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FOREWORD

A compilation of the articles written by revered Bahenji,
Professor Premlata Sharma and their publication in the form of
a book has been a long felt need and Dr. Sharma herself was
working towards this. The world of music is grateful to her
sister, Dr. Urmila Sharma, in bringing out the first volume of
the collection. Most of these articles had been published in
Nada Rupa and in Indian Music Journal, which have been out
of print since long. These articles had been written by her
during her tenure as the Head of the Department of Musicology
at the Banaras Hindu University. The articles assume greater
value and significance considering the fact that during these
two and a half decades her major contribution had been in the
form of lectures and papers delivered at Seminars and in the
form of articles written for journals. She had not written
anything in the form of a textbook and these articles, besides
breaking new grounds in musicological research, served as
sources for the topics that had been prescribed for courses in
musicology and music theory. The articles presented in this
book relate chiefly to four areas - Aesthetics, texts in
Sangitasastra and Concepts in Ancient Indian music,
Hindustani music and comparison of the North and Southern
systems of music.

Bahenji’s initial research was in Samskrta poetics and
she initiated deep study into aesthetics of music too. She had
lectured extensively on rasa and music and later advocated the
application of the three-guna (prasida, madhurya and ojaa)
concept to music. She made a serious study of Western
aesthetics and was drawn to the book ““Beautiful in Music’” and
to the theory of ‘“Autonomy of the arts” of the author
Hanslick.

Bahenji’s name became synonymous with the study of
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Sarhskrta texts in music and the interpretation of the concepts.
She had planned a series of publication of Sarhskrta texts,
namely, Bharatabhasya of Nényadeva, Rasakaumudi of
Srikantha and Sangitaraja of Kumbhakarna (Kalasena). She
had written introductory articles about these and other texts.
The entire Sangitaraja was edited and printed although only the
first two chapters were published as the first volume.
Brhaddesi was re-edited and translated by her with the
assistance of Dr. Anil Beohar and published by the Indira
Gandhi National Centre for the Arts. Rasakaumudi had, around
the same time, come out as a publication under the Gaekwad
Oriental Series publications of Baroda edited by Dr. A.N.Jani.
Seven chapters of Bharatabhasya, edited by Dr. C.P.Desai,
came out as a publication of Indira Kala Sangita
Vishwavidyalaya, Khairagarh. However, at the time of her
demise, Bahenji was editing the entire text for publication by
the Indira Gandhi National Centre for the Arts. Sahasarasa was
completely edited by Bahenji and later published by the
Sangeet Natak Akademi. The introduction to that also
presented an account of the ancient thinking on the verbal
element in music. Apart from editing some texts she was
writing brief accounts about all the others too.

Sthayas, Gamakas and Prabandhas had engaged her
attention and she was the earliest and perhaps the only scholar
to go deeply into the study of Sthayas. She gave many lectures
on gamakas in the contemporary music too, especially those
used in Dhrupada. Apart from understanding the Prabandha
forms of the Desi, she enlarged the scope of the term to cover
the musical forms of the later systems. She concentrated
especially on Dhrupada and Thumari. Her contribution to
Dhrupada through the organising of Dhrupada festivals and the
editing of Dhrupada Annual Journal is well known. She was
also among the earliest scholars to disprove the theory that the
scales of the medieval period had faithfully retained the
intervallic arrangement of the svaras of the two gramas. Her
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presentation on this subject at the Music Academy, Madras had
been hailed by Dr.V. Raghavan as ‘revolutionary’. She was the
first to point out the discrepancies in the descriptions in the
writings of the medieval authors (starting with Ramamatya) on
the placement of Gramika svaras on the frets of the Vina.
She had also collaborated extensively with Professor
V.V.Sadagopan of Delhi University and presented talks on
Hindustani and Karnataka systems at his Delhi Sangita Samaj.
The Suddha and Vikrta svara-s of the medieval texts came to
be explained in detail in these talks.

Unlike the scholars of the mid-20th century Wwho
concentrated mainly on the melodic details of ancient music,
Bahenji had gone into the tala system too in detail. The
organisation of the five marga talas in ekakala, dvikala and
catuskala states and their role in building the tala structures
underlying Gitakas were studied and explained by her in detail.In
her paper presented at the World Sanskrit Conference at Leiden,
1987, she had covered the entire spectrum from Marga to
contemporary period, from Né.;ya-Sistra to Sangitakaladhara
(Gujarati).

I must confess at the end that as a student of Bahenji in
the Department of Musicology, Banaras Hindu University, I
had not realised that much of the understanding of the concepts
in ancient, medieval and modern music was an outcome of
Bahenji’s research. I was under the impression that all these
ideas were common knowledge till I met scholars and teachers
outside. There are several other papers and articles of Bahenji
that need to be published and I am sure the students and
scholars will give their support and assistance to Dr. Urmila
Sharma in her noble and tireless effort in achieving this.

11.11.2000 . N. Ramanathan
Kartika Parnima, 2057 Vikrama Professor and Head
18, Fourth Road, R.A. Puram Department of Indian Music
CHENNAI-5 (Tamilnadu) University of Madras

Chennai-600 005




PREFACE

“Indian Musicology with its unique and stupendous
literature in Sanskrit offers a vast field for study and research.
The approach and methods of Indian Musicology are religio-
philosophical. Its perspective is not merely utilitarian or
practical, but it aims at the realisation of the highest and
eternal good of man, not the psycho-physical being with which
we are familiar, but an eternal spiritual entity constituted of
pure-consciousness, requiring for its sustenance spiritual
substance and environment. The teaching of the Sangita
Sas:ra is that since Sangita is not the work of physical nature
but of man, its study is fruitful only when it proceeds from a
proper appreciation of the true nature of man. By implication
the methods suitable for study of nature are not suitable for the
study of Sangita.

“BEven as a study of practical music, the potentiality of
Indian Sangita Sastra for providing guiding principles is very
great. In fact, such a study has yet to be undertaken. Very little
has yet been done to bring out the practical implications of the
$astra, much less to study its aesthetic and spiritual aspects.”

Written in 1966, these are the words of Professor Prem
Lata Sharma who dedicated her whole life for restoring Indian
Musicology in its proper place in the study of Indian Music.

Premlata Sharma was born on 10th May, 1927, in
Nakodar, Distt. Jalandhar, East Punjab. She was the only child
of her parents. Her father, Pandit Lalchand Sharma, who was a
Bachelor in Commerce, worked as an Auditor in the Indian
State Railways. Her mother, Shrimati Mayadevi, had received
traditional education at home and was well-versed in our
shastras. Both of them were devoted Gaudiya Vaisnavas and
they brought up their only child, Premlata, in a serene and
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pious atmosphere. She received her primary and secondary
education at home in Delhi along with training in vocal music
and sitar. She passed her High School Examination from
Punjab University in 1938 at the age of eleven. For the next
two years she studied in the University Tutorial Institute and
passed the Intermediate Examination of Delhi University in
1940. Then she joined the Indraprastha Girls’ college for two
years and graduated from Delhi University in 1942.

After this, she spent seven years in studying religious
literature, especially that of the Gaudiya Vaisnavas in Bengali
and Sanskrit, in which her father was also deeply interested.
He resigned his job in the Railways and made himself free to
look after the interest of his daughter in her studies. Vraj
Bhiimi was found to be a better place for intensive study of
Gaudiya Vaishnavism and so the family shifted from Delhi to
Mathura in 1947. At Mathura, Premlata Sharma studied and
became proficient in three important languages—Braj Bhasha,’
Avadhi and Maithili which were all required in her pursuit.
She also continued her higher studies in Sanskrit and Hindi
Literature, while taking regular training in Music which had
been a hobby with her since childhood. This enabled her to
pass the Inter Examination in Vocal Music of the Academy of
Hindustani Music, Lucknow in 1949.

Considering the aptitude, qualities and potentialities of
his daughter, Pandit Lalchand Sharma decided that she should
continue her higher studies at Banaras Hindu University,
where a College of Music and Fine Arts had started
functioning in 1949-50 with Pandit Omkar Nath Thakur as its
Principal. Premlata Sharma was admitted to this College in the
first batch of students. She was also admitted to the Women’s
College Hostel. Pandit Omkarnath Thakur, who knew Pandit
Lalchand Sharma very well, agreed to be her local guardian.

Premlata Sharma entered the portal of Banaras Hindu
University with the awful feeling that she was going to study
in a great Gurukula and she remembered as to how an inmate
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studying in a Gurukula was required to conduct himself. The
advice given in the Taittiriya Upanishad came to her mind :
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She understood that she should carry on her studies in the
University following the right path (Divine Law), speaking
always the truth and doing Tapa with restraint and tranquillity
of mind. She was following an austere life in Mathura also and
she decided to be a Tapasvini student in the University.

Soon after coming to the University she got herself
admitted as a casual student in the Central Hindu College and
started attending the M.A. classes in Hindi. She had already
completed the course and was going to appear in the M.A.
(Hindi) examination that year. (Provision exists in the
University for women students to appear in the University
Examinations as a private candidate in Arts subjects. So she
appeared in the M.A. (Hindi) Examination in March 1950 and
passed the same). In July 1950, she joined the M.A. Classes in
Sanskrit as a casual student and appeared in the M. A.
(Sanskrit) Examination in March 1951, and came out
successful. Then in July 1951 she got herself registered as a
Ph.D. student in Sanskrit under Dr. P.L. Vaidya who was then
the Head of the Department of Sanskrit in the Central Hindu
College. The subject of her research was : Special study of
Rasashastra and Gaudeeya Vaishnava Darshan.

In order to have a comprehensive knowledge of her
subject she also started attending classes in the Samskrit
Mahavidyalaya of the University where teaching is done
according to traditional methods. Sitting at the feet of Pandit
Mahadeva Sastri Pandey and Pandit T.V. Ramachandra
Dikshitar she studied Sanskrit poetics. Pandit Mahadeva Sastri
was the Head of Department of Sahitya and Pandit
Ramachandra Dikshitar was the Head of the Department of
DarSana.
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Mahamahopadhyaya Pandit Gopinath Kaviraj acquainted
Premlata Sharma with several matters relating to the subject of
her research while she learnt the intricacies of Sanskrit
grammar from Pandit Brahmadatta Jijnasu.

Acquiring more and more knowledge of Sanskrit
language and literature, she completed her thesis and
submitted the same in 1954. The title of the thesis was

‘Studies in Bhakti Rasa based on Sri Rupa Goswami’

The thesis was accepted for the award of the Ph.D.
degree of the University and the degree was conferred on her
in the Convocation held on 17™ December 1954.

Premlata Sharma continued her studies in the Sanskrit
Mahavidyalaya and passed the Shastracharya examination in
Sahitya in 1955, and obtained the Shastracharya degree of the
University the same year.

All these years she had kept up her hobby, the study of
Music in the College of Music & Fine Arts, B.H.U. The Music
classes used to be held in the evening in the Ruiyya Hostel
very near the women’s hostel and there was no difficulty for
her in attending the music classes. Pandit Omkarnath Thakur
initiated her into Sangitasastra. Sitting at his feet, she made a
systematic and intensive study of Indian Music particularly its
theoretical aspect based on Sanskrit texts. Her knowledge of
Sanskrit language and literature greatly helped her in making a
critical study of the Sanskrit texts relating to Sangitasastra. She
also became proficient in Vocal Music and she passed the
Sangitalankara examination in Vocal Music in 1955. Thus
within a period of five years (from 1950 to 1955) she acquired
adequate scholarship not only in Sanskrit language and
literature but also in Sangita§astra, both theory and practice.
She also learnt Marathi, Gujarati and some other languages
during this period. She could read, write and speak fluently in
Hindi, Sanskrit, English, Bengali, Gujarati, Braj Bhasa and
Avadhi. Punjabi was her mother tongue. She knew a little of
Oriya, Asami and Telugu also.
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With the passing of the Sangitalankara examination of
the University, the Tapasya of Premlata Sharma as a student of
the Great Gurukula, the Banaras Hindu University, came to an
end by June 1955. Then started her work as a teacher. In
August 1955, the University appointed Dr. Premlata Sharma as
a lecturer in the College of Music & Fine Arts for teaching
music theory to Degree and Post-graduate students in Vocal
and Instrumental Music and also for supervising the work of
the Research Section. From its inception, the College had three
sections in Music, namely, Vocal Music, Instrumental Music
and Research Section. Professor Alain Danielou (Shiva
Sharan) was working in an Honorary capacity as In-charge of
the Research Section. He left India in a year or iwo and so this
responsibility fell on the shoulders of Dr. Premlata Sharma.
Dr. C.P. Ramaswami Aiyar was the Vice-Chancellor of the
University at that time and he found Dr. Premlata Sharma quite
fit for guiding the Research Section which consisted of two
Research Assistants, one copyist and one typist.

Dr. C.P. Ramaswamy Aiyar was greatly interested in the
Music College and soon after his assuming the office of the Vice-
Chancellor of the University in 1954, he appointed a
Reorganisation Committee for revamping the music courses and
for recommending the requisite number of teaching and other
posts for introducing the new courses. Pandit Omkar Nath Thakur
was the Convener of this Committee but due to his illness Dr.
Premlata Sharma acted as the Secretary of the Committee and the
whole report was drafted by her in consultation with Pandit
Omkarnathji and other members of the committee. Her
administrative capabilities came to light at that time.

In 1956, a full-time post of Reader was created for the
Research Section and Dr. Premlata Sharma was appointed to
this post on a permanent basis from 1-8-1957 and she became
the Head of the Research Section. A resolute and an
indefatigable person that she was, she settled down to lay a
strong and solid foundation for building up the Department of
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Musicology with the result that in the year 1966, the three
sections of the College were raised to the status of Statutory
Departments, namely, the Departments of Vocal Music,
Instrumental Music and Musicology under the Faculty of
Music & Fine Arts. She functioned as the Head of the
Department of Musicology as a Reader till the beginning of
April 1981 and as a Professor from 8th April 1981 (when a
post of Professor became available for the Department). In
August 1985 she went on deputation from Banaras Hindu
University to serve as the Vice-Chancellor of Indira Kala
Sangita Vishwavidyalaya, Khairagarh for a period of three
years. Her term in that University ended only on 30th
September 1988. During this period she retired from the
service of Banaras Hindu University on 31st May 1987 when
she attained the age of superannuation.

The devotion with which Professor Premlata Sharma
served the cause of Music in general and Musicology in
particular was admirable and exemplary. She initiated serious
studies in the textual tradition of Indian Music, specially of
Sanskrit texts. She also emphasized the study of primary
sources for research in Indian Music. The courses that were
started by her from 1st August 1957 were for the Degrees of
Ph.D., M.Phil. and Master of Musicology. A Diploma course
in Music Appreciation was also introduced. The Diploma
Course in Music Appreciation attracted several foreign
scholars and they joined this course while pursuing their
studies in Sanskrit, Philosophy and Indological subjects in the
Faculty of Arts of the University.

She helped and guided many senior international scholars
like Prof. Harold Powers, University of Princeton (U.S.A.),
Prof. Lewis Rowell, University of Indiana, Bloomington
(U.S.A)), Prof, Anna Radicchi, Sienna, Italy and Dr. Francoise
Delvoye, France.

She supervised the research work of numerous scholars
out of whom twelve were awarded the Ph.D. degree of
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Banaras Hindu University during the period of 1966-1985. She
participated in more than forty National Seminars in India,
gave talks in many Music Conferences and delivered special
lectures at many places on subjects relating to Indian music
and Musicology.

She taught two courses on Indian Music in a Summer
School organised at the University of Rochester, New York
(US.A.) in July-August 1970, presented a paper in the XII
Conference of the Interhational Musicological Society at
Berkeley, California (U.S.A.) in August, 1977, taught two
courses on Indian Aesthetics and Introduction to Indian Music
at the University of North Carolina at Charlette (US.A) in
Sept.-Dec. 1978 and also presented a paper at the VII World
Sanskrit Conference at Leiden (Holland) in 1987.

She went to Moscow twice, first in October 1966 to attend
the Centenary Celebrations of the Moscow Conservotoire as a
representative of India, and next in October 1987 to participate
in the seminar on Tradition and Modernity held at Moscow as
part of the India Festival, as leader of the Indian group.

Thus during the period of her active service in Banaras
Hindu University from August 1957 to August 1985, she left
no stone unturned to establish the Department as a Centre for
the study of Indian Musicology and to get it acclaimated
nationally and internationally.

She was not a mere theoretician but also a performing
musician. Till the year 1967 or so she was regularly giving
music performances particularly with a view to depict and
display the §astraic tradition. She had never been formally
initiated into any Gharana or Banis of Dhrupada. But she had
developed her own style on the basis of Sastras. In the year
1961, when she gave a performance in the Sadarang Music
Conference in Calcutta presenting Dhrupada in a style which
had crystallised as a result of her own spontaneous singing,
newspaper critics and her Gurudeva Pandit Omkarnathji



Preface (xv)

publicly expressed the opinion that she was developing on the
lines of the Khandara Bani which owed its allegiance to the
Vishnupur school of Bengal.

The three components of Sangita are Gita (Vocal Music),
Vadya (Instrumental Music), and Nrtya (Dance). 74 &l =

T ¥ ¥  EWagead|  Professor Premlata Sharma had
therefore studied Sanskrit literature relating to Nrtya and was
greatly interested both in its theoretical and practical aspects.
She was similarly interested in the Lokgeeta tradition prevalent
in different parts of the country such as Chakkiyar and
Nangiyar Kudiyattam of Kerala, Pandvani Lokgeeta, Rasa
Leela etc. Under the auspices of the College, she arranged
many - dance performances—Bharatanatyam, Kathak dance,
Odissi Dance—and also Kudiyattam, Pandvani and other types
of Lokgeeta.

Natya (Drama) does not come under the purview of
Sangita. But considering its importance, Professor Premlata
Sharma had made a special study of Bharat Muni’s Natya
Sastra and she wanted to revivify the art of Sanskrit Drama and
show its greatness and beauty to the educated public. For this
purpose she formed a forum in the year 1971-72 and named it
‘Abhinaya Bharati’. With the active support and cooperation of
some teachers and students of Department of Sanskrit (Faculty
of Arts), Samskrit Mahavidyalaya, Mahila Mahavidyalaya,
Vasant Kanya Mahavidyalaya, and some artists she was able to
organize the ‘Abhinaya Bharati’ very successfully.

To start with, she selected three Dramas-Vikramorvasiyam
(fesrrdefia®) and Malavikagnimitram (Sefafafem) of
Kalidasa and Uttararamacarita (3¥X T9=i@) of Bhavabhiti for
enactment. Reviving the system of commencing the drama with a
prelude (e¥§) as mentioned in Bharata’s Natya$astra, she
prepared separate preludes for these three dramas, composed the
Slokas for invocation, set them to music and also organized the
scheme of music for each one of them.
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Under the able direction of Professor Premlata Sharma
these dramas were enacted by the members of ‘Abhinaya
Bharati’ in the Kalidasa Utsava at Ujjain with great success
winning laurels and trophies for the University. Besides the
above-mentioned dramas, several other Sanskrit dramas were
enacted by the ‘Abhinaya Bharati’ in other places also and the
public consisting of eminent Sanskrit scholars, dramatists,
musicians and others, admired the performance as unique.

Suffice it to say that Professor Premlata Sharma did her
best to serve her Alma Mater and established the Department
of Musicology in Banaras Hindu University on a very sound
footing before proceeding to Khairagarh for assuming the
Vice-Chancellorship of Indira Kala Sangeet Vishwavidyalaya
in August 1985.

After completing her assignment in Indira Kala Sangeet
Vishwavidyalaya, she returned to Varanasi in the beginning of
October 1988. Her mother wanted to spend the remaining days
of her life in Varanasi only in a house owned by her daughter
and not in a rented house. A suitable built-up house was
readily available and she purchased the same spending her
entire savings. Along with her aged mother she moved to this
house on the 18th of February, 1989, and thus she fulfilled a
long cherished desire of her mother to spend the last days of
her life in a house acquired by her daughter with her hard
earnings only. Mother Mayadevi breathed her last in her own
house as desired by her at the age of 84, on the 25th June 1989.
Premlataji’s father had become a sanyasi in the year 1967 itself
and was staying in some Ashram at Radhakund, Vrajmandal.
He attained Goloka on 5-9-1983.

Prof. Premlata Sharma had planned to create a Trust for
promoting fundamental research in performing arts with its
headquarters at Varanasi. This idea was kept in mind when she
purchased the house at Karaundi. The aims and objects of this
Trust were soon formulated and the Trust started functioning
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in her own house from the Vijayd Dasami Day in the year
1989. It took some time to finalise the details of the Trust
Deed and its legal registration could take effect only on August
27, 1993. The objects of the Trust, which was named
‘BHARATANIDHI’, as stated in the Trust Deed are :

(a) To conduct, promote and encourage fundamental
research in performing arts with an inter-disciplinary
and multi-disciplinary approach, covering history,
philosophy, literature, visual arts etc.

(b) To develop an indigenous approach to the above
research, making departure from the ideas and
models borrowed from the West.

In pursuit of the above objectives, the following and
similar other activities were to be conducted independently or
in collaboration with other institutions having similar
objectives :

(1) Publication of the above research work under a
series to be called “Bharata Nidhi Granthamala”’;

(ii) Institution of a series of lectures on the above
subjects under the name “Dr. P.L.Vaidya Memorial
Series™;

(iii) Organisation of Special Performance of music,
drama, recitation etc. under the name ‘‘Sangitacarya
Pandit Omkarnath Thakur Memorial Performance”’;

(iv) Organisation of training/refresher camps under the
name ‘“‘Lalchand Sharma Memorial Camp”;

(v) Award of research fellowships under the name
“Shrimati Mayadevi Sharma Memorial Research
Fellowships™;

(vi) Undertaking various activities towards cow
protection for the sake of acquiring inner or ‘unseen’
i.e. intangible eligibility for fulfilling the above
objectives; and
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(vii) Doing all such other things as may be conducive or
necessary for the advancement of the above objects.

In ancient India, when a student having completed his
studies in a Gurukula sought the permission of his teacher to
leave the Gurukula, the teacher used to instruct him as to how
he should conduct himself in his life. The Eleventh Anuvaka of
the Siksa Valli of the Taittiriya Upanishad is a model of the
instructions that a student receives from his teacher. This can
be considered as an ideal Convocation Address. The Banaras
Hindu University in its rules of procedure for Convocation has
provided for the recitation of the above-mentioned portion of
the Taittiriya Upanisad in every Convocation when students
are presented for award of the degrees. Premlata Sharma was a
candidate who received a University degree every year from
1950 to 1955, and she must have made up her mind to follow
these instructions scrupulously, particularly the following :

aqedl 94 | Let your mother be a God unto you.
fagear W | Let your father be a God unto you.
FrEEcEl W4 | Let your teacher be a God unto you.
sifafodal wa | Let your guest be a God unto you.
TAEIETHT FHG: | Do not abandon your studies,

continue them.
wegEEaeat 7 Do not fail to refresh your learning

ELIEGEEE by continuing your studies and by
teaching.

AR A Whatever actions are irreproachable

aifi Yfsqemts & those should be practised and no

Faqon | others.

arorArd gaf@s  Follow all good acts of your
teacher’s

arfs  cagTareaT | life and no others.
q o
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FEATTH | Give with faith, never with lack of
FAAGASTAH faith.

fyn =1 fga 99 Give in plenty with modesty, with
firn 37w | d@feqr 39| fear, with sympathy and friendship.

By instituting Dr. P.L. Vaidya Memorial series, Pandit
Omkarnath Memorial Performance, Pandit Lalchand Sharma
Memorial Camp and Shrimati Mayadevi Sharma Memorial
Research Fellowships, she has perpetuated the names of her
acharyas, mother and father.

As already stated the Bharatanidhi Trust started
functioning from the Vijaya Dasami Day in the year 1989. The
word Bharata encompasses a wider field as can be seen from
the objectives stated in the Trust Deed. Bha (%) stands for
Bhava (&), Ra () stands for Raga () and Ta (d) stands
for Tala (dTeA).

The building where the Bharata nidhi Trust is situated
has been named “Amnaya”, which means ‘Tradition’. So it is a
place for acquiring all traditional knowledge.

Professor Premlata Sharma resumed her teaching and
research work in her own house ‘AMNAYA’ in October 1989
and she continued the same with all her other activities till the
last day of her life. In the year 1993, Banaras Hindu University
appointed her as an Emeritus Professor and so she could
officially guide the research students of the University. A
number of foreign students also studied Natya-§astra and
Sangita-$§astra under her during the period 1990 to 1997. She
never charged any fee from any student and strictly observed
the tradition of the ancient Gurukulas.

In March 1988, when Prof. Sharma was the Vice-
Chancellor of the Indira Kala Sangeet Vishwavidyalaya,
Khairagarh, the Government of India (Department of Culture,
Ministry of Human Resource Development) appointed a high-
powered Committee to review the performance of the National
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Akademis, viz., Lalit Kala Akademi, Sangeet Natak Akademi
and Sahitya Akademi, and the National School of Drama. Shri
P.N. Haksar was the Chairman of this committee consisting six
other members and a member secretary. One of the six
members was Prof. Premlata Sharma. The Committee
submitted its Report in July 1990. It appears that Prof.
Premlata Sharma made a significant contribution in writing
this Report and since then Shri P.N. Haksar held her in high
esteem. She had returned to Varanasi when the committee
started its work and it interviewed more than one thousand
scholars, musicians, artists and prominent persons at eighteen
important cities in the country, during the period from April
1989 to March 1990. Prof. Sharma visited all these places and
then attended all the meetings of the Committee held at New
Delhi to finalise the report.

She was awarded the Emeritus Fellowship - by the
Department of Culture, Government of India, for the period
1989-91. She also functioned as a Consultant for Research
Publications, Sangeet Research Academy, Calcutta since 1990.
In 1992, she was made a Fellow of the Sangeet Natak Akademi,
New Delhi and from April 1994, she worked as Vice-Chairman of
the Sangeet Natak Akademi till the last day of her life. During this
period she organised and conducted three International Seminars
under the aegis of the Sangeet Natak Akademi, namely, (1) on
‘Sarngadeva’ in 1994 at Varanasi, (2) on ‘Matanga’ in 1996 at
Hampi and on ‘Rasa’ in the year 1997 at Varanasi.

She also arranged many seminars under the auspices of the
Bharata-Nidhi at Varanasi. Prominent among them were : (1)
National Seminar on the Contributions of Thakur Jaidev Singh
(1993) and (2) National Seminar on Pandit Omkar Nath Thakur
during his Birth Centenary Celebrations held during the years
1996 and 1997. Music performances were also arranged at
Varanasi as a part of the Centenary Celebrations from 27th to
29th January 1997. To mark the Birth Centenary Celebrations of
Pandit Omkarnath Thakur, the Department of Posts. India
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issued a commemoration postage stamp in a function held in the
Bharat Kala Bhavan on 24th June, 1997. This was a great
achievement for her and she felt very happy on that day.

Professor Premlata Sharma was essentially a spiritual
person. Having spent her early years in a serene atmosphere in
the midst of saints in the Vraja Bhiimi, she was deep-rooted in
Bhakti. She fully followed Tyagaraja’s advice : “Knowledge of
Sangita, bereft of devotion, is valueless and cannot secure
salvation (Wga-wry wfwfam  §=0(Y Tere 7). She got an
inspiration that she should dedicate some beautiful pieces of
music for dance before her Istadeva. Selecting §lokas from
Srimad-Bhidgavata and other literature, she set them to music
and presented five pieces for dance performance. They were :

1. Bharamara-geeta  containing 54 §lokas from the
dasama skandha of Bhagavata, six
padas of Surdas, two padas from
Padyavali, two from Damodara-
stotra, one §loka and one doha
based on Srilaghubhagavatamrta
and one §loka from Jayadeva’s Gita-
govinda; set to music in fifty ragas
using six talas.
Dance was performed in Kathak
style by Dr. Smt Ranjana
Srivastava in Srichaitanya-Prem-
Samsthan, Vrindavan, in the month
of March 1994.

2.$riKrsnaprasanga  containing six padas of Sant Surdas
with the addition of some $lokas set
to music in eighteen ragas (inclu-
ding two raga-malikas) mostly in
Trital. Dance was performed in
Kathak style by Dr. Smt. Ranjana
Srivastava in Sri Chaitanya Prem
Samsthan, Vrindavan, in March
1995.
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3. Sri Govinda- Selected  §lokas  from  Sri
Virudavali Ripagoswami’s Govindavirudavali
set to music in twenty-three ragas

and various talas.

The dance was performed at Sri
Govindadevaju Temple, Jaipur in
Nov. 1995 by Srimati Jaya Chandra-
sekhar and Party under the Direction
of Professor C.V. Chandrasekhar, in
Bharatanatyam style.

4. Venugeeta containing 20 §lokas of Adhyaya

21 of Dasamaskandha of Srimad
Bhagavata, two padas of Sant
Sirdas, one pada of Ghanananda
and one traditional pada (thus four
padas in Braj Bhasa) set to music
in 22 ragas using six talas.
The dance was performed in the
same Govinda Mandir, Jaipur, by
the group of Srimati Kumudini
Lakhiya in Kathak style, in
November, 1995.

5. Yugmageeta 24 §lokas of Adhyaya 35 of the
Dasamaskandha of Srimad
Bhagavata set to music in twelve
ragas in various talas. Srimati
Sonal Mansingh performed the
dance in  Odissi  style in
Srichaitanya-prem-samsthan,
Vrindavan, in February, 1996.

In the year 1995, a centre for cultural studies by the name
of INANA PRAVAHA came into existence on the banks of
Ganga at Samne Ghat, Varanasi opposite Ramnagar Fort. The
owner and Managing Trustee of Jiana Pravaha, Srimati Bimla
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Poddar came in close contact with Professor Premlata Sharma
and the friendship between them grew stronger and stronger
because the aims and objects of Bharata-nidhi and Jiiana
Praviha had many things in common. Professor Premlata
Sharma became a prominent member of the Governing Council
of Jiiana Praviha and she took an active part in the activities of
Jfiana Pravaha. She conducted courses there, arranged music
and dance performances and seminars also. In the year 1998,
she organised a seminar on Samskaras which was held on April
oth & 10th, 1998. For the year 1999, she had proposed a
seminar on ‘Dhvani’ and she had started making all
arrangements for the same. She had also arranged a special
seminar on ‘Odissi sangeet and its uses’ in Bhubaneswar from
22nd to 27th November 1998. After attending it she returned to
Varanasi on 30th November 1998. She had planned to go to
Delhi, Madras, Trichur etc. on the 7th Dec. 1998 when I met
her on the 1st of December. I noticed that she was feeling very
much tired and sad because of the demise of P.N. Haksar on
the 27th Nov. 1998. She had met him on the 22nd November at
Delhi while going to Bhubaneswar and next Sunday when she
returned to Delhi, she could not see him alive. Considering her
condition on that day I requested her to cancel all her
programmes and take complete rest. After great persuasion she
agreed to cancel her programme at Trichur but said that she
would go only to Delhi, Madras. But that could not happen and
suddenly she felt some uneasiness in the evening on 4th
December and after midnight on that day the noble Soul
departed for Goloka.

A determined Srimati Bimla Poddar decided that the
National Seminar should be held on the scheduled dates and
that the seminar would be dedicated to the memory of
Professor Sharma. Preparations for the Seminar continued in
full swing. The inaugural function of the National Seminar was
duly held in the auditorium of the Jiiana-Pravaha on March,
11, 1999 under the presidentship of Padmabhushan Professor
Vidya Nivas Misra.



(xxiv) Indian Aesthetics and Musicology .

Welcoming the distinguished community of eminent
scholars from various parts of the country and the
distinguished guests, Srimati Bimla Poddar said :

«I owe much to Late Prof. Prem Lata Sharma who not
only extended motherly care to me, but in fact became the soul
of this Institution even at the cost of her health. She was
abundant in her nourishing and we would not have dreamt to
do what it is proposing to do, had it not been her zeal,
dedication and interest. We are deeply grieved that she passed
away after conceiving all the nuances of this seminar. We can
never repay her kindness. But, in a very small and humble way
we thought it fit to dedicate this seminar to her memory.”

“I do not wish to mention much about the scholarly
achievements, particularly in the field of pioneering
musicology, of Prem Lataji, as you all perhaps know. She was
really a scholar which made even Varanasi proud.”

A minute’s silence was then observed as a token of
homage to the soul of Late Bahenji.

Dr. Kapila Vatsyayan, an illustrious scholar and also a
close friend of Professor Premlata Sharma, then inaugurated
the seminar and delivered the key-note address. Many papers
were read in eight sessions of the Seminar and its closing
function was held on the 14th of March, 1999. Speaking on
that day, Dr. I. Panduranga Rao, who is a renowned scholar,
saintly person and also a member of the Governing Council of
Jiiana Pravaha said :

“This seminar on DHVANI has very appropriately been
dedicated to the memory of Prof. Prem Lata Sharma, the
innovative spirit behind the whole exercise of enquiring into the
various facets of sound explored in Indian culture. Her dream has
come true but she chose to transcend this dream even before it is
realized and stepped into the eternal abode of absolute bliss.
Every one of us must have felt during the last four days that she
has been with us guiding us with silent but eloquent smile. We
pray for peace and seek her blissful blessings.”
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No doubt we cannot now see Professor Premlata Sharma
in flesh and blood but she has become immortal by her
writings which provide a great treasure for posterity to carry
on valuable research in Indian Musicology. Almost all the
monographs, research papers and articles written by Professor
Premlata Sharma have been published in various Journals. Dr.
Urmila Sharma, Managing Trustee of Bharatanidhi. has taken a
decision to collect all of them and publish them in book form
for the benefit of all concerned. This is the first publication in
this direction. May the Almighty give her the required strength
to complete this commendable undertaking.

Prabodhini Ekadasi S. Somaskandan
Sarmvat 2057
7th November 2000
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Inspired and ‘charged’ by the Almighty— in whom rests
his beloved soul of Prem Lata Sharma, my motherlike sister,
loving guru, who taught me (by living herself) how to live an
ideal human life, who initiated me in every field of knowledge
that I could grasp, who brought me up with profound loving
care—I could gather myself from the shock of her physical
demise and settle down to complete the works that she had
started or intended to start.

I was able to complete some of the works in these two years
e.g. (1) edited ahuge volume of Sangitakaladhara (from Gujrati to
Hindi) (more than 560 pages), the historical work of Dahyalal
Shivram, the Royal musician of Bhavnagar state (published in
1901), explaining the theory and science of Music and dance with
the very first established Indian notations of excellent and plenty
‘bandishes’ of various ragas for vocal and instrumental music,
pictographic notations with detailed tables of 143 talas, some
illustrations of different types of ‘gatas’ in Kathak, notations of
some old English songs etc. The photo-ready copy of the book has
been handed over to Sangeet Natak Akademi, New Delhi. It is
scheduled for publication shortly in Punarnava Series started by
Prem Lata Sharma. (2) Completed with help of Dr. Frangoise
‘Nalini’ Delvoye the First edition of Nar-Ratnakara (Vol 1, more
than 700 pages, of a great scholar (Late) Shahab Sarmadee
depicting History of Music-ancient, medieval and contemporary,
quite ready to be published by Sangeet Research Akademi,
Calcutta.

Some works are nearing completion, e.g.—

(i) Bhaktirasamrtasindhu Vol. II of Shri Riipa Goswami
(15th century A.D.) a critical edition with translation in Hindi
from Sanskrit, with notes and extensive introduction, being
published by Indira Gandhi National Centre for the Arts;

(ii) Sangitanusarini Chandomaiijari of Maula Bakhsh—
depiciting 58 meters in four languages (Sanskrit, Hindi,
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Marathi, Gujrati) with music notations in various ragas and
talas. This also is scheduled to be published by S.N.A. New
Delhi under Punarnava Series.

An urgency was felt for bringing out the rare research
articles and monographs written by Bahinjee, in book form (it
is going to be a series), it was her own intention too. By God’s
grace this first volume is coming out. I have categorised these
articles according to the subject-matter discussed therein. I
have done the entire proof-reading with some assistance of Dr.
Niharika Lal, therefore it is quite possible that some mistakes
might have remained uncorrected. I crave the indulgence of the
learned readers for all my shortcomings.

This compilation is being supplemented with a few
glimpses of Bahinjee and some memoirs, as they mention
various aspects and facts of her life, and very useful references
of her journey in the field of Music and Musicology.

I have received the support and co-operation at all levels
from the huge family of friends, disciples, colleagues of
Bahinjee in India and abroad and I heartily thank them all. I
am feeling deeply indebted specially to—

1. Professor Harold Powers for keeping in touch with
loving concern and sending the memoir article throwing
sufficient light on the different aspects of Bahinjee’s personality.

2 Professor C.V. Chandrashekhar, as he himself says,
was a close brother of Bahinjee and myself. His article
contains several moving references to Bahinjee and reminds
the sweet days of working together in Abhinaya Bharati.

3. Shree N. Pattabhiraman, Editor in Chief, Sruti and
$ruti-Foundation for the courtesy of permitting me to include in
this book the entire obituary part of Sruti (173, Feb. 99, pages 37-
47) for Premlatajee, containing the articles of N. Ramanathan,
Leela Venkataraman, himself (N. Pattabhiraman) and a brief
article of Harriote Hurie;

4. Professor N. Ramanathan— not only for sending the
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foreword for this book, but actually supporting me at every
level in the process of this publication and in all efforts for the
work being done in memory of our Bahinjee;

5. Ms. Harriote Hurrie— for constantly keeping in
touch, and sending the memoir article describing Bahinjee’s
everyday behaviour to students and people concerned.

6. Sangeet Natak Akademi— for financial assistance in
publishing this book and the courtsy of giving some rare
photographs of Premlatajec, from which a few are being
printed under the glimpres and one at on the front cover.

7. Dr. Miss Niharika Lal— for going through the entire
English proofs once, correcting them. She is blessed by
Bahinjee (P.L.S.) as been trained by her in proof reading while
she was assisting Bahinjee for seven years.

8. Modi family and Vishwavidyalaya Prakashan Parivar
—It would not have been possible for me to bring out this book
in time but for the enthusiastic cooperation of Shree
Purushottam Das Modi and his sons, Shree Anurag Modi and
Parag Modi, proprietors of the V.V. Prakashan and the staff.

I sincerely thank all those mentioned above.

I desired that Pandit S. Somaskandanjee should write the
Preface for this book, as he knew Bahinjee from the day she
joined Banaras Hindu University. Bahinjee considered him to
be her elder brother and he has been a guardian to both of us.

I simply cannot express the gratitude felt towards Dr.
(Mrs.) Kapila Vatsyayan and my Acaryadeva Shree Shreevatsa
Goswamijee for bestowing on me the affection and concern,
which is really keeping me alive and fit for the work the
Almighty wants me do.

Utpanna Ekadasi, Margasirsa, 2057 vi. Urmila Sharma
Amnaya, 209/1 Dharmajit Nagar, Managing Trustee
Karaundi, Bharata-Nidhi
VARANASI-221005 (A Trust for Fundamental
Phone : 316460 Research in Performing Arts

founded by Prem Lata Sharma)

-
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Sangita subsists in the Gandharva Upaveda which is a
subsidiary constituent of the Samaveda, the Veda which is
worthy of song on account of being 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 ‘Savanas’ are manifested in gross,
subtle and extra-subtle forms and have been categorised in a
graduated scale as ‘Mandra’, ‘Madhya’ and ‘Tara’ respectively.
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* These nine $lokas in sragdhara metre, depicting the glory and

metaphysics of music— written by Revered Brahmarsi Daivarata and
translated in English and Hindi by P.L.S. are being rendered here as
an auspicious beginning of this book and commencement of Amnaya
Prakasana series.

1. Please find the importance of these §lokas in P.L.S.’s own words on
pages 91-92.
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Divine Sarasvati, after experiencing ‘Rasa’ of “Vak’ born

of the hearing of the suggestive vibrations of ‘Nada’ in herself,
has conceived the names ‘Sa’, ‘Ri’, ‘Ga’, ‘Ma’, ‘Pa’, ‘Dha’ and
‘Ni’ for the Svaras sung by her as the ‘anubhavas’ of the said
‘Rasa’ of ‘Vak’ and as the vibrations of the ‘Srutis’ with the
“Vina-Tantri’ and ‘Mrdanga’ and with the arts of rhythm and
literature, the word-form of ‘Gita’.

et 3 T S N A R g § S W
mm%ﬁw—w:ﬁ(m)ﬁﬁ%maqﬁm—mﬁ,w,
‘gﬁ’ﬁﬁﬂﬁawﬁm,maﬂim(ﬁamwwm)%ﬁ
W%wﬁ%wm%ﬁmﬁmﬁam‘m’
Wﬁm@@‘m’mﬁ:wmmﬁﬁ%l

T SfEER: YOE g9 TR S
wmmmﬁéﬁn
TeSTEEEIS:  FAUEER (ST
TRy TIEIS=N WA Saars<ar e iR

Like the ‘Pranava’ which is the short and pithy name of the
Parabrahman, Divine Sarasvati has comprehended by her
respiratory movement and by imitation of those ‘Svaras’, the
symbolic names of the eternal ‘Svaras’; which are knowable as
the ‘Tattva’, and which appear as differentiated as Sadja, and
Rsabha; as ‘Gandhara’ pleasurable to the ear; as the ‘Madhyama’
of central position; as ‘Paficama’ worthy of repetitive pursuit; as
‘Dhaivata’ and lastly as ‘Nisada’.
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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
‘Syaras’ such as Sadja, Rsabha etc. In Panini’s ‘Al Pratyahara’
are included all the vowels and consonants (from 31 to %) and A
is the first letter of this ‘Al’. All ‘Svaras’ can, therefore, be
sung with only one vowel-tone & emitted from the throat.
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Those who apply the mind, speech, consciousness and
soul in the process of concentration on the ‘Svaras’ like Sadja,
Rsabha etc. dwelling in their ‘Antahkarana’ may sing with
‘Samarasya’ and ‘Tapas’, quietly intent on hearing within them-
selves their own ‘Nada’, with the mouth shut, without even a
vibratory movement of the tongue, with minds clear and subtle.'

1. The English and Hindi Translation of verse no. 5 may be read as
follows :—
“O Atman' quiet gana (singing) may be performed with svaras like
Sadja, Rsabha etc. dwelling within the self with concentration of
mind, ‘Prana’, speech and consciousness on ‘Svara’, with intense
‘Tapas’, with ‘Uparmsu Svara’, with clear and subtle mind, with
‘Sanusvara Viak’, with the mouth shut, with the ‘Anusvara’ emitting
from the nose, with intentness on hearing within the inner ‘Nada’
of own self and with ‘Samarasya’, ‘Sadja’ etc. dwelling within
one’s own self, with ................. ‘Samarasya’.”
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The discipline (Sadhana) of the ‘Cit-like ‘Para Vak’
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 ‘Kala’ of
‘Samarasya’, 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.
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The Speech 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 varnas (Aksaras) emanating from the mouth
of the four-faced Brahma, ‘Svara’ and ‘Rasa’ are whose words,
who is invoked by ‘Vak’ (word), ‘Manas’ (mind) and ‘Prana’
(vital energy), who is of gentle and cool temperament, who
bestows the relish of ‘Rasa’ of 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 ‘Samarasya’.
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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 ‘Prana’ and
‘Sarhvit’ she protects her votaries who sing her attributes. Thus
may the generous bestower of the gift of ‘Cit’ ever continue to
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manifest the lightning (Vidyujjyoti) of her knowledge in the
whole universe just like Praci (East).

R 3R TEET T9F Il JEAE MEE Ao §egol 9% & T S
ATl Je F, ST T AU WS ScHaw Hl (IHh THE) Tl
WeITer T, o9 SR 1 U% UG HIA T FE A L AGA
FERl F W S T 1 A SR S O 3 R FT T F
79 e T {4 F = w1 SHH < <3 et ey fosata
T YT HA R |

T JAYE WehoRaqHl  Telfaq wme

JueenfRmn wweeaT faafarnfemn

gt gefoememEdfed ! depenymdt’ @

g qoiang seegTd ¢ e - 1< |

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
$akti’, 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 Vidyas,—
graciously 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 benign qualities of the
Supreme Lord.
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1. This may be noted that the very first name given to the new
founded ‘Faculty of Music and fine Arts’ in B.H.U. (Varanasi) by
Pt. Omkarnath Thakur, was- ‘Sri Kala Sangita Bharati’.



SecTION I

Aesthetics and Science






EUROPEAN AESTHETICS OF MUSIC
And
TRADITIONAL INDIAN SANGITA SASTRA"

Preliminary Remarks

Aesthetics of music is that branch of musicology which is
concerned fundamentally with problems of values in music. As
a science responsible for the organisation of knowledge within
this area, aesthetics depends upon many related areas of
enquiry and draws upon them freely as the 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.
Its scope f(ncludes, besides criticism of music, 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. Consequently, Indian
culture, including literature and arts, accepts a double standard
of values, one esoteric and the other exoteric. Unless this basic
characteristic of Indian culture is recognised, the significance
of Indian art is most likely to be 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 here. Prof.
Bhatkhande would appear to have permitted himself to pass

1. Published in Nadarapa II, January 1963.
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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 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 breaking away
from this tradition, broke to pieces the very ideal and foundation
of Indian music.

1In 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 of the world, as yet
not much attention has been devoted to the systematisation of
aesthetic principles in their application to music. Even Prof.
Bhatkhande, a modern writer, who influenced by Western
ideas, 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,! BH.U. lay a special obligation on this institution to
undertake a comparative study of the aesthetics of European 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

1. As it was named formerly; later in 1966 it was split into two separate
faculties i.e. ‘Faculty of Music and Performing Arts’ and Faculty of
Visual Arts.
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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 treatment is admittedly brief. At places, crucial
points, indicative of new lines of thought, might appear to
have been accorded the barest explanation. This is inevitable
in a pioneer conspectorial essay. Apart from the restraint in
treading on untrodden ground there is the limitation of an
article in a journal. Space for a comprehensive 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 topics comprised
therein, through articles in this Journal or separately in book
form.

Approaches to Aesthetics

European literature on Aesthetics in general is extensive.
Philosophy deals with it as one division in a large systematic
scheme. The problems dealt with by the aesthetics of
philosophy are metaphysical 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 European artist-writers are
variously described as artistic, critical, scientific, philosophical,
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historical, psychological, experimental, eclectic 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 the 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 studying. For example, in studying the effects 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 some thing and is therefore not the
whole truth, but nothing is the whole truth in the opinion of the
scientist. Science has mnever claimed wholeness or
completeness for its discoveries. 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 Greek derivations *“perceptive by feeling”.
Since the eighteenth 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 . The
sensuous knowledge or aesthetics thus came to be recognised
as the theory or science of the beautiful. Even this definition
cannot be regarded as a final one because the words ‘beautiful’
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and ‘beauty’ have been assigned numerous meanings. One
book gives at least sixteen different definitions.

A fundamental problem, for instance, is whether to
regard beauty subjectively as a quality of experience,
objectively as a quality of an object, or as the quality of
experiences attributed to an object. A notable author Carl E.
Seashore writes in his book entitled “Psychology of Music” as
follows : “Philosophical criticism 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, I 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 beatitude, but many
Indians have actually realised that ideal at a level of
transcendence where the subjective and the objective coalesce
into a unique experience of identity with a difference or
semblance of a difference, a state philosophically described as
‘Bhedabheda’. Many Indians continue to realise this experience
today. That ideal is ‘Svayamripa’ (Self-Form), Syama-Sundara
(Beautiful of Syz’ima colour), ‘Akhilarasamrtamirtti’ (Form
constituted of all nectarine Rasas).

The essential characteristic of ‘Rasa’ is that it is
exhilarating both to the subject and the object of its
experience. “T&d TEM@d a1 is a broad definition of ‘Rasa’. A
more specific definition is that ‘Rasa’ consists of
‘Sthayibhava’, the emotive state running permanently through
the inmost being, which determines the particular internal
temperament as a dominant characteristic of the emotive state.
Each of the emotive states shows in its composition diverse
sentiments constantly shooting out and changing like the
flamelets that continually come and go and thereby produce
the appearance of the permanent, undivided whole of a flame.
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The emotive state is excited by artistic circumstances or
situations called ‘Vibhava’, ‘Anubhava’ and ‘Vyabhicari’.
Krsna 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 incessant desire to cater to the
gratification of His devotees who in turn possess a similar
‘Sthayibhava’. At the head of Krsna’s devotees is his counter-
whole $ri Radha whose Sthayibhava surpasses even Krsna’s
own in selflessness and is technically known as ‘Madana
Mahabhava’. This is not the occasion to dilate on this aspect of
Krsna as an 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 conceptually or perceptually in the whole world.
India 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 un-
surpassable ‘Saundarya’, ‘Lavanya’, ‘Abhiripata’, ‘Madhurya’,
‘Mardava’ etc. Other qualities refer to His unsurpassable
speech, song and dance. The distinctive feature of His
transcendental beauty is that its experience creates a never-
ceasing hankering for its perpetuation and its delight increases
with every turn of experience. In this respect it differs from
mundane experience, the novelty of which wears off after
some time and the intensity whereof diminishes with every
successive experience.

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

yaq FegHgHi wiaen agifEad |
(wferamgafe:, 3.2.338)

‘Saundarya’ is the placement of limbs according to
design.
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This definition is slightly more comprehensive. 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.

waq—
faywel fayed @R ¥ THILAd |
(9FeEmaray:, 2.2.33¢)

‘Rilpam’ is that which imparts ornamentation to an

ornament.
srgravfea=e  shAfag  yyome |
¥ ofygag wfa agufafa weEd
(SSSTTHTHIT:, SEAATHIOH, 3)

If a figure appears fully decorated or ornamented without
any decoration or ornament, it is said to possess ‘Rapam’.

AT —
THHAY BTG AT |
yfawfa a<gy omevd  dicErsAd |l

(ibid 26)
Like the lustre emitted from a pearl, the lustre which is
every moment emitted from a figure is called its ‘Lavanya’.
sfrETar—

e S o TR feer |
wEw  Fafq TRAiTER  dgeAd |l

(ibid31)

‘Abhiriipata’ is the power of imparting through the super-

excellence of one’s own qualities, similarity of ‘Ripam’ to an
object existing nearby.

w ferafatst  cEgEEed |
(ibid 34)
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Some undescribable ‘Riipam’ of a figure is the Madhurya.

T HIHerE TEREEded |

» - (ibid35)
Inability tobear the touch of the softest object is stated as
Mardava, i< 1

It will be seen from the fore-going discussion 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 experience.
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 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 tomes. 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 occur 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
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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 considered in Europe of the lowest
type if the individual is conscious of emotiveconative states
aroused within himself as the content of music, rather than lost
in the contemplation of these qualities as attributed to the work
of art. But if they are attributed to the work of art, they may
acquire important, though secondary or derived value.
Whenever music is connected with something not music
(music with word, opera music and dance) as in functional
music, 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 classical 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 in 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 phenomena,
when they are “regarded not as the sign of meaning or of fact,
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but only in their own nature”. Its measure is the pleasure
arising in its experience. '

As regards the nature of aesthetic personality, an
European philosopher, Eduard Spranger is quoted by A. A.
Roback in his book ‘Personality’ as maintaining the following
broad classification in the order of excellence, of different
people ranked according to their scales of values : - .

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

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

(iii) 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 contemplates 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 society. Yet there is a
fundamental difference between traditional Indian thought and
Spranger’s views quoted above, a difference stemming from
outlook ‘and approach. In regard to the artist for instance,
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

R—



European Aesthetics of Music and Traditional... 13

without any external prop, real and yet absolutely detached
from the external. The external he apprehends by a knowledge
of identity with the supreme, Tadatmya; or of knowledge as
manifestation of the Supreme, Svayamprakasa; or through a
process not of knowledge but of experience of beauty and love
as the very Supreme in his Self, Svayamrupa.

Prayojana
The concept of value in Indian philosophy is ‘Prayojana’
which is a term of profound technical significance. Its
philosophical definition is ‘@mf¥ger gew: Hadd’. The words
#faF and EW: are important and technical. Jf¥FE is a
-grammatical variant of FAfaR which is defined as
ITREHEREET; T connotes A AUGRSHE AT ; TE]
implies Y& which in turn is explained as g F:; T4 is Y& w4
or pure or absolute knowledge. ‘TJ8T is ‘T+fEIefga i.e. pursuit
of the desired object. Thus ‘#f&®R:* 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, beauty and goodness are
implicit. It remains, however, to understand the nature of the
‘Purusa’.

‘Purusa’ in Indian philosophy is variously understood. A
definition appropriate for and relevant to the Indian Sangita
Sastra is Ty (FHfETTH-TH SIS - AT - S[T=F-
FH-FH-foemreyg) FEdial  According to this definition
“Purusa” is that who resides in the eight “Puris” viz. (1) five
motor organs (2) five sense-organs (3) the four parts of
Antahkarana viz. the mind (Manas), intellect (Buddhi), ego
(Aharnkira), and Citta or the instrument of desire (4) five Pranas
etc. (5) five gross elements (6) Kama, desire for objects of
enjoyment (7) Karma, action productive of ‘Adrsta’ and (8)
Avidyi or nescience. This definition of the human soul invests
human reality with transcendence, with supra-physical and
supra-mental nature. For, the ‘Purusa’ is distinct and separate
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from, superior to and beyond the eight kinds of substances
including the mind, conscious or sub-conscious, in whom he
dwells and whom he controls, though he himself is controlled by
the Supreme.

The ‘Purusa’ is appellated as Sqges:, AEGIET:, HITGIEN:,
Agaqey:  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
knowledge. He is possessed of a transcendental nature called
Prakrti of three colour ‘Trivarna’.

The Purusa is constituted of ‘“ViSuddha Sattva’. i
faeaded i.e. unobstructed by time, past, present and future.
Although beyond the pale of time, ‘Sattva’ has a sequence in
transcendental time. ‘Visuddha Sattva’, therefore, means truth
unobstructed by triple time. ‘Visuddha is f+98, Y& means
Srreast: and S: means FREGUH so that faY[& 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
transcendental. 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 YaeE or aesthetics of Indian
philosophy. A further enquiry into its nature will lead to several
grades of aesthetic experience such as ‘Rasa’, ‘Bala’, ‘Vak’,
‘Prana’, ‘Manas’. 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
‘Purusa’ who is not the ordinary human personality or “self” of
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Western thought, by constitution wishes to engage himself in
pursuit of that pure knowledge which is of ever-increasing
beatitude or happiness and not of temporary felicity. That
knowledge is wavse  ie. self-luminous and illumines
knowledge of everything else. For experience of that knowledge
the Purusa is dependent on God Purusottama.

He is pictured in the Puranas as asleep (sleep 1s
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 ‘Vasana’
(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 Purusottama Vasudeva.

Realisation of ‘Prayojana.

The Upavedas assure us that the realisation 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 ‘37ef:’ the “qewe:’ 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 FreTETeaTET oA which
means ‘“‘recital of the benign qualities (of ‘Sambandha’ or
‘Prayojana’ i.e. aesthetic object or aesthetic experience) with
‘Chandas’ (metre) and ‘Svara’.

Indian Sangita $astra 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 unparalleled in the whole
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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 as 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 of 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
aesthetics 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 ““sthayis” and
“antards” and not entire performances 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 prelihlinary 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 the 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 experience 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
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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. Such a man is neither the transcendental entity like
the Indian ‘Purusa’ nor is his field of experience transcendental
nor again is he capable of experiencing the ever-increasing
infinite beatitude like the ‘‘Purusa’’. It is clear that whereas on
the 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 attribute of a relative and not absolute mind.

Consequently, European views on aesthetics of art have
not only been constantly undergoing fluctuative changes but
the European philosophy of music has often been confronted
with almost insurmountable difficulties 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 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 her 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
backing of the personal experience of his rational mind even if
that experience does not reveal mysteries. The views of both
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these classes are described below. The former may be
compared to the «§astra Kavis” and the latter to the “Kavya
Kavis” of India. Indian poetics, however, like Indian
philosophy of music, is rooted in the supramental whose
authority is far more secure and unchallengeable.

For purposes of comparison, the description of Indian
aesthetics of the fundamentals 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 comparative survey.

Views of Western philosophers on the aesthetics of the fundamentals
of music asrecorded inthe 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 fundamentally from the inherent complexity of the
problem with its several variable factors which provide ample
room for caution. Among them, Phythagoras (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
appropriate means of social and political education. Confucius
of China also held a similar view which imparted to the
philosophy 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.

Boethius (A.D. 524) divided music into three fields (1)
Musica mundana (the Pythagorian harmony of the Universe),
(2) Musica humana (harmony of the human soul and body) and
(3) Musica instrumentalis (music as actual sound). This
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classification prevailed in European 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) correlated the musical tones and inter-
vals 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 psycho-
logical 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.

G.T. Fechner (1801-87) insisted that music is the
expression of a ‘“general mood” 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. Like
other earlier ones, this method also had its critics, foremost
among them being C. C. Pratt. Thus, while philosophers of
antiquity and of medieval ages in Europe had held broader or
“greater” views assigning place and justification 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 European opinion on the aesthetics of music
points to an absence of fixity in approach which stems from
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the conception of the essential nature of the human being.
European thought has limited its aesthetic individual to one
who is cultivated in musical and other mental knowledge. It
seems never to have proceeded far in its investigation into the
nature of the human “self”’, the degree of whose sublimity is
an essential determining factor of the nature and depth of
aesthetic experience.

Indian Sastras accept a combined conceptual and sense-
pattern. The ‘Purusa’ is capable of taking an all-comprehensive
view of his ‘Laksmi’ (the ‘Prakrti’ of three ‘Gunas’) the
evolutes whereof are both partaking of subtle intellectual and
sensual on the one hand and of God, (Purusottama) on the
other. Purusottama is the ‘€=’ or real aesthetic object.

Transcendental aesthetic objects have been defined by
some of the principal schools of Indian philosophy in their
respective terminologies of gradation. In terms of Gaudiya
Vaisnava philosophy for instance, three main grades of the
transcendental object Krsna are recognised. These are
Svayamriipa, Svayampraka$a and Tadatmyaripa. 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 ignorant souls
are enabled to have a certain form of transcendental experience
under prescribed conditions.

1.‘Svayamripa’ (Self-form of ‘Madhurya’) is the
manifestation of the intrinsically essential form of Krsna as the
supreme aesthetic object sporting eternally with his self-
exhilarating energy (Hladini Sakti). In this form, Krsna, as the
supreme aesthetic object, is inaccessible to the ordinary souls
unless they submit unreservedly to and are accepted as a
matter of causeless grace by Krsna’s self-exhilarating energy.
Sangita on this level of experience is, therefore, accessible
primarily to those functioning as Krsna’s self-exhilarating
energy— by constitution or grace. Even the ‘Purusa’ or the
emancipated soul must submit unconditionally to Krsna’s self-
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exhilarating energy and obtain the grace of that energy in order
to qualify for aesthetic experience of the Svayarripa
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. Svayamprakasa (self-luminous) is the ‘AiSvarya’
manifestation of Krsna 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 ‘Ai§varya’ manifestation of
the Supreme for the experience whereof the ‘Purusa’is eligible by
designation. The philosophical definition of ‘Tadatmya’ is
dmfew-319e: 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 Dvaraka, also Vaikuntha.

Ordinary ignorant souls are incapable of transcendental
aesthetic experience, their knowledge being veiled by Krsna’s
Miya Sakti. Between them and His Self, Krsna has posed a
separate distinct energy called the Tatastha Sakti, the
emancipated soul or the ‘Purusa’. This intermediate energy is the
medium through which aesthetic experience of a specific kind
becomes possible for the ordinary soul through a prescribed
process under prescribed conditions. The philosophical
definition of ‘Tatashta’ is aef¥=isfa agaIu: i.e.identical with the
Supreme but producer of the knowledge of the Supreme for the
benefit of the ordinary souls. In Mathura and Dvaraka the Purusa
is the ‘Vyiiha’ of Vasudeva while in Vaikuntha He is not only the
Vyiiha of Vasudeva 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 be said that some
sense patterns offer the richest aesthetic possibilities; visual
and auditory sense material is most suited to aesthetic
treatment'. It is more suitable than ‘‘taste” oOr “smell” or
“touch” material particularly because it lends itself to more
refined and varied qualitative differentiation. Indian Sastra
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 “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 in-
articulate 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 foregoing survey of the theories and views held
by philosophers and psychologists as a general background the
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following 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 according to whether they consider
music (a) as an heteronomous art ie. expression of
extramusical elements or (b) as an autonomous art i.e. the
realization of intrinsic principles 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.

The classes of artists subscribing to this theory describe
music in terms of Afflectenlehre (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 ornamental design or pointing
to some secrets of musical technique oOr 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 principles of speech. In the late
Romantic period the interpretation of musical counterpoints
was largely based upon programmatic and allegorical concepts.
Music was understood as a sort of psychological drama. A
more intelligent use of this approach considers music not as a
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substratum for the pictorial arts or objects of nature but of
finer shades and deeper effects than the ordinary language.
Music is related to the life of a composer (e.g. Beethoven’s
“period of happiness”). 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.

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, or through their
expression become, the essential content of music. It 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 strong
contrast to all the above noted contribution rejects the
allegorical, emotional, programmatic or poetical foundation of
musical aesthetics and explains music as a purely musical
phenomenon as an autochthomous and autonomous creation
which can be understood only in its own terms. This school
founded by E. Hanslick formalised the sentence *“ Music is
form moving in sounds”. By form is meant all structural and
stylistic elements of music. Henslick 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 outstanding 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 advocated the separation of the musical
work from the emotional world of both the composer and the
listener and the emancipation of the musical thought from
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‘“‘sensuous intoxication and hallucination”.

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

Music as an interpretative art (Hermeneutics)

H. Kretzschner introduced this method of “interpreting”
musical motives as the expression of human emotions, feelings
etc. Similar in principle to Afflectenlehre-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 European standpoint there are
elements of truth in all the three view-points detailed above
and they are complementary rather than contradictory ways of
interpreting the significance of musical experience. Musical
values must be felt, rather than arrived at, by intellectual
process, and feeling in the emotional, intuitive, rather than in
the intellectual rational dimension. But this emotional
inspiration and experience can only be expressed in the tonal-
rhythmic structure of music and has no existence 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 Sakti, 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 g7 i.e. difficult to penetrate into. Hence
one of the names they gave to ‘Prakrti’ was ‘Durga’ () i.e. that
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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 inarticulated as well as
articulated, in their origin in transcendence realised in actuality
and in a definite sequence of experience. 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. Prakrti is that power which is
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 Exoteric 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 affiliations. Sometimes attempts are
made to apply poetic theories to music. Poetry and music being
different though allied arts there is 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
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philosophy of music which is possessed of esoteric
transcendental aspects in its fundamental nature.

The field of Aesthetics of music

A definition of an aesthetic field presents a difficulty to the
European mind. Music may be regarded objectively in terms of
things--objects of awareness capable of stimulating expression or
subjectively in terms of experience. A musical situation involves
“an organism and its environment’; it presents a typical
stimulus-response relation. We may speak of variables in
objective factors and assume a stable organism with consistent
response or conversely, 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 Indian 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
‘Aksara’, the ‘unchangeable’, 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’, changeable, 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 the 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. Each art has its area and the field of aesthetics
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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 European point
of view is the question whether music is sui generis, a thing
unique in itself or whether it is instead, the vehicle for
expressing something else. A very large portion of the
literature on musical aesthetics is devoted to this question.

It may be pointed out here that the traditional Indian
Sangita $astra does not deal with music alone; it deals with the
triple arts, music, dance and drama as super-arts offering scope
for aesthetic experience in an ‘Aksara-Ksara® situation of
actualised transcendence. The concept of such a super art will
be at once regarded as fallacious by Western observers who
speak from a position or situation in which either the organism
or its environment has been assumed as constant unlike the
situation or experience of the Indian Sangita Sastra 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 Sastra is different from
this conception. He remains perfectly detached from the
environment and the ever-increasing joy which he experiences
comes from his association not with Prakrti but with God.
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Among other psychological matters important in the
theory of aesthetics are the laws of association, especially in
connection with the formation of types, the mechanisation of
behaviour through the functions of habit, which although an
aid to performance, tends to dull aesthetic enjoyment, the
spans of apprehension and attention, which are conditioning
factors in formal design and habituation, the long-term
development of taste. Some of these matters will be discussed
under the following headings.

Aesthetic Experience or Sambandha Tattva

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 :-

(i) Aesthetic experience is conditioned by both 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, ‘Maya-Brahman’-relationship or ‘Sakti-
Parabrahman’-relationship of Indian Sastras. Aesthetic
experience depends on a kind of immediate intuitive awareness
incompatible with discursive language. This awareness 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 immediately apprehended through the senses or in sense
imagery’’.

In terms of Indian Sastras, the realisation of WdISH or
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aesthetic experience is possible on a plane of ¥=r#1:  which is
defined philosophically as Wi ST et aTefi - fersm: |
Individual terms in this definition require elucidation. wfa@ri
means TNEEEYH: FEWE: W T It means ‘united with
support constituted by self’ or ‘which belongs to that 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. gfgdrma  is the abstract noun of
gf@rft  and as such it means the state of wfgdrtt. Similarly
ST is defined as AEFAYE: §ewd a1 § @& which means
‘possessive of that state in which there is no negation of
knowledge or which has no other knowledge similar to it. LG
is defined as wesfem@H i.e. exhilarated state of “Citta’. Taking
into account all these connotations, the definition should be
somewhat as follows—‘that conscious entity which is
constituted of knowledge bereft of all ignorance and is
unrivalled and which is the object of exhilaration of ‘Citta’ or
emotive mind”’. Such an object has been defined in the Sastras
variously as Brahman, Paramatman or Bhagawan'

(ii) Aesthetic experience of music is different from
ordinary experience in that it exhibits an organic structure with
a beginning, 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 the ‘Purusa’ is timeless. It is eternal
and perpetually self-exceeding.

(iii) Aesthetic experience of music according to European
writers, is the experience of a certain kind of value distinct from
moral, religious, political, economic or other non-musical values
and is attributed to a musical object. The value is beauty. It
concerns feeling rather than reason. It is intrinsic rather than

-
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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 $astras 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 “psychological 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
aesthetic experience is also acceptable to Indian Sastras.

In Indian Musical tradition experience at the level of
transcendental ‘Mahabhava’ (a term of Vaisnava philosophy) is
perhaps the highest ideal of aesthetic experience. At this level
the distinction between the contemplative and the practical
musical and non-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. An aesthetic subject thus becomes the stimulus
plus all relevant elaboration by the organism. Nevertheless, for
practical purposes, it is more convenient to assume a certain
normal response and regard the aesthetic object as anything
capable of evoking an aesthetic experience.
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Indian Sangita Sastra also postulates a variable response
dependent on attitudinal factors. Philosophically speaking,
w4 regulates the nature and quality of FAH.

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 architecture,
sculpture and painting as spatial. The temporal arts are further
distinguished according to their respective materials. But the
spatial arts have a temporal character t00 as their objects
endure in time and as time is required for the perception of
individual works. Conversely, dance, though classed as
temporal, occurs in space. Literature, 100, 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 in space. Moreover, music
has its aspect of motion and movement implies space. Thus,
although music is most significantly a temporal 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 convertible terms in perception. The
soul as Saksi in the pure state perceives AP  SHRI, un-
manifested space in which time also is inherent as other than
an aggregate on 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 respective
techniques or functions. Each of these criteria is valuable for
bringing out certain similarities and differences among the arts
but none is entirely adequate in itself. Particularly troublesome
is the classification of mixed arts such as opera, drama or
ballet.
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Indiaevolved 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 “Natya” which term is derived from the root
‘Nat’ meaning ‘3@&d<77 i.e. all that moves or vibrates. Thus
according to Indian $astras 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 transcendental super-feeling at
the summit whereof is Acintya Mahabhava (Sifa=a 7t ).

Material 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 specification. Music is ordinarily similar to architecture, in
that the composer indicates his composition by means of
notation which is later realised in performance. Except for
certain varieties of music in the southern provinces in India,
however, the performer of music never performs directly from
notated script. 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 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 is more to preserve good music for
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imitation 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 is thus more akin to the former than
to the latter.

The materials of music are sounds, tones and vocables
with all their qualitative richness and also perhaps silences or
rests. They are both physical (pulsations in the air) and
psychological (sensations) in a complementary sense. In Indian
exoteric music, ‘gf@ is the elemental spiritual sound which
constitutes the primary stuff of this art. In the Agamas, ‘g, is
defined as ‘FR¥&T @:’i.e.itis sound in the self, not dependent on
any other support. Similarly, “®U or tone is defined as ‘¥l
Efd 3 @R or ‘Wl o 3fd X’ The implication is that the
esoteric tone is self-delighting or self-luminous independent of
any aid or support, physical or psychological.

A study of the characteristics of sound as the material of
music is the province not of aesthetics but of Acoustics.
Aesthetics can, however, take notice of the generic
characteristics of sounds in isolation apart from  their
implications of form and content!. But this is difficult or
almost impossible because it would lead to a discussion of the
intrinsic orders bordering the field of organisation of tones into
formal designs.

For example, the intrinsic order of pitch is expressed in
scales (Grama and Maurchana), of loudness in dynamics; of
quality in the specific tone qualities of the various instruments
hence especially in instrumentation; of duration in agogics

1. Cf. Bharata’s treatment of the aesthetic qualities (Rasa) of the
individual Svaras in isolation :
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(roughly Viccheda or Virama of Indian Sastras) and rhythm.
These intrinsic orders are basic to further organisation in
formal design. Moreover, these qualitative characteristics have
expressive significance in many ways as indicated 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 resultant 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
discrimination of the constituent elements. The variety and
nicety of the discriminative and manipulative possibilities
within the several dimensions 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 the ear at a given moment
may be tremendous but it is easy to distinguish a great variety
of tones of different pitch, loudness, quality and duration. In
addition, many relationships of a higher order of complexity
may be perceived with little or no effort, and so also intervals,
and musical patterns and forms, not to mention extraneous

1. Cf. Matanga’s fivefold division of ‘Nada’ as ‘Suksma’,
‘Atisiksma’, ‘Vyakta’, ‘Avyakta’, and ‘Krtrima’ .
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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, the specific musical ideas, the elementary tonal-
rhythmic patterns called motives or themes, are perhaps more
important 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, psychological and aesthetic
approaches are interdependent. Taken together, they constitute
the essential frame of reference in terms whereof the musical
experience may unfold at higher levels of synthesis, its formal
and meaningful or expressive aspects.

Form

The word ‘form’ has at least three distinct meanings (1)
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 of fugue of
Western music or the Dhrupada, Khyala, 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
ie. whether it is regarded as the structure of things or of
perception. Really, form is conditioned both by objective and
subjective factors so that the one implies the other. Sometimes
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it is more illuminating and convenient to think in terms of the
objective factor, at others in those of the subjective.

Intrinsic orders and 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 dimensions in terms of which designs
or patterns of greater and greater length and complexity are
created.

Primary schematisation of the frequency-pitch dimension
of tones results in scales. Further elaboration in this dimension
leads to the development of such concepts as mode, tonality,
cadence, harmony etc. in terms of Western music and Murchana,
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, but the
dynamic design of a particular composition constitutes an
important formal element. In Indian music there is immense
typification and patternisation in this sphere also. The concepts
of Tala as a rhythmic pattern, of ‘Gamaka’ and ‘Kaku’
corresponding roughly to stress-accent patterns, of ‘Prabandha’
as a compositional pattern bear testimony to this fact.

Similar observation applies mutis mutandis to the
dimension of tonal quality.

Duration factors are basic in the realisation of both small
and large rhythmic patterns; and in this connection it is well to
note the rhythmic importance of the agogic factor. Agogic
refers specially to the lengthening or shortening of time values
or to the increase or diminution 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
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problem of form, the factors of attention, memory and types
are specially significant.

Sphere of attention refers to (i) the sphere of apprehension
of perceptual grasp and (ii) fluctuations of interest or attention.
The number of objects that can be attended to or clearly
apprehended at one time is limited and if the objective material
permits, 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
attention 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 successfully
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 in 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 limits 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
sense, 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
‘bhavana’ 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.
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The psychological determinants of recall or memory (the so
called laws of primacy, frequency, recency and intensity or
vividness), operate in the organisation of the materials of
music into forms 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 advantage of primacy. The first step of Ragalapti
called Mukhacila (q@=@) is illustrative of the same principle.
‘Graha’ as one of the Raga Laksanas also stands for primacy.
Other things being equal, the theme to be given emphasis must
recur most frequently. ‘Armsatva’ and ‘Bahutva’, out of the
Raga-Lak$anas 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 is
associated with the closing portions of different Vidaris (parts)
of a composition, corresponds to this principle of recency.
Thematic material not emphasised in accordance with one of the
other principles may be aided by vividness of presentation--for
example, by a solo instrument with an appealing tone-quality.

The Indian Raga-Laksanas referred to above are an
indication of the comprehensiveness of development of our
traditional Sangita $astra. Whereas Western musicology has
had to borrow terms from modern psychology for explaining
the principles underlying musical structure, our Sastras had
long ago evolved a self-sufficing terminology embracing in its
spread all these and similar principles.

It is deplorable that Pt. V. N. Bhatkhande, a prominent
modern leader of Indian musical opinion, has discredited the
aforesaid Raga-Laksanas saying that they are obsolete and
have lost all significance in contemporary music. Really
speaking, these terms .have an intrinsic importance and
therefore, possess a perpetual significance to music in general.
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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 recognisable wholes. The constant association 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. sonnet, novel, sonata fugue), technical types (e.g.
technique of performance on the violin, technique of musical
composition), utility types (e.g. chairs, dinner music, martial
music or religious music). All these types exhibit, in one sense
or other, distinct forms and each is, in its own way, a
determinative factor in the relevant forms of art.

In music, the concept of the formal types such as the sonnata or
fugue, is an abstraction of qualities common to numerous individual
compositions in terms of which a particular composition can be
intelligently perceived or apprehended. In Indian music, Raga, Tala
are compositional patterns respectively 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 themselves to satisfying them. The fine arts
minister to the sentiment of taste through the medium of the

At
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beautiful in form, colour, rhythm 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 inspiration for art
ideals has been the psychophysical nature whereas in India it
has been the inmost spiritual nature. Since the latter is
profounder in truth and more enduring in 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 theory has been a theory truly regulating the practice of
art. In Europe the role of theory has been a chequered one
throughout. The following observation in the British
Encyclopeadia 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 of vexation and even anger,
has 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 sometimes entirely destroy the
artistic individuality of the student”.

Such a tendency of disregard of theoretical principles of
music is not to be found in the traditional Indian literature. The
reason is that the foundation on which the Indian theory rests
is more solid and secure than in the case with the European
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
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exception has been the very recent example of Prof.
Bhatkhande who attempted to turn the course of history of
Indian music by judging the truths of ancient theory with the
touchstone of prevalent decadent art.

All art is inevitably rooted in sensuality but the question
how sensuality is interpreted 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 the
ideal in Indian art is the inner senses while that of the
European, the outer. The theory of Indian art is interwoven
with the fabric of indigenous philosophy which, unlike
European philosophy is indistinguishable from religion. The
philosophy of European art is divorced from religion.

Equally with religion the purpose of Indian art is to
realise the essential nature of the universe, man and God and
their interrelationship. Brahman, Paramatman or Bhagawan is
the aesthetic 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. Earlier 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 Srimadbhagavatam. $ri
Ripa Goswamin, the greatest exponent of the teachings of Sri
Krsna Caitanya (Gauranga Mahaprabhu) and of the philosophy
of Srfmad-bhégawatam, has shown in his ‘Bhakti-rasamrta-
sindhu’ and ‘Ujjvala-nila-mani’ that dance and song are the
physical reactions or symptoms (Udbhasvara Anubhavas) of
divine love experienced by the devotees of Krsna. In the 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 design for art--all diversity serving perfectly
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the intention and purpose of the central unity.

The Upanisads put forward Brahman or Paramatman as
the aesthetic ideal, each stressing one or the other aspect of the
Supreme. One of the Upanisads, the Brhadaranyaka, 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
Upanisadic, 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.
European art also accepts the same principle as the foundation
of art design but has not derived that principle from any
religious ideal. Its concepts and terminology have no
affiliations with religion. Unlike Indian music at its highest,
the ideal European music is not a response of the 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 may now proceed to deal
with the principles of art design which are the basis of the
theory of the form of music. It will be convenient to pick out
for brief notice, principles as they are expounded in European
literature, making only occasional reference to corresponding
principles of Indian music. A detailed substantiation 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 the European aesthetics of Music
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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 principle 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; interest by
pleasure. The problem of form thus resolves itself into the
question of how to get and hold attentive interest. The form
must be organised to make the 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.

“Unity in variety” implies a certain balance between
ugity 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
patterned relationship. Thus both unity and variety are equally
important.

The Indian ‘Raga’ system is a perfect illustration of the
principle of “unity in variety” and “‘variety in unity”. Each
Raga has a separate individuality of its own as compared 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 improvisations by different artistes according to
their training, aptitude, imagination, aesthetic attainment etc.
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Co-existence in an ideal measure of richness of variety in a
strong substratum of unity is the special feature of the Indian
Raga, which renders it unique and unrivalled in the musical
systems of the world.

One Western writer names as the main principles leading
to unity-those of dominance, 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 music, one or two primary themes to
which other ideas or thematic materials are subordinated in a
hierarchical manner. The ‘Mukhya Anga’ or ‘Pakara’ of a
Riga, having ‘Ams$a’ (sometimes Graha also) as its central
point, makes use of the principle of dominance in its own way.

(ii) The principle of harmony demands the exploitation of
certain similarities among the elements. In music, harmony
might be effected 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.

(iii) The principle of balance supplies the feeling of rest
that arises from the juxtaposition of elements of corresponding
dimensions 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 harmonics 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
comprehends inter alia the general implication of the principle
of balance.
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(iv) The principle of thematic variation affords one of the
most effective means of obtaining unity in variety. In music
especially, themes may be varied in units of all sizes from a
simple motive to whole sections. This is done in immeasurable
different ways-by slight changes in patterns of pitch, loudness,
quality or duration in the successive appearance 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 etc. 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 fundamental 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 of European music. ‘Avirbhava’-
‘Tirobhava’ in Raga Alapti (elaboration) and Chayalaga and
Sankirna Ragas of Indian music roughly represent the principle
of contrast.

(vi) Rhythm, as a constructive principle in European
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 swing from one
complementary element to the other; for example, from tonic
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 ‘Tala’ of Indian music is generally held to be the
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corresponding concept of the ‘rhythm’ of Western music. But
really speaking, these terms are not identical; they have only a
very rough similarity in connotation. Tala, in its essence,
corresponds to ‘metrical’ and ‘measured’ rhythm. Motion
pertaining to the pitch quality of musical sound is also implied
in_‘rthythm’ but the former (Tala) excludes it and is
characterised by a conception of cyclic time-movement, a
unique richness of intricate variety in unity and unity in
variety. Notable authorities on Western music have remarked
that the Indian ‘Tala’-system is so highly developed that all
other musical systems of 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 feltas a
distinct 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 fundamental typical
structure of Raga and Tala.

Study of form the standpoint of compositional patterns of
European and Indian Music

The principal musical forms are generic structural
patterns that have been found by experience to afford
satisfactory solutions to 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
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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.

From the contrapuntal method, with its characteristic use
of imitation and the simultaneous juxtaposition of
“independent” melodies, come the polyphonic forms and from
the treatment of melodies according to the harmonic method
come the homophonic forms.

A representative procedure in the homophonic forms is to
take a short musical idea or motive and extend it by repetition
or development into an antecedent phrase and then follow
them with a consequent phrase, thus producing a sentence or
period. The period is next expanded into a double period by
repetition of the material already presented or by the addition
of a complementary period of similar dimensions. The double
period in turn is extended by its repetition, or by the addition
of another double period of corresponding proportions. In this
alternation of motives, 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 rhythm. Some of the
typical, well-crystallised forms in relation to the basic
principles of design are referred to below.

Fugue exhibits a highly unified, closely knit organised
compositional pattern, embodying the principle of dominance
and thematic variations, harmony and contrast, balance and
rhythm. A few of these relationships are briefly mentioned :—

Dominance is exhibited in the relation of the subject to
the counter-subject 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.
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Thematic variation is found in the modifications 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 episodes and
among the intrinsic orders with their various factors.

Balance takes place between the exposition and corres-
ponding subsequent sections and in numerous compositional
elements 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’, exposition 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 recitation. In
general it should be noted that the principles of design operate
in the relations of corresponding elements of the same
dimension and at similar organisational levels.

A brief introduction to the aesthetic features of some of
the standard compositional patterns of Indian music 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 dis»cover 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
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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, suggestive of spiritual
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
Khyala) 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 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 composition, in the melodic pattern of the Raga with
meaningless syllables like ‘Nom Tom Ritanom’' etc. and
the second half is comprised of a verbal-tonal-rhythmic
composition embellished with verbal-rhythmic variations. The
second half is usually organised in four parts called Sthayi,
Antara, Saficari and Abhoga. The refrain (the first line of
Sthay1) is repeated after completing the Antara and similarly
after singing the Saficari-Abhoga in one unit. The element of
unity is supplied by the patterned melodic structure of the
Raga concerned and the rhythmic pattern of the particular Tala
in which ' the composition is presented. The network of
diversity is woven through improvised Alapa and Jodakama in

1. These and similar syllables are generally believed to be a
distorted form of ‘Mahavakyas’ (axiomatic pithy phrases
having a deep spiritual meaning) like ‘Om Tatsat’,
‘Tattvamasi’, formulated as ‘Tenaka’, one of the six limbs of
‘Prabandha’ by Sérr‘xgadeva.
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the first half preceding the rhythmic portion and through
improvised verbal-rhythmic variations in the second half of the
performance, there being little scope for tonal ornamentation
in the latter except in Bolatana.

In art, that only is the deepest and the greatest which
satisfies the profoundest souls and the most sensitive psychic
imaginations, i.e. is ‘“‘Sadhu-Sammatam”. That truimphs and
endures which appeals to the best. In this view Dhrupada and
Khyila are the greatest among Indian compositional patterns.

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

Khyala

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. Khyala 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. It is believed to have been evolved
during the Moghul times but something of its graces must have
been developing before the Mohammedan advent.

There are various theories of the origin of this pattern.
One of them tries to establish the affinity of the Khyala’s
pattern with Sadharani Giti, one of the five Gitis spoken of by
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Matanga and Sarngadeva. This is probably true as a basic
tendency. As a contributory factor, however, the development
of the Khyala style can also be viewed in the light of parallel
movements in regard to style in Sanskrit literature. 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
recognition 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 poetics. 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 Khyala 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.

The aforesaid views point out to the conclusion that the
evolution of Khyila need not be ascribed to any foreign
influence on our culture. The Persian word ‘Khyala’ need not
be overstretched to prove the foreign origin of this pattern of
Indian music. A more reasonable view will be the one which
takes note of developments in the fundamental current of the
Indian indigenous 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
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parts viz. Vilambita (in slow tempo) and Druta (in accelerated
tempo) popularly known as Bada Khyala and Chota Khyala.
Sometimes a third part is also incorporated viz. Tarana (a
tonal-rhythmic composition with meaningless syllables, sung
in very fast tempo). Each of these parts is comprised of two
parts viz. Sthayi and Antara. The Sthayi is repeated many
times throughout the performance. Both these arts comprised
of tonal-verbal-rhythmic compositions and improvisations.
The element of unity is derived from the melodic and rhythmic
pattern of Raga and Tala respectively and diversity is created
through Alapa, Bahlava, Bolatana, 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 embellishments
could not be exhausted by the Dhrupada style because of its
comparative rigidity and probably therein lies the reason of the
popularity of Khyala. Bolatana (tonal-verbal-rhythmic orna-
mentation) of Khyala is directly derived from the Dhrupada
and all other elements of diversity, employed in Khayala
bespeak of a gradual evolution of the element of diversity,
wherein is kept intact the unity of Raga and Tala. A certain
degree of laxity and flexibility, a sense of delicacy or
tenderness (not feminity), 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
Khyala. It is characterised by a striking note of feminity and its
theme is invariably connected with some or the other phase of
human love, in a state of separation or union. Only a selected
few of the Ragas of Indian music are fit for a rendering 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
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meaning of the words of the composition. The composition is
divided into two parts viz. Sthayi and Antara, the wordings
whereof are very brief. The short verbal phrases of Sthayi or
Antara are presented with various tonal embellishments and
variations. It starts with slow tempo and towards the end, the
tempo is suddenly increased. The whole song (Sthayi and
Antara) is repeated in this accelerated tempo with a number of
short ‘tanas’.

Bhajana

This style was evolved in the closing part of the 19th
and the beginning of the 20th centuries, intended as a
religious counterpart of the Thumari, aiming to replace the
sensuousness of the latter with devotional content and
fervour. Pt. Vishnu Digamber Paluskar, the pioneer of the
renaissance of Indian music in the present age had the
foremost hand in developing this style. The melodic pattern
of this style is to some extent skin to Thumari, but the
comparative predominance of the poetic element is a
characteristic which 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. Its 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
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West Asian influence and stress on the sensuous as before in
the poetry of Kalidasa. It is characterised by an interweaving
of some pieces of extreme mobility and raciness (when the
refrain is repeated) and with other pieces of comparatively
lesser mobility. 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.

Qawwali

It embodies a religious aspiration and fervour lifted to a
noble austerity which supports and is not lessened by the
subordinated ornaments and grace which are its distinctive
features. It is skin to Ghazala in its intermediary pieces having
great raciness and mobility. This style is more poetic than
melodic in content. In so far as its first part is repeated several
times as 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 individualised tunes
and not in any particular Raga.

Indian Aeshetics of Melodic Patterns of Music

In India, styles and forms of music palpable to the
ordinary senses and mind have throughout the period of
Sanskrit literature followed patterns set on a transcendental
and supremantal 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 character. These style-forms or
patterns are actually realisable and are realised in their perfect
vividness under appropriate conditions. Unlike the Western
transcendentalism of intuition or imagination, Indian transcen-
dentalism is real, palpable and vivid.

A few examples may be cited here indicative of the
transcendental and supramental character of those fixed melodic
patterns.
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Deriving their names from colours of the patterns e.g.
‘Gauri’—‘of white colour’, ‘Nilambari’~with blue attire’.

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). Kalinga
(belonging to the region between the Krsna river and
Jagannatha), Gauda (belonging to the country beginning from
the Banga De$a and running upto the end of Bhuvanesa).
Banga-desa together with the Anga Desa is a country situated
within the Praci region. Praci is the transcendental space where
the trancendental Sun rises and Malava the region where the
planet Mars was born. Also known as Avanti in which region
the city of the same name exists, is one of the seven ‘Moksa’-
giving ‘Puris’

Deriving their names from transcendental seasons-
Vasanta, Meghamalhara.

There are other names signigicant 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 music

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 the
crystallisation of the numerous formal or compositional types
of each art. The detailed study of these basic techniques and
forms in 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

= M
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contrapuntal). When tones sounded one at a time in succession
are organised into temporal patterns according to certain’
artistic principles, the treatment is melodic.

When succession of two or more simultaneously
sounding tones is organised into temporal patterns according
to certain artistic principles, the treatment may be called either
contrapuntal or harmonic, according to whether it is primarily
the simultaneous combination of melodic lines, or the temporal
succession of chords.

It is 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 that 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 factors in the
formation and development of taste

Fundamental criteria of good taste may be established
upon a frame of reference that 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.

(i) Artistic sensitivity to the materials of art :--tones in
their intrinsic order--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
technique of music, and

(iii) A degree of orientation in the essentially non-musical
background which enriches musical experience through derived
values. As regards the orientation through non-musical factors, it
may be said that apprehension of value is enhanced by a liberal
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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 a 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 composer’s 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 development of more complex and significant
standards of good taste.

Thus, though tastes may be individual, they can be
judged or compared in terms of such multiple frames of
reference. Through musical experience the individual develops
consciousness of various types of form and technique which
constitute the standard of his taste. The type tends to be an
idealisation superior to the average. This applies to types at
different levels of complexity. Generally 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 processes of
habituation i.e. formation and breaking up of habits prevents
the establishment of rigid unchanging standards of musical
value. They explain changes in taste during the precesses of
history and differences of taste in any particular period.

In Indian Sangita Sastra, “taste” is understood as ‘Rasa’ or
‘Guna’ and a person of taste in generally known as ‘Rasika’ or
*Guni’. 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 experience. The greatest ‘Rasikas’ were devotees of
God,-Thyagaraja, Suradasa, Purandaradasa, Tulasidasa,
Mirabai etc.

i i e
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‘Guna’, one of the basic concepts of Indian poetics has a
special philosophical significance. It connotes “qHEAT
STEMRUFROE’  which means ‘“an uncommon cause, of pure and
absolute knowledge”. TURI&  will, therefore, mean one who
has the capacity and aptitude for imbibing pure and absolute
knowledge. Another Sastric qualification of an aesthetic is
‘Samajikatva’. @IS means HIgH (or HIqee)-MEL. The word
FIgH or FIEA means AFE or I so that the artist should
have a hankering for liberation, 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. Sangita 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 antecedent 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 i.e. “‘the inborn faculty of discerning
the aesthetic elements in a presentation and of finding great
satisfaction in aesthetic contemplation”.

2.‘Sahrdayatva’ or aesthetic susceptibility. It brings
about identification with the focus of the artistic situation. It
presupposes close and prolonged study of the theory and
practice of the art concerned and frequent occasions of
wimessihg performances or exhibitions of the same.

3. Pratibha or power of visualisation i.e. the power to
clearly visualise the aesthetic image in all its fullness and life.
The aesthetic susceptibility can supply only the prerequisitcs
of physical reaction to the stimulating situation. The next
qualification for aesthetic experience is, therefore, the power
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.
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4. Vasana, Samskara or Intellectual background i.e. the
store of impressions of experiences 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 aesthetic 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. Aptness 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 experience. 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 identification with the focus of the presented
situation is not possible.

7. Capacity to establish ‘Tadatmya’ or identification with
the aesthetic situation.

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 presented).
These are listed below together with suggestions as to how
each of the impediments can be overcome.

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

e SR g
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(ii) Subjective and objective limitations of time (Kala)
and space (Desa). This applies 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
universal appeal. As regards subjective limitations, Abhinava-
gupta has recognised the 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 forgetfulness and
subjective universalisation.

(iv) The influence of personal joys and sorrows
(frergag:@rfe-faaefivma: ). 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 stimulus (Weiea-
JEd%e  Wpea™E:). For those who do not possess an
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 instrumental) 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 (3194MdT). In order to
avoid this the ‘Sthayibhava’ 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 Ams$a Svara can be said to represent the
Sthayibhava and the improvisations woven in that pattern can be
taken as corresponding to the Saficaribhavas.

(vii) Dubiousness of presentation (H¥=AR:). In order to

obviate this impediment, the materials suggestive of Vibhava
(inciting or arousing factor), Anubhava (mimetic changes)
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and Saificiri-bhavas (transient emotions) are presented
together and not in isolation from each other. In music, all
these constituents of Rasa are presented in a universalised
state and the process of universalization (TYRTRTT) s
more or less eliminated.

Schools of the Art of Music :

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

Absolution-Romanticism-Expressionism-Classicism-
New Music :

1. Absolution. Preference for Music divested of
extramusical implications. Extramusical elements are poetic
ideas or pictorial suggestions. Even the text of a song is
considered an extra-musical element. Instrumental music is
considered absolute. Program music and vocal music are contra-
distinguished 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 Akira. ;

2. Romanticism. The Romantic movement as well as the .
term ‘Romantic’ originated in a German literary school of the
late 18th century, formed by writers such as Wackenroder
(1773-98), Ludwig Tieck (1773-1853), 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
“Romanticist” as an expression of the spirit of the romanasque
(German ‘‘romanisch) era (11th-12th centuries). In this
movement, musicians took over the general feeling of “longing
for something non-existent”, a propensity for dream and
vision, for the fanciful and emotional. Musical Romanticism




European Aesthetics of Music and Traditional... 63

may, therefore, be characterised as an art which emphasises the
subjective and the emotional possibilities of music and
neglects the formal and structural point of view.

This does not imply that non-Romantic music lacks in
emotional appeal. Non-romantic music sﬂtimulates emotions
through musical qualities. Romanticism tried to cut short the
road from the composer to the listener by eliminating what is
believed to be mere ‘“‘unnecessary formalism” in the
‘expectation of increasing by that much the emotional volume.
Like a short circuit (in electricity), music has by this method
immensely 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 move-
ments, 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 and
Qawali styles. Of these, Thumari developed into several
Gharanas among which those of Banaras and Lucknow are
notable. Similarly the Khyala style, though of earlier origin,
gradually gained pre-eminence in comparison Wwith the
Dhrupada style.

3. New music, also 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 Romanticism in all its aspects,
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technical as well as ideal. No such movement seems to have
taken place in India.

4. Impressionism. Its originator, a Frenchman (Debussy)
felt a revulsion against dramatic dynamism and the heated
atmosphere,  pathetic  exhibitionism and  introspective
emotionalism of the Romantic composers. Painting and poetry
of the contemporary period 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 sensations supersede heroic pathos. 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.

5. Expressionism. Contradistinctive to Impressionism.
Instead of “impressions gained from the outer world” it turned
to ‘“‘expression of the inner self”, more properly of the
«“subconscious self”’. Schools of music in India have always
been mainly expressionist.

6. Classicism. This has various meanings :--

(i) “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.

(iv) For less educated people, it has the somewhat
deterrent meaning of “art music” or “high brow”
music in contradistinction to ‘‘popular music” or
“music for entertainment”. The latter connotations
do not deserve serious consideration as they are
deterioratives.

Typical periods of European classical music are the 13th-
16th and 17th centuries. Some of the modern Indian schools or
‘Ghararas’ of classical music relating to ‘Dhrupada’ and ‘Khyala’
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styles are mentioned below. Each ‘Gharana’ has its distinctive
technique and mode of elaboration and ornamentation and was
founded by a distinguished musician.

‘Dhrupada’. In this style, the names of four Banis or
schools are handed down by tradition and those are--Dagura
Bani, Khandara Bani, Nauhiara Bani and Gobarahara 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 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 to ‘Druta’ or quick ‘Laya’
or tempo). It is very difficult to attribute specifically these
characteristics to the above-noted Banis, the practical or
conceptual significance whereof seems to have faded down.
The writer of this article has not* had the opportunity of
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 uncertainty in regard to
attributing  specific characteristics to the Banis. (Vide
Sangitanjali, Pt. IV, p. 26). It appears that Banis have deeper
and more comprehensive significance than Gharanas of
Dhrupada.

Ordinarily musicians are initiated into the techniques of
one or other of the Gharanas. In some cases, however, it would
appear that styles develop spontaneously without jnitiation and
the musicians concerned are identified with one or the other

* Till the time of writing this article.
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Binis or Gharinas on the basis of the distinctive features of
their styles. For instance, I have never been formally initiated
into any of these Gharanas or Banis of Dhrupada, yet the style
which has crystallised as a result of my own spontaneous
singing of Dhrupada is identified with one of the four Banis
viz. the Khardara Bani (to which the Vishnupur school of
Bengal is said to owe allegiance). In 1961, when I gave a
performance in the Sadarang Music Conference in Calcutta,
newspaper critics and my gurudeva, Pt. Omkarnath Thakur,
publicly expressed the opinion that I was developing on the
lines of the said Bani which is characterised mainly by
richness of intricate rhythmic variations.

Khyala. ‘Gharanas’ of Gwalior, Agra, Kirana, Patiala,
Jaipur and Rampur are the main schools of this style, the first
three being the most widely known. Predominant use of
‘Madhya Laya’ (medium 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
characteristics of the Gwalior school. Rangila (Romantic) is
the epithet of the Agra school which has Nom Tom Alapa
preceding the main performance with rhythmic accompani-
ment, intricate Tana-patterns and rhythmic variations as its
distinguishing features. The Kirana Gharana is known for its
emphasis on elaborate Alapa, comparatively lesser use of
Tanas and Bolatanas 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 is the ‘Ksara-Aksara’
situation in which the subject is immutable and eternal whereas
the object is subject to change. The Indian mind has exceeded
even this dimension and traversed still higher regions in which
even the object is ‘Aksara’ just like the subject. Mind and
speech fail to describe the bliss of experience, for instance, at
the level of Dwaraka, Mathura, or Vrndavana.

Before passing on to the next topic and by way of general
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observation on the above noted European 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 fundamental
nature of ananda, none attempts to present an integral,
immutable or eternal basis of existence and experience. The
subject-object situation is one in which the subject is as
mutable as the object and it is clear that European art has not
tackled the problem from the angle of the eternity and
immutability of the subject or the object.

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

Criticism

Criticism implies evaluation accompanied with justi-
fication of the evaluation through intelligent description and
comparison pointing at potential aesthetic values. Criticism is

not appreciation though it is based on it. It leads to an
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 critic 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, 3T@=AT is the term equivalent of
criticism. It has been held to denote fadrmmidi fea=T which
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means dissertation on a basis of specific ‘dharmas’ or
intrinsic qualities. Since ‘dharma’ of an object in its highest
sense implies JeHfqUrEwASHaRH:, criticism or @M= 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 as 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 appreciation of a
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 impression 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 as possible, and then only 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 inside and 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. The more
ordinary Western outlook is upon animate matter carrying in
its life a modicum of soul. But the seeing of the Indian mind
and of Indian art is that of a great limitless, self and spirit,
‘Mahinitma’ which carries to us in the sea of its presence and
living shape of itself, small in comparison to its own infinity,

IS
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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 judges 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 enable the 