of the mode. It is just after Sa or Pa, or

. . + o + i
just before Ma, Pa, Sa, or in the middle (Re—Ga, and Dha—Ni).

Ancient Greek Music, which was essencially ‘Melody’—meaning thereby, notes taken in
succession, (as in Solo), like Bharatiya music, was in vogue for centuries together, till the
dawn of ‘Harmony’. In Harmonic music, two or more notes are sounded simultaneously,
so related, that they should produce a ‘Harmoneous’ effect. The Greek notes Ga,*Dha,*
Nitand Ma, T as well as Re,” Ga,” Dha,” Ni", have a very strained effect, their ratios being
very complicated. They clashed with the chief notes, Sa, Ma and Pa. So, smoother notes

5 R
were introduced instead-Ga —, Dha - Ni %S"—} and Ga %, Dha fgﬁ, Ni %,

4° ?’
ratios. These new notes, are related to the 5th harmonic, and thus the ‘Consonances
of Thirds’, the Major Third 4 :5, and the Minor Third 5 :6, gained prominance in Modern
Harmonic music. Two scales were formed, comprising the consonance of Third to Sa, Ma,
Pa, Thus—

(1) Major Scale: Sa, Ret+, Ga, Ma, Pa, Dha, Ni, (Sd).

. . 1 9 b 4 3 53 16 2
Relative Pitch— T L 7 gE EE A 1,

having simpler

(2) Minor Scale: Sa, Re,+ Ga,y Ma, Pa, Dhar Niv (Sa).
(one form)
; ; 1 9 6 4 3 8 9 2
Ralative Pitch— 1 B B g0 g v I 1 i

(Flat Re or sharp Ma were omitted) (V indicates Komal).

Late Pt. Bhatkhande, was not in favour of Dha %, (400 vibrations). He preferred Dha+
27 (405 vib.). However, he did not like other Greek notes, Tivra-Tara or Atikomal. He
accepted the ‘harmonic’ notes instead, with the addition of Re" 16—(Komal), and Ma"§%
(Tivra.) He was satisfied with 12 positions of notes to an octave (Some take Ma’45 as
alternative Tivra.). Now, what are ‘Harmonics’ and their mutual relations ? And how
they are utilised with an advantage ?

A freely vibrating wire produces a loud tone, called the ‘Fundamental’ note, to which

all other notes are to be related. Simultaneously, some other fainter notes are heard,
the combination of which, produces a pleasant sensation. These are the notes, called ‘Har-
monics (upper Partials), which are produced from the segments of the vibrating wires,
and they are found to have the ratios— 1:2:3:4:5:6:7 etc. The relations are, 1:2 Octave,
2:3 Fifth, 3:4 Fourth, 4:5 Major Third, 5:6 Minor Third. Seventh Hermonic is excluded
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in Harmonic music. The Greek notes treated even the 5th Harmonic as discordant and
only succession of Fifths (or Fourths) were maintained, (the ‘Fifth’ happens to be the
third harmonic). Let us call, the notes based only on Fifths (or Fourths) as class I, and
those based on Harmonic notes, as class II.

Some scholars as well as musicians advocate the use of both the types of notes, class
I & II in Bharatiya music, to have correct expression of the moods. Keeping Sa and Pa
Achal, they think four shades of the remaining five notes are required to be used to main-
tain the right spirit of the Ragias. They consider the finer distinctions to correspond
to the ancient 22 Shrutis, and some have proposed the notation of Ra, Ri, (Ru), Re,
Ro etc. or some modifications :—[Atikomal, Komal, (Madhay-Tivra)-Tivra, and Tivratara].

Ancient authors, Bharat (in his Bharata-Natya-Shastra) or Sharngadeo (in his Sangit-

Ratnakar) mention of Gramas, Shrutis, Svards, and Murchhanis ete. The Grima was a
set of seven notes of definite absolute pitches.  The notes had 4, 3, or 2 Shrutis to them-
selves, totalling to 22 to an Octave. The last Shruti produced the note. Shadja Grama
started from Shadja and the Madhyama-Grima from Madhyama. (Gandhar Grima was
long ago obsolete). The two Gramas, differed only in the Panchama, having 4 Shrutis in the

former and 3 Shrutis in the latter.
Thus—
(1) Shadja-Grama— 4 Sa, 3Re, 2Ga, 4 Ma, 4 Pa, 3 Dha, 2 Ni,
(2) Madhyama-Grama— 4 Ma, 3 Pa, 4 Dha, 2 Ni, 48a, 3 Re, 2QGa.

The notes were related to each other by consonance of Fifth or Fourth, the notes
differing by 9 or 13 Shrutis.  Consonant pairs in Shadja-Grima-Sa-Ma, Sa-Pa, Re-Dha and
Ga-Ni. In Madhyama-Grima, instead of Sa-Pa, Re-Pa, should he taken. Obviously, Shrutis
treated as intervals, can never be equal ratios, (1/22 part of the Octave), to produce con-
sonant notes. All the 22 Shrutis were not meant to be used in Music, as many as 8
remaining always silent, as any two notes on adjecant Shrutis- having a difference of one

Shruti-were the most discordant and so never allowed in Musie. The problem of Shruti,

its value as an interval position as a note or correspondence to modern notes, is baffling
and has puzzled everyone.

Assuming consonances of Fifths (or Fourths) to be universal, some scholars found
a clue in the whole tone as an interval of 4 Shrutis (13-9). 1In diatonic Scales, (9-8),
the Lima, becomes a Shruti (class I). Others indentified, Harmonic intervals, Major Tone,

Minor tone, and Semi-Tone, with 4 Shrutic, 3 Shrutic, and 2 Shrutic intervals, and the
problem appeared to approach a solution.



16 _ Nadaripa

Here, let us compare the various intervals, with the help of ‘cents’. In equally
Tempered scale of 12 notes, the Octave is divided into 12 equal parts, each called the

mean-Semi-Tone. A cent is a hundredth part of the mean-semi-Tone. (An Octave contains
1200 cents).

The intervals, with their values in cents and Shrutis are shown . below :—

Class T & 1T Class II only
Interval— 2 3 4 9 256 10 16 25 81 2048
1° 27 3 8 U3’ 9 157 247 807 2025
Cents— 1200, 702, 498, 204, 90 182, 112, 70, 22, 20
Shrutis— 22, 13, 9, 4, 1. 3, 2, 1, 1, 0

Modern scholars (class II), were mostly satisfied with these Shruti values, and con-
sidered the chapter of Shruti-Mystery-as (solved)-finally closed.

But there remain some knotty points, e.g. ‘Bhairava’ ‘Todi’ etc., and some inconsistan-
cles.
If we deeply consider the question, further light will be thrown on the subject.

Writing the 12 notes, of class 1 (Greek), in one octave-with Shruti values, and cents-
we get,

Sa, Re® Re,*+ Ga¥, Ga,+ Ma, Ma,+ Pa, Dha” Dha,+ Ni* Ni,+ 8i

Shrutis— 0, 1, 4, b, 8, 9, 12, - 13, 14, 17, 18, 21, 22,
Cents— 0, 90, 204, 294, 408, 498, 612, 702, 792, 906, 996, 1110, 1200
Interval 1 3 1 3 1 3 1 1 3 1 3 1
Shrutis—

Most of these Shruti values, are agreed upon by class 1I, except, Re, Ni,+ and Ma,+
1 21 12
(the first two, not appearing in Murchhana). Here Lima (90 cents), the big-Shruti has

appeared at 7 places and Tone minus Lima (4-1=3), the Apotome (204-90=114 cents) -3-
Shrutic has appeared in 5 places. The 2 Shrutic, (904-90),-double of big-Shruti, at two

+ w -+ w
places-Ma-Pa -Dha and Ni—Sa—Re- Thus, the big Shruti, Lima, is consistant throughout.

Class IT, reduced the 4-Shrutic Re+-, Dha-}- of the Greek-Kaphi, to 3-Shruti Re, Dha,
(Minor Tone), and their Shadja-Grama became ‘Bageshri’-
Class II Shadja-Grama-(Bageshri)—
Sa3 Re2 (a4 Mad Pa3 Dha2  Ni"4 Sa
1 10 32 4 3 b 16 2
1 9 27 3 2 3 9 1
[Here, Dha (400 vib.) is revived and its ‘Fourth’ is Re—both are called Madhya-Tivra].
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In class I reduring Re,+ Dha+ by Lima—the big Shruti-become Re,? Dha"-.KomaI,-
3-Shrutic, (as in carnatic Music)-But it is no longer any Kaphi-but Bhairavi. In fact,
the seven scales are cyclic; which one is the first-is a matter of opinion.

¥

Class 1. Bhadja-Grama-(Bhairavi)—

o w v w
Sa3 Rel -+ 1Ga4 Ma4 Pa3 Dhal -+ 1Ni4 Sa
Cents— 0 114, 294, 498, 702, 816, 996, 1200

(Intervals become too complicated to he followed).
Class I—gives Bhairava easily, which is hard to get in class II.
Class I—Bhairava (A sort of Gindhar Grima).

v : v .
Ba, 3Re, 14141 Ga, 3Ma, 4Pa, 3 Dha,1+1+41 Ni, 3Sa
Shrutis 0 3, 6, 9, 13, 16, 19, 22,
Cents 0 114, 384, 498, 702, 816, 1086, 1200.

Class I, Ni”=Sa, gives the medieval Kaphi, and modern Bhairavi is obtained as
Shadja-Grama with Antar Kakali and so on. (Even Ahir-Bhaira, Mukhari, Nit are ob-
t\ tainable).

If we extend the Series of eFifths and Fourths, beyond Ma+ and Pa¥, we get all
the 22 Shrutis of class I.—

+ + 4+ + + v v v x ‘
Sa—Pa—Re-—Dha— Ga — Ni — Ma Re—Dha—Ga, Ni Ma (Most discordant)
Shrutis 0 13 4 17 8 21 12 3 16 7 20 11 »

Ed
Sa—Ma—Ni*—Ga”—Dha—Re”—Pa* Ni—Ga—Dha, Re 11Pa( ,, ,, )
0 9 18 b 14 1 10 19 6 15 2

(Some of them differ from class II by+42 cents only)

Class T derives all Shrutis by maintaining, consistancy of One-Shruti Value, (Lima—
90 cents), throughout and purely Sa—Pa, Sa—Ma relations; Hormonic notes are only +42
cents (class 1I). Even septenal notes are obtained within 4-1 cents, and 43 cents.

r Once the principal above discussed is appreciated, it is an easy matter to revive the
classification of Ragas under Grama-Murchhana system. Ancient Ragds will be revealed
in the true form, by this ‘Revival of Shruti'.
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in Sahkswan school.

: Later on, he learnt Sarode for two years.
styles in violin was achieved.

Study :

and psychology also accoustics.

Starting with the fundaments of human
knowledge, be it in the sphere of Art, Music
or perchance Biochemistry, one must admit
that the knowledge of the phenomenal world
is attained through perception, inference and
testimony. Not going very deep into the
abysmal depth of absolute reality, we can
work out our data with material instru-
mentality of knowledge, in other words, the
senses, Whether we can arrive at the truth

Thus the synthesis between Tantrakari and Gayaki

He is interested in musical literature covering the present day problems, history,
His articles apear in English, Hindi and Bengali languages.

—EbITOR

" only by non-sensuous intuition is a matter of

subtle metaphysical analysis far off from
the scope of the present subject.

Cognition 18 a midhouse between per-
ception and knowledge. So when our remote
ancestors of the interglacial periods listened
to a single droning note of a “Bow string”
(which continued till the advent of the
Neolithic age), they were inspired. We must
bear in mind that this was not the pure note
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of the ‘“primitive flute”, but a rich tone
replete with emotional effects. This was due
to a superimposition of mingled pulsations
which, in an indefinite way worked in the
crude brain of the primitive man. An exact
analogy in the domain of optics in the Visuali-
zation of Sun’s rays can be drawn.
Whereas the analysis of the seven principle
notes of the scale or the seven component
colours of white rays was to have taken
place many a millenium later, the composite
effects remain as landmarks in the path of
aesthietics wherein the self glorifies in itself.
This is the stage where the analysis of human

experience starts.

So did in a mysterious way (though
perhaps not so for psychologists) the single
note multiply inte :

(i) Two notes of the Gathie age.

(i) Three notes of the Samic age.

(i) Four notes of the Swarantara.

stage,

(iv) Seven notes of post-Vedic India.

(v) Twenty two Shrutis of Bharat.

(vi) Twenty-four Hangam of Arabia and

(vii) Sixty-six Shrutis of Mantanga’s time.

It is evident that even at the time of
Panini (Who existed “Seven centuries before
Christ”—Bhandarkar) seven notes of the
scale were already popular. Musicologists
are of the opinion that the transition of three
notes to seven happened even during the
Vedic period. In ancient Greece too, Pytha-
goras, to whom the ultimate reality was
mathematical in expression, had established
eight notes in ‘8 Ve. So this formulation
happened in Greece not earlier than the 5th.

century before Christ. Pythagoras went so
far as to apply the principle of notes to
heavenly bodies in which he imagined a
‘celestial harmony’. Tt is held that Pytha-
goras travelled extensively (Central Asia and
perhaps India) ; the fact is proved by inference
from his introduction of seven different notes
in the scale.

However prosaic it may appear if one
of all
lands have their origin in a certain process of
aural perception and necessary cognition that

comments that the musical notes

has its basis in certain rules of Physies,
human ear naturally recognizes notes placed

at certain simple intervals, such as: 1/1,

2/1, 3/2 etc. Expressed in our Indian notation
these correspond to our Fundamental —SA,
Tonic ‘ve—SA’, Dominant—PA.

The ratio 3 : 2 corresponds to our ‘Shadaj-
Pancham’ relation, and so it determined the
position of the Sub-Dominant, Madhyam,
as well. Since, inversely Madhyam stands in
the same relation with upper Shadaj as does
Shadaj to Pancham. Mathematically speaking
the subdominant, Madhyam is equivalent
to the fraction 4/3.

In all countries, scale has developed
through the common but unconscious deter-
mination of the relation existing between
SA, the tonic; PA, the dominant and MA,
the sub-dominant. Other notes were
developed on different lines pari-passu with
the general stream of culture. Leaving these
three as basic notes, others were considered
as ‘grace notes’ developing around these,
The edifice of the principal musical scales of
the world was built on four different prin-

ciples. Viz,
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- (i) The Cyclic scale of China
(ii) The Harmonic scale of Europe
(iii) The Tempered scale of Europe

(iv) The Divisive scale of India.

(1) China

China, in 581 A.D. invited a group of
Indian musicians to their country. This
group visited Korea and Japan as well.
They carried all sorts of stringed and per-
Though
China carried on its cultural liaison with India

cussion instruments with them.

for many centuries onwards, there developed
a keen appreciation for percussion instruments
like gongs, such as Pien CHUNG, chimes
like CEUNG and CHING of stone, and blowing
instruments like Hao Tuna, La’Pa, Hsiao,
Yu and SHENG.

Sujib,
Chinese court was-a past-master of all these

an Indian instrumentalist of
instruments perhaps this comparative apathy
for stringed instruments in general led to the
invention of Lu. China developed a scale
of the LU. In all, notes were developed in a
Geometric Progession of common ratio 3/2.
Enigmatically, this was the primitive tempered
scale. But for all practices, all notes beyond
the fourth, would sound more mathematical
than musical. For example starting from
the Fundamental, SA, the fifth was the
Dominant, PA. The next fifth was RE, the
super-tonic.  Beyond this the successive
fifths would evolve to subsequent notes
which would seem to be considerably distorted
from those of the scale, the
most easily acceptible scale to human ear.
(2) Europe (Harmonic scale)

diatonic

European scale developed on more natural
lines. Tirstly, the differential ratio between
the fourth and the fifth was standardized.
This was the major tone, the ratio being 9/8
and the cent value was 204, The ratio was
imposed experimentally on the fundamental,
SA and the super-tonic, RE was derived.
Pythagoras (580 B.C.) applied the same ratio
on the supertonic, the dominant and the
submediant i.e. respectively RE, PA and DA
as well. Thus his major third, GA and the
leading note, NI were higher than the corres-

ponding notes of the diatonic scale.

An average European ear can easily dis-
tinguish the overtones of the tonic from
each other. To them concord is the main
criterian of musicality. Helmoholtz even
went so far as to draw a curve for dissonance
(p. 691, Text book of Physics, Duncan and
Starling) showing that points of concord
occur even at fractions of a whole tone. So
for them it was easy to find out the impossible
position of the two said notes of Pythagoras
since each was far from the nearest overtone of
Thus the Pythagorean GA,
major third was a comma of Didymus (81/80)
higher than the Diatonic major third, GA ;
the difference in cents amounts to 22. The

the fundamental.

same was true for the Diatonic seventh. So
on the principles of concord, the minor tone,
10/9, was discovered, since it was exactly
the relation between the 5th, and the 9th.
partials, (cents-182).

The subdominant, MA, though not an
overtone of the fundamental is a prominant
note, since, its third overtone is the tonic
‘8ve., SA’. Subsequently, its relation with
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the third gave birth to the semi-tone, 16/15
(112 cents).

Conjoint tetrachord was very much known
in Europe, even in the early christian era.
So, the Sub-mediant, DA
placed as the third from the subdominant,
MA. Hence in the diatonic scale, it bears a
ratio 5/3 and not 27/16 as it is in India now,

was precisely

or, as it was with Pythagoras, in ancient
Greece. This once again proves the impact
of Indian culture on ancient Greece.

(3) Europe (Tempered Scale)

The problem of selecting triads of chords
in the scale gave birth to a more mechanical
division of scale, as it happened in 17th.
century Europe. In the tempered scale any
two consecutive notes are placed at an interval
of 100 cents, corresponding to the twelfth
root of two. Though the natural aptitude of
ear is distorted in this system, but for making
chords available at all stages no other scale is
better suited even to some degree of accuracy
avoiding unpleasant beats. “It is equally
good, or bad, for all keys”.

Strangely enough, the utility of diatonic
scale did not end with the invention of the
scale of equal temperament. Au contraire,
researches in the field of timbre (German-
Krang) was on till Helmholtz (1821-94) drew

important conclusions.

(4) India

In India, stringed instruments were
invented much earlier than history can
claim, This is why Bharat tried to give

a comprehensive idea of Shruti when others
were groping in the dark. He always refered

to VINA (Chala and Achala) for all such
computations. This is why contrary to the
findings of the noted scholar, Curt Sachs,
one is convinced that notes in India were
determined naturally on divisive principles.

Our ancient musicologists were alive to
the partials of fundamentals, as otherwise,
the concept of a complicated progression
of Shrutis would not have taken place at all.
Yet, harmony could not have determined the
Indian notes, as often European scholars
erroncously hold. Tt is interesting to note
that in ancient Babylonia the scale was
derived from the Lute by divisive means. It
is well known as Sir Aurel Stein holds that
ancient India was closely connected with
Sumeria and Babylonia by land routes.

We had the Madhyam sub-dominant
the land mark of the scale. The major
interval (9/8), between the fourth and the
fifth could have been the standard interval of
our system also. Yet, we prefered the minor
interval, 10/9 to determine RE, the super-
tonic. Thus was DA, the sub-mediant deter-
mined at 10/9 from PA, the dominant.
Ancient GA and NI were the same as our
Sadharan GA and Kaishik NI of the
present day. As it has been held by all
ancient scholars that the interval between
these two and the successive higher notes is
the same as exists between MA and PA.
Hence the of these as
compared to the next higher notes must be

vibration ratio

9/8, or the major interval of the diatonic scale.
The interval between RE to DA, or GA to NI
is a semitone i.e. 16/15. This is more easily
determined by the divisive method, since the
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fraction § and its subsequent higher powers
can easily be applied to strings. Hence the
compound ratio for RE reduces to: 4/3x

8/915/16 i.e. 10/9.

That we struck to divisive principles

religiously is apparent from the “Swaras-

thana’ for the notes ascribed by Srinivasa
(18th. century).
milleniums, it seems that only the positions

During the long gap of

of RE and DA had undergone some change.
Later, they have been placed at major
intervals from the preceding notes. Here is
an example where music made itself even

partially free from the rigour of the temple.

In all lands, as in India, religious music has
avoided angularity of notes to ensure pure
devotion. Even in the 4th. century Europe,
the JIonian scale (C mode—our Vilawal)
was kept aloof from religious service as being

profane for its direct appeal to senses, rather

than the intellect. In India too, Abhogi,
using the swaras of our modern Kafi
(Kharaharpriva with lower RI) was a

prescribed Raga for SAMA chants.

This explains why angular and pointed
notes, such as the modern RE of Kharahar-
priya was scrupulously avoided in ancient
time.

So,

Re was anchored to SA by a minor interval
(10/9).

Though the
the fandamental had a

harmonic overtones of
part in the
determination of the Shrutis, yet, in placing
principal swaras they were of little importance

as compared to the elements derived from the

divisive method. Had this not been so,
the fifth partial, or GA would have revolution-
ized the whole course of music and would
have paved a sure way to harmony, and
subsequent scale of equal termperament,

just as it happend in Europe.

The relation of the Fifth gave birth to Indian
Ragas, that with the Fourth brought forth Greek
Melody and the relation of the Third (major or
minor) put European Music on the brass-track
of Harmony.

Hormony, truly speaking is a matter of
17th. century,

nobody in Europe could consider the possi-

ear training, since In the
bility of a minor or diminished triad. But,
by the 18th century, the concept of concord
became extensive. In India, on the other
hand, our ancestors trained their ears to
overlook deliberately the prominant Fifth

partial of the fundamental of the Tanpura.

The impact with popular music was
noticeable even at time of Ahobal (17th.
Century) as it happend at the time of remote
Matang. Ahobal and Srinivas (18th. century)
both placed RE and DA at a major interval
from SA and PA respectively. This is
where political conditions of a country
influence the minor details of human life.
The raising of RE and DA by one Shruti
each was a contribution of Islamic culture.
So the advent of Kuropeans in India, our
Antar GA and Kakala NI had left their
original places, to merge into the Diatonic
GA and NI, specially so for North India.
As in South, the flatter RE and DA are
still more with our

popular, congruous

ancient culture.
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The present age finds our pure scale as very
near the Diatonic, excepting a slightly higher
DA. This is a seale that naturally serves as
the basis of our present day Raga music.
In addition to these notes, there are five
Vikrit (sharp -or flat
Ragas even admit of micro-tones (Greek

notes) ones. Our
Chroai-colour), Shrutis as we_name them.
Even in the present day, in practical music,
classical or light, the presence of Shrutis is a
tangible reality and not a mere “shade of
imagination” comparable to visual arts.

Viewing even with a detached attitude

7
S

‘SLEEP’

of mind, we can not fail to appreciate our
ancestors who achieved a remarkable synthesis
of head and heart in all their activities of life.
So while on the one hand, we find creations
like Naty-Shastra, we are on the other
placed vis-a-vis with Nyaya which places
exclusive confidence in the rationalization

of entire human experience,

The same is apparent in the field of music.
While our musicians were keenly alive to the

harmonic series, yet, they formulated their
perceptions on the division of sounding
strings of Vinas.

—M.V. KRISHNAN
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SRI K. VASUDEVA SHASTRI, B.A.
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Born in 1894 at Kilvelur, Tanjore Dt, Madras state. (fraduated 1915, Teacher for 2 years :
Lawyer for 20 years. Engaged from 1918 in research among Sanskrit and Tamil texts on Technical
subjects : Music, Dance, Medicine, Architecture and Sculpture : also in Vedanta, Yoga and Vedic
chant. Incharge of research and publication in Saraswati Mahal Library, Tanjore 1945-1960.
Brought out 100 publications in Sanskrit, Tamil, Telugu and Marathi and edited aboul 15 works
with introduction and translation in most cases himself, namely :

(1) Sangita Darpanam.
(2) Raga Alapana.
(3) Tala Samudram (Tamil).

Music :

(4) Tala Dasaprana Pradipika (Telugu).
(5) Dance pieces in Marathi.

(6) Gita Govindam with notes on Abhinaya.

(7) Natya Sastra Sangraha (2 parts).

(8) Bharatarnavam (sponsored by Sangeet Natak Akadems)

Also 5 works (Recipe books) in Medicine, one on Architecture, one on Sculpture ete.
Author of (1) Sastriya Sangeetam in Tamal.

(2) Science of Music in English.

(3) Sangita Shastra in Hindi (published by the U.P. Government, Lucknow).

Wrote several Articles in Music, Dance, in Journals and Souvenirs presided over the Indian
Fine Arts Society Conference in 1949-50. Took part in Seminar in Music & Dance in Bombay
(Hindustany Music Conference 1937-38), Sursingar Sansad 1957, 58, 59), Delhi (Sangect Natak
Akademi Conference on dance 1957, A. I. R. Sangeet Sammelan, 1957, 58, 60), Delivered the
Annual course of lectures on Dance in Baroda 1958.  Awarded titles of Sangeeta Kala Shikhamant
and Sangeet Sastra Ratnakar by Indian Fine Arts Society 1950 and 1960. Now retired from

Saraswati Mahal, still engaged n editing Sanskrit Manuseripts
—EDITOR

The late Mr. Bhatkhande has done a  Ragas, according to the time of the day to
yeoman’s service to music by collecting the which they pertain. He has also collected
prevalent theory and practice of Hindustani the latter-day texts on music from the 14th
Music and systematising them. His original century onwards both in North and South
contribution to the subject is the rationale  India. But his attempt at reconciling the
he has suggested for the classification of  seemingly conflicting texts on Ragas having

2
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the same name, having proved fruitless, he
has simply stated the texts on each Raga
without any further discussion or attempt
at. tracing the chronological or provincial
development. in a logical manner. He was
quite aware of the ancient texts on music to
be found in the Natya Sastra, Brihaddesi and
Dattilam and in the most comprehensive
compilation of texts, namely, Sangita Ratna-
kara. But as he has stated in one of his
letters he could not deal with them for want
of time as his appointed task of systematising
the existing theory and practice had taken
up all his time till he attained the advanced
age of about 72. He has in fact left a number
of questions for posterity to solve and

has stated them in his publications.

It therefore
generation of musicians, scholars and musico-

behoves us, the later
logists to take up the work of research in
music at the point where he has left them,
We may broadly divide the ficld of further
research into two branches ; one is the study
of the ancient texts on musie, the second is
an arrangement of the latter day texts taking
into account the time and place of each
text and tracing the chronological and pro-
vineial development of the Ragas.

Before we take up the ancient texts we
must remember that in the literature of our
country especially in Sanskrit there are
two sets of texts, one left by seers and semi-
and the left by
ordinary men who generally base their

divine authors other

writings on the authority of the former. The
former set of texts are the results of direct
perception of objects beyond our senses by the
process called Dharana and are authoritative

by themselves. They form what we call
the Shabda-pramana in our system of Logic.
To this category belong in the realm of music,
the last 8 chapters of Natya Sastra, Matanga’s
Brihaddesi and Dattilam which are available
intact and Kohaliyam, Nandikeswara Samhita
Kasyapas texts and Yashtikas texts, extracts
of which are available in later compilations
and in their commentaries. The original
authority in music is Narada who is referred
to as such by Bharata in his Natya Shastra
ch. 32, v. 484, But the published work
ascribed to Narada, namely Sangita Makar-
anda appears to contain very little, if at all
of the original work.

A study of these works and compilations
based on them presents to us the following
concepts as forming the basis of Raga

formation which is the essential feature of
our music :—

Sruti, Swara, Grama, Moorchhana, Krama,
Jati, Raga, Varna and Alankara. It is found
that almost every one of these concepts
has lost its original moorings and its original
significance which has to be
gathered from the texts.

patiently
In fact the process

amounts to a re-discovery of the concepts.

It is said that Swaras are formed from
Srutis. Gramas from Swaras, Moorchhanas
from Gramas, Kramas from Moorchhanas,
Jatis from Moorchhanas and Ragas from
Jatis. It is also said that each Raga has a
particular Varna and a particular Sthayi
Swara Alankara as its Lakshana.

We shall now try to understand these
concepts. A Sruti is said to be a sound of short
duration which can be recognised as such at



&5

Post-Bhatkhande Research in Music 27

the first instant of hearing of a sound and it
is also said to be a part of a Bwara.

TN HAT-BEE: TS FEAATAT |

- argfa: EvfEETETEmEeSaT |
We may take it that a Sruti is a sound of short
duration which can be treated as of uniform
Srutis in music correspond to points
Geometry.
be equated to a particular pitch,

pitch.
A Sruti can thus

So far,

It arises at the very

in space in

there is no difficulty.
next step. For it-is stated that there are
When
it is possible to produce hundreds of different

only 22 Srutis in a Sthayi or octave.

pitches in an octave what is meant by saying
that there are only 22 Srutis. Fortunately
there is a clue to the solution of this problem
in the description of Sruti Veena in Sangita
Ratnakara. Sruti Veena is constructed in
this manner. Take a Veena with 22 strings.
Tune the first string to a conveniently low
pitch.
higher pitch.
between it and the preceding pitch it must
not be possible to hear an intermediate pitch.

AT

is the phrase used —‘A sound of intermediate

Tune the next string to the ‘next’
The word ‘next’ means that

pitch being incapable of being heard”.
We can hear any number of sounds of different
pitches if each is produced separately, allow-
ing time for the previous sound to die out.
But when two sounds very near to each
other in pitch are sounded one after the other,
there is the phenomenon of the two sounds
coalescing and forming what are called ‘Beats’,
so that neither sound can be heard separately.
This phenomenon commonly occurs when

the strings of a Tanpura are tuned.  Unless

this phenomenon is pressed into service,
the phrase can have no meaning. Beats are
produced only if the interval between the two
sounds is less than a particular extent.
Beyond this the beats are not produced.
Now the interval between two Srutis is
just this maximum interval where the beats
cease. If pitches are produced with this
interval between them, we can have only-
22 pitches in an octave. This is the only
possible interpretation of the phrase used
in Sangita Ratnakara. It must be observed
in passing that the word ‘Srati’ means a pitch
as well as the interval between two successive

Srutis out of the 22 Srutis in an octave.

The next concept presents an equally
difficult problem. Now a Swara is equated in
English to the word ‘note’. It is tacitly
assumed that a Swara or a note represents a
particular pitch. But the definition of a
Swara in our texts says that a Swara is pro-
duced by a series of continuous succession of
Srutis, that it is reverberatory in nature and
that it is sweet to hear, independently,
standing by itself, _

HATAL AET: ARISTARTT: |
wal Sy A 7 o 4

Three properties are enumerated in this
definition. One is that a Swara is a com-
posite entity and is composed of a continuous
succession of srutis. The second is that
it is reverberatory in character. In other
words, when a string is plucked we hear
a long reverberatory sound following the
initial sharp sound. It is this sort of sound
that is called a Swara. It will be noticed
that there is a series of ebbs and flows in the
reverberatory sound as the amplitude of
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the vibration gradually diminishes to zero
1t is also to be noticed that the length of the
vibrating string due to the elongation by
plucking and hence the pitch also slightly
varies from a maximum to a minimum in this
phenomenon. The third property is that
cach Swara is by itself sweet to hear. The
first property itself presents problem to us.
It is right to equate a Bwara to a Srutior a
pitch as is generally done or is the Swara
composite being made up two, three or four
Srutis in We have the
following help in the texts for deciding this
question. In the first place it is stated that
Sa, Ma and Pa are each of four Srutis, Ri
and Dha of three Srutis and Ga and Ni of two
each. This statement does not
obviously mean that there are four Shadjas
three Rishabas, two Gandharas, four Madhya-
mas, four Panchamas, three Dhaivatas and
two Nishadas. The only other alternative
is to take each note as being composed of two,
three or four Srutis as the case may be.
This interpretation is not stated in so many
works in any text. On the other hand there
i a statement in the compilation, Sangita
Ratnakara, that when it is stated that Sa
has four Srutis it means that Sa is heard in the
fourth Sruti and the three preceding Srutis
are mentioned only to indicate that Sa is
produced in the fourth Sruti.  This ex-
planation is on the face of it lame and the
statement has therefore to be taken as an
interpelation, especially when we have strong
evidence in Natya Sastra in the chapter on
flute, (ch. 30) for the other interpretation ;
for in this chapter the mode of fingering for,
Swaras of four Srutis, three Sruits, and two

continuation ?

Srutis

Srutis is mentioned. It is said that if we
leave open the entire orifice pertaining to the
note, we get a Swara of four Srutis. If the
finger opens and closes the orifice in quick
succession we get a Swara of three Srutis and
if we close half the orifice we get a Swara of
two Srutis. The scientific explanation of
this is that when we leave the entire orifice
open the wave-length of the vibrations vairies
from the distance between ‘the right edge
of the mouth—piece to the left edge of the
orifice of the Swara to the distance between
the left edge of the mouth piece hole and the
right edge of the Swara orifice.

()g? 00O cooo o;)

AB D EF
In this figure, A & Bare the edges of the
mouth piece
C&D are the edges of a hole
which is fully left open
E & F are the edges of a hole

which is half closed
When the hole is fully open, the  maximum
' wave-length of
the sound is
AD
the minimum

wave-length of
the sound is
BC
and a no. of
sounds of inter-
mediate wave-
lengths are also
produced.
When the hole is half closed, the maximum
wave-length of the sound is AF and
the minimum wave-length of the sound is
BE and a no. of sounds of intermediate
wave-lengths are also produced.
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It is obvious that there are more in-
termediate pitches in the Ist case than in the
2nd, because the difference between the
maximum and minimum wave-lengths 1s
greater in the first case than in the 2nd. It
therefore stands to reason that a Swara of 4
Srutis is  produced when the hole is fully
open and a Swara of 2 Srutis is produced
when the hole is half-open.

Thus we get sounds of varying pitches in
this effort that produce the composite entity
of the Swara. The number of varying pitches
is, as stated already, smaller if half the hole
is closed than when the entire hole is open.
It is therefore clear that a Swara isa composite
entity., But then we have to explain an ob-
jection. For we are able to identify each
How is it ?
The explanation must be that when we begin
the successvie series of pitches from a parti-

Swara with a particular pitch.

cular pitch, go through the complete pitches
and come back to the starting pitch, the pitch
that lingers longest is the one from which
we start and come back to. This is generally
called the Swarasthana which is different from
a Swara.

The next concepts of Grama and Moor-
chhana have suffered most in the hands of our
musicologists. Grama is an organic group of
notes in the same way as a village (Grama)
is an organised group of people. There are
three Gramas called after the Swaras which
lead them, namely, Shadja Grama, Madhyama
Grama and (Gandhara Grama. The Swaras of
Shadja Grama are led by Shadja, those of
Madhyama Grama by Madhyama and those

of Gandhara Grama by Gandhara. To under-

stand how the Swaras of each Grama are
derived from the leader, it is necessary to
keep in mind the fact that music is a subjective
phenomenon and has most to do with mind,
heart and soul though the medium is through
the ear. The first mental act in music which
mostly takes place in an unconscious manner
is to rivet our minds to the basic note or
Adhara Swara (which is now a days the
Shadja) from which the other notes take
their form. This process is technically called
in our texts as Avadhana or attention.
Though at present the Avadhana or the
basic note recognised in theory is only Shadja,
musicians of our country were practising two
Avadhanas one in Shadja and the other in
Madhyama till some 800 years ago. Even
now there are musical pieces which are more
enjoyable with Madhyama as Adhara Swara
or drone than with Shadja as such. This
is due to the fact that in those pieces
Madhyama Grama Swaras are being used.
Our texts divide Ragas into Shadja Grama
Ragas, Madhyama Grama Ragas and Ragas
formed of both Shadja and Madhyama
grama Swaras. of the
Swaras in the two Gramas differ in the case
of Pancham and Dhaivata. In the Shadja
Grama Sa i1s formed of first four Srutis. Ri
of the 5th, 6th, 7th Ga of the Sth and 9th. Ma
of the 10th, 11th, 12th and 13th. Pa of the
14th, 15th, 16th and 17th. Dha of the 18th,
19th and 20th. Ni of the 2lst and 22nd.
Inthe Madhyama Grama Pa is formed of three
Srutis instead of 4 Srutis that is by the 14th,
15th and 16th. The fourth Sruti namely
the 17th is added on to Dha which thus

gets 4 Srutis instead of 3. That is 17th,

The constitution
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18th, 19th and 20th. The Gandhara Grama,
that is the formation of the seven notes
with Grandhara as the basic, is said to be
possible only for Semi-celestial beings, the
Gandharvas, though the constitution of the
Swaras of this Grama is also given in the
texts.

Moorchhana is the most important concept
of music and has suffered most in inter-
pretation. This concept appears to have
been in use in all ancient systems of music
It is called
Palai in Tamil music and mode in Greek music.
It is infact the basis of Raga Chhaya and is
the bedrock of Raga-formation. It consists of
an ascent through seven Swaras starting from
any Swara and descent back to the starting

like Tamil music and Greek music.

Swara. It is infact a closed curve and has
a particular emotional content due to the
starting Swara. As we have seven Swaras,
we can have seven Moorchhanas, each starting
with one of the Swaras. The emotional
content or Rasa of each Moorchhana is the
same as that of the starting Swara. Thus
Moorchhanas starting from Sa and Ri pertain
to Vira, Raudra and Adbhuta, the Rasas of
Shadja and Rishaba. The Moorchhanas
starting from Ga and Nt pertain to Karuna
the Rasa of Ga and Ni. The Moorchhanas
starting from Ma and Pa pertain to Srngara
Rasa, the Rasa of Ma and Pa. The Moor-
chhana beginning with Dha pertain to Bibha-
tsa and Bhayanaka Rasas, the Rasas of Dha.
The principle involved in colouring the
Moorchhanas starting from them is that “in
any musical phrase the initial note colours
the entire phrase with its Rasa and Bhava.”

There is a proviso to this general rule which

governs all melodies ; and that is, that any
phrase to be capable of being coloured with
the Rasa of the initial note must have within
it the Samvadi or consonant of the initial
note. The term Samvadi may be defined
as a note which completes the Bhava started
Notes

whose interval is the same as Sa to Ma and
Sa to Pa are Samvadis as is wellknown to all

by the note to which it is Samvadi.

musicians of Northern India.

As there are two sets of 7 Swaras, namely
Shadja Grama Swaras and Madhyama Grama
Swaras, our texts postulate 14 Moorchhanas,
7 each for each of the two Gramas, and they
Now all the
Sancharas within the closed curve of a

are given distinct names.

Moorchhana are coloured by the Rasa Bhava
of the Moorchhana which is the same as
saying, the Rasa Bhava of the Starting Swara
of the Moorchhana.
concept of Raga and the mother Raga called
Jati.
closed cycle of a Moorchhana Constitute a
mother Raga or Jati. And particular San-

charas starting in particular points within the

This 1s the genesis of the

All the possible Sancharas within the

Moorchhana cycle give rise to Ragas born out
of the Jati constituted by the Moorchhana.
Particular Sancharas giving rise to Ragas are
called Kramas. The following diagrams will

illustrate the concepts of Moorchhana and
Kramas.

Ni Ri
Dha Dha Sa Sa
Pa Pa Ni Ni
Ma Ma Dha Dha
Ga Ga Pa Pa
Ri Ri Ma Ma
Sa Ga
Fig. 1 Fig. 2

\ “!'
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The first cycle represents the Moorchana
starting from Sa. The second the Moor-
chhana starting from Ga. All the Sancharas
in the first are coloured by the Rasa of the
Moorchhana, that is of Sa, namely Vira,
Raudra and Adbhuta. All the Sancharas
in the second are coloured by the Rasa of the
second Moorchhana that is of Ga namely
Karuna.

Now taking the Sancharas of the first
Moorchhana we can start a  Sanchara
from any one of the twelve points in the
cycle and come back to the staring Swara.
Each such full Sanchara is called a Krama.
Each Krama has not only the Rasa of the
Moorchhana but also the Rasa of the starting
Swara of the Sanchara, Thus each Krama
has two Rasas namely the Moorchhana and

also of the Krama itself.

The Moorchhana and the Krama are the
bases of Jati and Raga. Jati is the name
given to the mother—Raga. All possible
Sancharas in the various Kramas constitute
the Jati. The Sancharas within a single
Krama constitutes a Raga.

We have two important Swaras in each
Raga. One is called the Nyasa Swara and
the other is called the Amsa Swara. The
Nyasa is determined by the Moorchhana and
Amsa is determined by the Krama. As
stated already a Krama and hence a Raga
born out of it has two Rasas, one that of the
starting Swara of the Moorchhana and the
other that of the starting Swara of the Krama.
These two Rasas have their use in every

situation in a story or drama. For every
incident in a story has a particular emotional

appeal. But the general situation of the
story has its own emotional appeal also,
For instance in Sakuntalam the general
situation of the story has Sringara as its Rasa.
But the scene when Sakuntala is stricken
with sorrow at the repudiation by Dushyanta,
the Rasa of the incident is Karuna. A musical

piece intended for the particular scene must
therefore indicate the Karuna Rasa in the
incident as well as the Sringara of the general
situation. So we must choose a Raga in the
Moorchhana beginning with Ma or Pa and in
that Moorchhana the Krama beginning with
Ga must be employed. Thus every Raga is
born in a particular Moorchhana and in a

particular Krama in the Moorchhana.

All the possible Sancharas in a Raga have
thus two boundaries; one due to the closed
cycle of the Moorchhana and the other of the
Krama. The highest and the lowest Swaras
in the Sancharas indicate the ends of the
Moorchhana. The Swara in
which you have to stop hefore proceeding
further determines the Krama. The starting
Swara of the Moorchhana determines the
Mukhya Rasa of the Raga or the Rasa of the
general situation for which it is fit. The

intermediate

starting Swara of the Krama determines the
Upa Rasa or the Rasa of the incident for
which it is fit. The Nyasa is determined by
Moorchhana and Amsa by the Krama.

It will be seen that the concepts of
Moorchana and Krama give us the scientific
analysis of the Raga with reference to its
principal features namely melody and emo-
tional appeal. Unfortunately, the important

concept of Moorchhana has been hopelessly
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mutilated by a mis-interpretation in which the
starting Swara is equated to the Base Sa and
the other Swaras are named according to
their interval from the starting Swara. It
is said that new scales are thus formed and
that the Moorchhana is the basis of the melas
or Thats. Unless the starting Swara retains
its name and form its Rasa disappears and
the entire purpose of the Moorchhana en-
suring the Rasa of the Raga becomes unreco-
gnisable. The credit for this mutilation of
our Shastraic concept of Moorchhana belongs
to the late Sri Sourindra Mohan Tagore and
unfortunately the later generation of musico-
logists have blindly followed him.

Two more concepts remain namely Varna
It will be news to most
musicians and musicologists today that
Varna and Alankara are the names of the

and Alankara.

next important Lakshanas of Ragas in which
These two Lak-
shanas are given for the important Ragas in
Sangita Ratnakara, but have been omitted

the life of the Raga rests.

in later treatises. ‘Varna’ means ‘a musical

effort’,
wfFar aor; (Sang. Ratnakara)

It is of four kinds: (1) an ascent (2) a
descent (3) a combination of ascent and
descent (4) staying at a Swara. Their names
" in Sanskrit namely Arohi, Avarohi, Sanchari
and Sthayi, are given in every primer, but
their application as a Ragalakshana does not
find a place in them. A Raga has generally
its manifestation only in Arohi, Avarohi or
Sanchari but not

reason for this is easily found.

in other Varnas. The
In every
Moorchhana there is an ascent and also a

descent. The Rasa of the ascending part is
determined by its starting Swara and that of
the descent by the starting Swara of the
descent. Taking for instance a Moorchhana
starting from Sa the ascent is up to its seventh
Swara Ni. So the ascending part has the
Rasa of Sa (i.e. Vira, Raudra and Adbhuta.)
and the descending part has the Rasa of
Ni, its starting Swara, namely Karuna. So
it stands to reason that a Raga having a
single emotional appeal should be mainfested
only in Arohi or Avarohi except in complex
situations where ascent and descent are
mixed and the manifestation is in Sanchari
Varna.

The next concept of Alankara is equally
unfamiliar today. The different forms of
each Varna constitute the Alankaras. You
can ascend or descend in a variety of ways by
varying the number of notes of ascent at
a time by two, three etc. The Alankaras of
the three Varnas Arohi, Avarohi and Sanchari
are not specially mentioned as Raga Lakshanas
but the Alankaras of Sthayi Varna or the
different ways of staying in a Swara form
the life of Ragas. The very idea of varying
the mode of staying in a particular Swara has
presented an insoluble puzzle to all text-
writers for the last Seven hundred years.
Seven ways of staying in a Swara are men-
tioned. But their description in Sangita
Ratnakara has made the concept ununder-
standable. Their description in Natya Sastra
is simple enough. When the pronounciation
of a Swara starts with feeble energy and
gradually increases in volume then it is called
Prasannadi. If the pronounciation starts with
vigour and gardually subsides it is called
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Prasnnanta. If the pronounciation starting
feebly gradually increases in volume and then
subsides, it is, Prasannadyanta. If the pro-
nounciation starts and ends with enery with a
subsidance in the middle, it is Prasan-
namadhya. If the effort consists
number of jerks it is called Krama Recita.
If it
converges it is Prasada. If every one of
the Ragas of the North and of the South
are examined it will be found that a
particular variety of Sthayiswara Alankara is
In many cases

of a

If it simply expands it is Prastara.

characteristic of each Raga.
it is only this difference that constitutes the
difference in Chhayas of Ragas. As this
feature of pronounciation forms the very

life of a Raga, indifference to this feature results
in the musician’s performance becoming
devoid of life. Formerly this feature though
not studied as part of the theory, was well
preserved by the Gurukula System. Now-
a days this aspect is not properly attended
to and that accounts for the classical

music gradually losing its life.

So far T have dealt with the examination of

the original texts of music that has remained
to be done since Mr. Bhatkhande's days.

The next thing to do is the systematic
arrangement of the texts of the latter-day
authors so that the provincial and chrono-
logical development of Ragas may be studied.
This will be done on a future occasion.



MUSIC-MATERIALS IN THE
PUSPASUTRA

SWAMI PRAJNANANANDA
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SWAMI PRAJNANANANDA : Born in 1907 in the Hooghly district, West Bengal—
Joined the Ramakrishna Vedanta Math in 1927 —Disciple of Swami Abhedananda, the direct disciple
of Ramakrishna Paramahansa—=Studied Sanskrit and Eastern and Western philosophies under
emanent scholars—ILearnt Classical music (dhruvapada, kheyal, etc.) under late Nikunjabehari
Dutt, the disciple of late Aghorenath Chakravurty, Sangita-Nayaka Shri Gopeswara Banerjee of
Vishnupur, and Sangiticharya Harinarayana Mukhopadhyaya of Varanasi. Awarded the “Sisir
Memorial Prize” in 1959 for the book : Sangita-O-Samakriti, vols. I & IT—Awarded the “Rabindra
Memorial Prize” by the State Government in 1960, for the book : Historical Development of Indian
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[A LIFE-SKETCH]

Music —A research scholar in the history of Indian music—Composed and compiled many books
on Music and Philosophy, such as (1) A History of Indian Music, (2) A Historical study in Indian
Music, (3) A Historical Development of Indian Musie, (4) Dhrupadamala with notations, (5)
Sangitasira-samgraha by Ghanashyama Naraharidasa (edited), (6) Raga O Ripa, vols. I & II,
(7) Gitachadrodaya (Sanskrit, edited), (8) philosophy of Progress & Perfection, (9) Philosophy of the
world and the Absolute, (10) Sri Durga (a historical & archacological study), (11) Tirtharenu, (12)
Mana O Manusa, (13) Abhedanandadarshana (a comparative study in philosophy), etc.—At present
the Secretary of the Ramakrishna Vedanta Math, Caleutta—A member of the Central Board for Music,
All India Radio, New Delhi—A member of the Programme Advisory Committee, A.I.R. Calouttq—
A member of the Education Council, University of Visva-Bharati—An Examiner in music in the
Caloutta University, and attached to different cultural institutions.

—‘Eprtor’

It may be of interest to note that materials as intended for the Samaveda, is known
for music are available in different Vedic  as the Pugpasatra or Samapratisakhya. Tt
grammar, known as ‘pratisakhya’. The Saima-  was written by Pusparsi, and so the apho-
veda is known as the ‘Book of Songs’, because  risms (sitras) were named after him (‘Puspa-
the stanzas or res of the Rgveda have been silra‘). Some scholars are of opinion that
sct to tunes in the Simaveda. The grammar  the Sama-pratiéakhya was written by Audav-
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raji, who composed also the Rktantra. But
Dr. Saryakanta Sastri and some other savants
are of opinion that as the term ‘puspa’
suggests Puspayasas: “Puspayasas Audavra-
Jv7 and as the suggestion is strenghtened
by the colophone of a manuscript that reads :
“Audavraji-krtam puspasitram”, so it can
be taken that Pusparsi and Audavraji were
one and the same person. Further it is
known that Audavraji was the author of
both of the Vedic grammars, Samatantra
and Rhtentra.

In the introduction to the Puficavimséa-
briahimana,l Dr. Caland has stated that the
grammar, Puspasitra is a collection of the
samans, which are older than those con-
tained in the rahasya-ganas like wha and
dhya. He says that it is highly probable
that amongst the Samavedic Brahmanas of
early times, certain rules were formulated
and handed down to posterity by oral tradi-
tion for adaption (@ha) of the s@mans in the
gramegeya and aranyegeya ganas, then fixed
and systematically arranged in a special
book, called the Puspasitra. Two more books
were then written to make the samans ready
for use more quickly according to the instruc-
tion contained in the Pugpasitre, and they
were known as the dhagana and the dhya-
rahasyagana. Dr. Caland has included the
dhagana in the fold of the gramegeyagana,
meant for sacrifices, and the @hya-rahasyagana,
meant for the sacrificial hymns, and in his
opinion, the Simavedic texts are the oldest
from the historical perspective.

The Puspasitra was commendably anno-
tated by Ajatasatru in later ages and his
annotations commence from the fifth chapter
(prapathaka) beginning with “$r7 samavediya
namah’”. contains only
ten chapters (prapathakas), of which the

The Pugpasitra

ninth one deals specially with sdmaganas.
Though many of the Western scholars, headed
by Dr. Caland, uphold the doctrine that the
Ghagane is a much later creation or composi-
tion than the Pugpasitra, yet the latter
contains ample instances and descriptions
of the @he and ahyarahasyaganas. In the
fifth section (kandika) of the eighth chapter
(prapathaka) of the Puspasitra, it is written :
“ahagane yoniwvat-svarah”’, i.e. ‘the (Vedic)
tones arc used in the @hagana as well as in
the yoniganas. In annotating this portion,
Ajatagatru has said : “@hagdre yonivat-svara
bhavanti i praktyapadena  Krtamahagitau
yonivat-svarah krustadyal’, i.c. the term ‘adi
of ‘krustadaya’ refers to the tones like
prathama, dvitiya, ete.  Besides, scholars
like Dr. Burnell and Simon are of opinion
that the third verse of the second section
of the nineth chapter should be taken as
mere description of the @hagana in the Pugpa-
sutra, as 18 found in the lines:

“Sandhivat padavad ginamatvamar-

bhiavameva ca/f
Praglesaécitha vidlesa ihe tvevam
nivodhata//

That is why Dr. Sturyakinta Sastri has
stated :
which teach how to turn the padas (feet)

“We know that the pratisakhya

into samhitd, are centuries later than the

! Vide Indroduction, chpt. II, p. XIII.
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samhitds, and the same may be said with
regard to the Pugpasitra. In reality, this
treatise belongs to the third strata of the
Samavedic literature, i.e. the analytic litera-
ture, which consisted of Rktantra, Sama-
tantra, Aksaratantra and numerous other
works”.1

Both Pusparsi and Ajatasatru have men-
tioned about the use of different tones at the
time of svadhyaya or study of different
Vedas or hagana, as prescribed in the
recensions like Ranpayaniya,
Tandyabrahmana, ete.
was also prevalent during the time of the
The
stobha was common in both the ganas, grame-

Sathyayana,
The chorus singing

Pugpasiitra : “anyatra gana-gitibhyah”.

geya and aranyegeya, and the stobhas were
used along with vowels and consonants so as
to. stretch or embroaden the utterances or
intonations of the words of the songs.
Directions for manner, in which stobhas were
to be used, is also found in the pratisakhyas.
As for example, while annotating on “atha
vikalpa” (‘as for the alternative’) of the
first scction of the ninth chapter, Ajatasatru
has said ;’*

*idanim, vikalpa wcyante bhavasesam ca,
ekasman pade dvidha gitirdrsyate, tatra kimu-
bhaya-prakarasyapi ganasya yugapat-prayogo
bhavaty’, ete.

The second section of the ninth chapter
of the Pugpasitra is most important for
materials of music it contains. Specially the
contributions of the eighth and ninth $lokas

1 Cf. Rktantram (Lahore, 1933), Introduction, p. 30.

in this respect cannot be measured. As Pug-
parsi has said,
Etairbhavastu gayanti sarvah sakhah
prthak prthak/
Paficasveva tu gayanti bhuyisthani
svaresu tu//
Samani satsu cinyani saptasu dve tu
kauthumah/
Unanamanyathagitih
kadca ye//
Ajatagatru has not entered into much dis-
cussion regarding these two élokas, as their

padanamadhi-

meaning is very clear. All the four Vedas
had different recensions (sikhds). Varieties
and diversities in the recensions show that
individual development of the human mind
had never been at the same level at any time.
Various tastes and temperaments of the
Vedic society also helped a good deal to
the creation of different methods or manners
in the singing or improvization of the samans.
As the social customs and usages varied
amongst the different clans, castes and
families, so also the manners and objects
of the religious performances. It was,
therefore natural to evolve different branches
or recensions of the Vedas. Besides, there
were various rules, regarding the use of the
Vedic verses at the time of sacrifices and
rites, which resulted in variations in pronun-
ciation or intonation and practice as well
as in the mode of singing the samans amongst
different Vedic sects, who followed different
recensions of the Vedas. There were varia-
tions too in the application of the hymns
(mantras) in the ways of offerings in the
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gacrifices, and also in the use of different
numbers of tones in the s@maganas. Pusparsi
has mentioned the names of the Kauthum?,
Ranayania, Jaiminiya and other recensions
under “sarvah sakhet?”. Besides these, we
Saunakeyn,
Gautamiye and other recensions. In the
Naradistksd (1.9-11), Nirada has spoken of
certain variations in the application of the

get  the names of Vajasaneya,

tones, according to differences in some
recensions :
Kathakilava-pravrttesu taittriya-

hvirakesu ca/

Rgvede samavede ca vyaktavyah
prathamah svarah//

Rgvedastu  dvitlyena trtiyena ca
vartate/

Ucca-madhyama-san-dhata-svaro
bhavati parthival//

Trtiya-prathama-krustin
hvarakah svaran/

kurvantyi-

Dvitiyadyamstu mandram tam stait-
tiriyascaturah svaran//

Pandit Bhattadobhakara has written in his

commentary, regarding these lines : “kathadi

samavede ca

rgvede rgyajusam

samika-svarah pravartate, svarite prathama-

gakhasu

svaranusarena patho ‘vadharyate prathama-
svara-dvitiyasvaro-rgvedenukryaminavadha-
ryate krusta-prathamasvara-samudaya-
nukaradca laukike
ityaha/9/  krustah
prathamah svarah /10/ trtiyadisu svara-
pathah dvitiya-
dynukirena taittirlyanam simni tu sapta
svard bhavantityahah”.  Further the text
runs thus,

vyava,hﬁrc pr&wurtuya.

uccah  madhyamah

nusirendhvarakinam vi

Prathamadca  dvitiyasca
caturthakah/
Mandrah  krugto
kurvanti simagah//

trtiyo’tha

hyatisvara etan

Dvitiva-prathamavetau tandibhall-
vinam svarau/

Tatha datapathivetau svarau vaja-

saneyinam//

Ete -viesatah  proktah  svard vai
sarvavaidikah/

Ttyetaccaritam  sarvam  svaranam

sarva-vaidikamiti// 12-14,

COMMENTARY

“Chandoganam vijasaneyinam, ca brah-

manau  gathasvarau  prathama-dvitiyau
bhavata ityaha /12/ tandya-paficavim-
gadikam  brahmanam  kauthumadayo’dhi-
yanta iti tandinah bhallavinah chadogi

eva  vijasaneyinim  [13/
bhavam caritam svaritam/14”,

sarva-vedesu

In short, what Narada is disposed to say
is that though the Vedic tones, beginning with
prathama, are seven in number, vet all of
them were not used by all the followers of
The followers of the
Katha, Rgveda, Samaveda, Taittiriya and
Ahviraka used only the tone, prathama
(=equal to laukika tone, madhyama) in their

different recensions.

The followers of the Samaveda
used the s@mika i.e. three tones, when singing

samaganas.

the verses from the Katha etc. recensions and
from Rgveda, Samaveda and Yajurveda,
They specified the readings from the Vedas,
according to the prathama tone. Again they
used the tones, prathama, and krugta in their
songs, in accordance with the tone, prathama
of the Rgveda. The followers of the Rgveda
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used the tones, dvitiya and trliya, and also
used to sing with the tones, krugle and
prathama. The Ahvarakas used the tones,
trtiya, prathama and krusta, while singers of
the Samaveda and Taittiriya used four tones
in their songs. The Chandagas or the singers
of the chanda (?) and the Vajasaneyis used
fisst two tones, and the Tandibhallas, $ata-
pathas and Vajasaneyis used the tones,
prathama and dvitiya only.

In short, all the seven tones were used
in the samagana, during the days of the
Sama-pratisakhya.  Though there
direct reference regarding any musical instru-

is no

ment or dance in the Pratiéakhyas, yet it may
casily be surmised that various stringed
mstruments and different kinds of lutes or
veepas were in vogue in the Vedic society.
We also get ample evidences in the Brahinana
literature that the s@mans were sung to the
accompaniment of musical instruments,
while the ladies danced around the sacrificial
altars, clapping their hands to keep time.
Prof. 3. Levi has mentioned in this con-
nection: © * * the art of music had been
fully developed by the Vedic age’. Moreover
the Rgveda (1.92.4) already knows maidens
who decked in splendid raiment, dance and
attract lovers, and the Atharvaveda (XII.
1.41) tells how men dance and sing to music”.1
In a hymn of the Rgveda (1.92.4), it has
been mentioned : “adlic pesarmsi vapale nptu-
riva”’ i.e. the Dawn or Usa manifested herself
Dr. Keith has mentioned
that the maidens used to dance round the

as a dancing girl.

1 Of. The Sanskrit Drama (Oxford, 1924), ]»p._fS-IG._
The Sanskrit Drama (1924), p. 26 and Macdonell : Sanskrit Literature, p. 27.

2 Cf. Dr. Keith :

fire of the altar as a spell to bring down rain
for the crops and secure the prosperity of
the herds at the time of the Mahdvrata rite.
In the Sankhyayana-grhyasatra (1.11.5), it
has been described that before the marriage
ceremony is completed, dances of matrons,
whose husbands were still alive, were used
to be performed, and the dancers were
present who danced to the sound of the lute
and flute, and dance and song used to fill
the whole day of moving”.2 Similar deserip-
tions are found in the Paficavimsabrahmana.
Dr. Caland has said in this connection :
“Behind the Choristers * *
the Yajamanas take their seat; each of
them has two instruments, a Landaveend

the wives of

and a picchora (or picchold); on these they
play all together alternately, first on the
kandaveend, then on the picchord.  The
kandaveend is a flute of bamboo, the picchora,
a guitar, which is beaten by means of plec-
trum (Latyayana, IV.2.5-7,
X1.2.6-8.  The Jaiminiya-brahmana (cf.
Das Jaiminiya-brakmana in  Auswahl, No.
165) enumerates the following instruments,
karkars, alabu, vakra, kapisirsni, aisik?, apahd-

Drahyayana,

talik@ (cp. Ap., below), veend, kasyapi (cp.
Ath.S., 1V.37.4: ‘aghdatah karkeryah'—
cymbals and lutes,—Whiteny. Ap. XXI.
17.6, 19 names three instruments, Apagha-
talika, tambalaveena
second, is, according to R. Garbe (see his
Introduction to Ap. vol. 1II, p. VII), a
tamil guitar. Baudh., XVI.20.266.19-10;
267.9-10 names also three
aghati, picchold and karkartkda, on which cp.

and  picchola; the

instruments :
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Karmantasiitra (Baudh. XXVI.17. s.f);
Sankh. XVII.3.12 has: ‘ghatakarkarir ava-
ghatarikah kandaveendh picchora iti,
perhaps dghdtarir avaghdtata, etc.; but the
following passage (sitra 15.17) is rather
uncertain”. Apart from this there is a men-
tion of a atatantri-veend or a hundred stringed
lute in the Brdkhmana. In later ages, satataniri-
veend got the name of katydyani-veend. Dr.
Caland says: “It is provided with a hundred

read

strings, man, forsooth, has a life of hundred
years, has a hundred powers” (verse 6.12).
So there were lutes with various number of
strings in the days of the Brahmana. Ac-
cording to Dr. Caland ‘hundred powers’ mean
‘female slaves, at least five, at the highest
fifty or twenty-five’, and these slaves were
supposed to play the lute. He has further
stated about lute or veena, in the Paficavimséa-
brahmana, edited by him (cp. Jaim.-br., IT.45,
418; Kath., XXXIV. 5.39.10; T.S.
VIL. 5.9.2): “The veerd is an instrument
of wood, according to Sankh consisting of a
kind of crate and handle (cross-bar 2); it is
covered with the skin of a red ox, hairs on
the outside, it has ten holes at its back side,
over each of which ten strings are fastened ;
these strings are manufactured of munja or
durba grass. The strings are touched by the
Udgatri by means of a reed of a piece of
bamboo (with its leaves), that is bent of
itself (not by the hand of man): indrenataya
(var tndrena) tstkaya’, Jaim-br. and from
this text the word is taken over by Laty.
and Drahy. * * Udgatri does not properly
play on this instrument, having touched

the strings * * with the plectrum he orders
a Brahmin to play on it; Drahy., XI.1.
1-16; cp. Ap., XXI. 18.9; Sankh., XVII.
3.1-117.1

Some are of opinion that dance and
musical instruments are not mentioned to
accompany the sdman songs in the Vedic
literature and sb the sd@mans are not fit to be
called ‘sangita’ in the proper sense of the
term. But this view is not correct, because
the term sangila conveys the idea of combina-
tion of song, musical instrument and dancing,
and the Vedic music, sdmagana was practised
with the accompaniment of various musical
instruments like veend, benu, drum like dundu-
In this

connection, we would like to draw the atten-

bhi, ete. and sometimes dance too.

tion of the readers to the Purusamedha-
yajfia, as described in the Vajasaneya-sambhitd.
There it has been mentioned that 184 human
beings, belonging to different classes, were
killed and were given as offering to the
presiding deties of the sacrifice: a singer
was offered to sound, a bird to dance, an actor
to song, a lute player to joy of festival, and
a flute player to cry, and so on. No less
than one hundred and eighty four persons
were to be slaughtered at the Purusamedha
sacrifice. Dr. Winternitz has also mentioned
about this sacrifice and the human beings’
to be slaughtered.? Sometimes the descrip-
tion of the human sacrifice may appear as
figurative, but actually the Brahmanas have
Prof. Hillebrand
has also called this sacrifice as a symbolical

described it as genuine.

L Cf. Dr. Caland :

Paigicavim$a-brakmana (Calcutta, 1931), p. 86.

2 Cf. A History of Indian Literature (1927), vol. I, p. 174.
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or allegorical one. Prof. Oldenberg is of the
same opinion and he has interpreted it in a
different way. He has said: “There can
be no doubt that the ritual is a mere priestly
invention to fill up the apparent gap in the
sacrificial system which provided no place

for man”.1

Regarding the creation , of the term
‘hing’, it has been said in the Chandogya
Upanigad (1.12.4): “yathaivedam vahis-
pavamanena  stogyamanih samravdhih  sar-
panti”’, i.e. ‘just as the men who are going
the vahispavaminae hymn move round linked
know that the
Udgatas used to dance in a circle at the

to each others’., so we

time of sacrifices, and it reminds us about
the scenes of the Bauls of Bengal and the
Muslim Sufis of Arabia and Persia, who
dance in circle during singing the songs,
In the Vedic literature,
there are ample evidences that the saman
songs were sung in the Vedic sacrifices,

in ecstatic vision.

accompanied by different musical instruments.
Speaking of dance and music, the late MM.
Ramakrsha Kavi has written: “* * g
careful examination of the Vedic rites and
$tksds thereupon drives one to the irresistable
conclusion that the origin of Indian music

1 Ibid., p. 175.

lay in certain rites where the priest and the
performer chant some gdthds alternately,
while the wife (Yajamani) plays on wveena
and the closing of the sacrifice was enjoyed
with the conduct of a peculiar dance. The
kind of wveend, mentioned for the above
purpose, is called picchold, and in another
place it is called audumvari, that is made

of udumvara wood”.2

Apart from the Brahmana, Samhitd, Kalpa
and Srauta satras, we come across mention
of songs, dances and musical instruments
even in the Rgveda, the most ancient litera-
ture of the Hindus. In the Rgveda (I.
10.1), it is mentioned :

Gayanati tva giyatrino’rcantyarka-
markinah/
Brahmanastva ¢atakrata ud vamsa-
miva yemire//3
‘Oh §atakratu, the singers sing to thee,
the arcakas or worshippers worship Indra,
worthy of worship, just as the dancers lift
up the piece of bamboo, so do the singers
in thy praise elevate thee’. While annotating
on this hymn, Sayana states: “vamdamive
yatha-vamsagre-nytyantah  $ilpinah praudham
vaméam Yatha wa
sanmargavarttnah svakiyam kulam unnatam

unnatam  kurvants.

2 (a) Cf. The Quarterly Journal of the Andhra Historical Research Society, vol. III, July, 1928,

pt. I, p. 20.

(b) It is interesting to note that though there is mention of the veends, picchold, udumvara,
etc. in the Vedic literature, yet Narada has mentioned about only the veenas, daravi and
gatra in the Naradiéiksa, and Bharata mainly about the veends, citr@é and wvipafici, in the

Natyaddastra.

It might be that the veends like picchold, ksauni, audumuvary, vana, ete. were

used in the Vedic music, simagana, and Narada and Bharata, being the expounders of
the gandharve musie, were silent about them.
3 Cf. Rk-samhita (edited by Sripada Sarma, 1940), p. 5.
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tadvat
vydcagte—gayantitvd-gayatrinak  prarcanti te’
karmarkino-brdhmandstvdsatakrata
varmsamiva-vamsovanasayo

kurvants etamrcam  yaska  evam
udyemire
bhavati  vanand-
cchrayata itt vetd’.1  From this we find
that both the Rtvikas and Samagas used
to sing the s@mans, sitting round the sacri-
ficial altars, and they used to worship, while
the dancers danced. It was customery at
that time to lift up pieces of bamboo at
the time of the

Haridas Pilit has

with the Gambhira ceremony that even today

performance of dances.
stated, In connection

people dance with canes in their hands before
Siva in the parlour of the Gambhira (Gam-
bhird-mandapa). In the function of Gambhira,
some sing songs, some chant hymns and
prayers, while making the image of §iva,
and some dance with canes in their hands.
In his opinion, the Vedic customs have been
adopted by the Gambhird worshippers in the
present day, and it is probable that the
Vedic customs are prevailing even to this day,
in some form or other, in many of the religious

rites and performances.?

There is mention of musical instruments
in the Rk-samhitd (11.29.13) : “fe ksonibhira-
runebhirnangjibli-rudra rasya sadanesu
vavrdhuh”’, i.e. ‘the Marutas, the sons of
Rudra became nourished in the clouds, the
reservoir of water, taking the musical instru-
ment, ksauni, and being adorned with orna-
ments of gold’. .Sayana has said in this
connection : “rudrd-rudraputrdste-maruteh
ksonibhih  Sabdakarir-veeng-videsuil’,  ete.
The ksaupi or ksoni, a type of lute or veena

was used as an accompaniment to the hymns
of the Rgveda. But Sayana has not said
anything as to what kind of lute it was
or how many strings it contained. Again
there is mention of the musical instrument,
Earkari. It has been said in the Ri-sambita
(I1.43.3) :
Yadyutpatan vadasi karkariryatha
vrhad vadema vidathe suvirah.
‘Oh vulture, make thou the sound like that
of the karkar?, while in your flight. May we
also sing along with our sons and grandsons
after ample prayer in this sacrifice’. Similarly
Sayana has stated : “‘karkariryatha karkarir-
vadats

Earkarirvadya-vedesah anyadvya-

khyatacaram™. Some of the commentators
have admitted kerkar? as a musical instru-
ment, in the Vedic time, but none has given
any detailed account of it. While describing
about music, musical instrument and dance
of the Vedic society, Prof. Apte has said:
“Music, bothvocal and instrumental, and dan-
cing continued to be among the amusements
of this (Vedic) age.** Several professional
musicians are known, and the variety of
instrumental music in vogue can be referred
from the types of musicians enumerated,
such as lute-players, flute-players, conch-
plavers, drummers, ete. Among the musical
instruments known are the dghati (cymbal)
to accompany dancing (RV and AV), drums,
flutes, and lutes of various types, and the
harp or lyre with a hundred strings (vina-
veend). Many other instruments, of which
we cannot form an exact idea, are also named.
The §ailusa, included in the list of victims

1 Tbid., (Bombay, 1810), p. 110.

2 Adyer Gambhid (1319 B.8.), p. 175.
6
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at the Purugamedha in the Vajasaneya-
samhitd,
‘dancer’.1

probably means an ‘actor’ or

Besides this, the bride had to sing at the
time of the simanfonnayana ceremony, and
the bridegroom sang lays (gatha) at the mar-
riage ceremony. The wvamadevyagana of the
Gobhila-grhyasitra stands out as an example
that lays and songs were also sung in the
time of the Samaveda. Prof. Apte also
says in this connection: “In the stmatonna-
yana ceremony * * the wife is asked to
sing a song merrily and in the marriage
ceremony the bridegroom sings a gatha
after the treading on the stone by the bride.
The vogue of the musical recitations of the
Samaveda is responsible for the rule in the
Gobhila-grhyasitra that the vamadevyagana
may be sung by way of a general expiation,
The lute-
players are asked to play the lute in the

at the end of every ceremony.

ceremony of ‘parting the hair’, and four or
ecight women (not widows) perform a dance
~ in the marriage ceremony. The restrictive
rule that a sndtaka is not to practise or enjoy
a programme of instrumental or vocal music
or dance, shows their popularity”’.2 In the
Kaugitaki-brahmana (29.4.5), music, dance
and musical instruments have been known
as ‘stlpatrayam’, i.e. three kinds of éilpa or

art.3 Max Miller has called the éilpatrayam
as ‘devayana-vidya ie. the arts of the Devas
of the heaven. From this it is evident
that the arts of music, in the Rgveda, the
seven tones are called as seven ‘vani’s or
chandas. The author of the RE-pratisiakhya
has designated them as yamas, the controllers
of the songs. Really the tones (svaras) are
the matrix of music, and so they make music
significant and sweet. In the Satapatha-brah-
mapa (13.1.5.1), tones played an important
role in flute (vepu), lute (veend) and orchestra
(vinaganagina). The clappings (karatali) were
used to keep the rhythm and tempo. In
most of the Brahmanas, we find here and
there the reference of ‘avabhrta-smina’ i.e.
bathing in connection with the sacred cere-
mony of avabhrtha. This sacred function was
also practised in the post-Vedic period. In
the ceremony of avabhrtha-snana, both men
and women used to sing and dance, and
took bath along with the king and the queen.
During the bath, they used scented oil,
turmeric, butter-milk, saffron (‘taila-gorasa-
gandhoda-haridra-sandra-kumkumail’) for ap-
plying to their bodies and used to go to any
river, accompanied by songs and dances.
Similar ceremony or festival is still prevalent
in some parts of India even to this day.

1 Of. The History of the Indian People: the Vedic Age (1951), vol. I, p. 456.

2 Thid., pp. 518-19.

3 Vide Indian Culture through Ages (1928), p. 58.
¢ Cf. Sacred Books of the East, vol. I, pp. 109-10.
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—*‘Ebprror’

In acoustics, as in other sciences, it is
becoming more and more evident that the
merely ‘physical’ definition (is this possible

at all 7) of a phenomenon is unquestionably

insufficient.  As GARDNER says, “One of
the most significant yields of the recent deve-
lopments in physics has bheen the renewed

awareness of the role of the observer1,

L (Cf. “The observer is tightly coupled with the observed phenomenon”. K, Colin Caerry, Roman

Jakohson’s ‘Distinctive features’ as the normal coordinates of a language, For Roman Jakobson, p.

61 (The Hague, Mouton, 1956).
himself, can lead to nothing but failure.

“In any event, a study of musical acoustics without a study of man
We must never forget that note without a hearer has neither
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This ‘renewed awareness’ has become
so acute that we now have even a large and
fast developing branch of psychoacoustics.
However, mostof the work in psychoacoustics
has so far concerned itself, as is natural at
this stage, with the conscious elements.
Not much has been investigated in the vast
of the

vistas non-conscious elements in

sound.

William JAMES pointed out that our
perceptive elements do not consist solely
of what we are consciously able to cognate.
Kvery organism receives external and in-
ternal stimuli, infinite in number. Not all
of these are ‘consciously’ defined and acted
upon. Like a sharply focussed photograph
there is a region of ‘focus of attention’ and
all the rest is vague and ‘out of focus’,
lending a halo, a necessary quality to -the
centrally perccived constancy. JAMES called
the centrally focussed element of perception
a8 the substantive and the halo, peripheral
clement as transitive2.

In musie, the substantive elements have

. ¢ ) € Al
been named as ‘notes’, ‘scales’, ‘chords’ and
etc., as if these were ‘real’ and ‘constant’@,
In the musie,

extraordinary fluidity of

there are only ‘landing places’ and foci of

attention. But every note or tone has
its ‘halo’ which lend it a beauty and
flesh.

GAMAKA

The transitive and peripheral elements
of a tone give the necessary richness. In
Indian music we have called these transitive
elements as gamaka (grace).* “When, in
music, a tone moves from its own pitch
towards another, so that the second sound
passes like a shadow over it, this is called
Note that the
like a shadow (italics mine).
light.
focus, it is on the periphery of consciousness
and 1s transitive.

gamaka’'5. sound passes
It is not in

In short, a gamaka is out of conscious

It is true that gamakas (graces) have
been defined and classified, as if they were
acoustic ‘constants’ and realities. But any
musician who tries to produce them too
consciously or any listener who tries to
search for them too consciously is naive
and looses the charm of musie. (In any
case, beyond even the defined gamakas,
there are the microvariations in the musical
material which escape conscious attention
and never attain the status of even the
gamaka. All these are transitive in nature).
But the essence of Gamaka is in its fleeting-

ness, in its being in the shadow.

It was Carl SeEasnoreE who insistently

directed our attention to the case of the

vibrato8.  Vibrato is a fairly regular and
periodic change in the acoustic charac-

pitch, loudness nor tone colour.” W. H. (iEorGE, Science and Music, Seience Progress, p. 426, Vol.

39, 1961.

‘ I.l']'\

he term ‘physical event’ should in the final analysis be the relation of the observer to the

observed and af the moment of relation, there is no distinction between the observer and the observed”.
B. Chaitanya Deva, Action as a Measure of Accent, Bull. Decc. College, Poona, Vol. 18, 1957, p. 285

and  ft. nt. 18,
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teristics of musical sound. Curiously enough,

ciously, though deemed very necessary for

(Fig.1).

this pulsation was never perceived cons-  artistic excellence.

Fig. 1. The Bach-Gounod ““Ave Maria” as sung by H. Srark (first few bars). “‘Frequency
(pitch) is represented by a graph for each note on semitone staff ; intensity, by the lower parallel
graph in decibel scale ; and duration by dots in tenths of second. Measures are numbered at the
bottom of the staff for ready reference”. (From H. G. SEASORE, An objective analysis of artistic
singing. State University of lowa Studies in the Psychology of Music, vol. 4, 1936, Reproduced
with kind permission of the author and the State University of lowa). The pulsations, called the

vibrato, are evident in piteh as well as inter sity.

A very notable class of gamakas are

essentially ‘noises’. This is discussed below.

Noise
In classical acoustics it is usual to define,
two classes of sounds-musical sound and
This implied that noises were not

The most
was that ‘musical

noise,

musical—they are unpleasant.

important assumption
sounds’ were capable of a certain continuity,
thus forming a substantive base for ‘notes’,
‘scales’, ‘chords’, ete. Noises, on the other
hand, did not have the necessary duration,
even to become ‘notes’ aad ‘musical sounds’.
All in all, it was the usual concept that
Just the

noises had no musical value.

contrary—they were ‘noisy’.

A general explanation is given thus:
“Musical sounds are those which are smooth,
regular, pleasant and of definite pitch,
Unmusical sounds are rough, irregular, un-
pleasant and of no definite pitch. The
classification is only approximate at the
best. Many sounds which pass as noises
have associated musical notes, and almost
all musical notes have associated noises which
we delibrately ignore in order that we may
concentrate our attention on the note.
In spite of this, however, the classification
remains a useful one, and it is to the musical
sounds in this sense that we shall confine
ourselves in this book”?. Noise, then, has
an indeterminate quality and transitive
composition, though it does have a psycho-

. The work-a-day classification of ‘musical’ and ‘unmusical’ sounds is in exact identity with

the classification of ‘vowels’ and ‘consonants’ in human speech.

Penetrating to a deeper level, where

such a classification utterly breaks down, C. R. SankaraN has formulated his alpha-phoneme and
alpha-phonoid theories. It is worth while to remember that his theories emphasise the basic identity
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logical constancy. However, it is generally
believed that such noises are not used in

music with musical purposes.

(Noises are often used with musical

purposes. In programme music with effects

of thunder and lightning or symbolizing
machines in action, noises play a prominent
part.)

It 1s also common and more psychologically
reasonable to define noise a8 any wndesirable
sound, In such a case, even the best music
can be a noise, as when you want to read a
book without distraction).

We are not concerned here with such
uses and definitions, as with the usual idea
of noise as a short, undefined sound, not
suitable for musical purposes—‘a noisy
sound.”)

We may imagine a gradation from a
pure tone, to complex ‘steady tones’ and
(Fig. 2).
too few wvariations in

then to noises. A pure tone has

characteristics (of
course, an ideally pure tone has none at
all) and hence is musically uninteresting.
A complex ‘steady’ tone is musically attrac-
tive, not only because of its complexity, but
also due to its fine microvariations—what
SEASHORE called as sonamce8. It is ame-

nable to simple mathematical definition.

Most important, such a tone is musically
considered fundamental, because it has a
definite pitch, and lends itself to melodic
construction.

b

Fig. 2. The first wave is that of a pure tone
of 1000 cps, the second a steady complex tone of
the tambura and the third the ‘pluck’ on the

vina. The last is obviously a noise.

Noise, on the other hand, has i)l defined
physical structure. It is not amenable to
Most
important, it has no definite pitch, and does
not lend itself to melodic construction. For
these reasons, it has been called ‘unmusical’

and ‘noisy’. Also, it is not auditorily easily

simple mathematical treatment.

analysed (as is the case with steady tones).

of music and speech, envisaging an opening in the direction of mantra-yoga, vide, C. R. SANKARAN, The
Alpha-Phonoid Theory and Speech-Structure, Zeit. f. Phonet, 13. 1960, p. 1-4; A Note on the Bio-
linguistic Approach to Measuring the Alpha-phonoid from the point of view of Speech-production,

op. cit. 13. 1960, p. b-7.
Decc. Coll. 18, 1957, p. 192.
Patterns, op. cit. 19. 1958. p. 151.

8 Cf. P. C. GANESHSUNDARAM, 4bid. 206

C. R. SBangaraw and B. C. Drva, Studies in Indian Musical Scales-I, Bull.
B. C. Deva, The Nature of Symbolism and the Development of Speech
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In other words, it is made mostly of transi-
tive elements, though any noise as a whole
may have a substantive character, for it
may be re-cognized.

This accepted differentiation of musical
sounds and noises needs a re-examination.
Specially when we consider the nature of
gamaka and rhythm, this distinction breaks
down. Not only so, noise is seen to be

essential in musie.

(1) Gamaka or grace. In the earlier sec-
tion, it was suggested the essence of gamaka

i in its transitive character. It does not

interfere with the ‘melody’, the ‘scale’ or the
‘note’, but lends a necessary beauty to these,

Now in a certain class of gamaka of

South Indian music, noise qualities are
introduced. They are started with a glottal
(Fig. 3).

There is a sudden silence or a drop in pitch.

catch and a sudden vocal release.
Transients are prominent. (These remind
us of the physical structure of consonants
in speech). All these constitute a ‘noisy’
element. But without such gemaka music
has no attraction ; particularly South Indian

music looses much of its flavour.

Ly
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A melody plot (fr quency or pitch against time) of

a few phrases of Raga Sankarabharana as sung by

Sri Kalyanakrishna Bhagavatar.
drop in pitch afier the second and the

Note the sudden
indefinite

pitches (due to glottal catches-noise) as shown

by dotted lines.

Such ‘noisy’ gamaka is thercfore an
important adjunct to musical beauty.
(2) Rhythm. TFirst, rhythm implies a

change from one sensation to another.

Without such a change, no rhythm is possible.

The more ‘regular’ such a change, the more
‘rhythmic’ it is.

Secondly, the change point is the nucleus
of attention. Thus, we may say, rhythm
is created by the quantization of temporal
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flow by attention. If such interrupted atten-
tion were not there, no rthythm or periodicity
is created. Perhaps, even a metrized time
is impossible. 8a

Now, the sharper the change point, the
more definite is the rhythm. A change
that itself has a long duration does not
concentrate the attention and becomes an
unchanging continuous phenomenon by its
own right. To make the change point
in the temporal flow definite and ‘instanta-
neous’, we need an acoustic adjunct that
is short in duration. Such an acoustic
phenomenon is noise. It is short in dura-
tion, lacking a pitch, (so that it is not melo-
dically constructive) and immediately focus-
sing the attention, but made of transitive
elements which normally defy conscious
analysis.

If we examine the musical devices by
which rhythm is kept or varied, we immedia-
tely see the truth of this.

(a) All instruments of thythm are, without
percussion The
strokes are short in duration, and indefinite

exeption, instruments.

an tonal structure. In short, they more or
less partake of the nature of nowse. Kettle
drums and the Indian loaded membranes
(tabla, etc.) do have tonal structures more
definable than noise. But they are in no
way comparable to the regularity of the tonal
structures of other melodic instruments.

(b) In other instruments used for the
creation of melody (what we may call the

melodic instruments) rhythmic effects are
obtained by producing noise. For these syn-
copations, (FaHTLr) they employ special tech-
niques like plucking, change of bowing, play-
ing staccatto, using consonants, etc. These
are all noisy in character. The difference
in playing notes in a single bow (slur) and
with a change of bow is very evident. The
moment of change introduces transients and
notse. Similarly the pluck is always a noise.
(Fig. 2).
It is the common experience of singers that

Consonants in a song are noises.

rhythmic patterns in singing are best genera-
ted by the placing of the consonants of the
song. To produce such syncopation with
only vowels is difficult and unpleasant.
These various techniques of noise production
break the stream of melody, introducing
nuclei of attention and the consequent rhy-
thmic effects.

Thus it is seen that noise ts an vmportant
and, as far as ?hythm /s concerned, an essential
acoustic matertal n music. 1t i1s, therefore,
invidious to make a distinction between
Parallel to

this is the spurious distinction of vowels

musical sounds and noises.

and consonants in speech?.

SUMMARY

In psychoacoustics, acoustic experiences
are defined as notes, scales, etc. These are

only consciously defined acoustic constants.

But in the totality of acoustic experience
these notes, scales and etc., are only landing
places or substantive nuclei of attention.

8a Cf. C. R. SankaraN and P. C, GanesnsuNparaM, Time and Speech Structure, Bull. Dece.
Coll. 12. 1952. pp. 394 ff; P. C. GaNesHsUNDARAM, The Process-Existence concept and the structure

in speech, Bull. Decc. Coll. 18. 1957. p. 207.

4
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Round these, there arc the transitive ele-
ments which are out of focus, but lend the
flesh to the tone.

In music the most important transitive

elements are (1) Gamaka or graces which are

artistically out of conscious focus and (2)
Noises. These enter in gamaka as well
It would
be, therefore, logical to consider noise as

as the essential nuclei of rhythm,

an essential part of music.

REFERENCES

1. J. W. GarpNer in his Foreword
to psycholingustics, Ed. T. 5. soBoEk
and C. E. oscoop. (Memoir 10 of
Int. Am. Ling., 1954) p. iii.

2. W. Jamgs, Psychology, pp. 160-175
(Abr. Ed., The Living Library, World
Publ. Co., 1918) Also, A, KHRENZWIG,
Psychoanalysis of Artistic Vision Hear-
ing (Routledge, Kegan Pall, 1953).

3. Comparable elements in speech are
the ‘phoneme’, ‘allophone’ and ete.
For a discussion of the constancy of
the phoneme, vide., C. R. SANKARAN

and B. C. peva, Phonetic Studies

in Dravidian, Bull. Dece. Coll., XIX.
Nos. 3, 4. pp. 288 ff. (1961).

4. B. C. pEva, The Vibrato in Indian
Music, Acustice, 1X (1959), 175 ff.

5. wufqearasqaal saf JaTuaad |
& g5 AT A s frsfra o

(#fa FaaEm 2. ¥e).

6. CarL K. seasHore, Psychology of
Music (Mc Graw-Hill, 1938).

7. A. woon, Physics of Music, p. 1.
{Methuen, 1947).

8. . K. SEASHORE, op. cit.

9. C.R. sankaraN and B.C. DEva, op. cit.




THE ROCK-CUT TEMPLE AT CHITARAL
A JAIN VESTIGE OF THE NINETH CENTURY

SRI K. P. PADMANABHAN TAMPY
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Arts, Trivandrum. A favourite pupil of Principal K. V. Rangaswami Tyengar who wrote a brilliant
introduction to his first book on Raja Ravi Varma. Even while a student began writing to the Press
and speaking on art and literature.  Has contributed to the leading periodicals all over the world and
won repulation as a known writer, both in English and Malayalam. A disciple of Kulpathi J. H.
Cousins and Gurudev Nicholas Roerich. Has organised several art exhilitions and spoken at various
art conferences. Ias given a series of lectures on art at various educational institutions and societies.
Author of Ravi Varma, Nicholas Roerich (threc volumes), Sri Chitralayam. Beauty Spots of Kerala,
Kathakali and other Dance Forms of Kerala, Upton Sinclair, Chitrakaladarsanam, ete. First elected
President and later General Editor of the Kerala Chutrakala Parishad.  Executive Commaittee Member
of All India Folk Arts Cowmmittee, Forum of Free Thinkers, Kerala, ete. One of the internationally
reputed art eritics.  An intimate friend of several well known Indian and foreign wrilers and artists.
Associate Editor of RHY THM, art magazine, Regional Editor of FOLKLORE and other periodicals
of note. In May 1961 was specially invited by the Assam State Lalit Kala Akademt to inaugurate the
Tagore Centenary Celebration At Exhibition at Gawhati, and by the Bangiya Sakitya Parishad,
Shillong, to deliver lectures on art.  Has a rare and representative collection of about 400 original
paintings ete. by famous artists all over the world. Was dssistant Information Officer, Government of
Travancore-Cochin, and sometime in-charge of the Departinent of Information, Personal Assistant to
the Director of Public Relutions. Now a member of the staff of the Sri Clitralayam, State Art Gallery,
Trivandrum.

—Eprror

Of great antiquity and historical impor-
tance is the Chitaral rock-cut Shrine situated
five miles to the north of Kuzhithura, a tiny
and unpretentious village on the Nagercoil-
Trivandrum road in the Cape District of the
Madras State. Chitaral was in days of yore

a place of pilgrimage most sacred to the Jains.
Jain groups had their habitant in Travancore
in early times, but disappeared consequent on
certain historical circumstances which had
their origin outside the State. Jainism which
made its appearance in Malabar during the

a
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days of Asoka has left its stamp on the temple
of Kerala. The temple at
Chitaral, which was originally a Jain Shrine,
was in the year 1260 A.D. converted into

architecture

a Hindu Temple and an image of Goddess
Sri Bhagavathi was installed there. Today
the Jain tradition associated with Chitaral
has been entirely forgotten by the people
who regard the Shrine as a genuine Hindu
Temple. A number of old epigraphs in
the Tinnevelly District go to show that
Jainism was once prevalent in South Travan-
core and the adjoining districts and that
some of the well-known Jain teachers and
devotees hailed from Chitaral, a place which
was then famous as ‘Thirucharanam’ and
‘Thiruchanathumala?’, and the seat of a

thriving Jain Monastery.

The Sre Bhagavathe Temple at Chitaral
is built at the foot of a huge rock. The
natural cave facing the west is formed by a
beetling mass of rock leaning on another
big rock. The rock itself comprises the
rear side of the Shrine the other three sides
being enclosed by massive masonry walls.
The central Shrine is in the original cave and
has three chambers. The cave has been
transformed by masonry work into a temple
with a mandapa, a verandah and a balipeetha
and kitchen.
original Jain temple perched on the summit
of the Chitaral rock attract both pilgrims
and tourists, and evoke sacred and austere

The imposing ruins of the

memories, The Jain Shrine at Chitaral which
has been ascribed to the early 9th century
illustrates that the creative genius of Jains

asserted itsclf in architecture.

EXQUISITE STONE IMAGES.

The Chitaral rock is a sacred relie of the
past. On the northern side of this huge
overhanging rock have been sculptured many
exquisite images which are avowedly Jainistic
in origin, demeanour and deportment. The
distinguishing features of these lively and
expressive granite images are bald heads,
clean shaven faces, hanging car lobes, a tier
of three umbrellas over the head, the absence
of holy thread and garments Ushuisa and
Jwala, the Yogic Padmasana (lotus feet)
postures, and the Sinhasane (lion scat with
the figures of fly-whisk wearing Yakhsas
(semi-deities), Vidhyadharas (semi-gods) and
devatas (deific attendants). These charac-
teristic indications prove that the images are
of Jain Teerthankaras, or deified heroes.
The images are masterpieces of the sculptor’s
art. In between some ol the images are found
valuable inscriptions in Vatlezethu, an old
script. which was once popular in Kerala.
Some of the finest images of Jain Saints are
noticed on the upper halt of the rock facing
the west, I1.B. Havell considers that though
the Jain sculpture is “very noble as an art”,
“Juin figure sculpture seems to lack the
feeling and imagination of the best Buddhist
and Hindu art”. This criticism is partly
applicable to the heiratic Jain images at
Chitaral which though distinguished by a
certain  formalism and rigidity possess a

breadth which relieves tedium.

Only the fixed immutable pose of the
ascetic absorbed in contemplation, has been
made the subject of sculpture in stone in
the Jain Shrine at Chitaral. The figures are
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treated conventionlly, the shoulders being
broad, arms hanging straight down to the
lap and the waists slender. The images
symbolise the complete spiritual abstractness
of Yatis absorbed and motionless during
penance. The full contemplative expression
on the face of the images proclaim the genius
of the sculptors. Here and there are seen
well executed and lovely images of Goddess
Sri Bhagavathi and attendants which must
have been of a later origin and carved at
the time of the construction of the Shrine
dedicated to the Goddess.
thirty Jain images sculptured on the face
of the huge Chitaral rock. All these images
which are in a sitting posture with eyes

There are over

indicating trance appear to be replicas in
different sizes of the principal images of Jain
Teerthankaras inside the central and southern
compartments of the rock-cut hall of the
Shrine.
naked images in the rock-cut hall seated on

The two large tall, graceful, stark

elevated stone plinths are of the famous
Jain  Teerthankaras  Parasvnatha and
Mahavira, in yogic padmasana posture on
padmasana seat with triple umbrella over
the head. On either side is seen a Yaksha
or Vidhyadara with fly whisks, Over the head
of the yaksha on the left 1s a deva (celestial
being) lying in the air offering worship to the
A three-headed cobra spreads
its hood over the head of Parasvanatha
Teertnankara.

Teertnankara.

Tne Hinuus, however, regard
these images as those of Maha Vishnu.
To the left of these exquisite images is seen
the graceful plaster figure of Padmavathi
Devi standing on Padimasana. She wears a
Mukuta (head-dress) and two big kundalas

(ear-rings). The right hand is raised as if to
hold a flower, and the left rests on her hip.
is clothed. Her
conveyance, like that of Durga, is a lion,

From waist down she
To the left of the Devi is a seated figure
with a lamp stand on her hand and fly whisks
placed above the lamp-stand. These two
objects form part of the eight auspicious
On the right side
of the Devi stands a temple attendant with a

objects (Ashtamangalyas).
bowl on her lett hand. Two short male
attendants in reverential attitude are seen to
the left of Padmavathi Devi. On her right
arm which is bent and raised is a parrot.
This outstanding image has all the maturity
and excellence of the exquisite images of
Goddesses of which there are several examples
in South India, indicating the influences of
the supreme ‘Pallava’ school tradition.

Hisroric InscripTioNs.

Chitaral is famous for its inscriptions on
huge rocks. Some lengthy inscriptions of
great historical and cultural importance in the
old script Vattezhethu are noticed here.
They throw much light on the religious and
cultural history of the State. Some very
faint relics of exquisite mural paintings
are also noticed in the Chitaral Shrine which
is nearly eleven centuries old. The fragments
of murals, which reveal that they were con-
cerved and executed in a highly conventional
style are delicate in treatment. Their nobility
of expression and pefection of line recall to
the mind of the Connossieur some of the
finest frescoes of Ajanta. The posture,
costume and physiognomy of the Chitaral

Frescoes betray the influence of the Vijaya-
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1. A general view of the scenic arandeur at Chitaral.
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3. Sculptures on the huge rock at Chitaral.

4

4. Tmages of the Jain Theerthankaras Parasvanatha and

Mahavira and Sri Padmavati Devi at Chitaral.
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nagar School. The powerful modelling of the
figures indicates that the murals were painted
by Kerala Artists who gave form to heroic
poses and invested them with the ponderosity
of the Kerala style, especially in its sumptuous

flow of line.

AN IDEAL BEAUTY Sror.

A beantiful rock spring, the waters of
which form a pretty pool, shoots up in front
of the Sri Bhagaratht Shrine.

panorama stretehes before the sight-scer who

A magnificent

ascends the Chitaral rock and surveys the
charming landscape around. At a distance,
he sees the jagged outline of the mountains

enveloped in mist. Gleaming pale green
lakes and fields, winding rivers and irrigation
canals, clusters of pretty villages nestling
amidst dense cocoanut and palmyrah plan-
tations, and the tall spires of Churches and
lofty Gopurams of temples rising up here and
there amidst a landscape of arcadian jollity
and exuberance greet the tourist’s vision at
this delightful spot. A beauty spot where
historie, religious and picturesque elements
combine to afford many charms to the pilgrim
and the tourist. Chitaral is an ideal place
for enjoying a quiet holiday, for the most
prized amenity granted exclusively by Nature
here is tranquility amidst spiritual elevation.



CENTRES OF VEDIC MUSIC
Pror. R. L. ROY

Prof. R. L. Roy (now Dean of the Faculty of Music and Five Arts, University of Delhi)
was born an 1904 at  Bhagalpur (Bihar) in  a family of which the late poet and play-
wright D. L. Roy was a distinguished member. Prof. Roy's taste and talent for Classical
Hindustans Music developed under the influence of his maternal wnele late Rai  Bahadur

Surendranath Majumdar an amateur musician  of high reputation. After graduating in Science

from St. Xarier's College, Calcutta he  studied Musicology wnder the direct guidance of late

Pandit V. N. Bhatkhande al Lucknow and received training in Vocal Music from wvarious
important practical exponents of the art. Among his pupils his daughter  Mrs. Malabika
Kannan s a reputed artist in Kheyal. His main line of study in Musicology 1is the phraseo-

logical and idiomatic relations of Ragas in different scales.  Though not usually on the professional
platform  he occasionally gives public performances as also lectures with demonstraitons.

Raga-Nirnaya (Bengali) Prof. Roy's first‘ work in Musicology was published in 1935.
A number of papers in English have been published in the Journal of the Madras Music

Academy and othzr tmportant journals.

It is well known that every Sanskrit book
on music claims Sama Veda as the original
source of our classical music. But when
we try to link up our Ragas with Vedic
music the first difficulty appears abont the
locality where the main centres of Vedic cul-
ture flourished.

There is no dearth of material regarding
Indian Culture both in history of recent and
ancient times as also in our continued ways
of life that distinguishes the East from the
West. Serious difficulties however, have been
created by Western scholars whose monu-
mental collections of data have not been
properly scrutinised by themselves with regard
to their hasty and immature conclusions.
Broadly speaking they have failed to realise
the basic differences between the Agrarian

—EpITOR

culture of the East and the Industrial culture
of the West. The representative types of
oriental culture matured in India and China
on almost exactly the same lines. The
industrial cultures of Assyria, Babylonia,
Phoenicia, Greece and Rome had in every
detail different characteristics based on a
particular system of values. The charac-
teristic differences began with the distribution
of population between the Grama and the
Aranya in the Vedic culture as clearly dis-

‘tinguishable from the centralised city and

the depopulated provinces in the industrial
cultures. Thus, for instance, the term folk
music has no application to the social orien-
tation in the Vedic age. It could have some
application though not very considerable,
in the Hellenic age, when the superficial de-

B
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velopment of industrial culture distinguished
the centralised city from the surronnding
provinces. These two lines of development
namely the Agrarian and the industrial have
at different times characterised the same
nation. In our preliminary analysis of the
data collected by western scholars, we shall
have to keep in mind the two systems of
values that distinguish the Agrarian from the
industrial or the oriental from the occidental

cultures,

The first set of questions that arises with
regard to ancient Indian Music may be out-
lined as follows : —

(1) Did the Aryans come from outside ?

(2) Where was the main centre of their

cultural activities in India ?

(3) Where and how do the details of that

cultural life survive in our life today ?

The avowed durability and immor-

tality of the Aryan culture naturally

leads us to expect the survival and

unbroken continuity of the various

aspects of this culture in, not a noma-
. die, but a well settled life.

To get a summary of the details of such
data, T shall use mainly one book of reference
for the present namely—"“Vedic Index of
Names and Subjects” by Macdonell and
Keith. We may review the available data
under the following heads though we can
do no more in an article than give brief
suggestions for such a study :—

(1) Food, Dress, Shelter, amusement and

war.

(2) Arts, Crafts, Political economy and

taxation.

(3) Flora and Fauna,
(4) Discases and Treatment.

(h) Music.

Foop aAxD DrEss

I think, it is beyond question that habits
of eating are not easily changeable and
from the names of articles of food mentioned
by mere accident in Vedic literature indicate
the emphasis put on this side of material
life. In this literature we find five different
names of rice : Tandula, Neebara (wild rice),
Plasuka (fast growing rice), Brihi (rice) and
Sali apart from Dhana translated by the
authors as grain which continues even now
to mean paddy. It is important to note
that fast growing rice which rapidly grows
with the level of water is peculiar to Bengal.
And such varieties of rice point to Eastern
India as the main seat of Vedic life.

The ways of cooking include : Kshiraudana
(rice cooked with milk), Parivapa (fried rice),
Mudgandana (rice cooked with bens), Mam-
gsaudana (rice cooked with meat). It is
interesting to note that the word Godhum
(or wheat) is mentioned only once as one
of the grains. 1t 18 scarcely possible to infer
from this that the main centre of Aryan
habitation was Western India where wheat
and buffalo milk now constitute the daily
diet. This stress on rice and cow’s milk is
further indicated by the names associated
with domestic cattle. Thirty-six names for
cow cattle are catalogued by the authors
which show a prolonged and systematic pur-
suit of dairy farming with cows only. Buffalo
is mentioned as a wild animal. Apart from

this the compensation imposed by the king
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for the death of a man as punishment for
the evildoer is given as between a hundred
and a thousand cows. The gift to a gurn
as indicated in the Brihadaranyaka Upani-
shad and others often amounted to about
1000 cows with a bull. Among drinks
Panta is mentioned. It is in current use
as water in which rice is left to ferment.
Even before we come
to other articles of daily life we can see that
the Aryans had their main seat of activity
in Eastern India.

This belongs to Bengal.

Though fish is not mentioned as an article
of food six kinds of fishermen are named,
Dhivar Panjistha,
Bainda, Margara and Mainala. Thus fish
was obviously consumed on a very large scale ;

Kaivarta, (dhaivara),

nothing else could justify fisherman being
classified in six different kinds.
caste in Bengal a few centuries ago became
powerful enough to establish their own inde-
pendent kingdom.

Kaivarta

Kaivartas of Bengal are the richest fisher-
men in the whole of India.

With regard to dress, we find the use of
silk (tarpya i.e. silk garment) and embroidered
cloth

‘Three names of weavers: vayitri, vaya and

and Pesas (embroidered garment).

siri. Different names for woof, warp and
shuttle.
of the garment ‘sie’ denotes the ‘border of a

A special name is given to the border
garment’. The Rigveda refers to a son clut-
ching the hem of his father’s robe to attract
his attention, and to a mother’s, covering
her son with the edge of her garment. It
is again important to observe that this
emphasis on the ‘border’ of cloth (Dhoti or

I think even now the’

Sari) is peculiar to Bengal extending to
adjacent countries and the further South of
India beyond Orissa. Embroidery on cloth
with cotton, silk, silver and gold threads
continued on a very large scale in Bengal,
Orissa and has not been known beyond
Banaras in the West to any considerable
extent. Another significant article of dress
included in ornaments is Sankha. Sankha
in the Atharva Veda with the epithet Sana,
denotes a pearl shell used as an amulet.
In later literature, it denotes a ‘shell’ or
‘conch’ used for blowing as a wind instrument.
The custom of blowing the conch and wearing
this shell as a bangle is so common that a
big caste known as Sankhari supplied the
demand on a very large scale with their
head-quarters in East Bengal (Dacca). The
name Mani (jewel) occuring in the Rigveda is
explained by the authors as ‘either pearl or
diamond’.  The extensive use
suggest proximity to the sea.

of pearls
The pro-
bable source of pearls and diamonds in
Bengal may have been Burma and South
India.

SHELTER

Percy Brown in his ‘Indian Architecture’
of the
Vedic age from descriptions available in Vedie

reconstructs the dwelling houses

literature. The most important point to be
noted first is that human habitation in ancient
times was clearly divided into two parts:
Grama and Aranya and the earliest classi-
fication of Music is based on these two types
of localities as Gramageya gana and Aranya-
geya gana., There could possibly be no classi-
fication like folk music and court music or
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urban musie, church music, temple music or
religious music, secular music and so forth.
The Grama, again did not mean what we
mean by the word ‘village’ which has to be
understood in the context of the city. There
was neither village nor city. The word
‘Grama’ again, is technically associated with
as in ‘Shadja  Grama’ Madhyama Grama,
Gandhar Grama, Grama Raga ete. Maedonell
and Keith did observe that the

contained cattle, horses and other domestic

Grama

animals as well as men, Mahagrama (tran-
slated as large villages) were known.

We can easily see that the best dwelling
liouses in the whole country were in the
Grama while the use of the word village in
English means the existence of poor dwellings
in contrast to towns and cities. The word
‘pur’ frequently occurs in the Rigveda and
later, meaning rampart, fort, stronghold which
was in the Grama. The word Griha however,
in the singular as well ag the plural denoted
‘the house of the Vedic Indian’. The detailed
description given by the authors (on page
230 Vol. I) clearly indicate that bamboo
‘vamsa’ was extensively used and the plan
of construction was standardized. The roof
was formed of ribs of bamboo—the walls
were filled up with grass in bundles (palada)
and the whole structure was held together
with various sorts of ties. The various
portions of the dwelling were ‘navirdhana,
agnishala, patinam sadana and sadas’ (sitting
room while sadana and sadasya are current
words even now in Bengal). The nature of
the habitation indicates the nearness of water
all round. Stone or brick houses could not

possibly be built in a locality created and

devastated by turbulent rivers like the
Padma  and  the Brahmaputra and  their
tributaries. As is well known even now
that such rivers swallow up land in square
miles during a  single  night.  1If we
consider this in the context of the existence
ol six castes of fishermen, we can ecasily
imagine the kind of locality in which the

Vedie Indians lived.

The most significant equipment of the
house was the'sling for hanging vessels’ called
‘sikya” which is peculiar to Bengal villages
even to this day. These rope slings for
hanging vessels known as ‘sikeh’ in Bengali
are necessary for protecting preserved food,
fresh food, pickles as also milk from wild and
domestic animals, the feline speciéies being
numerons in these areas. For postponing
wasteful quarrels or argument the Bengali
idiom is even now in the rural areas ‘shikai
tolo’.

locality is the scarcity of Salt (lavana).

A negative evidence in favour of this

‘Lavana’ as salt, is never mentioned in the
Rigveda, only once in Atharvaveda, and
not after that until the latest part of the
Brahmanas, ‘where it is regarded as of
extremely. high value’. This silence in the
early period is somewhat surprising if the
regions then occupied by the Indians were
the Panjab and the Indus Valley, where salt
is plentiful ; it would at first sight seem less
curious if the home of the early Vedic Indian
were taken to be Kurukshetra. It is note-
worthy that the salt from North Western
India is even now called ‘Saindhava lavana’
in Bengali and has had a very high price
compared to the salt made out of sea water.
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+Wooden houses which Megasthenes ob-
served round about Patliputra could not
have been made in the riverside villages where
even now walls are finished up in village dwel-
lings by split bamboo and reeds. Wooden
houses, however, exist in the upper hillsides
of North-Western Bengal frequently disturbed
by carthquakes. It appears again, from
the magical practices in Assam where Kam-
rupa or Kamakhya is the acknowledged head-
quarters of black magic dating back to
Atharvaveda. An important point again is
the prevalence of stormy winds indicated by
the mention of five kinds of winds in the
Rigveda. Vata-pana (wind guard) means
some sort of garment as protection against
wind which as strong sca breeze, storms,
squalls, mre notoriously common in the
eastern sea coast of India.

Among the occupations metallurgy was the
most important and was developed to a high
level. Apart from the mention of iron, tin,
copper, brass ete. wefind two kinds of Barbers,
the Vaptr and Napitr of which the former
were engaged only in shaving. Iron smelting
obviously could only develop where the ores
were available and the workmen settled.
This again is in Bengal where iron smelting
continued till the present century. This
occupation could not have flourished in
North Western India for obvious reasons.
The relative superiority of Eastern India in
war established during the Mahabharata
period when Jarasandha, King of Magadha
could not be faced by Pandawas in a straight
fight but had to be killed through intrigue.
In the historical period the Nandas and

Mauryas continued to be of superior military
strength. Both the making of weapons based
on metallurgy and war elephants from Eastern
India helped the
superiority.

maintenance of such

Another important item in the culture
was dice-playing which was almost a general
game. The game continued in Bengali

villages till the present century.

SOCIAL STRUCTURE AND POLITICAL
Economy

Regarding social structure very large joint
families are indicated by the prevalence of
innumerable names of family relationships.
The words Gosthi and Gotra seem to have
relation to the cow (go). About sixty names
for family-relationships occur in Vedic litera-
ture about half of which still survive in
Bengal.

Among the names of the Ritvija two are
very common in Bengal and Madras localities
Moitra (Maitrayema) and Subrahmanya.

Arts and crafts were in the houses instead
of in the factories and hence became spon-
taneously hereditary and family centred.

Faora anD Fauna

Among the trees the Fig family were the
most important. Life Nyagrodha, Udum-
bara, etc. alongwith Palasa which abound
in Bengal and also in the South.

Plants were classified into herbs (oshadhi)
and vanaspati (tree) and about a hundred
names of trees and plants are mentioned
indicating a soil where a very large variety

of plants were available, This however could
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apply to the whole country. Twenty varieties

of grass are mentioned.

Twenty-nine varieties of snakes are men-
tioned and a number of water animals
suggesting again a riverside swampy country
of the people to which hills or mountains
were near.  The ancient snake-festival is con-
tinued in Bengal, and perhaps in Orissa and

the South.

DisEasEs

The diseases such as various kinds of

swollen joints, dysentry, cholera ete. point
again to damp, marshy places. Treatment
of discases already highly developed in the
Eastern India

It is believed

by most Western authors that Atharvaveda

Atharvaveda also indicates

as the main centre of activity,
was a later addition. On the contrary it
obviously was earlier than Rik or Samaveda.
This is ndicated by the fact that the com-
position of tunes and words in sepurate units
is not a normal procedure In music. 1t was
based on the theory of the Pancha-prana
of which Na (Prana) and Da (Agni, vak,
aparice) were to be united. These pranas
were discovered necessarily before the com-
position of Sama and Rik Footnote (for
discussion of Pranas sce Atharva-vada and
Ayurveda by Prof. Dr. V. W. Karambelkar).

I have just given above the data very
incompletely to show that («) Aryan culture
was indigenous in every detail () it was not
a racial or national culture but a sort of world-
state culture which assimilated various ethnic
groups and tribes (¢} the main headquarters
were Eastern India extending gradually along
the coast line to Malabar and Saurashtra,

In other words the so-called Dravidian culture
Philo-

logists may find linguistic affirmity along

was an integral part of Aryan Culture.

this coast line.
TAXATION

The system of taxation was grain-tax
or a part of the production as tax. This
system of taxation characterised all settled
Agrarian cultures of the Orient as clearly
distinguished from rent-tax in money as
characterised the Indnstrial cultures of the
West.

Irrefutable confirmation now comes from
Music. The love and respect for music
cannot. altogether disappear from the soil
in which they originated. The respect, love,
devotion and popularity of music are a rarity
in North Western India but continues in
lSast, South and South Western coast line of
The Indus-
Valley and near localities could not have
the soil or the climate suited to music. And

the Peninsula even to this day.

unless the climate was very different the five
or six seasons could not be evident in that
locality.

Making of musical instruments it may be
noted as again most skilfully continued
from Dacca in Bengal to Bombay in the
West coast. The Kandavina which obviously
means the veena hewn out of the trunk
(Kanda) of a tree is continued in Tanjore
and other localities of the South. Drummers,
so important in the Vedic age, are numerous
in the Kast and South of India.

In this context if we note the names of
the Ragas we can understand how about
8000 (Simon) tunes composed in the Vedic
age now mostly survive in classical music.
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The most important familics of Ragas
Gaud-Gaudi-Gauri varieties),
Karnat (Kanada eighteen varieties) refer to
Vela-Vali
(Vela— sea coast; wvali— lines) possibly
refer to melodies of the sca-const. In fact

the Gauda (Desh type) and Vela-vali almost
wholly

(eighteen

Bengal and Canada respectively.

predominate traditional tunes in

Bengal. Only one important name Kausiki
possibly refers to Punjab.  Other names are

also place-names as follows :—

Apart from the important families like
Gaudasi, Karnatas, Nata, Velavali, Dhana-
shree (also called Dhanyasi and may have
had some connection with Dhana or paddy)
we have a large list covering the whole of
India.
Music gives a comprelensive catalogue many
of which give the places related. 1 do not

however agree with all of them nor with his

0. Goswami in his story of Indian

basic view that these are non-aryan cultural
influences on Aryan culture,

Such names as Karnat Gaud, Naga-varati,
Maharastra Gurjari, Dravid-Gaud, Sauviri,
Takka, Malavi, and so forth cover the whole
of Tndia from extreme South to North. It
is important to note however that these names
which continue to this day as highly esta-
blished universally accepted forms like the
Gauda (Deshbal Gand or Des, Karnat-Gaud,
Gaud Sarang, Kedar Gaud, Riti Gaud, apart
from Gaudi Vani) and Kanada belong the
Todi an established and
important town, may have come {rom Toda’s

coast lines of India.

country.

Tn his presidential address Dr. Mirashi
observed that the Harappa culture was at
least sometime, contemporaneous with Vedic
This could

main seat of Vedic culture was away from the
Punjab and Sind.

culture. happen because the
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BREAK UP OF HUMAN VOICE—
A NATURAL PROCESS

Dr. B. R. DEODHAR

1. Born in 1902 in Miraj, a small town in Maharashtra State,

2. Educated in Miraj and Bombay and graduated from
Bombay University with History and Economics,

Started music lessons (Singing) at Miraj at the age of § and later under the well-known exponent

late Pandit Vishnu Digamber Paluskar.

Founded the school of Indian music in 1925 at Bombay which is today the most popular music

school of the city, having a regular attendance of 250 students.

Represented India at the International Music Conference at Florence (Italy) in April 1933.

Visited Austria, Czechoslovakia, Hungary, Germany, France, England and also attended the

contemporary music confereice held at Strassburg (France) in September 1933.

Composed music for a number of Indian films from 1933 to 1937.

Was elected Honorary President in 1947 of All India Gandharva Maha Vidyalaya Mandal ;

an organizatian, having over 250 music schools affiliated to it spread all over the country and

has been its president ever since.

Ex-member of the ‘Sangeet Natak Akademi’. Its General council and Executive Board.

Was sent by the Government of India as @ musicologist delegate to the South East Asia Music

Conference sponsored by UNESCO at Manila (Phillipine Island) in August 1955. Also

visited Japan, Hongkong and Bangkok.

In December 1958 was sent by the Government of India as the only representative of Indian

music in a delegation of five people representing different arts to Russia, Poland, Yugoslavia
and Czechoslovakia.

Chief Editor of the music journal “*Sangeet Kala Vihar” published in two languages (Hindu
and Marathi) for the last fourteen years.

Has devoted several years to research in the “*Science of Voice Culture” particularly following
the findings of the late Dr. Douglas Stanley of New York.

Visited U.S.A. in 1959-60 for training in voice culture under the noted voice-culturist Prof.
Stlas H. Engum, a pupil of Late Dr. Douglas Stanley of New York.

Was invited by Banaras Hindu University to take over the Principalship of the College of Music
& Fine Arts in early 1961. —LpiTor
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The tradition in Maharashtra and Gujarat,
as during the Elizabethan period in England,
was that handsome boys were selected to
play the part of female characters in dramas.
Boys, before their puberty were especially
preferred because their voices sounded like
those of women, but as soon as their voice
broke up thev ceased to play that roll.
This point is relevant to the discussion of the
volce breaking, why it breaks and how it
breaks and what are its repercussions on the
career of the musician. The present article is
intended to throw some light on this subject.

As a rule the voice of boys and girls of
tender age, changes gradually as they grow
up. When they approach maturity their
voice becomes hoarse. The very sign of
hoarseness is an indication that the voice
has started breaking. In the career of a

musician this is considered a  calamity
though after a certain period the voice of some
at least becomes normal: but many have
their voice permanently damaged. Why
does this happen? Before answering this
question, let us first consider the physiological

changes that occur at this time.

“a

Lower arrow mark shows the windpipe.
Upper arrow mark shows the Larynz.

Just below the chin and projecting on the
front side of the neck is an organ called
Larynx. This is the place from which voice
emerges. In this Larynx there are fibrous

muscles and some Cartilages. In this very
Larynx the vocal cords are situated and when
the air from the lungs passes through them
the vocal cords begin to vibrate which produce
sound. To give a rough idea of this process

let us take the example of the harmonium.

The bellows of the harmonium produces
air. This air rises up and passes through a
metal reed fixed on a wooden board. This
reed or metal frame has a thin little metal
piece attached to it, which begins to vibrate
when air passes through it. This vibration
creates sound. The harmonium reeds are
of unequal size. The bigger the reed, the
There is a
difference between the human vocal cords

lower the sound and vice-versa.

and an harmonium reed. An harmonium reed

1s one to one metal frame whereas the human
An Har-
monium has a different reed for each note

vocal cords are two in number.

which the human vocal cords can produce all
the imaginable notes or sounds. The Larynx
is situated at the top of the windpipe or Tra-
When

become separated ; allowing the breath to get

chea. we breath, the vocal cords

into the lungs. The same process is repeated
while we breath out. When we have to
speak or sing or in short have to make any
kind of sound, these vocal cords come close to
each other or approximate; they close the
windpipe and offer resistance to the way
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of the air coming out of the lungs. This
causes the vocal cords to vibrate which in
turm creates sound. The pitch of sound
depends on the length of the vocal cords.
The vocal cords of men are longer than those
of women and therefore their natural pitch
is lower than that of women.

SN

Purs vy
Fig. 2
Side view of the Larynx, showing its
interior. The right portion of the Thyroid
Cartilage has been removed.
1,2. Arytenoid Cartilage,
3,3. Front Projections of the Arytenoid
Cartilage.
5. Upper border of the Cricoid Cartilage.
6.3,3. Vocal Cords.
10. Cricoid Cartilage.
11. Windpipe.
7. Epiglotis.
The Larynx of a new born infant is about
one third the size of that of a grown up woman.

As the Larynx is small, the vocal cords are
also proportionately small, and hence the
As the infant
grows up, along with other organs the Larynx

high pitched voice of infants.

also grows considerably, but no particular
alterations take place from that time to the
period of puberty ; which generally occurs at
the age of 11 or 15 ; though puberty is earlier
in girls than in boys. The period of change
lasts for about twelve months, or some times

even for two to three years. It is generally
observed that development is very rapid of
both boys and girls during their puberty-
period. They grow in height and also become
Along with the growth of other

organs the Larynx also grows in size. The

boney.

vocal cords also become longer and the
This
hoarseness is greater in the case of boys than

voice shows signs of hoarseness.

in that of girls. As mentioned hefore, the
pitch is proportionate to the length of vocal
cords viz. the longer the vocal cords the
lower is the pitch. Compared with men the
Larynx of women is smaller, the length of the

vocal cords is shorter and hence the pitch
higher. In the case of a girl the hoarseness
of voice is of a short duration and the change
from girlhood to womanhood as regards voice
is not much appreciable. But in the case
of a boy growing into an adult, the change is
very great, and sufficiently marked. His
Larynx develops comperativly much more,
the vocal cords grow longer than that of a
oirl growing into a woman, and therefore his
pitch falls immensely and voice becomes
unmanagable. This stage is what we call the
Breaking of Voice. From all this it will be
evident that the breaking of one’s voice is an

yd
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unavoidable natural process, and does not lead
to any serious harm.

One is likely to ask, if this is a natural
process why some people after this, have
their voice permanently damaged or deve-
lop some kinds of defects in their voice.
The only answer to this is that it is our
ignorance in matters of the physiological
process of voice. If we only show patience,
till the full growth of our body, the voice will
settle down on some lower pitch and will
become normal. This growth varies from
individual to individual from one to three
years.

When one’s voice breaks, people get
upset. This upsetting is because of our

faulty music educational system. Our music

teachers have no patience. The general
tendency of a music teacher is to praise a
young boy’s voice so long as he has not
attained puberty but as he begins to approach
that period, he is frightened into the belief
that his voice was soon going to break up-
which it certainly will-and therefore he is
adviged to make extra efforts to prevent
its breaking ; which is absurd. This advice
instead of improving matters create a psycho-
logical complex.

It is due to the wrong belief prevailing in
our country for generations that unless a
musician sings in fairly high pitch, he is no
musician. In my own childhood, the general
helief was that a musician worth the name
must sing atleast in as high as the white fourth
key of the harmonium—F natural of standard
scale. An average boy’s voice is as high as
the pitch of 6th or 7Tth key of the harmo-

nium—A or B of standard scale. When
the voice breaks, the pitch begins to fall gra-
dually, proportionate to the growing length of
When the fall of pitch

reaches the 4th white of the harmonium,

the vocal Cords,

the student is advised not to allow it to fall
below this limit, In this condition the teacher
insists on the pupil to keep to that minimum
point even if his voice gets straigned, harsh
or positively irritating. Not only this but
the teacher insists on the ‘Mandra-Sadhana’
(m ma—-rr) by the pupil for hours together.
No doubt scientifically ‘Mandra-Sadhana’
is very useful, but positively harmful if the
boy is made to do it by unnaturally forcing
his voice to the lowest pitch, If this ‘Mandra-
Sadhana’ is carried to excess the voice is
likely to be damaged permanently.

Churehill,

B [+
Fig. 3

Vocal Cords in different positions :—

A. Vocal Cords at repose.

B. Vocal Cords in deep respiration.

C. Vocal Cords in the act of Phonetion
(Production of sound).

As mentioned before the thickness and
length of the vocal cords differ with different
individuals, and for this reason there is
difference in pitch between individuals. In
short all cannot sing in the fourth White
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key. In our country every Gharana seems
to have its own particular tradition as regards
pitch. The Followers of the Kirana Gharana
usually sing in White Fourth key but the
Agra Gharana singers prefer to sing in as low
as the White First key. This is a general
rule, but there are often exceptions. The
same applies to women.  Women have not so
far established any Gharana of their own
in our country, but it is an accepted practice
that women have to sing in the Black Fourth
But Kumari Lata
Mangeshkar is an exception to this rule.
Her voice is high-pitched and she sings in
as high as Black First key of Tar Saptak
i.e, nearly fourtones higher than an average
woman’s pitch.

key of the harmonium.

Since her film records are
universally popular, young girls all over the
country try to immitate her, with the result
that they get their voice damaged in forcing
it to Lata Mangeshkar’s pitch.
ved that usually there is a tendency among

I have obser-

musicians to sing in a pitch higher them
their natural one, without their realising
that some day or other their natural voice
must degenarate. The only chance for
musicians to maintain their normal voice is
to find out their own natural pitch and stick
to it.
instance. Let us take a Tanpura tuned in
Black Fourth key (Ladies Tanpura). The
middle two strings—Jod strings—that are

Let us consider a very common

thin, with a short length and are suitable for
this pitch, give a good resonant sound in this
pitech. These very strings could easily be
adjusted to lower key, such as white Fourth or
Third. But it will be absorbed that these

strings will not produce a good resonant
ringing sound at this lower pitch because they
are too loose. This instance will illustrate
that a person with a high pitched voice if made
to sing in lower key will encounter similar
difficulties,

Let us take a contrary example that of a
big  Tanpura (Men’s
White First kev.
board-Dandi-of  this kind
longer than that of a women’s Tanpura,

Tanpura) tuned in
The length of the sounding

of Tanpura is

the strings-Jod-are thicker and longer and
therefore most suitable for this key. If
these strings are of good steel they could
be raised to the pitch of the Fourth or Black
Third key by stretching and straining, but
they will not sound natural at this high pitch
and will give a short-lived Tin-Tin sound.
The vibrations of strings will die too quickly
and there ‘will be no resonance. Persons
with a natural low-pitched voice, forcing
their voice into a higher key will be faced with
the same difficulty. This is the reason why
some musicians have first to waste some
time in warming their voice, and further to
adopt musical acrobatics of twisting and
wriggling and turning their whole bodily
frame, during a performance.
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A View of the section of Larynx from above.
3,6.3.  Cricoid Cartilage.
7. Arytenoid muscle.
8,9,10. Thyroid Cartilage.
1,2. The Bands by means of which the
Arytenoid Cartilages are attached to
Cricoid Cartilage.

4.5. Posterior Crico-Arytenoid muscles.
13,2.3.

After so much discussion let me revert to

Lateral Crico-Arytenoid muscles.

the initial topic of breaking of one's voice,
and of improving it. At puberty one’s
organs including the Larynx begin developing
and with the growing length of the vocal
cords, the pitch begins to fall. This is a
natural process and one need not get upset
because one’s pitch falls. It is inevitable.
What is needed is that one should not inter-
fere with nature by arresting the fall of pitch
by wrong practice. One should allow one’s
voice to have its natural course and let it fall
to its minimum level. As soon as the growth
of Larynx and vocal cords is complete, the
fall of pitch will stop, and the voice will settle
down to a new normalcy. During this
period one should not strain one’s voice
‘Mandra-Sadhana’ is benificial

When this normaley is attained

unduly.

within limits.
one should find out one’s new natural pitch.
For this the following easy method should be
adopted. One should try one’s voice on
different keys in order to find out which
particular key suites him. The key below
which his voice can go at least three to four
notes in an easy and natural way, and also
if he is able to sing at least four notes ahove
the ‘Tar Sa’ upto ‘Tar Ma' without strain,
then that is his natural key or pitch,

There are scientific reasons why people,
singing at a very high pitch, get their voice
injured or permanently damaged. One can
get an idea about the Anatomical formation
of human Larynx, and vocal cords situated

in it, from the following illustrations :

There are some fibrous muscles inside the
Larynx whose function is to open and close
and also to stretch and relax the vocal cords.
The muscles which stretch the vocal cords
towards the front side are called Thyro-
Cricoid muscles. Let us call this as Thyroid
end. The muscles which bring together or
approximate the edges of the vocal cords at
the Posterior end, and hold them firmly in
that position are called Posterior-Crico-
Arytenoid, Lateral Crico-Arytenoid and
Arytenoid muscles. These two groups of
muscles if properly developed, string the
vocal cords for good production of wvoice.
But the regulation of pitch is not their
function. Tn the vocal cords themselves,
there are Thyro-Arytenoid muscles, which
both stretch and relax the vocal cords at
the same time and regulate the pitch. Our
‘Mandra-Sadhana’ helps in developing all
these muscle groups, and that is why it serves
a scientific purpose.

When we speak or sing or make any kind of
sound the vocal cords have to be hrought
together or approximated. They close the
wind-pipe and offer resistance to the air
When the air
forces its way out, it causes vibrations in
which

coming from out of the lungs.
the wvocal cords produce sound.
The Arytenoid end of vocal cords is firmly
held by Arlyt,enoid_ group of muscles., The



Tl

6 Nadariapa

Thyroid muscles stretch the Thyroid end of
vocal cords to necessary degree and string
the vocal cords for sound
But the Thyro-Arytenoid muscles situated

production.

in the vocal cords themself regulate the
high and low pitch. If the Arytenoid muscle
group is not properly developed, it will not
hold the Arytenoid Cartilages in place and
the voice will be unsteady. There ought
to be a proper coordination between the
muscle groups controlling the vocal cords.
A wrong practice over develops one group
compared to the other or leaves both groups
of stretching muscles undeveloped, leaving
the whole burden of stretching, relaxing
and regulating the pitch to the Thyro-

Arytenoid muscles situated in the wvocal
cords. This weakens the voice, makes it
thin and restricts the pitch to a few middle
notes. It is at this stage that the musician
in order to raise his voice has recourse to

various antics of the body.

The subject being too technical only
an approximately rough idea has been given
in the foregoing lines. The main purpose has
been to impress on the reader that the breaking
of one’s voice is not such a great calamity as
18 commonly believed but only a nature’s
process, and the only remedy for it is to allow
one’s voice its natural course, without inter-
fering artificially with it.

“h
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THE NEED TO ENCOURAGE THE STUDY OF FINE ARTS
TO INCREASE AESTHETIC APPRECIATION AMONG
STUDENTS IN THE UNIVERSITY.

Srr M. V. KRISHNAN,

Instructor in Sculpture

In the History of Man’s development
we find that even when he was a barbarian,
he had a creative instinct in him. This we
find in the many crude implements he has
used, the Carvings on the bones, the clay
figurines and cave painting he has done
in the caves.

In the majestic monuments of Arts, in
Egypt and Mesopotamia, in the Seulpture
of the Greek, the Rock Cut temples of India
and China, we find the same instinct prevalent.
Art being used for the glorification of religion
and thereby bringing it nearer to every soul
to appreciate it.

In the History of our country we find
art has played a vital part in the propagation
of religion, and as a means of creative picce
of enjoyment in the various toys in folk
art, in the different forms of dances c¢te. Our
Art had
been interwoven in the daily needs of life.

rulers were great patrons of Arts.

We find the drawing of rangoli, the temple

dance etc. as o part of a daily routine.

The coming of the British brought over

the products of Scientific and Tndustrial

advancement in India. As many of our
handierafts and eottage Industries languished.

These were part of our artistic heritage,

As the British were mainly concerned with
their commerce and trade they were not
interested in our native crafts. On the

contrary, they in many cases in the
beginning, tried to suppress them, and thus
many generations of craftsmen became

extinct.

It is during recent times due to the
Swadeshi movement that there was a revival
of what was best in the ancient tradition
of Art and culture. Men like Tagore and
his talented family contributed not a little
towards the revival of what was best in our
Artistic heritage. The Theosophical society
under Mrs. Besent did, not a little towards
resuciating the spiritual cum artistic life
of ancient India, embeded in such artistic
activities like as the Kathakali and Bharata-
natyam dances. This spiritual revival got a
fresh impetus, when politically we became
free. As a proof of it we have various Art
Socicties in different parts of our country,
patronised by the state Governments the chief
among them being the Lalit Kala Acadami,
the Sahitaya and Sangeeta Kala Acadamies
in the Union capital. )

But with all these efforts Edueation in
Art and stimulation of aesthetic sense in an

average educated man has yet to come. Thisg
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could only be done if various Universities
particularly the residential ones in our country
like the Hindu University, plans a definite
programme for Art education along with other
Aesthetic Education has
been under taken to a considerable extent by

items of education.

some Universities by in-cooperating in its co-
urses of studies, a compulsory paper on what
is called General Education. This compri-
ses along with other subjects a course of study
in Fine Arts. But with all due respect to the
framers of this course, it must be pointed out
that it is very vague. There arc no sufficient
facilities for the training and appreciation even
for a limited period for the students to develop
their aesthetic appreciation of Painting and
Sculpture and allied Arts. We have neither
enough number of paintings and sculptures
illustrating the various periods of painting and
sculpture and the different stages of its
development. Our muscum does contain
examples of sculpture and painting but they
cannot be said to be very representative of

even a few periods. Such being the case, it
is essential that if our undergraduates have to
get some understanding and the appreciation
of painting and sculpture, a compulsory
training in these subjects has to be given to
them and proper facilitics must be available
to them; and regular periods in the course of
allotted.
Then only partly this object of developing

their academic career should be

the aesthetic sense of the young could be
achieved.

In the west particularly in America even
in Schools Art (fallaries have been provided,
representing sufficient periods of development
of painting and sculpture and batches of
students through out their academic carreer
are trained by their masters in the appre-
ciation of Art. It will take sometime before
we catch up with the West in these respects.
But unless a systematic and planned attempt
is made both in the Schools and Universities,
good results cannot be achieved. Hence
this plea,



REST.

SHRI J. M. AHIVASL LOVERS
Sculptures by M. V. Krishnan



LIFE STUDY.
Shre D, P. Patanik
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